
















































































































































































































































































































































































'!here is only the pure. dua+ity of polarisation, each 
one free from any contaminatlon of the other. 

(WL, pp.269-71) 

Hitherto the sex act, for lawrence, has been a constructive an::l 

productive proc::ess by which man arrl woman first consmmnate their 
coming together am then transcerrl their separateness into a union, 
which is greater than both. To minimize the importance of sexual 
intercourse am reduce it to merely a functional process would be 

disastrously to deconstruct all of what lawrence has so far l::uilt. 
'!hough one can urrlerstarrl the sexual anxiety Birkin has gone through 
with Hennione, one cannot take lawrence seriously, at least at this 
stage, am accept his line of argmnent, because his explanation of sex 
throughout his novels is consistently maintained: fulfillrent can only 
be achieVed after sexual intercourse not before it as he is trying to 
show here. To hate am reject sex outright must be an impulsive remark 
made out of context, in other words a contradiction especially when 
the novel is taking a different direction from what he is advcx::ating. 

Ursula does not. Although Birkin insists that she drop her 
assertive will am subnit to his idea of love arrl marriage (WL, p.327) 
am that "Best to read the tenns of the contract, before we sign" (WL, 
p.211) , it is he who finally sul::xnits to her sexual demarrls and is 
forced to contemplate the possibility of being wrong after she nestles 
her love arourrl him on that moony night: "He thought he had been 

wrong, perhaps. Perhaps, he had been wrong to go to her with an idea 
of what he wanted. Was it really only an idea, or was it the 
interpretation of a profourrl yearning?" (WL, p. 329). SUddenly after 
that Birkin is struck with a vision. Just as Jude, was suddenly 
smacked by a pig's penis which was to change the course of his entire 
life when he was deeply precx:x::upied with his intellectual future in 
C1lrisbninster (JO, p.80), so now Birkin, in a similar way, is 
inhibited by the West African statuette of a naked female figure he 
has seen at Halliday'S flat: 

She knew what he himself did not know. She had 
thousands of years of purely sensual 
unspiritual knowledge behind her. It must have been 
thoUsarrls of years since her race had died, mystically: 
that is, since the relation between the senses arrl the 
outspoken mi.rd had broken, leaving the experience all 
in one sort, mystically sensual. (WL, p.330) 

'!he African fetish which is a purely sensual experience must be 
seen as the opposite extreme of Hermione's arrl Gerald's 
intellectualism. If this African civilization has been dead for 
thousands of years because it could not survive the split between mirrl 
am body, soul am sense, then by implication the English intellectual 
civilization which is represented by both Hermione arrl Gerald walid 
similarly die for the same reason if separated from its sensualism. 
Likewise, if humanity fails to rnaintain his integrity by balanci.rY;J the 
two sides of his/her being, then he/she should be prepared to face the 
inevitable death. '!his is why Birkin inunediately thinks of Gerald when 

he realizes that he is one of these dissociated "white worrlerful 
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deIOC>ns from the north" (WL, p.331) whose sensual life is oold, 
dest:ructi ve an::l isolated. By the same token, he sees himself in the 
wrong an::l abruptly changes his attitudes not only towards Ursula to 
whom he goes off inpulsively to propose marriage, rut also ~ 
life an::l sex as "Excurse" will show. 

In "Excurse", the second key chapter, lawrence after describin:] 
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 lawrence'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 oh5tacle in their main 
dispute of love an::l marriage, is the question of Hennione. In a 
worrlerful 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 Hennione at Shortlands. Filled with rage and 
jealousy, Ursula al::uses him for his affair with the intellectual
spiritual Hennione. Though much of what she says is true, he will not 
bring hiJnself 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". 'Ihen she scx:m: 

was touching the back of his thighs, following some 
mysterious life-flow there. She had discovered 
somethinq, someth~ more than wonderful, more 
wonderful than life 1 tself. It was the strange mystery 
of his life-motion, there, at the back of the thighs, 
down the flanks. It was a strange reality of his bemg, 
the very stuff of being, there ill the straight downflow 
of the thiqhs. It was here she discovered him one of 
the sons of God such as were in the ~inning of the 
wor ld, not a man, something other, sornethmg more. 

(WL, p.395) 

In order to achieve their fulfilment, the two lovers must first, 
according to Lawrence's marriage philosophy, consummate their love in 
a sexual act, in which man and woman exchange their masculine and 
feminine elements, and then transcenl their "beings" in a union. 'Ibis 
is so if the partners are fully consununated. 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 "irrli viduality" achieVed by both of them, one cannot accept 
Lawrence's treabnent because fulfilment, according to him, must be 
achieved after sexual intercourse not before it unless symbolically as 
the case with will am the Olurch in The Rainbow. Lawrence's vagueness 
am reticence in conveying the true meaning of the scene have caused 
many critics to dismiss the coming together of Birkin and Ursula as 
unsatisfactory am unconvincing.33 '!he difficulty of understarrlirxJ the 

sexual implication of the scene is Lawrence's fault. On the one haOO, 
he seems to be trying to qualify B irk in , s marriage theory of "stars 
equilibrium" which strictly forbids any suggestion of "mi.rgling and 
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merging" between the lovers. If this is so, then why does he fim it 
essential for the lovers to have sexual intercourse in the fOllC7tIin:J 
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 Lady Olatterley's Lover. 34 In any 
case, the consununation is not entirely convincing, rut Birkin and 
Ursula do firrl 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 ~ together. 
Far lier, we remember that in spite of the barren relationship between 
Birkin and Hennione, 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 Hennione' 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 is 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 m::>re 
Lawrence's real hero is a woman not a man. 

In spite of their fulfil.Irent in marriage, the ultimate objective 
in love, Birkin seems to be dissatisfied in his relationship with 
Ursula. As the bJok closes, both Birkin and Ursula, after Gerald's 
death, are debating the need for ma.le comradeship to complement their 
marriage: 

"Did you need Gerald?" she asked one evening. 
"Yes", he said. 
"Aren't I eJ10Ugh for you?" she asked. 
"No" he said. "You are enough for me, as far as 

woman is cbncerned. You are all women to me. But I want 
a man frien::l, as eternal as you and I are eternal". 

''Why aren't I enough?' she said. "You are ~ 
for me. I don't want anyl50dy else rut you. Why can't lt 
be the same with you?" . . 

"Having you I can live all my 11fe WlthO\.;lt 
anytx::x:iy else, any' other sheer intimacy. But ~o ~e It 
carplete, really hp.ppy, I wanted eteplal unlon Wlth a 
man too: another kirid of love," he sald. 

"I don't believe it" she said. "It's an 
otstinaCYi a theory ( a perversity". 

''We I " he sald. 
"You 'can't have two kinds of love. Why should 

you!" 
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it" . 
"It seems as if I can't", he said. "Yet I wanted 

"You can't have it because it's 
impossible", she said.' 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. '!he relationship between man am 
man, though it seems from the outset like hOll'OSeXUal love, is 
ambiguously presented as a possible alternative to the deathly lOCldern 
heterosexual relationship, which lawrence saw J1K)re as an errlless 
struggle of wills than as pleasurable experience. On the whole, just 
as the sexual scene between Birkin am Ursula has been ambiguously 
depicted, so lawrence's examination of the love relationship between 
Birkin am Gerald renBins ambivalent throughout the book. 

'!hough marriage is widely discussed am debated in the novel, 
mainly between Gerald am Gudrun, it is in the last section of the 
book that it is seen as J1K)re concentrated am powerful in 
distinguishing the two couples. '!he cul-de-sac reached between Gerald 
am Gudrun is indeed a focal point. It not only shows the difference 
between the two couples in tackling their problems rut it also 
highlights the essence of their nature. Earlier in the book, though 
Gudrun thinks of marriage as probably the next step, she strongly 
repudiates the conventionality of it which reduces woman to a 
sul:missive wife in a house: 

Marriage is just impossible. '!here may be, am there 
are, tflousandS of women who want it, arX:l could conceive 
of nothing else. But the very thought of it serrls me 
mad. One must be ~~~l.:~e all, one must be free. -
One may forfeit ev~y~~~ else, rut one must be free -
one must not become 7 Pinchback street - or SOmerset 
Drive - or Shortlarrls. No man will be sufficient to 
make that good - no man! (WL, p.464) 

'!he same fear has already been expressed not by Ursula rut 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 am after Gudrun jealously compares herself with Ursula, 
lawrence painfully deconstructs what he has just said about her. If 
Ursula does not find it ilnportant to question her needs as she used to 
do in '!he RainbcM, Gudrun does: "What was she short of rv:::M? It was 
marriage - it was the wonderful stability of marriage. She did want 
it, let her say what she might. She had been lying. '!he old idea of 
marriage was right even rv:::M - marriage am ha:re" (WL, p.466). 
Apparently, Gudrun does not know what she really wants in so far as 

marriage is concerned. 
later on when the two couples are on holiday together in 

SWitzerland, Gudrun and Gerald have just had sexual intercourse am 
are happily united when they suddenly see Ursula am Birkin waiting 
for them: "'How good am sinple they look together', Gudnm thaJght 
jealously. She envied them sa:re spontaneity, a childish sufficiency to 
which she herself could never approach" (WL, p.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 am YJanan . , 
"a pure balance of two slllgle beings", which she has rrocked earlier 
(see WL, pp.370-1). since her affair with Gerald would not be 
sufficient to make her happy, for neither of them would CCJIttlranise am 
care together on equal terms, nor would she be content to live without 
love am marriage, she forces herself to break through with Loerke, 
the corrupt Austrian sculptor. 

In the same way that Hennione possesses Birkin at the beginn.in:J 
of the story, so Loerke (as a pattern) comes at the errl to daninate 
Gudrun's will. Lawrence makes no secret aOOut this. In contrastirY;J the 
two rren,. 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 am a power ·that Gerald never dreamed of" (WL, 
p.549). What really fascinates Gudrun in Loerke, the gnome-like 
bisexual, is his ability to understand women's character (WL, p.554) 
am his freedom as an individual (WL, p. 563). Unlike Gerald, Loerke 
has an extraordinary ability both to detect Gudrun's IOOOd am need, 
am to penetrate the depths of her spirit where he can completely 
possess her. '!his is why Lawrence 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 illtnninate his 
concept of freedom am 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 cormection between them, 
absolutely non" (WL, p.525) . Although this view is totally 
unacceptable to both sisters, especially Ursula, who furiously opposes 
him ("'!he world of art is only the truth aOOut the real world, that's 
all - rut 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 looked up with certain supplication, allrost 
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 Arma criticises will in TI1e Rainbow for carving Adam's picture 
bigger than Eve, so Ursula attacks Loerke for making the girl small, 
tender am shameful, while the stallion big, stiff and powerful: "TIle 
horse is a picture of your awn stock, stupid brutality, and the girl 
was a girl you loved am tortured am then ignored" (WL, p.526). 
TIlough the sexual iITplications 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 JOOdel 
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. '!ben they are beautiful, at sixteen, seventeen, 
eighteen - after that, they are no use to me" (WL, p.529). 

Havi.rq his 0\N1l way with women and art does not make Loerke 
better than Gerald, who also seems to have his 0\N1l way with wc.m:m am 
i.rrlustry. What makes Loerke starrl a better chance of marry~ Gudrun 
is, like Sergeant Troy, his ability to impress women arrl his freedom 
to act as he likes: "I don't worship Loerke, but at any rate, he is 
free irrli vidual. He is not stiff with conceit of his 0\N1l maleness. He 
is not grin:li.rg dutifully at the old mills" (WL, p. 563). Like 
Henchard, whose main mistake which brought his dOlNllfal1 is his 
inability to read women, Gerald remains ignorant of the need to 
urrlerstarrl 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 fram that, I 
live because I am living" (WL, p.107) - an answer to which Birkin 
resporrls " I rather hate you" (WL, p.108). Gerald, like Henc:hard, has 
to die arrl fulfil his death wish because he fails to compromise not 
only with Gudrun arrl airkin, but also with himself arrl 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 airkin 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 compromise 
with each other. It is significant, therefore, to see the novel 
(unlike '!be W<xrllarrlers) reward those who are will~ to compromise 
arrl 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. 
'!be coming together of airkin and Ursula at the end is not, by any 
means, an easy process. It is, no doubt, the climax of the hard work 
arrl effort of three consecutive generations. 
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CHAPTER SEVEN 

ULTIMM'E DEFEAT, ULTIMM'E SUCCESs: ~ 
CR H) ~: A <:nlrRAST 

In Jude the Obscure (1895) and lady Clatterley'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, lawrence, though he diagnoses 
its difficulties, sets out in a reverse journey to reconstruct it 
anew by solving its problems and reconciling men and wanen'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 shavv 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 Lovers, rut surprisingly little has been 

written about the strong affinities between Jude and 19Qy 
Chatterley's Lover. 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 fim 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. '!his 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 Olatterley's 
Lover, 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 lmavv 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 lawrence's approaches in fiction
writing, especially when their central preoccupations, as far as 
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marriage in the two novels are COncerned, are echoes of Plato's 
figure of the charioteer am the horses in the Phaedrus. As a noral 
theme am social institution in both Jude the Ob5cure an::l ~ 
Olatterley's Lover, marriage fails to brin;J happiness to husban:i ani 

wife. Unless am until it is refonned legally as well as personally, 
both Hardy am Lawrence feel, it should be daoolished - bein;J then 
rorally no marriage. It is true that marriage an::l divorce are 
presented as opposites in '!he Wex:x:Uamers, hIt surely they are not in 
Jude, for the real opposition in Hardy's last novel, like that of 
lady Olatterley, is between spirit an::l flesh, between civil marriage 
am natural marriage. 

Civil marriage: J ude/ Arabella Phillotson/S ue Clifford/Connie Mellors/Bertha 

~/ \/ 
Natural marriage: Jude/Sue Connie/Mellors 

/~ t 
Civil marriage: J ude/ Arabella Phillotson/S ue 

'!he marriage patterns in the two novels are almost str:i.J<irgly 
the same, until the very errl where they become opposites. Opposites 
because whereas Lawrence wants to reconstruct it anew, Hardy wants to 
deconstruct it, am 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' am 'whole woman'. '!his, perhaps, 
is the novel which would have followed Jude if he had written 
another".2 Just as the official union between Jude am Arabella, am 
Phillotson and SUe in the earlier novel, am between Clifford and 

Connie, and Mellors am Bertha in the latter one constitutes the 
basis for a civil/legal/public/nominal 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 am disillusionment to 
appropriate partnership and fulfilment, before it turns again to 
inappropriate partnership and tragedy in Jude. Jude an::i Mellors alike 
are sexually seduced by the earthy sensual Arabella and Bertha 
respectively and are tactically led into Iratrimony before they are 
fully prepared for it, only to fin:l themselves in a relatively short 
time trapped in a devastatin:} marriage with a coarse wife they love 
to hate. 

Similarly, SUe an:l Connie Irarry Phillotson am Clifford 
respectively without considering what marriage truly means lll1til they 
are struck by the sour reality of their sexual natures (one is 
sexually timid arrl the other is highly sexed), which forces them to 
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flee their husbarrls am seek fulfilnvant with other partners (Jude am 
Mellors). When the "civil" marriage breaks down, Jude am SUe, am 
Mellors am Connie not only tenninate their official contracts with 
their spouses, personally if not legally, rut also choose "natural" 
marriage as a substitute. When "natural" marriage proves its 
practical workability for these two couples, Hardy, in his attenpt to 
deroc>lish it, introduces Fate (personified in Little Father Tine) to 
upset the hanrony finally established between Jude am SUe, am serrl 

them back to their original spouses am destruction while Lawrence , , 
in his attempt to re-shape marriage, makes Mellors am Connie seek 

divorce from their contracted partners am 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, am was not done by 
one of her own sex, who would never have allCMed 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 Chatter ley, lay the true basis for a successful marriage 
relationship between men am women. 

II 
Jude the Obscure (1895) 

According to Hardy, Jude is a story of both marriage arrl 
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 arrl the 
intellectalitity 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~evelopment of one principle 
of human life at the expense of the other; an over-balancing; a 
laying of all the stress on the Male, the lDve, the Spirit, the Mind, 
the Consciousness; a denying, a blaspheming against the Female, the 
Law, the Soul, the Senses, the Feelings".3 While with Arabella, Jude 
struggles to keep his spirituality intact, am while with SUe, he 
struggles to maintain his sensuality, in his ciesperate attempts to 
k~p body and soul together. In fact, SUe am Arabella are like the 
white -am black horses, the noble am base instincts, which drew 
Plato's chariot of the soul. Unless and until he controls their 
reins, he is bound to be overturned arrl 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 conflicting 
emotions of body am mind, which Arabella am SUe are outwardly 
projecting. 

'!he clash between marriage and education, which runs through 
the book am manifests itself most clearly in the pizzle scene, is 
also meant to highlight Jude's split personality between eroc>tion arrl 

"-----~ ---
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reason, am account for his maturity. As he is wa1.kirXJ hare at 
Marygreen am deeply thinking of Olrisbninster am his sublime 
ambition of becomi.rg a bishop ("Yes, Olristminster shall be my Alma 

Mater; am I'll be her beloved son, in wham 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 l'lOW, 

Jude, like Tess before her seduction/rape in "TIle <l1ase", has _J1ever 
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 wham he singles out fram her companions, the narrator 
observes "a momentary flash of intelligence, a dtnnb announcement of, 
affinity in [DSse, between herself and him" (JO, p.81). 

In this moment of vision, just as Arabella is turning "her eyes 
c:ritically upon him" out of "amatory curiosity", so is Jude gazing 

,-- 'iagc;;.iru;t~ his intention - almost against his will... fram her eyes to 
her mouth, thence to her bosom, ~anct to· her f~ii round naked anTIS, 

wet, mottled with the chill of the water, and firm as marble" (JO, 
pp.82-83). In the coop scene in lady Olatterley's Lover, 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 
bcxly am mind into conflict (LCL, pp.120-21). Like Tess, Arabella is 
J)hy~!~lly v~ __ ~'t.g-a~~!:,: "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 l:xx:iiless 
creature with only "a pretty girlish face" (JO, p.124) to emphasis 

her aptitude 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 
fram what she is (being), so we know SUe fram what she 
characteristically does (doing) - e.g. tuying the classical nude 
statues of Venus am Apollo (JO, p.141). 

It is this first meeting between Jude and Arabella that 
initiated the attack on the book when it was first published, and 

triggered such slogans as "Jude the Ol:scene" 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 sti,* with the fragment. of pig 
daJ:lgling therefram, looking elsewhere the while, am. 
faintly colouring. . . 

She too looked in another clirectlon, and took 
the pi~ as 'thouqh ignorant of what her. harrl was 
do:j.ng. She hung if terrporarl1y on the ral1 ?f . the 
bridge, and then, by a speci~ ~f mutual curlOSlty, 
they both turned, and regarUed It. 
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Like the stick used by Pierston in '!he Well-Beloved am the rod used 

by Aaron in Aaron's Rod,~~ude's st!ck, repeatedly referred to in the 
seduction scene, is a penis substitute in the nnst blatantly Freudian 
sense. It is with the stick tbat Jude picks up the characteristic 
part of the pig (JO, p.82), it is with the stick tbat he knocks at 
Arabella's door when he first visits her at her father's house (JO, 
p.87) , am it is with the stick on his ann tbat "he felt the warmth 
of her body against his" (JO, p.90). Hardy is right to suggest in his 
letter to Gosse tbat the throwing of the pizzle needs no further 
explanation because if it does then "I must have lamentably failed". S 

'!he 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 tbat 
side of him which had been occupied with literary study am the 
magnificent Orristminster 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 "fourrl a new 

channel for emotional interest" other than his studies, still _cannot 
yield tohif? instinctual desires. It is Arabella, rather than Jude, 
Who--~f~stsuggests - a date: "you should see me SUrrlays!". When he 
shows some hesitation, she says "'!here's nobody after me just noN, 

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 
b.lsy 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 nruscular 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 passion collide and passion prevails, for Jude cannot but 
Shc;,:;-~~'~Tenc:e' to Colljill1ctive orders from headquarters" (JO, p.81). 
If one is to compare this scene with tbat of the coop in I,ggy 
Olatterley, one can iImnediately 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 
divin~_. studies, but also gives Arabella a golden opportunity to 
seduce him into matrimony. Following the advice of her frierrls, Anny 
and Sarah, "he's to be had by any woman who can catch him the right 
way" (JO, p.8S), Arabella "set herself to catch him the right way" 
(JO, p.8S). A few pages later, we learn that she is not totally 
satisfied by only having him to care for her: "I want him to lOOre 
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) . 
Detenni.ned to seduce him, she first arranges for the house to be 

vacated, and then once they are there alone, she draws him on by 
which explaining, after showing him how she is hatching an et:R, 
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~lises heJ::" fecurrlity, between her breasts: "it is natural for a 
woman to want to brirg live things into the world" (JO, p.lOO). 

Whether or not Arabella becomes really pregnant as she 
initially clailns is quite ambiguous, rut surely she has a strorg 
noti ve to pretend in order to get Jude to marry her, because "Lots of 
girls do it; or do you think they'd get man-ied at all?" (JO, p.94). 
Her accidental meetirg with physician Vilbert prior to her alleged 
confession which makes the "gloomy" Arabella "brighter" (JO, p.lOl) , 
is decisive. As Penny Botnnelha explains: "Since the idea of obligirg 
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 same of those 'female pills",6 which Jude used to 
advertise in Marygreen when he was a boy (JO, p. 68). Bo\.n'nelha is 
probably right in suggestirg the first option, rut in so far as 
"female pills" was widely urxierstcxx:i, according to her, as an 
"euphemism for abortifacients", she certainly has no strorg grourrl 
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 tmWanted 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 weddirg night, however, as is always the case with 
Hardy, collision takes place between husband and wife, reason and 

-~-..- , .... -'~--',- -

passion, appearance" aD.P., . reality. After the "officiator" has 
cOnti-act~ 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 urxiertakirg which "surprisirgly" has 

not surprised anybody except Hardy, the barrier of appearances breaks 
down. Arabella is no longer the same woman he has known, h.rt somebody 

ei~ in her shape. Her counterfeitirg personality clashes with her 
gen~_£~Jity: She"-Sh~-Jude by her fake hair, false bosom, and 

artificial dimples; moreover, she has lied about her alleged 
pregnancy, and has not revealed the whole truth about much of her 
life, like mixirg invariably with strange men, working as a barmaid 

at Aldbrickham and Ii virg away from her family for three months (JO, 
pp.103-7). Angel Clare's reproachful words to Tess, also made on 
their weddirg 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 Phi I lotson, not on! y because of bad choice, rut also because 
of an error in the convention of the marriage contract, which 
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unrealistically bims husband and wife together for life even if they 
don't love one another and want to divorce. Spe.akin;J for Hardy here, 
Jude contemplates what went wrorg in his marriage: "1heir lives were 
ruined ... by the iurx3amental error of their rratrinnnial union: that 
having __ ~ . a pennanent contract on a temporary feeling had no 
necessary cOnnection with -affinities that alone remer a life-Iorg 
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 rray know perfectly well that they are possibly 
tuying a lTOnth's pleasure with a life's discanfort" (JO, p.324). 
Notice the opposition between "temporary" and "pennanent" , and 
between "feeling" and "affinity" - the first referring to the legal 
,prob~ ____ C>.! __ t:he _ con.tract, while the second to the J~;ychological 
J)rol:>!.em __ of_~_-J.nconpatibility. J:etweensexual feeling and spiritual 
ll!!!.Q~, which Lawrence is continuously trying to reconcile in his .---

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 itscornp~f?te failure j~Q accornmodate natural feelings of husband 
and wife. Of the many attacks, general and personal, she makes upon 
marriage, perhaps the most sarcastic is the following: 

If the marriage ceremony consisted in an oath and 
signed contract between the par:ties to cease loving 
from that day forward, in consideration of personal 
possession being given, and to avoid each other's 
society as much as possible in public, there would be 
lTOre lovll:tg couples than there are now. Fancy the 
secret meet1.11gs between the perjuring husband and wife, 
the denial of hav:4lg seen eaCh other, the clambering in 
at the bedrCXJIll wiirlows, and the hidinq in closets! 
'Ibere'd be little cooling 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 rrade 
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 urnnarried couples would usually do, so that when he "could 
thoroughly fancy he was wrong and cormnitting 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 little 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: 

So you see he did not ask and take his terrific sexual 
gratification as if it was something natura,l and, t.rl;le 
to marriag:e. He asked for it, he crayed for lt ~ ~f In 
same way lt were a sin. '!he terriflC, the magnlflcent 
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bl~ck sin of sensual marriage: ,the gorgeous legal sin 
wtl1ch one was prpud of, ,rut which one kept dark: which 
one haterl to 'fl:Unk of m the open day rut which one 
lusterl for by mght. ' 

(MN, W.242-43) 

Jude's marriage to Arabella illustrates that marriage as a 
scx::ial institution has _failed to meet contemporary needs. It turns 
established notions of matrbTOny-ilpside down. Arabella, as Jude's 
wife, is in!rnc?~~:t--and a whore, and as a bigamist in Australia with 
cartlett, she is ~as _r~le as any married couple in the colony" 
(JO, p.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 rocx:::k the institution of 
marriage, rut the situation is still maintained. When SUe is living a 
chaste life with Jude, she is~~ltx.~~ law of adultery (JO, p.3ll), 
and when she is sexually su1::mitting to her husbarrl, she is guilty of 
prostitution. Jude calls her lawful marriage a "fanatic prostitution" 
(JO;"-p:"437) 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-1 

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 
Phillotson as an adultery (;~-FO~ 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, an(:t_~~they are divorced, they can neither 
.~t their love in marriage, nor can they believe that they have 
been legally <;li vorced: "I have uncomfortable feeling that my freedan 
has been obtained under false pretences!" (JO, p.322). Once again 
"private" and "public" views clash with each other over the subject 
of-~iage. Of ~~~, Hardy's critics would have noticed that this 
is not the first time that the writer challenges the public vi~ and 
upsets the moral judgement of the long r~tained traditional concepts 
'of-- his -_~§gQiety. In Tess and '!he Mayor, Hardy deliberately reverses 
the conventional conceptions of the "pure warncm" 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. 
'Ihroughout the book SUe is portrayed as Jude's double. '!he 

natural affinities between them may very well refer to the fact that 
they are cousins, rut it may also refer to the assumption that they 
are androgynous. 7 Whichever the case, Jude am SUe are counterparts, 
and there are plenty of examples to illustrate this. '!he first a:xres 
from Phillotson who has every reason to deny their similarities: "I 
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have been ~ck wi~ ... the ~aordinary synpathy, or similarity, 
between the parr. He 1S her COUSln, which perhaps account for sane of 
it. '!hey 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 remirrls him of the platonic 
love between Iaon am Cythna in Shelley's "Revolt of Islam" (JO, 
p.295) , am 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). '!he idea of "oneness" between Jude am SUe recurs throughout 
the book, especially in two IOOre places. If the Agricultural 
Exhibition, in which they achieve a "complete am nutual 
understarriing", 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: "0 my comrade, our perfect union -
our two-in-oneness - is now stained with blood!" (JO, p. 412) . Despite 
the strong affinity between them, Jude am 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 questions regarding the 
institution of marriage, s~~ __ from seXUal/spfritiJalattraction 
and marriage, am errling in annulment am free uruon. If "~Iage-is 
present~as "a'~sonal dil~,'a private ease,'based on a wrong --choice between Jude ~aOO-rla, . "as it is often in the early novels, 
it is presented here as a social i~~~, a public debate between Jude 
and SUe, on the one hand, and law am society, on the other. since 
Jude is still married to Arabella, Hardy poses this problem, then he, 
by law am 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 IOOral if not a legal violation of his marriage ______ .~-ri.~-~.- ._.,_ ... ~-. 4.....-', ..... __ ~. _ _ 

contract: (JO, p.146). By its very 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 IOOSt 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 
~i9Cll"f50lution to the, marriage problem, as Tess ~o: ~le 
'does on her wedding night (see T, p.235), ,,~~uld be to dimin1sh the 
importance. of lTIUcl1. of what Hardy is trying to convey through his 
novel,'-~~nciling reason am passion being certainly not the least. 
H~~-V-~-, SlI~, S suggestion when she wants to be released fran 
Phillotson (''Why can't we agree to free each other? We made the 
compact, am surely we can cancel it - not legally, of course; rut we 
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can morally" (JO, p.285)) is surprisirgly more logical than the 
prevailirg marriage laws. Anyway, soon after he has been drawn to 

SUe, Jude contemplates marriage rut discovers to his disappointment 
that he cannot urrlertake it for many reasons: 

'!he first reason was that he was married, am it would 
be wro~. '!he secorrl was that they were cousins It was 
Tl9t well for cousins to fall in love ev~ when 
crrcumstances seemed 1;0 favour, the passion. '!he third: 
even, were he free, m a f~ly like his own where 
marrlage usually neant a traglc sadness, marriage with 
a blOod-relatl0n would duplicate the adverse 
coJ"rl.ttions, arrl a tragic sadnesS might intensified to a 
traglc horror. (JO, p.137) 

Like Jocelyn Pierston who has been "cursed" by the "well
beloved" fantasy which prevents him fran marryirg \ll1til he is old, 
arrl like Paul Morel who is repeatedly rut wrongly told by his mother 
that Miriam is after his soul, Jude and SUe are doomed in their love 
relationships by the4' ._f~ly'~ _~9~~ marriages which ha\ll1t 
them throughout the novel: "'!he Fawleys were not made for wedlock" 
(JO, p.116, also see pp.224, 270, 324, 337, 349-50). By playing this 
fatalistic card, ~ ____ .:!s __ not-.making a strong case for his 
protagonists to be representatives of their society. 8 since Jude am 
---------~ .. -.. -.-.- '-- .. , . 

SUe are cast aSabhormal, 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 conunon 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 arrl marriage as Lawrence (arrl even Freud) has explored in '!he 
Rainl:xJw arrl Fantasia of the Unconscious. 

In the same way that Arabella is associated with pigs, the 
.,.--.-,.-." , ... _ .. --", - -,-,~. -. '~'-'" ~ , . . 

unclean anilnals which dominate all the scenes of her courtship and 
marriage with Jude (see in particular JO, pp.108-113) , so is _~e 
linked wi~:h_.~i?~ter anddiyinity. If Arabella is the beast, SUe 
Is - surely the nun. Seeing her wor~ in the ecclesiastical -- -----_. --.- ... ~--.,. 
establishment, Jude irmnediately identifies her with Orrisbninster 
"the heavenly Jerusalem" which has just made a strong impression on 
him, perhaps because of her eni9J!lCltic nature, unattainability. Like 
the "City of Lights", she ~first appears to hiln as "an ideal 
cbaracter, atout whose fonn he began to weave curious and fanatic 
day-dreams" (JO, p.136) , then as a "half-vision fonn" (JO, p.137) , 
and after her marriage to Phi I lotson, "like a vision" (JO, p.244). 
'!he betterhe .. _g~ts to know her, the more "ethereal" she becomes. 

&hoirg Shelley's "EPiPsYchidion" , Jude calls her a "disembcxlied 
creature, you dear, sweet, tantalizing phantom - hardly f~~_a!:all.i 
so that when I put my arms round you I almost ~ them to pass 
through you as through air!" (JO, p.309). It is because of these 
spiritual."~t~~.~~ between SUe and Orristminster that Jude, like 
Pauf-"Morel in' -regarding Miriam in Sons and Lovers, cannot rut 
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mistakenly see her as "a phantasmal, bodiless creature wh ,one o ... 
has little animal passion" (JO, p.324). 9 

- ------··it·i~ true that Jude's perspective in the novel is central am 
Arabella's peripheral, rut~en it comes to SUe's COIl'plex sexuality, 
!.~~s",_~~!!a's point of.view, not. Jude's, that.is. oonsistently 
r!l~~!~~ Just as Clara Dawes's perceptive views on Miriam's 
sexuality are trustworthy, especially in the scene where she 
oontradicts Paul's wrong ideas about her ("She does not want any of 
your soul conmunion. '!hat's you own ilnagination. 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", rut 
to Arabella, as Miriam is to Clara, she is a flesh am 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 fourrl peace by leaving 
Jude and returning to Phillotson, Arabella, with Hardy's approval, 
corrects her: "She mqy~_§wear_.t.bat-.Dn...heJ::.knees to the holy cross upon --her necklace till she's hoarse, .. M ... it won't be true!... she's never 
found peaceyince .~e .left his arms,,·and never 'will again till she's 
-.~ ... --~. "."" 

as he is nqw!" (JO, p. 491). Second, when Arabella calls in at night 
--~.----~ -'""'~ 

after her arrival from Australia, it is she who stimulates SUe to 
",~" ••• ~"' __ , ~.J __ ~.~'_"_, • _ ...,".'~. _" _'._,' _'<. '. • • 

sexually sul::mit to Jude. for the first time ''Mine was not the 
reciprocaf

P 

"W'i~'tiil envy-"~timulated me to oust Arabella" (JO, 
p.428), and it is she who shows flashes of real intelligence in 
sensing her. change of mocx:i.the following day: --- ----"~ -,. ..... . .,- ,,- , 

"I don't know what you mean", said SUe stiffly. 
"He is mine, if you corne to that!" 

He wasn't yesterday" 
SUe coloured roseate I am said "Hew do you knew?" 
"From your manner wnen you talked to me at the 

door. Well, my dear f you've been ~ick about it l am I 
expect my vislt last: 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_"~ visi?n" 
(JO, p.361). As a pattern, like the landlord who wants to c.lisnuss 
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 ooncluding that they must be 
respectable, said no more" (JO, p.464), Arabella reaches the opposite 
oonclusion upon otserving Jude and SUe walking intilnately close: "0' 
no - I fancy they are not married, or they wouldn't be so much to one 
~ .. asthat" (JO, p.361). orIven by jealousy, Arabella first 

-detects a oontradictory inpllse in SUe's corrplex feelings "She'S not 
a partiOllar-~h~creC1ture 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", ani a bit later "she 

don't know what love is - at least what I call love!" (JO, W. 361-
62). But as soon as Sue's sexuality is awakened by the fla.vers whidl 
"quick~ her blCXJd ani made her eyes sparkle wi th vivacity", 
Arabella 1S assured of Sue's feeling: ''What Arabella had witnessed 
was Sue detaining Jude alIrost against his will while she learnt the 
names of this variety and that, ani 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 looked up at him ani smiled ... told so 
much to Arabella" (JO, p.366). : 

'!he question of Sue's feminism is Weed very important am ., 
relevant to her sexuality, rut Hardy seems reluctant to fuse the two 
issues together convincingly. On the one harrl, he seems to favour Sue 
as sexually .. 1::iIN:9 so that she fits his definition of the "New Woman" 

,.-......... ,,, .•.. ,,,,,.,, "',.'.' . , 
who according to his Preface, was "coming into notice in her 
thousands every year - the woman of the feminist movement - the 

~.~""-"."'~"'"T''''"' .-, -', ."."._,. " 

slight, pale, 'bachelor' girl - the intellectualized, emancipated 
l:m'xlle of nerves that modern conditions were producing" (JO, p.42), 
while on the other, he seems to prefer her to be the wamanl y type, 
sexually passionate - as passionate as she needed t;~"be .:.. so that she 
'---'_"oA'~'" .. d • • ... 

can still appeal to men, to Hardy in particular, by sha.ving 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. . . is very distinct the modern intelligent mentally 
emancipated young woman of cities, for whom the married life you 
kindly provide for her would ultilnately 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 Weed the victim of a 
literary conventionS (iJiy- and Rose) whJch cannot alla.v her to have 
both mi.nd" ancih:rlY-:-. :jntellectuality ~ ~lity. She blames Hardy 
'f~rhiS~inty" and 'holds him'responsible for turning Sue into 
"an enigma, a pathetic creature, a nut, and an iceberg", 11 forgetting 
the significance of this cc:>n~519:!9tjS)l'lm. Sue's personality and ha.v 
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, like Paula Power in A Laodicean, ~iguously attractive. 
rrbroughout the book, Sue takes a stand and then as a pattern reverses 
it without a gCXJd reason other than perhaps being ~wkwardly 
coquettish. She tells Jude ha.v she may have killed her urrlergraduate 
l:x>yfri~'" by "holding out against him so long at sudl close 
quarters", rut she will not accept being called fastidious: "People 
say I nrust be cold-hearted, - sexless - on account of it. But I won't 
have it! Same of the most passionate erotic poets have been the nnst 
~.!.f-<::Qntai.ned in therr daily lives" (JO, pp.202-3). She may admit 
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the fact that ''My nature is not so passionate as yours!" am ''My 
liking for you is not as sane WCJlOO.Tl'S perhaps", rut 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 strOlgly 
resists love am marriage, she at least three times expresses her 
!?!-"ofourrl ~-!~~~ove, if not for marriage: "Sane WCJlOO.Tl'S love of 
being loved is insatiable; am so, often, as their love of lnvinn. . -._-;" 
am m the last case they may firrl that they can't give it 
continuously to the ch.amber-officer appointed by the bishop's licence 
to receive it" (JO, p.265, see also pp.305,429). 'Ihus throughout the 
book, SUe remains "sanething of a riddle to him" (JO, p.187). 

Regardless to its various manifestations, SUe's inconsistency 
has depth and coherence. 12 Just as Arabella would use her physical 
~", __ ,_..t""~I"'~'_L~'.''''' 

channs to take advantage of innocent men like Jude am cartlett, so 
would SUe, by the usegt her in~lligence, IPaIlipulate men and enslave 
~~~-h~~feministca~~_ '!hough she initially does not love Jude 
as she herself admits, she, "aCX'X)rding 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 haw "she would go on inflicting such J 
pains again and again, and grieving for the sufferer again and again, 
in all her colossal inconsistency" (JO, p.231). Holding his ann, "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 like a 
couple just married" , SUe tantalizes him so much - first by -, 
ironically telling him "I like to do things like this" and then by 
asking him ''Was it like 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 awn person, and of being touched with terrier 
pity for him at having made him practise it?" (JO, pp.228-30). 

Of course SUe's struggle for power manifests itself nnst 
clearly and most probl~ti.caliY in her sexual repression. In 

anticipation of rrhe Rainbow and lady Olatterley's IDver, where sexual 
intercourse provides the grounds for struggle between men and women 
inside and outside marriage, Slle .QCJIAipates her men not by having sex 
with them like Ursula and ~Bert:ha Coutts do for examPle, rut: by 

hOid~ out_ agi:li,rlst their desires, which she herself has aroused . She 
-my not always ~'--~' controi, as for instance when Jude forces her to 
subnit to him after Arabella's sudden appearance: "I shouldn't have 
given way if you hadn't broken me dawn 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 paver 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 'corne 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 rna1d.rg his sexual advances whenever he wishes 
because, ~~ he ~lls her, "you - are canmittiDJ a s~ . ~ -not likirij 

~y':~~"_~~ove me" (JO, p.285). Part of her argument against 
marriage is ~~ .. ~orfeiture of this basic right over her own body. One 

of SUe's reasons for feari.rg the marriage cererrony, as Hardy explains 
in his letter to Gosse, "is that she fears it would be hreaki.n;J faith 
with Jude to withhold herself at pleasure, or altogether, after it; 
though while uncontracted she feels at liberty to yield herself as 
seldom as she chooses". 13 .-.... 

- .. - It is true that when SUe marries Phillotson she does not knc:M 

what marriage really means, until she is ~~truSl<: by the nature of its 
.~~ !"eality: "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 subnit, am I kick" (JO, p.276). 
It seems that on the face of things SUe married Phillotson for 
trivial reasons, such as j~lousy at the news of Jude's marriage am 
f~","~L-~gE:!l._h~.E~~t:a~~on after her scarrlal at the trainirg 
school (JO, p.284). But on a deeper level, it seems that she marries 
him because she wants a fr;i~, a protector, a trustworthy companion, 

-----~.-'--... ..--- -- "" - " 

somebody who can replace her missi.rg father. Hardy makes no secret 
about this. In referri.rg 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 

_\\T()uld 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 matrim:>ny" 
(JO, p.217», there are some unexplained sexual peculiarities about 
Phillotson - one comes from Aunt Drusilla "'!here be certain men here 
am 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 
anythi.rg wrong with Phillotson: "I cannot tell. It is something ... I 
cannot say" (JO, p.475). Bei.rg sexually healthy, hOW'ever, does not 
necessarily make Phillotson sexually attractive for he is not, at 
least not to SUe am Aunt Drusilla. 

Once married, SUe mistakenly believes that Phillotson would not 
make any. sexual d~on her - be.ing eighteen years her senior, am 
-Celibate as he was for quite a long time - or irrleed that if he does, 
she would easily reblff him. '!hat she thinks of him as a substitute 
father figure or a close friend is certainly one valid interpretation 
of the~reiat.lonship, at least from SUe's point of view, am Hardy 

is definitely encouragi.rg such a reading by a number of successive 
exarrples varying from sbrple hints ("He is the only man in the war ld 
for whom I have any respect or fear" (JO, p.209» to explicit 
conunents 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 husbarrl" 
(JO, p.273; also see pp.285, 297 am 314). '!he word "father" is used 
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in the text, however, once in cx:>nnection with Phillotson ("he was old 
enough to be the girl's father" (JO, p.155» am another in 
connection with Jude ("You are 'father', you knc:7.v. '!hat'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 psychoanalytical terms, therefore, whether it is Jude or 
PhillotSOn", ~e!~ !9~irg for a father symbol, scmethirg to clirg 
to, to anchor her enDtions to, a replacement for her missirg father. 
Earlier, Aunt Drusilla makes the point that SUe might be sufferirg 
fram an Oedipal complex: "She was brought up by her father to hate 
her nother's family ... I never cared much about her" (JO, p.160). If 
this can prove anything, it is the Oedipal nature of, SUe's story. 
Just as Paul Morel would vainly search for a nother-sutstitute in the 
spirit of Miriam, so would SUe search for a father-protector in the 
spirit of both Jude arrl Phillotson. '!his may very well explain the 
reasons behirrl her extreme physical revulsion from his sexual 
emm::a.~ which makes her sleep in the cupboard arrl leap fram the 
window. 

What SUe does not like about her marriage to Phillotson, beside 
his sexual demarrls, is the loss o~ h~J.mi viduality. When Jude calls 

........ " ....... .....-.. """#",, .. -... ,~~.~ •• r-- _,_" ... ~ •• 

her ''Mrs Phillotson", a "label" which deprives her from her long 
retained identity, she protests: "But I am not really Mrs Richard 
Phillotson, rut a woman tossed about, all alone" (JO, p.266). '!he 
first of her criticisms against the institution of marriage COIreS 

earlier when she is readirg about the marriage service in the Prayer
book: "According to the ceremony as there printed, my brj.degrexxn 
chooses me of his CM11 will arrl pleasure; rut I dori't .. qt~ i1IID._ 
~"'. gives me -to iliID" iike a she-ass ~c;r--'Sh~oat~"~~ any other 
",,_. __ ., .. "1III/IIfI'" • ".,.-.... --, .• ~_,,_,,' .• _,._,.., ... _- __ .,~_,I._.''t'+}~-. .. -l 
domestic animal" (JO, p.226). In cx:>ndenming marriage, it would be 
remembered through the book, Hardy gives his full SllppOrt to SUe. 
When Jude, for instance, tells her how people go on marryirg largely 
for sexual reasons, she cannot bIt compare marriage to legalj.~ec!. 
prostitution: "I think I should begin to be afraid of you, Jude, the 
m;;;}t-y~'~d cx:>ntracted to cherish me under a Goverrnnent stamp, arrl 

I was licensed to be loved on the premises by you - ~, hOW .. l1o~~!_~ 
aI1Ci sorgjJ;!!" (JO , p. 323). Later, she tells him how wanen, instead of 
'marryirg for sexual reasons as he claiIns, marry for social _~~!X.: 
"Fewer women like marriage than you StlplX)Se, only they enter into it 
for the dignity it is assmned to cx:>nfer, and the social advantages it 
gains them sometiIres - a dignity and an advantage that I am quite 
willirg to do without" (JO, p.324). '!his of c:x>UrSe underlines the 
main difference between SUe and Arabella: where the latter accepts 
~iage-for these reasons, the fonner rejects it for precisely the 

same ones-
By the same token, moreover, just as Hardy supports SUe ani 

Jude in their mcrlern views on marriage, so he also attacks Gillin:Jharn 
and Arabella for their cx:>nventional 0;;S~-- Speaking for their 
-------.-~-. .-------.. --.----- _ .. 
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traditional society, Gill~ not only suggests tbat SUe "be 

smacked, ani brought to her senses" (JO, p.296) rut also advises 
Phillotson to yse hi...2_, auth()rity "You nrust tighten the reins by 
degrees only. Don't be too strenuous at first. She'll c.one to any 
tenns in time" (JO, p.443), while Arabella insists tbat Phillotson 
should tame SUe: 

" . .. yqu sh?Uldn' t have let her... She'd have came 
rourrl m tl.1ne. We all do! Custom does it' I 
shouldn't have let' her ''''O! Isnbuld ha - . . •.• 
chained h 

.. q . ve kept her 
on - er ~rrlt kickinq would have beeri brake 

soon ~! 1bere s notJ:ring like borrlage am a stone
deaf tasklnaster for ~ us women. Besides "you've 

.;Jot :tlle.. l~ws ~ll Y()Ur side". (JO, p~31l9) 

It is only after her children's tragic death when she 
~ast:!9111y_,deteriorates from .... the feminist type to the conventional 
~ that SUe's early reIMrks ("I am not modern ... I am more ancient 
than mediaevalism" (JO, p.187» can be fully understcx:x:l. '!hough this 
is by no neans a defeat of her feminism it is a set tack for her _.". 
emanc~~t~9!.l."J)rinciples as Hardy himself explains or perhaps regrets 
In his Preface (JO, p.431). One main aspect of SUe's succtnnbing to 
convention is her adoption of the Crristian faith which she am Jude 

~ .'. . 

have long suppressed. Because Crristianity, _ forbids sex outside 
marriage, she tells Jude: "I have 'thought tbat we have been selfish, 
careless, even ilnpious, in our courses, you and I. OUr life has been 
a vain attempt at self-delight. But self-abnegation is the higher 
road. We sh~~ld 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 tabies have been taken from me to 
shOW' me this t Arabella's child killing mine was a judgement - the 
~t. slaying the wrong" (JO, p.425). 

It is because of this breakdown in SUe's emotions tbat Jude 
attacks not only religion ("You make me hate Orristianity, or 
.~ ____ ~".L.-,~.,,_~.' _ ....... ,.,,~,' IWIII • 

mysticism, or Sacerdotalism, or whatever it may be called, if it's 
tbat which has caused this deterioration in you" (JO, p.426», rut 
also her "extraordinary blindness" to her old feminist logic: "Is- it 
Peculiar to' you, or is it~n to woman? Is a woman a thinking unit 
at all, or a fraction always wanting its integer?" (JO, pp.426-27). 
As the narrator ob3erves: "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 
same ~'-~' o~- SUe's. 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 j,.t is not she that he should corrlemn; it is 
the prevailing dogmas of the society he should abolish. His earlier 
wordS' to" sUe --iegardi.ng women (" instead of protesting against the 
conctiti~~'-they protest against the man, the other victim" (JO, 
p.355» are cerb:iinly applicable here in reverse. ''Who were we", Jude 
asks h~ ;-""to think we could act as pioneers!" (JO, p.428). since 
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they can ~~t:l:!~, ~~ society's attitudes tD.vards love am marriage 
for "the time was not ripe for us" (JO, p.482), nor can they sustain 
~ ~tnlggle.,.with .,.it "or whatever our foe may be" as they "have no 
TOC>re fighting strength left no TOC>re enterprise", then they have no 
choi~ _~!.,~t: ''we must confonn... It is no use fightim aga~ 
God!" (JO, p.417). Jude dies at the en:l!K't because he is defeated by 
his society's conventions, rutl:lecause he . fails ,. to reconcile his 

"conflicting ,'em)tions between SUe anl. Arabella, between spirit arrl 
flesh. '!his is Jude' s tragedyJ 

. __ .- .... -._--
Although Hardy raises all sorts of questions regarding the 

absurdity of the traditional laws of marriage, he surprisimly poses 
no solu1:!9EJp,_.tb~ pr()bleJll!, '!his perhaps umerlines his conscious 
intention of !=1emolishing. marriage as a social institution. As he .. ~. '\ 

himself states in the Preface, "Jude the Ol:scure is silnply an i 

endeavour to give shape am coherence to a series of seemirxJs, or 
personal impressions" (JO , p. 39). Seve.,teen years later, he adds in-,' 
his "Postscript", after defending his hook against Margaret 
Oliphant's accusation of an "anti -marriage league", "'Ihe author has 
been reproached by some earnest corresporrlents that he has left the 
question [of matrimony] where he fourrl it, arrl has -~t:I'O:0ted the 
~ to a much-needed,.,refonn" (JO, p.42). In a letter to Florence 
Henniker (dated 1 June 1896), Hardy denies beim "an advocate of 
'free love'" am 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 Hermiker (dated 27 
october 1918), he not only expresses his profound tendencies towards 
"free love" , rut also bnplicitly rejects marriage as a rocrlern....., 
institution: "if I were a woman I should think twice before enteri.rg '~ 
into matrimony in these days of emancipation when everythim is open 
to the sex". 14 

In the novel, TOC>reover, Jude expresses the same anxieties over 
society's conventions of love am marriage. 'Ihough 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 in our social fonnula: what it is can only be discovered by 

merlancf'warnen ;ith greater insigh~ :tllan mine, - if, Weed, they ever 
cli;;cover' it . -at least in our time" (JO, p. 399) . Jude's main problem 
is "It 'takes two or three generations 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. Fran a 
socio-historiqal poirlt: of view, Hardy is perceptive, for it is not 
until --pe;haPs Lawrence, am TOC>re specifically in his creation of 
Ursula am Birkin, that "such" men am women can finally be seen able 
to fully explain what is wrong in society. '!he TOC>re one reads Hardy, 
the TOC>re he or she is convinced that he is the natural predecessor of 
Lawrence, the one who has influenced rum am provided him with 
fertile literary grourrl to grow his ideas on. Of course when Hardy 
wrote Jude, he did not Jmow (or was he speculati.rg?) that sanel:xrly 
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else with "greater insight", like lawrence, would be cc::ani.rg to 
continue his exploration of love am marriage am to do what he could 
not have done: point the way to a ''much-needed refonn" by provicli.nJ 
many insightful solutions to the marriage problem. If Hardy lacks
lawrence's solutions, he certainly _ ~ticipates many of the sexual 
problems that would confront his lovers inside am 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, rut also 
because it_~_~_~y of his arguments about the marriage question. 
Margaret Oliphant is right to equate Jude with Grant Allen's '!he 
Women Who Did (1895) in her contenporary article "'!he Anti-Marriage 
league" , for Hardy after all is out to defeat love am abolish 
marriage. 15 Jude also makes no mistake when he ~ys "0 Susanna --------'< ........... ,. 
Florence Mary!... You don't kn<:M what marriage means!" (JO, p.225) 
because as a social institution, marriage fails to live up to SUe's 
~~,!o~,,_~ ,~t does to Jude's before her. Everybody in the novel 
seems to have a different meaning iO.I'_tbg,concept of marriage. For 
Jude and SUe, first it is "a sort of trap" (JO, p.337) am then it is 
a "fanatic prostitution" (JO, p.437); for Arabella, it is "lOOre 
bJsiness-like" (JO, p.335); for Phi I lotson, 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 '!he 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 sayan love am marriage. 16 

III 

Lady Chatterley's Lover (1928) 

According to his own account, lawrence's main concern in I,ggy 
Chatterley's IDver is to reconcile the "penis" (and "the womb") 17 to 
the "intellect" , the two centres of being. Seeing the ''mental 
consciousness" arusing the "phallic consciousness" as he argues in "A 
Propos of lady Chatterley's IDver", he detennines to do justice to 
the latter. He, therefore, supports the "penis" against the 
"intellect" . In this respect, Mark Kinkead-Weekes writes: "'!he old 
lawrence still speaks in 'there should be no versus', l::ut his novels 
turns 'versus' into repudiation, of 'mental-spiritual consciousness' 
in the irrli vidual, of all Jd..ms of relationship l::ut the phallic, of a 
whole society". 18 'Ibis is not the first time that lawrence has been 
misunderstood, for what Kinkead-Weekes is claiming in the passage is 
questionable. When lawrence defends the "penis" against the 
"intellect", 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 prilosophy of reconciliation very clear I y when he 
says: "Life is only bearable when the mirrl and the body are in 
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harnDny, and there is a natural ba.lance between them, and each has a 
natural respect for the other". 19 

lawrence had always worked umer a similar pattern of ba.lance 
in which he joined and defended the overpowered or the umervalued 
object until he maintained the ba.lance between the two confronted 
objects. Joining one party against the other does not necessarily 
mean negating the other by any means whatsoever. If the iIrprovenent 
of the character of Mellors is important at all, it is for the 
consideration of the balance between body and mim. By bec:x:min::J 
Connie's intellectual equal in the third version, Mellors maintains 
his individual integrity in the same way Ursula has at the end of '!he 
Rainbow. All he needs to do is to achieve fulfibne.nt in marriage so 
that he can be transcended to the "ultimate-whole" in lawrence's 
tenus. 

'!he absence of the siIrple corrlition of "harnnny" 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" (LCL, p.5). '!he 
Clatterleys are "arcong 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".20 '!his 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" (LCL, p.17). '!he detachment is even 
apparent within hilnself where mim and body are entirely out of 
contact. 

'!he beginning of the novel recalls irmnediately the end of "'Ihe 
Virgin and the Gipsy", where the cataclysm happens and Yvette is 
about to die, not from the flcxxi itself, rut symbolically, from 
shivering and pneumonia. It is only the gipsy's terrier flame of 
healing that saves her life when he has wrapped his body arourrl hers 
and given her tender wannth and resurrection (VG, pp. 245-48), the 
gipsy hil11self being a "resurrected man". 'Ihe 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 wannth. He 
cannot even save hilnself. '!he beginning foreshadows the whole story 
for it has "'Ihe 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 neanin;J 
of "touch" and sensi ti vi ty: "he had been so much hurt that sarnet.h.i.n;J 
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inside him had perished, SOlle of his feelinJs had gone. '!here was a 
blank of insentience" (ICL, p.6). Before he is "shiIP3d back hare 
smashed", we are told, "the sex part. did not rooan much to him" (rcr." 

P .13). Even on his honeymx>n he could not match Connie's vigorous 
sexuality. His paralysis is, therefore, symbolic am suggestive of 
his sexual attitude am a fair iInage of his phallic failure. Lawrence 
is not exaggerati.rxj Clifford's iIrpot:ence, nor is he iIrposinJ the 
symbol on the novel (as he claims in "A Propos"). As a matter of 
fact, Clifford's paralysis has came spontaneously as a symbol to 
errphasis the unproducti vity of his body, his class am other men of 
his sort. In "A Propos", Lawrence writes: "I have been asked many 
tines if I intentionally made Clifford paralysed, if it is symbolic. 
Arrl literary friends say, it would have been better to have left him 
whole and potent, and to have made the WClI'MI1 leave him 
nevertheless".21 In "st MaWr", Lawrence examines a similar case of 
marriage and sterility between lDu am Rico where husbarrl am wife 
suffer from emotional and physical failure of the phallus: "Arrl soon, 
tacitly, the marriage became rrore like a frierrlship, platonic. It was 
marriage, rut without sex. Sex was shatteri.rxj 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 husbarrl and with other people, and 
forced to live her life through Clifford's, no matter how miserable 
it might be. '!he rrore he depends on her, the rrore she is detached 
from life and happiness. '!hey are so absorbed in one another mentally 
that they are alInost antagonistic eJrotionally. As far as his writing 
and reading are concerned, they are alive, h.rt sentimentally they are 
in deadlock: "He was so much at one with her, in his mind and hers, 
rut bodily they were non-existent to one another, and neither could 
bear to drag in the corpus delicti. '!here were so intimate , utterly 
out of touch" (ICL, P .19) . Acxx:>rding to Lawrence's marriage 
philosophy, Clifford and Connie are not spiritually married for 
''marriage is no marriage that is not correspondence of blood". 22 She 
is rrore likely represented as a housekeeper or a hostess who is 
supposed to entertain Clifford's intellectual friends am 
aristocratic relations without findirg any interest in them at all. 
'!his, of course, is in addition to taking care of the child-husbarrl 
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 rrore personal and "sex was merely an acx::ident, or 
an adjunct, one of the curious otsolete, organic proc:esses whim 
persisted in its own cltnnSiness, rut was not really necessary" (LCL, 
p.13). Later on, when the topic of having a child by another man is 
brought up, Connie is overwhelIred by Clifford's .iIr{>ersonal rroti ve 
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 arrarge 
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this sex thirr::J, as we arrarge goinJ to the dentist" (LCL, p.47). What 
Clifford really wants is an heir to guarantee Wragby's mastershi 
over Tevershall, arrl not a dtild to fulfil his wife's instinctiv~ 
desire. 

'!he spirituality of sex am marriage could have won her had she 
not had the sexual excitement with Michaelis, whom she kept t.hinki.n;J 
of while Clifford was addressinJ the matter of havinJ a child: "she 
knew he was right theoretically... rut how could she know what she 
would feel next year?" (LCL, p.48). Irrleed, 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 lorg, 
she makes love to hiln in her parlour. At first, he is able to rouse 
in her "a wild sort of compassion am Yearni.nJ, am a wild, craving 
physical desire" (LCL, p.31), rut when she expects more from his 
''masculinity'', he fails to satisfy her, because "he was always come 
and finished so quickly" (LCL, p.31). Like Skrebensky in rrhe Rainbow, 
he is reduced to nullity for he is better than Clifford "at making a 
display of nothingness" (LCL, p.54). And unlike Ursula, Connie 
insists on her satisfaction: "she soon learnt to hold him, to keep 
hiln 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" (LCL, p. 31) . 

In '!he 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 Olatterley's LDver, however, lawrence's interest goes 
yet further to investigate the secrets of this power am how one 
partner su1:rlues the other in sexual intercourse where passion am 
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 hilnself without herself corning to the crisis: and 

then she could prolorg the connection and adtieve her orgasm ani her 
crisis while he was merely her tool" (LCL, p. 8). '!he Marchesa in 
Aaron's Rod behaves to her husbarrl in a very similar manner (AR, 
pp.284-85). In their youth in Gennany, Connie am her sister, Hilda, 
exercise the same sort of power over the boys: "she could yield to a 
man without yielding her inner free self" (LCL, p.7). 

In her affair with Michaelis, Connie, unlike the Marchesa, does 
not intend to hold herself as she used to do in Gennany, because that 
was "the end of a chapter" (LCL, p.8). If Connie's youthful sexual 
experience is based on Frieda's, then lawrence is in a better 
position to know Connie inside out, rather than exploring her in his 
fiction. Because her love relationship with her husbarrl is so barren 
and sexless, Connie has ceased to assert her power. But when she sees 
Michaelis "finished allnost before he had begun" (LCL, p. 57), she 
"learnt" to hold him inside her. She does not, however, mean to 
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reduce him am this is why he has "a curious sense of pride am 
satisfaction" (LCL, p.31), after they finish. Connie's feelirgs of 
"self-assurance" am "little arrogance" (ICL, p.32) are not to be 
taken as vanity. '!hey are actually feelirgs 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 interned 
to nrin him until she is forced to do so, for she "fourrl 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 nroe of intercourse" 
(LCL, p.57)), he tries to force his will-power on her by offerirg to 
marry her. He asks her, "Why don't you am I marry? I want to marry. 
I knOlN it would be the best thing for roo... marry am lead a regular 
life" (LCL, p.55). In 'lhe Rainl:x:M Skrebensky offers to marry Ursula 
after his sexual nullification. 'lhis has a significant pattern in 
Lawrence's novels, where the sexually ove.rpowered man seeks marriage 
from the oppressor woman, not to yield to her, rut to force his will
power on her am to sul:xiue her intellectuality. since Lawrence's 
characters are exceptionally unconventional, they are made to suffer 
in love am marriage before they are consummated and rewarded by true 
love am suitable mates. 

Without considering love or the true meaning of marriage, 
Michaelis wants to marry the already married Connie. 'lhis 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 arrl 
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" 
(LCL, p.58). Connie is inunediately drawn back am defeated by 

Michaelis' intellectualism which has perished something in her arrl 
"her whole sexual feeling for him, or for any man collapsed that 
night" (LCL, p.58). This is what Lawrence would call the mirrl's 
subjugation of the body.24 

Mellors, too, has had sexual disillusiornnent 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, rut would not suhnit to him 
sexually. 'lhe second is with a teacher who played the fiddle arrl 
loved "everything about love, except sex" (LCL, 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 woman who wanted me 
to fuck her" (LCL, p.209). Soon after their marriage, Bertha turns 
out to be like the Marchesa ("always puts roo off" (LCL, p. 210)), ani 
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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 lorger. Ani when I'd carre am really 
finished, then she'd start on her own accamt, am I had to 5tq) 
inside her till she brought herself off" (ICL, p.210). 

Daleski and Balbert are, certainly, mistaken when they canpare 
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 strorg.25 Bertha is always insistirg on her 
"self-will", and holdirg back, no matter hOlN hard Mellors tries to 
wait inside her to satisfy her. She is always waitirg for him to 
finish first, and then uses him am his "erect male passivity" as an 
instnnnent to play with and exercise her power over. To lawrence, 
this is sex ahlse. Connie, on the other hard, does not assert herself 
in the sex act, unless she is forced to. We remember hOlN Michaelis 
finishes before he has even started, am hOlN 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. 

HOINever, Daleski is probably right when he says that both 
Connie and Bertha are partially based on Frieda. 26 Simultaneously, 
this claim should not be taken as evidence to suggest that Connie is 
like Bertha in assertirg herself in the act of sex. Obviously, it is 
Michaelis and Bertha Coutts that lawrence is corrlemning for their 
inhuman brutality and subsequently, dismissirg them from the novel. 
In contrast, Connie and Mellors are equally supported by lawrence am 
equally hurt by their past sexual experiences, as we have already 
seen. Before shOlNirg us gcxxl sex, lawrence first needs to tell us 
what bad sex is. 

SUbsequently, the meetirgs of Connie am Mellors in the wood 

are characterized by hostility. '!hey, for nearly eight months, have 
not exchanged a word with one another. In the c:x:x>p episode, 
"terrlerness" plays a great role in wanning up the hearts of the 
couple and brirgirg them for the first time together. 'Ibis is one of 
the best "terrlerness" scenes in lawrence's fiction. It is not unusual 
to have a couple drawn together by a terrier passion rut 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 playirg on the grass 
(ICL, pp.119-20), Mellors is divided between two opposite inpulses: 
to follOlN his principle of keepirg away from htnnan contact, or to 
follOlN his natural instinct and resporrl to Connie. It is iInportant to 
highlight the fact that Mellors is not an ordinary garrekeeper. 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 sublime 
significance, and it is this feature that makes him praiseworthy, in 
addition to, of course, his terrlerness. Mellors' terrler passion has, 
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therefore, outweighed his withdrawal-urge, am made hiJn resporrl to 

Connie's tears. Mellor's spontaneous passion is a vital element in 
his make-up, am this is why lawrence, like Hardy in his treatment of 
Giles Winterborne in rrhe Woodlamers, refers to hiJn as a "creature" 
am associates hiJn with the vitality of the wood in the same manner 
he identifies Clifford with Wrabgy Hall. 

Although "terrlerness" has the pcMer of bringing Connie am 
Mellors together in the coop scene, it has not yet been able to 
release them from their past experiences. rrhe lovers have to go 
through a process of gradual charxJe to establish confidence in both 
the self am the other partner before they can fim true love. 
rrherefore, the arrangement of the sexual scenes in the book is so 
skilfully planned that it marks the process of change in the lovers 
am the development of their comprehension am expression of true 
love and sex-passion. rrhe 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), arrl Mellors 
is not to be blamed for he has been a "passionate man, wholesome and 

passionate" (LCL, p.127). In fact, "he was kind to the female in her, 
which no man had ever been" (LCL, P .127) . 

The second act of sexual intercourse does not bring her to 
crisis either, because she still insists on her separateness, arrl 
would not give herself away. She, hOlNever, 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 am in shOlNing 
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" arrl the "living" stated in the middle of the book 
(LCL, P .105) : 27 "I believe if men could fuck with warm hearts, and 

the women take it wann-heartedly, everything would come all right. 
It's all this cold-hearted fucking that is death arrl idiocy" (LCL, 

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 
consununation: ''we came off together that time... It's good when it's 
like that. Most folks live their lives through and they never kr'lOIN 
it" (LCL, p.140). Only at this stage of her life does Connie realise 
that a "yearning adoration" is established in her, am instead of 
becoming happy, she fears it terribly. According to Lawrence's theory 
of marriage expounded in rrhe Rainl:xJw, the separate selves of the 
lovers must sink into oblivion before they are consurmnated. rus, 
hOlNever involves a kind of "death" and "rebirth" or "resurrection of , 
the body" as Lawrence says in the novel. What Connie fears nnst is 
the loss of the self in the process of "death" and "rebirth". She 
insists that "she must not become a slave" (LCL, p.141). 

Having understood this, one can safely say that Connie's 
previous assertiveness in the act of sex, no matter hOlN different it 
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is from Bertha Coutts, has been a defensive tactic against. her fear 
of losing the self (see LCL, p.8). lDve am sex are VlOrJd.n;J harrl-in
harrl here. '!he lOOre Connie loves Mellors, the llDre she will be 

tempted to give herself to him. Or, the llDre passionate he is, the 
rore sutmissi ve she becomes. It is true that sex is before love, rut 
the latter does grCM between them passionately. In this scene in 
particular, am after the mutual orgasm, Connie, if not both, senses 
a new love passion for Mellors am her fear is intensified by 

Mellors' special sensuality which is, for Connie, threateni.nj to her 
inlividual 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" (LCL, p.122). Awakened by Mellors' 
compassion, she realises that she does not want to exercise her power 
any rore, for it is "known am barren, birthless" (LCL, p.141). Now, 
she is ready to lose herself am "sink in the new bath of life" (LCL, 

p.142). Again, it is the tenderness of Mellors that finally wins 
Connie's sutmission. 

Although '!he Rainbow is the first lawrence novel to advocate 
the relationship between the self am love, it is not until ~ 
Chatterley's Lover that we are able to see a true relationship 
between them. '!he difference between the two novels marks the 
distance lawrence has travelled in investigating the vital cormection 
between the self arrl love. In the earlier novel, however, lawrence 
employs a notion of relations between the two sexes defined as "two 
in one,,28 in which man and woman are supposed to meet as opposites 
after establishing their individualities (by balancing body and roin:i) 

and to anticipate a consummation in marriage. Although this theory 
seems to be the most appropriate to accorrm::rlate both the self am 
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. 'Ibis is why the sex acts between the 
lovers are characterised by violence (see for example, R, pp.321-23). 

In Women in Love, 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", ani insists on his 
singleness in marriage. Whereas Aaron in Aaron's Rod insists not only 
on his aloneness to preserve his individuality, rut also on the male 
leadership, am asks the woman to sul::mit according to his theory 
established therein of "one up, one down". In lady Chatterley's 
Lover, hCMever, the fear of losing the self in love is for the first 
tine overcome not by any of the previous theories, rut by "the 
resurrection of the body" or "democracy of touch". Daleski sees the 
wor~ theory in this novel as "two in one", ani he, therefore, 

-~ t. dvance" 29 considers lady Chatterley's Lover as "a return CULl no an a . 
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 '!he Rainbow. Secorrlly, although "democracy of touch" involves a 
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kirrl of "death ani rebirth", an i.nportant elemant in "two in one", it 
is the passion of terxierness alone that is able to br~ the lovers 
closer together, despite their fear of los~ the self am 
withhol~. '!his is why the sex scenes in lady Olatterley's Lover 
are nnre terxier ani passionate than in any other part of lawrence's 
fiction. 'Ihirdly, sex in OUr lady, as lawrence called it, is ll'Ore 
fruitful ani can lead to consurmnation (Ursula, at the ern of '!he 
Ra.inbcM rraintains her irrli viduality , b.rt has not been fulfilled). 
lastly, "two-in-one" entails that man am wanan must sul:mit to one 
another am dissolve into one, complete entity, whereas "derocx::racy of 
touch" involves both su1::mission to one another am yet preserving the 
self intact. For these reasons, I consider lady Olatterley's Lover as 
an "advance" ani not a "return". 

Consunnnation is not necessarily orgasm. In the third sexual 
scene, Connie does achieve her crisis, rut has not overcame her fear. 
'!his is what makes the fourth sexual scene nnre in'p:>rtant to the 
development of the notions of love and self. In order to understand 
how "terxierness" functions in this scene, one needs to consider the 
domestic scene which takes place ilmnediately before intercourse (LCL, 
pp.172-l77). Visiting him one day in the hut, Connie plays the role 
of the housewife. She not only IPakes tea for him, rut also waits upon 
him while he eats. 'Ihis might look as if it is a conunonplace (when 
Connie sees Mellors washing himself half-naked, we are also told it 
is conunonplace (LCL, p.89)). But if we consider that Connie is the 
lady of Wragby Hall, ani 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 IPake it up 
with him" (LCL, p.177). In the first part of the scene, Connie begins 
in fear am agony; she is "stiffened in resistance" and sees the sex 
act as a "farcical", "humiliating" and "ridiculous perfonnance" (LCL, 
p.179). When it is over, she starts weeping and sobbing: "I want to 
love you, am I can't. It only seems horrid" (LCL, 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" (LCL, p.180). 
Again, Mellors is driven by his terrlerness to IPake 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 breaks her 
arrogance ani reduces her to "a girl-child" in the sexual intercourse 
("she seemed alIrost like a clinging child in his arns" (AR, p. 305) ) 
(also ol:serve how Lawrence reduces Clifford to child-man in the sam2 

manner (LCL, p. 302) ), ani finally dismisses her after her suhnission 
"this is not my woman" (AR, p.305). '!he two episcxies are Weed 
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similar, rut the outccJrres are very different. '!he CCIlli.rg t.c:x"Jether of 
Aaron am the Marchesa lacks the compassion am ten::ierness of Mellors 
am COnnie. '!heir sexual intercourse is m:>re like a contest rather 

than love-making. It is also ilTIportant to see that Connie's 
subnission is, unlike the Marchesa' s, made freely ani williIgly. 

In the secorrl part of the scene, Connie's suhnission is 
confinned. SUddenly "the resistance was gone, am she began to melt 
in a marvellous peace" (LCL, p.l80). But what would ha~ if Mellors 
turns out to be merciless am behaves like Aaron? Definitely, it 
would be death rut without rebirth: 

She yielded with a quiver that was like death she went 
all open to hiln. Arrl oh( if he were not ~er to her 
ncM, how cnlel, for sne was all open to hlln am 
helpless! 

She quivered again at the potent inexorable entry 
inside her, so strange am terrible. It might come with 
the thrust of a sword in her softly-opened l::xJqy am 
that would be death. She clung in a Sudden anguiSh of 
terror. But it came with a strCID3e slow tlirust of 
~ce, the dark thrust of peace am porrlerous, 
priIrordial terrlerness, such as made the world in the 
beginning. Arrl her terror su1:sided in her breast, her 
breast dared to be gone in peace, she held nothing. She 
dared to let go everything, all herself, am be gone in 
the flood. (LCL, pp.l80-l) 

The outcome of the act of intercourse is remarkable. Connie not 
only reaches her orgasm, rut constnmnation too. Her fear is finally 
gone when Mellors continues being passionate am exterrled his 
terrlerness in the sex act. When he comes to her ''with a strCID3e slow 
thrust of peace" instead of a "thrust of a sword", she lets go of the 
self in the terrler "death am rebirth" am then she is born "a 
woman". In order to be reborn a ''woman'' she must lose both her 
resistance am fear, which she finally has. The "ugly" images of the 
penis am sex act itself which preoccupies her in the first part of 
the intercourse are also lost, am now she is able to enjoy their 
liveliness. When she is awakened from the spell of loving, she clings 
to Mellors' breast, again, am murmurs "my love! my love!" (LCL, 

p.l82), 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, COnnie am Mellors have completed the course of 
achieving their irrlividualities am fulfilment. All they need to do 
is sbnply to marry am guarantee their union. But because ~ 
Chatterley's lover works urrler a different theory of "democracy of 
touch" in which the two selves of the lovers must be COI1S\..ntUllated both 
in union am separation, they still need to urrlergo a further process 
of purification. In this respect, Earl Ingersoll writes: "one further 
stage is necessary to confinn the pursuit of 'true marriage'. In ~ 
Chatterley's lover it is the other fanous 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 an::} not "terx:lerness". lawrence makes it very 
clear when he says: "it was a night of sensual passion" (ICL, p.257). 
'!he difference between the two passions is explored in the book am 
outside it. In the wheelchair scene we remember heM "terx:lerness" 
revives Mellors' l.i.mb; when Connie caresses am kisses his hard, am 
how "the flarre of strength went dovm his back am his loins, revi vinj 
hlln" (ICL, p.199). We also recall the t.erx:lerness scene in "'!he Virgin 
an::} the Gipsy" when the gipsy saves Yvette's life by his terrler 
passion of the body which revives wannt:h between them (VG, R".248-
49). '!he passion of terrlerness is, therefore, a restorative am 
healing force. '!he sensual passion, on the one hard, is a 
deconstructi ve power which has the ability to hlrn out shane am 
destroy "confusion of the earths" as lawrence says in his essay 
"Love": 

In pure conununion I become whole in love. Arrl in P\:IT"e, 
fierce passion of sensuality I am b.rrned into 
essentiali~. I am driven fran the matrix into sheer 
separate distinction... rrben in the fire of their 
extreme sensual love, in the friction of intense, 
destructive flarres, I am destroyed an::} reduced to her 
essential otherness. It is a destructive fire, the 
profane love. But it is the only fire that will purify 
us into singleness, fuse us fr~ the chaos into our ovm 
gem-like separateness of being. 

In addition to this, the sexual act is very ilnportant for 
Connie to purify her passion an::} "hlrn out the shanes". since the 
whole passage is a process of refinement of soul, it is described in 
terms of "death an::} rebirth". Connie's fear an::} unwillingness are not 
to be linked with her previous fear of losing the self am 
withholding it, because she has already passed that stage 
successfully. Her fear here is not caused by Mellors harsh treat::roont 
either, rut by the process itself. Like the patient who is undergoing 
an operation, she has "to be passive like a slave" (ICL, p.257). 
While Mel lars , the doctor, has to "have his way an::} his will of her". 
rrbe operation is very painful an::} she "thought she was dying: yet a 
poignant, marvellous death" (ICL, p.257). When the sensuality brrns 
"the soul to tinder" and "smelt out the heaviest are of the bcrly into 
purity" (ICL, pp. 257-8), she "felt a triunph, alroclst a victory". 'Ihus 
Mellors b..rrns out the last vestige of Connie's sh.a1oo. Her happiness 
recalls how Clifford an::} Michaelis were "a bit doggy an::} humiliating" 
(LCL, p.258), an::} how Mellors "dared [to] do it, without sh.a1oo or sin 
or final misgiving". In interpreting this scene, Daleski writes: 

lawrence, it seems, is trying to suggest that love 
between a man an::} a woman must be botli "sensual". am 
"tender", in a sense in which th~ words are d~flJ:led 
by their context in the novel. It 15 not a COt:lVlllClIl;J 
position because he has not been able to establ1sh that 
the "sensuality" is a manifestation of love. We can see 
clearly 0l0llCIh that the same man can be both "ten:ler" 
am "senSUal,r:- we are not convinced that he can be both 
with the wanah he loves. I sul::mit ~t lawrence ~t 
convince us because, in effect, he 1p also ~lIl;J ~ 
reconcile a ''male'' sensual1ty W1th a female 
tenderness' an::} thOUCJ!l the two are perhaps not 
intrinsicaily irreconc1lable, he - at any rate - was 
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temperamentally incapable of 
reoonciliation. 32 effecti.rg such a 

Daleski may be right to suggest that the reconciliation of the 
flame that melts am heals, with the fire, that sears am a:ms1.IlTeS , 
is perhaps inpossible theoretically. But surely he has no groorrl 

either to clam that lawrence cannot convince us that the man can be 

both "sensual" am "tender" with the sane woman he loves, nor to 
suppose that he is tryi.rg unsuccessfully to reconcile "male" 
sensuality with "female" tenderness. In the first case, Mellors has 
convinciI"gly proven that he is the man who is both "sensual" am 
"tender" with the woman he really loves. Connie, admitted! y, makes 
this very clear when she talks to Hilda: "you have never known either 
tenderness or real sensuality; am if you do know them, with the same 
person, it makes a great difference" (LCL, 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, is tryiI"g 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 hOlJ 
Mel lars , tenderness wins Connie's suhnission, am how the sexual 
intercourse "in the Italian way" reduces the lovers to their 
"essentialities" am "gem-like separateness". Both are pleasurable 
experiences for Mellors am Connie. By combining the two sexual 
scenes , it becomes evident that Mellors am Connie have reconciled 
subnission with separateness am united ''male'' sensuality with 
"female" tenderness. What Lawrence actually wants to emphasis in 1a9Y 
Olatterley's lover, is that man am woman can suhnit to one another 
willingly, am 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" (LCL, 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 bcrlily awareness between ~Ul'lffi1 
beiI"gs. .. and the touch of terrierness. Ani she 1S my 
mate. Ani it is a battle a~inst the roc>ney, am the 
machine and the insentient 1deal roc>nkeyishness of the 
world. Am she will stand behind me tliere. rrl1ank G<;rl 
I've got a woman! rrl1ank God I've got a woman who 1S 
with me, and tender am aware of me. (LCL, p.290) 

lawrence is reticent about the passion of sensuality - for the sarre 
reasons explained earlier. But he, at the same t.irre, is capable of 
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reconcilirg the self with love am achievirg harnony between body arrl 

:mirrl without tacklirg the sensual passion. '!his is one of the two 
aspects of consummation between the two lovers. It is, in a way, "two 
in one" as Daleski clains, b.rt this is not the whole truth of the 
matter. If "terrlerness", the other aspect of love, is carefully 
considered, then "dezoocracy of touch" is certainly the theory of the 
novel. 

One last point worth considerirg is the question of lawrence's 
''male'' am "female" elements. In discussirg lawrence's psychological 
conflict within hi1nself, one needs to consider Mellors' character. As 

far as lawrence can be identified with Mellors, the "phallus 
consciousness" has resolved certain problems in lawrence. One of 
these problems is the principle of female hostility arrl withdrawal. 
Birkin's withdrawal from the world of action arrl Aaron's hostility 
refer to lawrence's fear of women's dominance arrl excess of female 
elements in his make-up. If this is acceptable, then Mellors' 
achievements at the end of lady Olatterley's Lover should, by 

contrast, refer to lawrence's establishment of hannony 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 !Dve, 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" 
(LCL, p.288). Unlike Jude who only expresses the same need for ~e 
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 wocrl, urrlerline his 
character. He is a special man of principles, arrl his rejection of 
the world should be, therefore, viewed accorc:linJly. 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 army , 
easily, rut I didn't like the ~. '!hough I could 
manage the men all right: they like me and they had a 
bit of a holy fear of ~ when I got mad. (LCL, p.287) 

lawrence 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 terrier touch, without 
losing his pride or his dignity or his integrity as a man" (LCL, 
p.290). 'Ibis quotation and many others prove that Mellors' withdrawal 
is willin;Jly and rationally taken as a protest against corrupted 
modern civilization, and it is not a natural drive of his female 

iJnpulse. 
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As far as the "Iflallic consciousness" is concerned, Mellors can 
shCM his ''maleness'' through the various acts of sexual inte.rcarrse 
where he proudly starrls as a manly man of canpassion am power. After 
what the novel has shCMI1 about him am his sexual vitality, he cannot 
have a "female" character or else the whole story loses its ~ 
arrl becomes futile. On these groun:ls, I reject Daleski's claim that 
Mellors' has a "preporrierantly fenale character" am that lawrence 
has failed to reconcile his ''male'' arrl "fenale" elements, especially 
when the theory of "dem::x::racy of touch" is carefully considered. 

'!he pursuit of true marriage between Mellors am Cormie remains 
the major concern at the errl of lady Olatterley's IDver. Before they 
marry, they first need to divorce their spouses am free themselves 
in the same way they have released their bodies from the capture of 
the minds. H.anlDny between flesh arrl soul has been established, am 
life has become "bearable". lawrence has finally overcome his life
long problem of reconciling the self with love, arrl balancing his 
male arrl female elements within himself on the one harrl, arrl man arrl 
woman in marriage on the other. lady Olatterley's Lover is not only 
lawrence's last novel rut also the conclusion of all of his literary 
works. If Jude the 01::scure is the ultilnate defeat of love arrl 
marriage, Lady Olatterley's lDver is certainly the ultilnate success. 
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Between Hardy's first major novel, Urrler the Greenwood Tree 
(1872) am lawrence's last, lady Chatterley's lDver (1928), marriage 
has in sane respects travelled full circle. Of all the works in the 
two canons, marriage (or potential marriage) is rrost successful in 
these two books. Despite Fancy Day's "secret" that she would not tell 
Dick Dewy at the errl of the novel arrl Connie's marital failure with 
Clifford, Hardy arrl lawrence present marriage as a c:x:rrpatible tmion 
if not altogether a fulfilment. If Fancy's choice of a husbarrl, 
because of society's dogmas arrl the nature of the traditional novel, 
is largely restricted to social factors of class, education, wealth, 
employment arrl age, as it is represented by Dick Dewy, Parson Maybold 
am Fanner Shiner, Connie's choice is psychologically divided between 
the barren intellectuality of Clifford arrl lively sensuality of 
Mellors, at least in the authors' treatment. 

As society developed arrl became IrOre complex (the "ache of 
modernism" (T, p.129) in Hardy's terms), so did the treabnent of 
marriage, am instead of being largely a social institution, it 
increasingly became socia-psychological. By the time Hardy was 

writing Tess of d'Urbervilles arrl Jude the Ol:scure in __ 'the last. decade 
of the nineteenth-century~ there occurred a split between public am. 
~ri Yate views with regard .1:() cow:tship ani· marriage. rrhis change was 
partly accounted for by the increasing numbers of women supporters in 
their vigorous campaigns against the inequality 'Of the sexes. Tess 

arrl the counterparts Jude/SUe are no lo~er mindful about society's 
old conventions of men arrl women's relationships: they are too hlsy 

-~ ... ~. ' 

cons..ider.in;J, .. their individual. integrity arrl nrutual compatibility with / 
......--___ -' ... ~ .:t 

~.partner ~ mind the materialistic .. statel.ay?s. It is not until '!he 
Rainbow (1915) ancrwc::ir\eri in Love (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 am achieve a relative success after rejecting Hennione am. 
Skrebensky am breaking their social ties with the disintegrated 
modern world. 

In searching for their utopian dreams, Michael Henchard in '!he 
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 larrl to adlieve 
prosperity. In spite of their relative materialistic SU<XeSS, they 
are defeated at the en:i, not only by their failure to see marriage as 
an institution of equal partnership between man and walliID, rut also 
because of their inability to urrlerstarrl arrl ac1<:nowledge the "female" 
component of their make-up. If Hardy uses "several horses croos~ 
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their necks am rubbinJ each other lovinJly" (Me, p.80) am "the dead 
body of a goldfinch" (MC, p.405) to symbolise Henchard's enotional 
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 china:l 
with sanethirq in his soul: the bomb, the smashed flute, the errl" 
(AR, p.331). 

'!he nineteenth-century label "they married am lived happily 
ever after" is no longer a satisfactory enting for either writer 
because Hardy am lawrence are annngst the first novelists to realise 
that marital relationships between men am wanen are problematic am 
thus should be treated. It is for this reason and because of their 
own experiences with their parents and wives that Hardy am Lawrence 
focus their examinations on the theme of marriage: whereas the forroor 
is to deroolish 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 '!he 
Return of the Native (1878) and Sons and Lovers (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 rut also with the Irother. 
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 Irother am 
sweetheart, between Oedipal love am 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 sanethirq wrong somewhere in our social fonnulas: 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, rut also lawrence's first clue to the marriage solution. If 
their matriarchal up-bringing accounts for their strong affinities in 
thoughts and precx:x;upations, 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 Enuna 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 p:>ints 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 fran the 
outset, so are Lawrence's novels written profourrlly to explore human 
psychology am attitudes towards love, sex am marriage. 'Illis is not 
to say that Hardy is only a sociological writer am Lawrence 
psychological for both writers have a mnnber of IOOeting points 
between them am the two disciplines. Seex>Iu, as far as the question 
of marriage is concerned, I fim that Hardy is increasingly 
pessimistic in his outlook am treatment, while Lawrence is lIDre 
optimistic as he always tries to reach a perfect relationship between 
men am women by repeatedly re-defining marriage through his work.i.n;J 
theories. 

Finally, in so far as the issue of feminism was urrlerstood by 
the authors' conterr'p:>rary societies, the study reveals that even 
though the two authors can generally be claimed as feminists (e.g. 
egalitarians) in IrOSt of their works, especially in those written 
from a fenale 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 am feminism: the more women became 
aware of their subjugation/emancipation, the more they are tempted to 
reject marriage as a social institution. In Lawrence's novels, on the 
other hand, there is another working correlation: the more women 
achieve their emancipation am individualism, the more successful 
marriage becomes. '!hough this relationship may not be well 
established in all the novels, especially the leadership ones, it 
still renains 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 am 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 
problenatically 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 Phaedn1s 
used earlier by Hardy, Lawrence has Weed been serious in 

reconstructing marriage. 
on the whole, then, this thesis has sought to illustrate the 

interrelationship between Hardy and Lawrence with regard to the 
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question of marriage, am has also shown how society's conventions, 
which developed rapidly between 1870 am 1930, are reflected in the 
novels of Hardy am lawrence. Coventry Pabrore' s prediction in 1887 
"the student of 1987, if he wants to know anythirg really about us, 
will not fim it in our poets or our prilosqilers or our 
parliamentary debates, rut in our novelists", quoted at the beginninJ 
of this thesis, is proved right. 
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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 Desperate 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 precocious", 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 ~ed:pal 
attachment to his mother made him not only emotionally depen en 
her but also a homosexual. In "Not I But the Wind ... " (1935), r 
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Frieda also quotes Lawrence as saying "If my mother had lived I could 
never have loved you, she wouldn't have let me go". 

14. Mi1lgate (1982), p.21. 

15. Casagrande (1982), p.140; also see The Life p.32 d .. 
(1975), p.29, where Hardy's sexuality is said t~ have ~~ve~~::J-nr~ 
the same way as that of Clym. 

16·
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casagrande (1982), p.136. Also see Garson (1991), p.63; Jordan 
(19 2), pp.113-15; and McCann (1961), p.154. 

17. For elaboration on Eustacia's death/suicide, see Moore (1974), 
p.171; Giordano, (1980), pp.504-2l; Gatrell (1988), p.47; and Morgan 
(1988), p.8l. 

18. Moore (1974), p.171. 

19. Moore (1974), 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), 
novel as "autobiography", see 
(1901-13), p.490. 

p. 52. Lawrence himself describes the 
The Letters of D.H. Lawrence, Vol. i 

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, wri~es: 
"Critical opinion on Miriam has seldom wavered over the past th~rty 
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 issue are 
Spilka (1957), p.66; Gomme (1978), pp.30-49; Pullin (1978), p.60; and 
Balbert (1989), pp.39, 49-50. 
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32. Critics who discussed Clara's feminism include Millett (1977), 
pp.254-57; Dix (1980), pp.32-4; Simpson (1982) pp.28-37; and Balbert 
(1989), pp.39-46. ' 

33. He~e, ,I disagree with Daleski (1965), p.56, who divides 
respons~b~l~ty of Paul's failure in love and marriage between Mrs 
Morel and both Miriam and Clara. 

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.5l-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; Schweik (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 life and 
knowledge is in man and woman, and the source of all living is, in the 
interchange and the meeting and mingling of these two,: man-l~fe and 
woman-life, man-knowledge and woman-knowledge, man-be~ng 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.142. 

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) , pp.121-138 
According to the study for example, the wedding of Anna and Wi1i 
takes place on Saturday 23 December, 1882; see p.122. 

21. Am?ng critics who discuss this scene are: Leavis 1955 
Dalesk1 (1965), p.98; and Balbert (1989), pp.71-72. ( ), 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.104; also see Daleski (1965), pp.30-31. 

25. Th~s,scene is one of the two objectionable passages which led the 
author1t1es to suppress the book. The other is Ursula and 
Skrebensky's sexual scene which takes place in "The Bitterness of 
~cstasy" chapter. It is worth mentioning here that the authorities 
19nored 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 Torn 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 less 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 
( 197 1 ), pp. 43 - 4 5 ; D a vis ( 1973 -7 4 ), pp. 567 - 6 8 ; S P i 1 ka ( 1978 ), p. 196 ; 
Sumner (1981),p.35; Macleod (1985), pp.173-90; and Langbaum (1985), 
pp.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 "sale 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 Winif ield (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 Calder (1976), 
p. 31, where she writes: "in the Victorian novel it is virtually 
impossible to get away from the concept of marriage as a f inanci,?,l 
transaction. The idea of money is there even when the cash 18 
absent" . 

8. Freud believes that suppressed sexual emotions can generate strong 
energies and capabilities for achieving succe8s~ wh~le ~awrenc7 holds 
the opposite view: people cannot fulfil their a1ms 1n 11fe,unt1l they 
are first sexually satisfied, see "Democracy", Phoen1~ (1936), 
pp.699-718. Showalter (1979), pp.105-,,6, ,seem~ to agr,ee w1th Fr7ud: 
"Financial success, in the mythology of V1ctor1an manl1ness, requ1res 
the subjugation of competing passions". 

9. Kramer (1975), pp.86-88; Showalter (1979), p.107; Wright (1989), 
p.78; and Langbaum (1992), p.22. Showalter (197?), p.106, sees the 
relationship between the two men as having "emot1onal overtones of a 
marriage" . 
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10. Showalter (1979), p.114; Stubbs (1979), p.54; Casagrande (1979), 
pp.55-7; and Casagrande (1982), pp.101-2. 

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 the Unconscious 
(1923), p.189. 

1~. The Letters of D.H. ~awrence, Vol. iii (1916-21), p.216. Also 
V~vas (1961), p.24 and N~ven (1978), pp.137-42, where they refer 
defects of the book to Lawrence's uncertainty of his direction in 
novel. 

see 
the 
the 

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 just 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 (1913-
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 is a sketch 
of Donald Carswell. Though this might be true, Pinion would have b7en 
more persuasive had he been able to also identify .M~S H7pburn w~th 
Frieda and Captain Hepburn with Lawrence for ~he s~m~la~~ty between 
the two couples is more revealing than what he ~s suggest1ng. 

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

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

26. Harris (1977), pp.43-52 and Spilka (1978), p.195, couple Hannele 
with Ursula for their memorability and strength of character, and 
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consider them "among the finest testimon1.' es we h f 
1 , k' ave 0 Lawrence's 

1. long for - and profound respect for - women". 

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 that much of 
what stevens (1987), pp.20-25 says about Tess seems to f' t 
neatly the story of A Pair of Blue Eyes. Though I persona11y1. dOmor~ 
se7 Alec and Angel as respectiv~ly based on Hardy and his Clos~~t 
fr1.end Horac~ Mou1e, ,as the art1.c1e strongly argues, Stephen Smith 
and Henry Kn1.ght or l.ndeed Jude Fawley and Richard Phillotson 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 (1840-1892), 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 (1~40-1892), p.253, where Hardy denies 
allegat1.ons that Tess's mother loS 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 expe~ted 
to be a virgin on her wedding night. If she is not, then she loS 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 that Tess is 
seduced. For them , it was a very c lear case of rape as P inion has 
suggested. When the question of Angel came up in the discussion, 
nearly all of the students, unsurprisingly, sided wi,th him in 
rejecting Tess on the wedding night. "How could he poss1.bly 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 at tacked 
Angel for his double standard that some femal~ st~dents (three out of 
ten to be precise) were able to change the1.r V1.ews and a~gue that 
Angel, who had a lot in common with Arab m~n, sh~uld ,be pU~1.shed for 
leaving Tess, while the other students rema1.ned florm lon the1.r support 
of Angel. 
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16. Quoted in LaValley (1969), p.l02. Pinion (1977), p.125; Claridge 
(1986), p.327; Waldoff (1979), p.145; and Wright (1989), p.l06, seem 
to be very concerned with the question of Tess's purity. 

17: Studies in Clas~ic American Literature (1923), p.9. He also 
wr1.tes: "Art -speech loS 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-obj ect 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.149-52. 

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 B9ir6k8in 
and Hermione, see "Prologue" to Women in Love, Phoenix II (1 ), 
pp.102-4: "His fundamental desire was, to be able to love compl~tely, 
in one and the same act: both body and soul at once, struck 1.nto 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 Hard
t
y hi!1 The ::~~; 

Beloved, uses art to express his thoughts and suppor loS argu 
in fiction. In The Rainbow, we remember how Anna become out~aged when 
Will carves Adam so big and Eve so small, an~ how Capta1.n Hepburn 
becomes angry when Hannele makes a doll of h1.m, and we s~all see 
later how Ursula will react to Loerke's picture of,Lady GO~1.~a when 
he makes the girl small and delicate and the horse b1.g and rl.gl.d. 

32. Hough (1956), pp.81-2; Daleski (1965), pp.174-78. 
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33. Among critics who expressed their dissatisfaction with the no I 
are: Hough (1956),. pp.81-2; Daleski (1965), pp.174-8; Willi::s 
(1966), pp. 135-8; N~ven (1978), p.97; and Donaldson (1986), p.64. 

34. Knight (1961), pp.406-7; Meyers (1973), p.146. Also see Meyers 
(1990), p.221, where he still holds the same view. 

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

4. Wright (1989), p.122. Also see Millgate (1982), p.369; Boumelha 
(1982), pp.146, 152. 

5. The Collected Letters of Thomas Hardy, Vol.ii (1893-1908), p.93. 
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(1964), pp.85-106. 
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"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-
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(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 letter to Edmund Gosse, Hardy insists on the healthy 
sexuality of Sue: "There is nothing perverted or depraved in Sue's 
nature. The abnormal ism 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~ual 
symbol, Lawrence also equates the "womb", see "Making Love To Mus~c", 
Phoenix (1936), p.165. Also see Balbert (1989), pp.168-71. 

18. Kinkead-Weekes (1978), p.117. 
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of Lady 
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