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.... AISTRACT 1...-) 

In the novels D.H. Lawrence changes in patterns 
\ 

of stylistic choices p~rall~l changes in ideas of the # 

functions of words. When worda are presènted 88 vehicles 

of individual expression the characteristic stylistic 

options are expansion transformations, as in the early 

novels. When the role of worda in communication la 

considered, deletions increase. For example. in Women in 

Love, Lawrence dia eusses the need for verbal self-

expression and rejects verbal communication,and expansion 

and deletion are both used extensively. Deletion 

increases in Aaron's Rad and Kangaroo which depict verbal 

communication as threatening. The Plumed Serpent and 

Lady Chatterley's Lover retreat from the threatening world 

of the realistic nove! to a mythic world in which verbal 

communication is often 8uperlluou8, and lewer deletions 

are present. 
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RESUME 

. ( .... " 
Le choix des atructures ~ty1istiques dans les 

romans de D.H. Lawrence corr~8pond aux changements dans 
"1 

eaÎpens;e sur les fonctions des mots. Quand l~/s mots 

"" ,,< "" sont presentes comme vehicules d'expression individuelle 

, " , 
eon style prefere-est celui des transformations 

expansives, comme dan~ ees premiers romans. Mais 
,'" 

lneiste-t-il sur ~e raie communicatif des mots, alors 

eon texte est'plein de ratures. Par exemple, dans W9men 

" " ~ Love, Lawrence, appuyant sur la revelation verbale du 

sol, refuse la communication verbale, et se sert 

librement de l'expansion et de la rature. Et cela plus 
, . 

encore dans ~aron's ~ et Kangaroo qu~ depeignent la 

'" communfcation verbale comme une men&ce. Mais The P1umed 

Serpent et Lady Chatterley's Lovef' s'échappant du mond~ 
., ., 

aenalant du roman realiste se refugient dans un monde 

.ytbique où la communication verbale est souvent 

.... , 
supetflue; alore 11 y • tree peu de ratures. 
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INTR.ODUCTION 

A.id tbe numerous studies of the novels of 

D.H. Lavrence there are comparatively few full-length 

analyses of Lawrence's style. The three reeent 

1 diasertations on the subjeet, by Anne Englander, Anthony 

2 3 
Beilbut, and Jane Gurko. are useful primarily as they 

examine isolated lexical or semantic patterns in the light 

of. Lawrence'. psychologieal confliets, his biography, or 

hi. personal theoriee. Apart from the three dissertations 

1I0st of the commente on Lawrence's s~yle are incidental, 

and many of those are limited to approval of Lawrence's 

description of his own "continuaI, slightly modified 

4 
repetition." 

Some crltics, to be sure, extend impresslonistic 

ev.luations, such as those found in Harry T. Moore's study. 

They repeat Moore'e comments that Lawrence's style i8 

lAnne Eng1.nder, Technigue as Evasion, Dis •• 
Rorthvestern. 1966. 

2 Anthony O. Heilbut, The Prose Style of ~.!. 
Lawrence, Di8 •• HArvard. 196~ 

'Jane Curko, rh! Flesh ~ Ward, Ols •• Berkeley, 
1972. 

4 D.8. La.rence, "Foreword," WOllen .!!!. f:2.!.!. (Mev York: 
'lltina-Co.p •••• 1960). p. viii • 

• 
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"p.netratlng" or "Intense," or they pralse "the magnlficent 

atyle of wrltlng" in which "the highly colored prose Is at 

once admirably concrete and successfully poetic.,,5 More 

apecific and verifiabIe than either the dissertations or 

the impressionistic studies are a few short articles which 

di.cuss very restricted aspects of Lawrence's style. For 

example, Frank Baldanza presents an illuminatlng study of 

aome of the rhythmic patterns ln The Ralnbow and Women in 

6 Love, and Derek Bickerton points out some of the out-

7 
atanding lexical features in Women in Love. Throughout 

.11 these studies, however, of whatever length, there is a 

acarcity of verifiable statements describing .,neral 

atyliatic patterns and changes in Lawrence's prose. 

An indication that verifiable statements about 

patterns and changes are possible was given in 1964. In 

his seminal article "Generative Grammars and the Concept of 

Literary Style," Richard Ohmann points out the limitations 

of 80me ten approaches to 1iterary analyses, including 

5 Rarry T. Moore, "The Prose Style of D.R. Lawrence," 
~ " " Acte. ~ Conar s 4..!..!.!.. Federation Internationale ~ Langues 

~Litteratures Modernes. Vol. VIII (Paris: Societe 
d'Edition 'Les Bellee Lettres,' 1961), pp. 317-318. 

6rranlt Baldenza, "D.R. Lawrence'. Song II son~ .. ," 
Modern Fiction Studlel, VII (1961), 106-114. /~ 

7Derelt Biclterton, "The Language of WOllen .!!!. 1.2...!.!.." 
a.vi •• ~ Engll.h Literature, VII, li (1967), 56-67. 

kt 
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8 
thoe. alluded ta above. Defining a w~iter's style as hie 

characterlstlc use of options within a language system, 

Ohmann blames the incompleteness or fragmentary nature of 

the various approaches on an Inadequate theory of language. 

Many may disagree with the theories of transformational 

grammar on which Ohmann bases his investigation&, but few 

dlsagree that the Insight8 gained through application of 
, 

transformational analys~s are revealing, especlally those 

on Lawrence. 

In his article, Ohmann grounds his impressionistic 

comments about Lawrence's style in the transformations 

which generate the particular emotional effect. He notes 

that Studles in Classic Amerlcan Literature ha~ "an 

especially brusque, emphatic style, wh!ch results partly 

from Lawrence's affection for kernel (minimally 

transformed] sentences. But his main idiosyncracy ls the 

use of truncated sentences, which have gone through a 

varlet y of deletlon transformations" (Ohmann, p. 135). 

After demonstrating how his statements may be verlfied, he 

ends with the comment that "the reasons for Lawrence's 

preferring deletion ta conjunction might weIl be ~orth 

.oae atudy" (Ohmann. p. 136). 

81ichard M. Oh.ann, "Generative Gramaara and the 
Concept of Literary Style," tteadina • .!..! Applled 
Tranaformationai Gram.ar, ad. Mark Le.ter (New Yor~: 
Ro1t, 11nehart and Wineton, 1970). pp. 117-136. 
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lt i. disappointing that there are so fev etudies 

which even tangentially follow-up such a rational pioneer 

etudy of Lawrence. Ohmann's remarks do indicate a basi. for 

• thorough and perceptive survey of Lawrence's stylistic 

pattern. and 7hanges. Others who might have taken up 
" 

Ohmann's challenge have not yet reported on their study, but 

.Y own study in response to his suggestion indic~tes that 

hi. major assumptions require modification. A wider 

exploration 0\ Lawrence' s style shows that kernel or 
't\ 

ainimally transformed sentences are not characteristlc of 

Lawrence, and that he does not prefer deletion to 

conjunction. Insteaâ the numbers of expansion transforma-

tions, conjunctions and deletions fluctuate in a 

.ignificant pattern. 

For me, an interes~ ln Ohmann's remarks was 

heightened when l compared them with a few comments made 

by Roger Sale in "The Narrative Technique of The Rainbow," 

which are repeated and endorsed by Colin Clarke in The 

'River of Dissolution. While discussing how the narrative 

technique controls the content Sale 8ays: 

The eimpl,st declar~tive aentence ls one of 
the main aida the novelist ha. in building up a 
ttable e80, an ide~tity., ••• 

If we turn to a pae.age 1n The Ralnbow, we 
can ehow hov tavrance tries there ta break down 

;' 

, . 
" 
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thi. natural building up process .•• 9 

Sale'. comment suggefte that in Th~ Rainbow Lawrence avoids 

the minimally transformed sentences which Ohmann stateà are 
, 

one of the touchstones of Lawrence's style in Stud!es ~ 

Classic American Literature. The measurable sim1larities 

in the stylistic tone of both wo\ks raise questions about 
q 

the validity of the apparently contradictory, responses of 
1 

Ohmann and Sale. They a1so arouse curiosity as to the 

variations possible within a recognizable style. 

ln the first chapter of this dissertation 1 will 

offer relolution to the contradictions, and anewere to the 

questions, by dilcovering some of the stylistic options 

consistently characterizing Lawrence's style, and by 

tracing the pattern of stY5stiC change from novel to novel. 

The di.covery ls direct:d i~ the llght of the two major' 

questions ralsed by the quotations from Ohmann and Sale: 

did Lawrence ~onsistently tend to use minimal1y transfotmed 

sentencel? and, dld Lawrence 'prefer deletio~ to 

conjunctlon? ln subsequent ch.pters the answers to these 

·'queetions form the basls for speculations about the reaSDna 

for Lawrence's e~yli8tic preferences, and the reasona for 

9 Roger Sale, "The Narrative Technique of The 
.ainbow," Modern Fiction Studies, V, i. (1959-1960). 30. 
Also quoted in Colin Clarke, The Rivel of Diseolution: 
!.!. "Lewrence ~ !na1iah Rom1Dtici~. (LOndont R~utledge 
and Kegan 'aul. 1969). p. 5S • 
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et,li.tic change., rea.on. which are reflected both in the 
~ 

.r~ elant of hi. néfvel. and in hi. theorie. of word. and ,. 

lan,uage. 

In my analysis of Lawrence's style 1 use 

tran.formational grammar simply as a tool, follow!ng 

Oh.ann. 1 am fully cognizant that many do not accept the 

theory behind the so-called transformations, and that both 

the theory and the intêspretation of many of the .urface 

etructures are still being Inve.tigated more fully and 

con.tantly revised. 1 merely stipulate that transformational 

arammar may be used to provide an easily tabulated 11st of 

etyllstic variables which in turn may serve as a constant 

alainlt which to measure D.H. Lawrence's stylistic 

preferences, such measure becoming a clear and objective 

definltion of what we mean by his "style." 

The tabulated list of styli8tic variables presented 

in Appendix A i8 an expansion of the table developed by 

Donald R. Bateman and Frank J. Zidon!s in their ., 
investigations of changes in the writing style of ninth 

10 
aDd tenth grade .tudents. The transformations included 

are, of Dec ••• ity, .i.ple and ba.ic to !ngli.h. The table 

1 
10 ... Donald 1. late.an and Fr.ww-J. Zidoni., Th. Iffect 

!! ~ Study ~ !r.~.for.atlon.l G~ ••• ar ~ !h! WrltIft. of 
.lnth and !!l!h Gradere, ".tion.l Council of r •• ch.r. of 
Inlli.ii':" I •••• rch a.port Mo. 6 (Ch •• p.iln., -Ill., '.tion.l 
Couapil of T •• ch'T' ef In8Ii.h, 1~66). 8-11 • 

1";:' 
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ba. been expanded only alightly to fit the demanda of 

Lawrence', proae: 1 have included entries on appositives. 

on reversed sentence order, on unnecessary conjunction, and 

on extended adverbial deletion. Some transformations such 

a. adjective expansion and adverbial expansion and replace-

a.nt have also been broken down into more precise cate~ories 

at the suggestion of Dr. Virginia Clark of the University of 

Vermont, who, 1 believe, used a similar tabulation to aid 

in her analyais of John Berryman's Homage ~ Mistress 

Il 
Iradatreet. Although the Bateman-Zidonis table was 

original1y chosen quite arbitrarily as a tentative guide, 

it vas found, in the main, sufficiently broad to cover most 

of Lawrence's eharacteristie stylistie structures. The , 
transformations, also, are quite straightforward in terms of 

traditions! gramma~. When a nice discrimination is required 

in the application of transformational rules, 1 explain the 

procedure in the texte 

1 ahould again stress the instrumental nature of the 

transformational tables chosen. ConcentTation on syntactical 

data .hould not make them exclusive aids to Interpretation. 

Accordingly, 1 reter to lexical or semantic concepts where 

appropriate and aa they impinge on or qualify the purely 

ayntaccle. It .ay be intereating to knov the ayntactie 

11 
'train!a Pre.cott Clark, "The Syntax of John 

larry.an'. Ho.a,e ~ Mi.trea. Iradat~e.t," D~ ••• Univeraity 
of Conneetiqut, 1967. 

• 

• 
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context of twenty of a writer's adjectives, but it la more 

i11umlnatinR to know if they are twenty different adjectives, 

or the aame adjective repeated tventy times. 

Again, in order to present data which i8 as 

i11uminatlng as possible l have chosen broad samples from 

.ach of Lawrence's major novels. 12 In deciding on material 

to tabu1ate, the ana1yst ~aces the temptation to narrow the 

field 8ufficlently to predispose hls results ln favour of 

hi. own theory. To avoid this p~ob1em l have chosen a 

.ample from each novel which is from 4,000 to 5,000 vords 

long, and which inc1udes both descriptive and conversational 

pa •• ages. In order to give a probabi1ity of unIt y of tone 

12 The sample passages are as fol1ows: 
D.R. Lawrence, ~ White Peacock (London: Penguin, 1950), 

pp. 59-72. 
, The Trespasser (London: Heinemann, 1955), 

--------pp.-s4-61. 
_________ , Sons and Lovers (New York: Viking-Compass, 1958), 

pp. 169-179. 
_________ , The Rainbow'(New York: Viking-Compass, 1961), 

pp.-rïS-124 and pp. 314-322. Expurgated passages 
have been re-inserted from Pen~uin ed. (London, 1969). 

, Women in Love (New York: Viking-Compass, 1960), 
--------P-P. 236-247.~xtua1 corrections have been made. 

Se. E1don S. Branda, "Textua1 Changes in Women in 
Love," Texas St ud ie s .!..!!. Li ter a t ure an d Lan guage-,-VI i,f 
(1965), 306-321 . 

, Aaron's Rod (New York: Viking-Compass, 1961), 
-----------pP. 265-276-.--
_________ , ~an8aroo (New York: Viking-Compass, 1960), 

pp. 232-241.. 
__________ , ~ P1umed Serpent (London: Penauln, 1950), 

pp. 206-218. 
_________ ~. Lady Chat~erley's Lover (New York: Grove Pre •• , 

1962), pp. 102-111. 
1 h a v. 0 Iii t t e d ru 1.2.!.!. .Q!!.! and !.2.I. !E. lli .!2.h 

fro. thi. 1i.t b~au.e the firat wa. vritten and ravi.ad in 
tyO very dlffere~ atyli.tic period., and the .econd va. a 
col1aboratioll. 

Ail auba.quellt quotationa will b. c~t.d rro. th • • '0 ••• cU tiol\ •• . ' 
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1 have chosen samp1es which centre.n incidents connected 

with the moon whenever possible. This 18 a large samp1e in 

14 15 
comparison with those used by, say Ohmann, or Ringbom, 

but l think that the size of the sample serves to increase 

the significance of the variations in statistics. 

One further prob1em must be faced ln any asae8sment 

of style, and that Is the deflnition of characteristic 

peculiarltiea of style. ln his important article "On 

Deflning Style" Nils Erlk Enltvist commenta: 

A1together it aeems advieable first to define 
the norm agafnst which the individua1ity of 
a given test 18 mea8ured, not as the language 
as a whole, but as that part of lan&uage which 
ls si gnificant16 related to that passage we 
are analyzing. l 

There are few yardsticks whlch may be used to gauge the 

variant uses of transformations ln prose, but l have found 

the statfstlcs presented by Bateman and Zidonis very use fuI 

\r 
as a guide, and the information compiled by Henry Kucera 

and W. Nelson Francis in Computational Analysis ~ Present-
i 

14 Richard M. Ohmann, "Generative Grammara" a-&d Shaw: 
The Style and the Man (Middletovn, Conn.: Wesleyan 
Univeraity Preaa, 1962). 

15 
Hakon Ringbom, George Orwell ~ !Bsayiat: ! 

Styliatic ~, Acta Academiae Aboenais, Ser. A -
Ru.aniora,-lr4;-2 (Abo, 1973). 

16 
Nila Erik Enkviat, "On Defining Style," Linaui.tic! 

~ Style, ed. John Spencer (London: Oxford University 
Pre •• , 1964), p. 24. 
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11 ) ~ American English most Ruggestive. To gain more 

.igniflcant comparisons, however, l have analysed control 

passages from thé novels of four English ~uthor8 writing 

between 1896 and 1925: ThomaR Hardy, Joseph Conrad, 

18 
Arnold Bennett, and Virginia Woolf. In my selection l 

have deliberately chosen authors who were writing about the 

aame time as Lawrence and who were known to have influenced 

his thought and style, shown stylistic affinities, 

experi~ented with similar rtarr.tive techniques, or dealt 

vith similar 8ubject matter and aspects of life. Although 

the uniformity of focus provided by Lawrence's moon images 

was impossible to duplicate in the control authors, a 

definite attempt was made to choose scenes which combined 

description and dialogue, as in Lawrence, and which treated 

a situation similar to ~ne of those in the Lawrence novels. 

17 v Henry Kucera and W. Nelson Francis, Computational 
Analyste El.. Present-~ Amer.ican English (Providence, Rhode 
Island: Brown University P~ss, 1967). 

18 / 
The sample passages are: 

Thoma8~Har4y, Jude the Obscure (New York: Harper and 
Brolhers, 1896), pp .... 33l-3~4 • .:; 

Joseph Conrad, "Reart of Datkne~s," ~dern Short Stories: 
~ ~ ~ ~ Imagination, ed. Arthur Mizener. 
(New York: W.W. Nor~ont 1967), pp. 23-25. First 
published, 1902. 

Arnold Bennett, The~ Old Wivea' Tale (New York: Harper and ( 
Brother8,~SO), pp. 306-309. Ffrat published, 1908. 

Virginia Woolf, ~. Dalloway (London: Ho~.rth Prels, 
1925), pp. 159-163. 

The pasaagel are e.ch approximately 1,000 worda lonR. 

\ 

.' , , 

., 
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CHAPTER ONE 

SIGNIFICANT TRANSFORMATIONS AND PATTERNS OF CHANGE 

When Lawrence'a stylistic options are tabulated it 

ia easily seen that he do es not characteristically pre fer 

minimally transformed sentences, nor does he prefer 

conjunction to deletion. Inatead, Lawrence is shown to 

use a variety of stylistic variables which form an 

Interestins and complicated pattern of changea. 

Before the notions of minimal transformation and 

deletion are discussed more fully, however, it would be " 

helpful to point out statistics connected with Lawrence's 

basic writing style which help to pattern the prose and 

the changes. On the who!e, Lawrence's sentences are 

ahort. In their computer survey of current Ameri~an 

English Kuéera and Francis show that the average sentence 

length of aIl fifteen types of prose writing they survey ia 

19.27 words per sentence. In the genre describ~d a. 

"Bellee Lettree" the mesn i. alightly higher, at 22.7 

vorda per eentence, but in the eub-classification of 
10 

fiction entitled "Romance and Love Stor," the· sentence 

1ength is very short, 13.12 words per aentence. ro1lowiul 

" ~ '4' luc.ra-Francis'. arbitrary deflnltlon of a •• ntenc. al • 

unit of vord. folloved by • Il.pl& pertod and a .paca, 1 

'-" 
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found that Lawrence consistent1y uses fewer words per 

sentence than any genre in the Ku~era-Francis classifica-

tion. The average sentence 1ength over aIl nine nove1s is 

12.01 words per sentence, and the range runs between 10.8 

vords per sentence, and 12.85. 

Lawrence's use ~f short sentences is emphae i zed 
r 

when the average 1ength of his sentences ie compared with 

those of the control authors. Arnold Bennett actua11y has 

the shortest sentences in this group, but his contain an 

average of 14 words per sentence, much more than Lawrence's 

average or his highest incidence. Joseph Conrad has the 

next 10west average, at 15.6, but Thomas Hardy and Virginia 

Woolf use much longer sentences, at 21.2 and 24.3 worde 

respective1y. 

,The changes in the sentence 1engths of Lawrence's 

nove1s form a pattern which is con&istent with Harry T. 

Koore's division of Lawrence'a work into four sty1istic 

periods.
1 

The first three novels seem to form one group 

/ 
and their aentenc~s are consiatently shorter: The White 

~ 
Peacock averages 11.9 words per sentence; rh! Treepasaer, 

11.8; and ~ and Lovera, 11.65. The Rainbow and Women in 
, 

~ form a second group in Mhich the sentences become 

p. 317 ... 
h' 

• 

1 ~ 
Rarry T. Moore, "The Prose Style of D.H. Lawrence," 

• . 

-
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lODler, a1though the aentences in the former novel, 

averaglng 12.1 words, are slightly shorter than those of 

the latter, at 12.6. The third group contains Aaron'e Rod 

at 10.8, and Kangaroo rising to 12.1. Quite frankly the 

figures obtained for Kangaroo show the danger of Imp1icit 

faith in statistics, for in this novel in particu1ar 

Lawrence uses idiosyncratic syntax and punctuation which 

tends to confuse. Often, two or three syntactic units are 

contained ~ithin the bounds of one period -- far more than 

. 
in other novels. lt is probable that the longer sentences 

of the next group The Plumed Serpent (12.85) and Lady 

,Chatterley's Lover (12.47) -- a1so need pruning, but here 

the syntax i8 not quite as idiosyncratlc, and the problem 

not 80 obvious. Nevertheless, the statistical pattern 

does reflect that Lawrence writes reasonablY~8hort 

sentences in the first three novels, inereases the 

sentence 1ength in The Rainbow and even more in Women in 

Love, abrupt1y decreases sentence length in the next two 

novels, to return to lengthy sentences in The P1umed 

2 
Serpent and Lady Chatterley's Lover. 

2 1 have attempted, in each passage analyzed, to 
choose a reasonable balance of descriptive prose and 
dialogue, sinee, on the whole, sentences of dialogue are 
auch shorter than those of proIe description. In analyzing 
parslraphs of Ipeech, introduction to speech, or appended 
Interpretation, 1 find that the lentence averages are 
co~sistently ahorter than the overall averages ln the novel • 
Tbey do, hovever, shov surprising variationa. The filu,tee, 
be.inninl vith The White P.acock, run:, 10, 10, 9.8, 1.8. 
'.4, 9.8'. 11.1-;--9 • OS. and 7.45. 

" 
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lt il interesting to notice th8~ with various 

exceptions which will be dlscussed 1ater. the changes in 

lentence length roughly correspond with the changes ln the 

numbers of transformations used in the nove1s. In general, 

the nove1s with longer sentences have more transformations; 

those vith shorter sentences have fewer. This pattern 

suggests that sentence 1ength has a connection with the two 

problems under discussion, in that short sentences may 

Indicate that the sentences conta in few transformations; 

they may a1so indicate that a great dea1 of deletion has 

taken place. The pattern of variation in sentence 1ength 

may a1so indicate some pattern in the variation in the use 

of the transformatio~ and in the use of de1etlon. lt is 

indicative that Studies in C1assic American Literature. 

from which Ohmann took his samp1es of Lawrence's use of 

d,letlon, was f1na11y written in the time of the short 

sentences of Aaron's Rod and Kangaroo. 3 

Did Lawrence, in his shorter sentences, prefer 

3 Studies in C1assie Amerlcan Llterature was 
probably begun in January 1917, although Lawrence had been 
re.ding widely in Ameriean literature in preparation for 
10 •• time before this. The 1917 e8says were revised two 
or three times before publication in 1923. The earlier 
verliona are publlehed a8 The Symbolic Heaning, ed. Armin 
Arnold (Fontwell, Arundel: Centaur Press, 1962), and a 
eoaparison of the ver.ions reveale v.ry clearly the changes 
ln •• ntence 1ength whlch occurred durlng th~ revilion •• The 
lentences of the publiahed editton are.much shorter than 
those ot the tiret two verAio... ' 
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ainimally transformed sentencea? The statistics are not 

particularly revealing. If the average number of 

tran8formati~ns per sentence i8 computed for each novel, 

Lawrence is found to range from a .ow of 5.01 transforma-

tions per sen~ence in The Rainbow, to a high of 5.39 in 

Women .!!!. Love. In these averages, however, Lawrence ia 

withln range of the four control authors. Arnold Bennett, 
. 

for exemple, is close to Lawrence's low with 5.2 

transformations per sentence. The other three authors, 

however. use more transformations per sentence: Joseph 

Conrad uses 6.94, Virginia Woolf. 7.0 and Thomas Hardy 8.3. 

Lawrence, therefore, do es not prefer "minimal1y traneformed" 

sentences, but the number of transformations he do es UBe lB 

probably below the average for a novelIst of his periode 

The Bateman-Zidonis statistics show that the average 

number of transformations used in syntactically correct 

sentences by literate Grade Ten students is 5.9. Perhaps 

this helps to indicate that Lawrence writes Btraight-

forwardly, with simply an average number of transforma-

tions per sentence. Very few of his sentences, however, 

- .{a 8tfaightforward 'kernel sentences wlthout any 

transformations. 

The kinds of transformations whieh Lawrence pre fer. 

are perhaps more signifieant than the numbers of 
. 

transformationa in explainin. Oh.ann'. comment that • Lawrence prefere "kernel .entenee •• " Certalnly, tawrenea 

.' ' 
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do •• prefer the straigh~forward active Bentence,aa the low 

incidence of paBsive transformations, It-inversions or 

there-inversions Indicates. Such a preference would 

accoun t f or the many de 8 cri pt Ions 0 f Lawrence' s Il rap id" or 

"intense" style by the Impresslonistlc critics, as the 

three transformations whlch he avolds weaken the strength 

of ~he verb,or add fIat or circuitous words. "There was a 

bird on the bough overhead. " (Rainbow, p\ 116) has 

les8 force than "A bird sat on the bough overhead," and 

"Siegmund tt was that the whole wor1d meant" (The 

Treapasser, p. 55) ls far more circuitous th an "The who1e 

world meant 'Siegmund'." 

Lawrence's minimal use of passives i~ weIl 

i11uBtrated in the statistics. The incidence ranges from 

1.42 per thousand words to a high of 3.83. The average, 

however, i8 2.21. The control authors a1l show a ~igher 
". 

general incidence of the passive construction. Thomas 

Bardy, for example. U8e8 13.700 per ~housand words, an~ 

Ar~old Bennett,8.725. Virglnla Woolf and Joseph Conrad 

are, perhaps, closer to Lawrence, with 6.700 and 4.85 

reapective1y, but it should be notlced that their averages 

are much greater than the highest incidence of passives 

ln Lawrence'. wrlting. 

The changes ln frequency of theee three Iftdlrect 

tran.formationa genera111 follows the sa_e pattern traced 

t 
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by the changes in lentence length, but there t~ one 

aurprising variation. The number of these three transforma-

tions aeems to fluctuate in the first three novels, and rise 

to Women in Love in the 8ame way that the sentence length 

increases. There is, however, no decline in these 

transformations in Aaron's Rod and Kangaroo; while the 

sentences in theee novels may be shorter, they are also 

more indirect. Surprisingly, there is a decrease in the 

number of indirect transformations in The Plumed Serpent 

even though the sentences are longer, but the incidence 

increases again in Lady Chatterley's Lover. 

The relative directness and power of the sentences is 

made more c1ear if two further stylistic traits are 

considered: cleft sentences and reversed sentences. 

Complexity and ambiguity is added if a sentence is cleft 

vith subject and object repeating one another. Lawrence 

uses the cleft sentence very rarely indeed, but the 

incidence followa roughly the pattern made by the Chang~ 

use of the passives. Reversin~ sentence order le a more 

Brtifieial way of introducing complexity ana amblguity. Dy 

" reveraing the order l do not mean simpfy changing the 

position of adverbial phrases or 8ubordinate clauses, and 

puttlng them at the beglnning of the sentence. l me an 

rever.ing the order of the lubject, verb, an~ the direct or 
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indirect object: 4 "The beloved image she had broken." 

Lawrence actuelly does not use thls devlce extensively in 

n.rration. The early novels appear ta have a large number , 
of sentence reversaIs but thie i8 caused by Lawrence 

revereing the conversational designators while striving 

officiously for variety and a high literal'Y tone. "He 

said" is almost always wl'itten as "said he." If this 

kind of fl~urish is 19nored, it can be seen that the 

incidence of reversed sentences again follows the 

incidence of the passives, fluctuating in the firat three 

novels, climbing abruptly in The Rainbow and Women in Love, 

diminishing but slightly in Aaron's Rod to climb in 

Kangaroo, and l'est at a reaso'nably high average in the last 

two nove1s. Again, the complelClty increases as the 

sentence !ength increases unt!! Aaron'e Rod and Kangaroo, in 

which relatively short sentences still mainta!n a high 

5 degree of complexity and passiv!ty. 

4 The reversaI of the order of subordinate clauses was 
deliberately le ft o~t here because often reversaI of 
clausal order aids in the clarity ~f the sentence, defining 
the time~lplace, or circumstance of the main action. 
Adverbia--'J?:eplacement transformations (subordinate c'lauses) 
are treated more completely below. 

5 The exception here is, of course, The Trespasser 
vhleh haa a remarkably high incidence of reversed 
.entencee. Perhapa this fact may heLp to account for the 
"precloua" and "overwrltten" quallty which mara thl' work • 

.." 
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Thi. quick survey of elementary sentence structure 

does reveal that Lawrence tends to prefer straightforward 

.ubject-verb-object order in active sentences. This would 

explain more clearly Ohmann's remark about Lawrence's 

preference far "kernel sentences," lt would a1so account 

for the "vltallty" and "intens1ty" ln the Impresslonlstic 

de8~riptlons of his style. lt does. however, contradict 

Sale's comment that Lawrence avoided straightforward 

declaratlve sentences ln The Rainbow. 

Factors which contribute to Sale's assessment of 

Lawrence'a style must be Investigated further, but l 

thlnk it 18 worth while to begin 

elements which contribute to the 

by Inves~ating other 

intensity of Lawr~nc~'s 

style. The number of contractions a180 has a dirr~t 

relation to the fast pace and directness of the ~~ose. 

In the first five novels. that Is, ùp to Aaron's Rod, the 

nu.bers of contractfona are in sorne respect functions of 

the amount of conversation in the samples chosen, since 

contractions are only present in conversation. The 

atatistics for The Ralnbow, for exa~p::.)eflect the 1ack '\ 

of conversation in the passages chosen and iri the nov~l as 

• whole. A carefui ,urvey, however. reveals a difference 

in the use of contractions between. sar. ~ ~~ite . 
" . 

Peacock and Women ln Love. -- In ~ Whlte,Peacock. speech •• 

lucb •• "Let u. la up to the v.fa tIf 0 r ". • • let UI b • 
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atill it tl aIl 10 Itill" (White P.acock, p. 69) are 
i 

~ulte poa.ible and usual; the incidence of contraction i. 

Dot relative!y high. By .Women ~ Lqve, however, contrac-

tionl ln speech are the rule rather than the exception 

("But we'll be still, sh.ll we," p. 244), and their presence 

or abeence i8 fine!y modulated to convey stress or 

e~hasis, a. they are in ordinary speech. For example, in 

the quarrel between Uraula and Birkin Ursula ends a tirade 

vi th: " • Go to them then, if that's what you want --

10 to them." And Birkin replies "No . l vant you to 

drop your aS8ertive will, •.• that ls what t want 

(Wolllen in Love, p. 243). 

In Kangaroo there 1 •• 8udden departure wh{ch 

changes the impact of the style conaiderably, al there are 

not on1y a great number of contractions used, but the 

contractions are u8ed in the narrative as weIl ~8 in the 

conversation. lt il not merely a Ilight chan,e in 

direction; one thlrd of the conttactions in the sample 

p.ssage are from the narrative rather than the 

conversation. The Ityle picks up a casual speed and 

•• phas! ••• a resuit. Contractions are s.ldom used ln 

the narrative of rh! Plumed Serpent, a. they are in the 
, ' 

prayer. and rel1g1ous .oliloquies ln the book. Perhap. 

ta.rence vi.hes t~ give a ralillou. aura and dignity to 

hi. pro.e in thi. vay. Many nor.al contractiona ara al.o 
1 

\ 
\ 



• 

21 

~11ling in the conversation, which i. lupposed to have a 

.tilted, elightly Spanish flavour. Certainly, in Lady 

Chatterley's Lover, Lawrence returns to the mode of 

~an8aroo, and contractions are numerous in both th~ 

narrative and the conversation, giving a forceful, Ilan8Y 

flavour to the work. 

Three other simple transformations add to the force 

and vitality of Lawrence's prose: the question 

tran.formation, the exclamatory trAnsformation, and the 

Imperative transformati~. The firet two transformations 

.ay be treated together as they share many similar 

characteristics. In the early novels, The White Peacock 

and The Trespasser, questions and exclamations appear only 

"/' in cgnversational paBsages. In fact, the close reader will 

be struck, in ~ White Peacock especially, by the way in 

which the conversation iB main1y composed of commands, 

questions, and exclamations. After The Trespasser, however, 

the exclamations .nd questions become inte~rat~d into the 

narrative as the di~tance ~etween the narrator and his 

characters dim1nishes. Foi example, in ~ Trespasser 

Relena'. thoughts ar~ described: 

She had no idea what she thought or felt. AlI 
Ihe knew val that he wa •• tronl and va. knocking 
urgently vith his heart on her breast, like a 
.en who wented somethina and who dreaded to be 
•• nt a.ay. Hov he ce.e to b. 10 concentratel, 
url.nt Ihe could not underltend • 

" .. 

_ .. 
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A .omewhat limilar aituation i8 pre8ented quite differently 

ln Sons and Lovers: ---
Then came an agony of new shame. She ahrank 
vithin heraelf in a coil of torture. Did she 
vant Paul Morel, and did he know she wanted him? 
What a lubtle infamy upon her. 

Sonl and Lovers, p. 171 

The integration of question and exclamation in both 

conver'sa t ion and narra t ion con tin ues th roughou t the 

remaining novels and ia reinforced in these novels in which 

the distance between the narrator and his characters is 
'" 

minimal. The incidence, in gener~, fluctuates according 

to the length of the sentence in the pattern already set 

d~wn for transformations which increase the rapidity and 

energy of the prose; the high points are Women in Love and 

The Plumed Serpent, and there i8 a sudden dip in Kangaroo. 

The incidence of the imperative transformation is more 
fi 

curious, since the trend opposes the other patterns of 

change, fluctuating but decreasing until The Plumed 

Serpent when it suddenly soars, to subside aga in in Lady 

Ch'atterley. 

• 
Lawrence'. great use of question, command and 

exelamation ia more readily apparent if hia novels are 

compared vi th those of other autho,rs of his t lme. In 

hi. novels Lawrence usea an average ~f 13.8 of these 

transformation. per thouaand words. Of the four control 

authora only Tho.as Hardy approachea La.renee' •• entence 

= 
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variety, u8ing an average of 11.154 per thousand words. 

This ls almost precisely Lawrence's lowest incidence. The 

other control authors trail behind Hardy: Virginia Woolf 

uses 10.50, Arnold Bennett uses 7.94 and Joseph Conrad 

uses 2.91. Lawrence therefore utes a great deal more 

sentence variety than these four authors, a detail vh~ch 

argues agalnst the charge that he was fond ~f "kernel 

sentences," but which does suggest that Lawrence tended to 

choose those sentence structures which would give his prose 

an air of vitality, movement, and emotional vigour. 

To t~ point in the investigation an interesting 

discrepanctJh8s been discovered in the patterning of the 

changes in Lawrence's use of certain transformations: 

transformations which increase the vitality and intensity 

of the prose tend to fluctuate roughly according to the 

variations in sentence length; transformations which 

decrease the power 01 the prose, however, although they 

---' May in~rea8e up to Women in ~, do not decrease vith the 

decl~ne in sentence length in Aaron's Rod. Sentences 

after Women in ~ tend to be shorter, more deleted and 

yet aore pa8sive • 

. Lawrence's use of negations tends to reinforce the 

ambiguities in thta pattern, for although Lawrence has 

been seen to pre fer active and positive structures, he 

a180 uaes a gr.et nu.ber of nelatives vhlch introduc6 a 

l 

, , 
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quieter tone into the prose. A qu1ck look st the table 

will ahow that Lawrence consistently uses negat1ves more 

then any other s1mple transformation. A closer look will 
u 

show that they ~ollow the same pattern as the lees active 

tranaformations discussed above. They increase following 

tbe Increase in sentence length, but do not follow the 

sudden drop in Aaron's Rod. In the last four novels the 

ahorter sentences contain a proportionally larger number 

of negations. 

Another consideratioh must be taken into account 

1n the discussion of negatives. Ohviously the 

pattern shows that at the same time Lawrence i8 increasing 

tb~ diT~ctness and force of his prose, he is a1so 

introducing a correspondingly strong note of hesitation 

and ambiguity. 

1 have traced Lawrence's use of ne~ation by listing 

h1a uaes of verbal negation transformations and a190 his 

negations of nouns; that is, by count1ng his uses of 

"aot" (n't), Ucannot," "never," or "no," "nobody" and 

"aothing." The word frequency tables of Ru~era and Francis 

.ay serve as a 100se guide here. If the Rutera-Francts 

frequencies of the key words are added and computed as a 

per centage of the total word count it la found that the 

.ix vorda account for 0.813 per cent of the worda. ln the 

eategory "Bell •• Lettres" the incidence 1a aomewhat 

hilher. b.i1\~ approxima tely 0.95 per cent; in "Romanc"e and 



.. 

! • , r 
1 

25 ~ 
( j 

Love Story" it is approximately 0.860 
6 

None of pel' cent. 

the categories approach Lawrence's lowest count of 1.03 per 

cent, and in three of his novels Lawrence uses about twice 

the expected average with 2.11 pel' cent, 2.1 per cent and 

7 
1.46 pel' cent. 

Although incidence of negations lower th an Lawrence's 

permitted Ohmann and Ringbom to state that negatives were 

8 
of importance in the style of Shaw and Orwell, the 

modern novelist seems to be a far more violent nay-gayer 

than the modern eseayist. A survey of the control group 
• 

shows that three out of four use more negatives than the 

J 

expected average, ~h~ugh on1y one, Thomas Hardy, touches 

anywhere near Lawrence's maximum. 9 Lawrence's use of 

negatives is still great, but not as unusual or outstanding 

as first appears. 

6 
These figures are, of necessity, approximations, 

since the number of words per genre is not listed by 
Ku~era-Francis. Statistics presented in tables A and B, 
gave most of the information necessary for computation. 

7 
lt should also be remembered that a eount of 

negation signs and negative transformations does not 
account for aIl the negatives which may oecur in a 
passage. Words like "unsociable," "incapable" or 
"illogieal" are of course, negatives, and Lawrence uses 
them frequently. He also uses many constructions implying 
incompleteness, such as those which besin with "on1y" or 
,t,,1 thout." 

8 
See Ohmsnn, ~. p. 8Stt, and R~8bom, Orwell, 

p. 34 ft. 

t 
The figures are: Vlrsin!. Woolf, 0.765 per cent; 

Arnold Bennett, 1.59 per cent; IJo.eph Conrad, 1.75 pel' cent, 
and Tho.a. Hardy, 2.14 per cent? 

; . 
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It may still be concluded, however, that in his use 

o~~Ple transformations Lawrence simultaneously chooses 

,to use transformations to impart greater force and greater 

ambiguity to his writings, and that this ambiguity appears 

most predomlnantly when the sentences are comparatively 

ahorter, ln Aaron's Rod and Kangaroo. 

The question of ambigulty leads directly to the 

question of deletion, for deletion, because it compresses 

prose, gives a sinewy force to writing, but, because it May 

eut out neces8ary grammatical pointers, deletion may a1so 

introduce greater pos8ibilities for ambiguity. 

The whole question of 8scertaining Lawrence's 

preference for deletion is.fraught with problems, as Many 

tra,sformations, by their very nature, introduce obligatory 

deletions. In order to avold some of the more obvious 

problems l count as deleting transformations only those 

transformations in which deletion is not obligatory, but 

optional. Lawrence's preference for deletion will only be 

revealed when he i8 seen to choose deletion over other 

alternatives which do not imply deletion. In the chart, 

1 have marked with "D" aIl transformations which include 

deletions and options in order to point out the relative 

proportion of expansion and deletion. In Appendix A, 

Estraets 1, 2, and " 1 have listed aIl deletion 

transformation. and 8ubtracted tham from ail transformations 
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ln hi8 article Ohmann states that Lawrence prefera 

daletion to conjunction, and it might be weIl to begin to 

inveatigate Lawrence's uae of deletion by first looking at . 
hie uae of conjoining transformations. Conjolnlng 

transformations often involve deletion, but deletion ia 

co.pletely optiona1 with this transformation, and omission 
• 

of deletion la still stylistically acceptable. 

A. a first atep in asae8sing Lawrence's use of 

èonjunctions it ahould be pointed out that taken as an 

average over aIl nine novela, his use of the mechanics of 

conjunction, "and," "but," and "or" amount to 4.27 per 

cent of the words 1~ the texte If this figure i8 compared 

with Ku~era-Francls's average frequency tablea it is aeen 

that Lawrence'a average is quite considerably above the 

genera! average of 3.69 per cent of the texte He exceeds 

the average ef "Belles Lettres" (3.83) by a smaller amount, 

but he ls still above the average of "Romance and Love 

Story" which ia 4.18 per cent. In addition, Lawrenc~'s 

use of "and," "but" and "or" far exceeds that of any of 

the control writera. In thia grouping Arnold Bennett uses 

the highest per centage of the three words a8 they compose 

3.973 per cent of hi. texte The rest fo11ow with 3.948 

per ce~t for Thom •• Hardy, 3.153 per cent for Virginie 

• Woolf, and 3.007 per cent for Joseph Conrad. The 
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••• ertion that Lawrence Avold. conjunction cannot be 

aalntained when his usage i9 compared with the general 

average or with that of other writers of his era and 
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Before the relative proportions of conjunction and 

deletion are discussed 1 should point out sorne 

pecullarities of Lawrence's use of the words of conjunction 

vhich have sorne repercussions on the effectiveness of the 

conjoining structures. The use of conjunctions in 

Lawrence's novels on the whole declines trom The White 

Peacock to Kangarooi in The Plumed Serpent the average 

ri8es abruptly and the rise i8 maintained to a certain 

extent in Lady ChatterIey. On the other hand, the use of 

"and," "but" and "or" at the beglnning of the sentence, as 

unneceesary conjunction, incresses reasonably consistently 

to Kangaroo, and falls off on1y slight!y in the last two 

novels. In effect, as Lawrence decreases the use of true 

conjunction, he b1urs ite use by placing the signs of 

conjunction at the beginnings of sentences. 

One other factor i8 Lawrence's use of punctuation 

.e a form of conjunction. It ehould be remembered that a 

sentence was considered arbitrarily to be the unit 

contained with!n a capital and a perlod. Any punctuation 

vithin this unit, 8uch as dashes, colons, semi-colons or 

co •• aa. whlch aeparate ~lta grammatically foraing a 

..ntenee are eon.idered to be conjoinin, punetuation~ Tbe 

.. "'-
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fr.quency of Lawrence'. use of conjoining ~unctuation varies 

quite widely; there appeare to be little pattern, but a 

pattern becomes apparent to a close reader of the prose. 

For exempie, in the firat three novels, Lawrence tends to 

uae conjoining punctuation to give variety ta the sentence 

atructure, and to separate long sectlons ln a predicate 

aeries. In The Rainbow and Women in Love the semi-colon ls 

used much 1e8s frequently to give variety, but much more 

between the predicate series which are present in far 

greater numbers. 

A more revealing characteristic, whlch has been 

alluded ta before, 18 Lawrence's use of a comma to conjoin 

two sentences. He uses one comma splice in The White 

Peacock; a very few occur in The Trespasser and Sons and 

Lovers, roainly when the occasion demands short, closely 

related sentences as in Helena's soliloquy. In The 

Rainbow, however, the comma splices begin to be a definite 

Itylistic.feature, connecting short sentences which 
f 

conventionally demand semi-colons: "The days w~nt by, 

they ran on dark-padded feet in silence" (p. 115). This 

tendency increases in Women in Love and A8ron's Rod, but 

dominates the prose of Kansaroo. In The Plumed Serpapt 

and Lady Chatterley's Lover the incidence 8g8in declines. 

The effect of the use of comm.1 ls curloua. Not o,1,lly 
'. 

doea tt B.ke aentence. whlch are already short .uch .horter 

rit 
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(.e. abov~', p. 13 ). and therefore more compac t and intense, • 

It .1ao glves a curlou8 Impression of conjunctlon by 

contiguity. Things 8eem connected to one anoth?P-because 
• 

they are written side by side. 

A comparlson of the number of conjolnlng transforma-

tiens and the number of deleting transformations connected 

vith conjunction yields interesting resu1ts. As has been 

mentioned before, the deletion of common e1ements in a 

conjoined sentence is optional. The two sentences "John is 

tal1" and "he runs fast" cou1d be wrltten "John is ta11 and 

he runs fast," or cou1d be "John ls tall and rUIle fast t " 

vith the deletion of the pronoun "het" standing for John, 

the subject of both sentences. If a comparlson 18 made 

10 
between the total number of conjolning transform8tions, 

and the number of common e1ements deleted (38a) !t will be 

found that the number of conjoining transformations Is 

conslstently greater than the number of delet1ons. Aga!n, 

however, the changes follow the pattern of the changes in 

aentence length, as the deletion of common e1ements tends 

to compress the prose and make the movement more rapide 

The deletion of common elemente tends to fluctuate in the 

firat three novels, increase abruptly in The Rainbow and 

lOThe totel number of conjoinlng transformations ia 
found by ad dIng 31. and J7b. For the aake of accuracy 31c 
ehould be o.ltted. The reaultlng figures, following the 
order of the chart, are: 58.4, 48.9, 38.3, S4.4, 63.4, 
49.48, S4.4, 55.2, and 47.2 

" 
j 
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Women ln Love, deereaee 1n the next three novels and 

increase in Lady Chatterley's Lover. 

The pattern of deletion of neeessary words also 

follows the genera1 trend of those transformations whieh 

inerease the force of the prose. In the ffrst three no~e18 

worda necesaary to the grammar of the sentence are usually 

de1eted on1y in conversation, since normal conversation la 

made up of sentence fragments, without a subject or w1thout 

a verb, which are completely understandable in the context 

of the conversation. The White Peacock abounds in fragments 

like "And you1," "Don't you?," or "1 eouldn't." This type 

of del~tion i8 continued in the passages of conversation 

in aIl the novels. From The Trespasser, however, sentences 

in the narrative begin to drop necessary grammatical 

elements occasionally. "The lane twisted among meadows 

and wild lands and copses -- [it was] a wilful little lane, 

quite incomprehensib1e" (p. 54). In The Rainbow the 

incidence of th1s type of delet10n comes to be quite 

noticeable, and ft lncreases, untfl 1n Kangaroo, it ls a 

major factor in the style. Consider, for example, one 

.hort paragraph ln Kangaroo ln which 1 have preaented the 

deleted e1ements which are necessary to grammar in square 

braekets: 

[It vasJ London -- [i t va.] .. id-var London, [in 
vhich there vas] nothlng but var, ~h.r. va. nothina 
but] var. (it vaaJ lovely .unny veather, and (thera 
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vere) bombe at mid-day in the Strand. [It wal] 
lummery wea the r. [1 t was J Berkshi re -- [the re wer eJ 
Aeroplanes -- Lit wasl springtime. He was a& if 
[he were] blindj he must hurry the long journey 
back to Harriet and Cornwall. 

Kangaroo, p. 235 

In The Plumed Serpent and in Lady Chatterley's Lover the 

32 

incidence of this type of deletion declines once more. The 

overall effect of Lawrence's use of conjunctions and 

deletions is one of increasing force and compression in the 

.horter sentences as the total number of deletions begins 

to reach toward the total number of conjunctions; yet a 

greater opportunity for amb)ïûity is introduced by the very 

device which gives the prose its vitality. 

Other transformations must be taken into considera-

tion t~ make any assessment of Lawrence's use of deletion 

and conjunction more complete. Fbr example, Lawrence uses 

methods of conjunction other than coordination. He uses 

adverbial replacement transformations (subordinate 

clauses) in numbers well within the range of the control 

authors. Lawrence's lowest incidence of adverbial 

replacements is in The Rainbow in which 13.85 occur per 

thousand words. The high point is found in Sons and 

Lovers at 21.87; the average i8 a180 high at 17.047. In 

comparison, the control group ranges between 8.613 and 

22.328, and the average 1& low, at 12.74. Lawrence Ule& 

.ore .ubordlnatlon than an, of the control ~uthor. «xcept 

In thl. vay allo, Lawrence l, more comp1ex 

\ 
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in style than those critici 8uggest who talk of hi, 

preference for "kernel sentences," 

One minor point should be added about Lawrertce's 
Ù 

uae of adverbial replacement. Lawrence is fond of clauses 

expressing time relations, especially in the early novels. 

Often, too, the clausal order i8 reversed so that the 

8ubordinate clause cornes first. This peculiarity was not 

eentioned in the section dealing with reversed sentence 

arder because, in ti opinion, the reversaI of clauses i~ 

often an aid to clarity rather than an lntrodu~tion of ~ 
ambigulty. The introductory clause often serves to 

Il define the main action. 

lt is noticeable, however, that the incidence of 

the reversed temporal clause declines sharply after the 

firat three novels, and recovers the pattern again, only 

roughly and at a much lower level. The changes in the 

use of adverbial replacement transformations are 

aurprising because they indicate that The Rainbow and 

t'o 
Women in Love with long sentences, and a grest number of 

transformations giving both force and amQiguity to the 

prose, have also the fewest number of sUbord1lfte clauses. 

This indicates that not on1y do aIl the transformations 

Il 'or further comment about the lignificance of thi. 
technique aee loger Sale ln "The Narrative Technique of 
!!!.!. Ilalnbov." 

\ 
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tak. place vithin one clau.al .tructure, but the idea. are 

not .0 generally connected to ona .nother vith reference 

to time, place, and causation. An additional d~gree of 

•• bigulty 1. introaùced into these tvo novels and those 

vhich follov. 

The second major deletion transformation group 

(39a and 39b) looaely followa the pattern of increasing 

12 Î. 
lentence lengths, though iti increAse la far more 

dramatlc, and presents two anomalies in The Tresp8sser 

ains an à8tonishingly h~gh number of del~t(ons, 

Serpent which has surprislngly few. It 

would be lnterest!ng to speculate vhether the rise ln the 

deletions in 39a had any connection with the decrease in 

the gerundive adjectives of 6a, and whether Lawrence, as 

his writing progressed, came to prefer the more ambiguous 

and 100se adjectival structures which fo110wed the nnun 

12 ~~ 
Transformation 39a preaents ce~in problems in 

dilcrimination vhich 1 have 801ved quite arbitrarily. 
For example, take the sentence "1 sav the man running." 
Thi. sentence could be taken as a variant of 6a, a 
lerundive adjective with a required deletion (who .as), 
and the optional change ln order 19nored (He sav the 
running man). It could also be 118ted as 25, a têlescoped 
prolre.live. 1 have declded that only gerundive 
adjectives vhich precede the verh .hall be counted a. 6a, 
and, linee deletion ie mandatory vith the change in order, 
6. will not be conlidered a delation. Slmflarly in 39a 
th •• erundive auet follow the noun and fta adjectival function 
.uet he .ade cl •• r in the poaitiontng or in the phrasaI 
atructure. 25 .uat he clearly • daletion of a prolrel.ive 
teala • 

,,' . 
~ ! . 
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rather than the tlghtly defined gerundivea which preceded. 

Other major deletion progressions tend to be 

ir~gulaT. FOT example, the extended adverbial deletian 

aupplying the prevalent cadence in the firat novels, 

declinea very markedly ln the middle novels and never really 

13 
revives. In the same way the deletion of "that" as the 

firat word in the object ("He knew [that] she could come") 

followa the pattern reasonably weIl in the first three 

novels but th en takes a surprising decline in the next two 

novela, and becomes then quite consistent thereafter, in 

accordance with the pattern. 

Two further major transformation. need to be 

dlscu8sed to round out the general plcture of Lawrence's 

8tylistlc choicea. One tranaformation 18 an expansion, 

the other a deletian. The expansion transformation ia 

that in which the adjective le placed in f~ont of the noun. 

At first glance the numbers of adjectives used varies in 

accordance with 4ther expansion transformations: that ia, 

the variance roughly followa the changes in aentence 

length. But it aust be pointed out that not only do the 

Du.bers change and incr.aae, but the nature of the 

adjectives change. as the novela progres., they chanle 

fro. concrete to inaub.tantl.l. Not only are the lster 

13 ' 
'or e ••• p1e; flQuickly ahe hid her hand into tbe 

fold of her skirt. bluahinl" (The White Pe.coek. p. 64). 
Very littl ••• biluity ia iatroduced. 
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adjectives comparatively ephemeral, they make up closek.lt 

and repetitive groupa, such al the dominant groups made up 

of "queer," "strange," "curlous," and "weird." 

The adjectives in The White Peacock tend to be 

physical and picturesque. Only once does Lawrence use the 

adjective "queer" in a completely undefined sense; he 

mentions a "queer clump of Scotch firs" (p. 62), and the 

careful reader wonders vhat ie queer about them. There are 

occaaional examples of thia uaage ln the other two early 

novels. The Morels' flover-garden in Sonl and Lovers, for 

Instance, ls f-1Ô'-gded with lia strange, warm 1ight that 

lifted every leaf into significance" (p. 173). In The 

~nbow. however. the number of th ••• vorde 1nere ••••• 

and the usage 18 ueually unexplained: Anna and Will ki •• 

"Till eomething happened in him, he vas strange" (p. 120); 

and with Ursula "A etrange rage filled her, a rage to tear 

thinga asunder" (p. 318). 

The number of auch adjectives t8 greate8t in Women 

in Love, where they are reinforced by the use of li.ilarly 

undefinab1e adjectivea a8 "pure," "perfect" and "real." 

dSuddenly hi. 8trange .trained attention gave way .• 

There vea the p.i.di •• l entry into pure .1ngle being • . . 
(p. 247). The .mbiguity of the •• adjectives i. further 

14 
•• ph.ataed, •• Derek Bickerton points out, by the u.e of 

" 

" 

14 ••• Der.k liek.rton, "Th. Lenau ••• of Wo •• n !!. ~." 
pp. 60 ff. 
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inexact intenaifiers and modifiera. Does "quite" mean 

"completely," or does it mean "almolt"? What doel "really" 

aignify? 

Although they appear most prominently in Women in 

Love, Lawrence never stops using these Imprecise adjectives. 

They dominate descriptions in the next four novels, 

appearing especially often in The Plumed Serpent and Lady 

Chatterley's Lover. The conclusion must be made that as 

Lawrence Increases the number of his adjectives, he a180 

increases their ambiguity. Amplification and ambiguity are 

ua ed a t the s ame t ime, espe cially in Wolmen in Love and the 

novels following. 

Two other points add to the ambiguity of Lawrence's 

adjectives. The first is that La.rence olten uses adjec-

tives in the place of adverbe, often when the grammar of 

the construction calls for adverbs. The second point i8 

close!y connected with the firet, in that Lawrence often 

displaces adjectives, adding them at the end of sentences, 

in the position usually occupied by the adverbe Both of 

these devices have the effect of increasing the ambiguity, 

aince when it is-placed in the adverbial position the 

adjective seems to govern the verb, whereas by function lt 

actually loverns the noun. ln the ear!y novels, vhen the 

aentence structuree and conjunctionl are relatively 

una.biluou., the co.plexitie. introduced in thi. vay are 

Dot Ireat: "Miria •• valkin, ho.e vith Geoffrey. vatched 
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the moon rise big and/red and m18ty" (Sons and Lovers, 

p. 170); one hesitates very slightly, wondering about the 

physical dimensions of Miriam. In the later nove1s, 

hoyever, the displacement of adjectives beeomes far more 

common, and more ambiguous. For example, in ber noeturnal 

viait to Willey Water Ursula "aat down among the roots of 

the aIder tree, dim and veiled. hearing the sound of the 

aluiee like dew di8tilling audibly into the night" (Women 

!! Love, p. 233), and the African statuette 18 described as 

"a tall, slim, elegant figure from West Africa, in dark wood, 

a10lsy and suave" (Women in Love, p. 245). 

Lawrence'a use of appositives is the final use of 

deletion to be considered. Surprlslngly, the types and 

patterns of use reveal the aame tendency as the adjectival 

exp«nsion transformation: increased amplification is 

accompanied by ft deliberate creation of ambiguity. 

Appositives are curious constructions; scholars debate 

whether they are formed from astringent reduction of 

relative clauses or from a deletion of a compound subject 

jolned by a coordinate conjunction. They are nevertheles8 

deletion transformation~ but, as every schoolboy who 

takes Latin discovers, they are a180 an excellent means 

of expanding a 8ubject or including tangential 

• tawrence controle the ua. of the appo.ltl~ •• very 
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tightly and uses them in many different ways. In the 

three early novels, it is usually the subject that is 

repeated in apposition, and this permit. clarity and 

control. Often, however, Lawrence splita the appositive, 

.eparating the two subjects with a length of sentence. 

Often in the early novels. this ls simply used to Iain a 

pleasing cadence Ifl the sentence. The split appositive 

1. used, like the extended adverbial deletion, to crea te 

a cursus. "We had lived between the woods and the water 

aIl our lives, Lettie and l • ." (p. 59), Cyril explains 

at the beginning of The White Peacock sample. Even in 

th.t early novel. however, the appearance of a split 

appositive in a relatively complex sentence structure may 

di.tort the prose. "One [ra tJ dropped wi th ap ugly p lop 

Into the water, and swam towards us, the hoary imp, his 

.harp snout and his wicked little eyes moving at us" 

(p. 69). 

ln the later novels, beginning with The Rainbow the 

.abiguity of the .ppositives is increased. Lawrence 

~.bitu.lly uses nit" or "this" to begin a sentence, and 

40e. not explain what the pronoun standa for until the 

.ppositive ia reached at the end of a sentence. In 

addition, Lawrence often places the object in apposition, 

.nd aeparates the appositlve from the antecedettt by the 

-- insertion of .odlfi.~ •• "But at the cantre, the heart of 

all, .a . . till • vivld incande.eant quivering of a white 

• 
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aoon not quite deetroyed, a whtte body of fire wrlthing and 

atriving and not even now broken open, not yet violated" 

(Women in Love, p. 239). 

The number of appo81tfves i8 greatest in Women in 

Love, and the ambiguity of which the construction ts 

capable la a180 at its height in that novel. In the later 

nove1s, the appositives are still very much in evidence, 

contributing to the jerky disrupted tone of Kangaroo with 

the use of split order, and to the incantatory tone of 

The Plumed Serpent with the closed order of subjécts in 

apposition: "Serpent of the earth, • snake that lies 

in the heart of the world, come!" (p. 208). The incidence 

varies in the same way as those constructions which add 

directness and vigour to the prose; it follows roughly the 

pattern of sentence length. The terse strength of the 

deleting transformation i8 valued by Lawrence for the 

vigour ft gives to the prose, but at the same time its , 
greatest use is accompanied by the greatest indirection and 

comp le xi ty. 

ln order to answer Ohmann and Sale directIy l 

8ummarize: Lawrence do es not necessarily prefer kernel 

aentences. The total number of transformations may be 

relatively low, and he may pre fer straightforward, active 

conatructions, but his use of conjoining transformations, 

adverbial replacement transformations, imperative, 

interrogative, exclamatory and negative tranefor.ationa 
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.qual. or' lurpasses other authora of hi. tlme and genre 

(.ee Appendices). 
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Alain, Lawrence doe. not prefer deletion to 

conjunction. At no time does the total of 38a and 38b 

deletions approaeh the number of conjoining transformations. 

In an over-all survey, contrasting aIl the deletion 

transformations with the expansion transformations 

(excluding aIl conjunctions) , the relative proportion of 

deletion and expansion approaehes equality at only one 

point, Women in~, and expansion still exceeds deletion 

in thi8 case (see Appendix A, extracts 1, 2, 3). 

More important, it can be aeen that the changes in 

the use of transformations follow a pattern. In the first 

three "apprentiee novels" the tendeney to expansion i8 

aceompanied to a certain extent by deletion, but there is 

only minimal attendant ambiguity. th! Rainbow is a 

transitional novel in which the incidence of aIl 

transformations declines, although the proportion of 

deletion and ambiguity increases. Women in ~, 

proceeding from the material of The Rainbow, demonstratel 

the limits of amplification, deletion, and ambiguity 

8imul taneously. 

After Wo.en ~ Love there 11 a definite alteration 

in the nature of the changes: ,horter sentences prevatl, 

th. le8. v1gorous constructions tend to incr •• se, 

• 
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amplification tends to recede, and, especially in Kansaroo, 

deletions dominate the style. The Plumed Serpent and Lady 

Chatterley'e Lover show a tendency to return to the 

previous desree of expansion, although ambiguities and 

deletions are still strong factors in the style. 

At the end of his discussion of Lawrence Ohmsnn 

remarked that it would be interesting to know why Lawrence 

preferred deletion to conjunction. l am prompted to 

Inquire why Lawrence tended to increaae ambiguity and 

amplitude at the same time, and why there la so much stress 

on deletion after Women ln Love. Emile Delavenay may sive 

a hint. Diseuss!ng Lawrence's delight in foreign 

languages, and his amused use of French aa a "private 

language" with Jessie, he commenta: "Faut-il voir là 

, ~ , 
encore un beso!n d'evasion, de jeu? La langue etrangere 

, 
est-elle pour lui un systeme d'expression qui lui permet 

d'échapper son mllieu?,,15 Does Lawrence's simultaneous 

use of expansion and deletion, amplitude and ambiguity, 
, 

show the same need for ev&slon ln English? Schopenhauer, 

in his eS8ay on style whlch Lawrence almost certalnly 

; ISEmile Delavenay, D.H. Lawrence: L'homme et La , - -, --
Genese de ~ Oeuvre, ~ Annees de Formation, 1!!1-l!!! 
(Paris: C. 1llncltaieck, 1969), If 70. 

, 
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fi 

16 
k •• v, .tate. that "A .an'. acyle ahovs what a man i.," 

th.n he loee on to discues thoee who "tremble between the 

tvo .eparate aima of revealing what they want to say and 

17 
concealing it." The question remains whether the content 

of Lawrence'a writing gives any indication of the rea.ona 

for hie simultaneous desire, after Women in Love, ta 

a.plify and to create ambiguity, or for the patterns of 

changee which the transformations ahow . 

.. 

16 s •• Ro •• Marie Burvell, "A Catalogue of D.R. 
Lawrence t

• aeading from Early Childhood," D.R. Lawrence 
.eviev, III, lii (ra11, 1970), 203. r-

17 Arthur' Schopenheuer, "Oft Style," Tb_ I •• enti,l 
Schopenhauer' (Londoa: .Unvin, 1962). pp. 37-)8. 



CHAPTER TWO 

THE PIRST THREE NOVELS: 

WORDS AS EXPRESSION OF THE INDIVIDUAL 

The reasons for the changes in the styles of D.H. 

Lawrence's novels are generally found in the subject , 

•• tter of each novel. More particularly, however, the 

changes in Lawrence's style are paralleled by the way in 

vhich each successive novel shows changes in Lawrence's 

opinion on the function and value of worda. Lawrence's 

attitudes vary between acceptance of words as valuable 

meana of individual expression, and rejection of words 

because of their capacity for falsity in expressing the 

individu.l. The notion of words aa a means of communica-

tian ia evaded in the firet three novels, and parallels 

very obvioua stylistic changes after its introduction in 

Women in Love. 

ln the, previoua chap ter expansion was seen to be 

the dominant styli8tic tendency in the firat three novels, 

although a degree of deletion and slight slgna of 

.yntactical ambigutty were alao noted. A. a parall~l, aIl 

three •• rly novela show Lawrence'e impltcit acceptance of 

the ide. tbat varde are to be prt.ed ae a mean. of eelf-

•• pra •• ion n.c •••• ry to th. individu.l'. full dev.lopaent 
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and advancement in the social, cultural, and economic 

.pheres. At the same time, however, in aIl three novels 

there is an undercurrent of distrust of words as possib1y 

fa1se means of expression, endorsed by a culture of 

ambiguous value. IR rnany ways, in these early works, 

Lawrence's acceptance of words as valuable is tied to his 

acceptance of cult~ral values, as understood by him. As 

the books show, and as critics such as Stephen Miko have 

pointed out, Lawrence's acceptance of the cultural values 

gleaned from his mother is often fraught with ambiguities 

and evasions, and resu1ts in stilted dialogue, Imprecise 

and ambiguous depiction of character, and uncertainty in 

1 
the meanings, values, and attitudes within the works. 

The ambivalence is also reflected in the early preference 

for expansion which contains an underlfing tendency toward 

deletion and possible ambiguity. 

Before exploring the attitudes to words présented 

in each'of the first three novels, it May be weIl to 

review the stylistic peculiarlties of each novel, and 

exp!ain the significant differenees between the novels. 

But 1 must repeat that aIl three novels are treated in a 

group, although they differ slightly in charaeteri.tic 

uses of transformations, becauae one tendeney 18 dominant: 

lStephen Miko, Tovard "Women in Love": 
laerBence ~ A Lavrentlan !ethetic (Nev Haven: 
University Pre •• , 1971), pp. 11 ff. 

The 
tala 
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the use of expansion i. areater than the use of deletion 

to a degree not found agaln in Lawrence's work untll, 

perhaps, The Plumed Serpent. Among the three novels the 
-- ou; 

uae of deletion change8; proportionally there la more 

deletion in the first novel, although it occurs in 

conversation; there i8 almost exactly the same amount in 

the second, although ambtguity i8 more pronounced; and 

there ls the smallest relative amount of deletion in the 

thlrd. But aIl three novels show much more use of 

2 expansion than of deletion~ 

Although expansion ia dominant in aIl three novels 

the characteristic methods of expansion change from novel 

to novel. For example, The White Peacock often depends on 

an adjective plus a gerundlve or participial adjective 

plu. an "of-phrase" to expand the noun, and often joins 
.' 

a.ntences together by u8ing an undeleted coordinate 

conjunctton. The followlng sentence 18 typical: "The 

aveet careles8ness of her attitude, the appeeling, half-

pitiful girli.hness of her face touched his responsive 

heart. and he laanad forward and ki8sed her cheek • • 

(~White Peacock, p. 60). The overall effect is of 

direct open sentence structure, vith series of adjectives 

2 •• e Append1x A. !xtract 2 • 
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8ivina ~ichn ••• ta the aubject or abject. 

In !h! Treapa.ser simllar modes of expansion are 

uaed, except that there tend to be fewer gerundive 

3 adjectives and many more compound nouns. In addition, 

bo.ever, the number of expansions and camparisons of 

adjectives and adverbs ls greater in The Trespasser, and 
\ 

there are almost twice as many similes invo..lving "llke". 

The greater number of comparisons and simi!es points 

directly to a greater complexity of thought and style in 

The Trespasser, and certainly It la far more difficult to 

find a sentence pattern "typical" of the second book. 

Perhaps some of the differenc~s between the styles of 

expansion may be seen more clearly if the follawing 

sentence i8 compared with the flret sample: "As she lay in 

Slegmund's arms agaln, and he was very still, dreaming she 

knew not what, fragments such as these flickered and were 

gone, like the gleam of a falling star over water tl (The 

\ Trespasser, p. 59). 

Sons and Lovers continues the tendency toward fewer 

One word expansions. Gerundlve adjectives, participial 

adjectives and adjectiva~ seriés in front of the noun 

.ppear much less frequently. But there are more relative 

elauaea, noun phrase comp~~ntizers, compound nouns, and 

3The lerundive adjectives tend ta be displaced and 
app.ar a. 39a or 25. 
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object, especially as these noun expansions are accompanled 

by Ireat~r numbers of infinitives and gerundives used as 

.ubjects and objects, and of noun clauses used as objects. 

Th. sreeter variety in subject and object ia again 

accompan1ed by 1ncreases in the expansions of adverbs and 

adjectives. The gèneral effect la one of grester length 

and variety of expansion. 

ln great part, Sons and Lovers cuts down on the 

1001. series ~f adjectives used in the earlier books, and 

uae. phrases and clauses closely integrated into the 

.entence ta bu11d up sty11st1c effect. A.s a result, the 

.~ntences seem to have greater strength and compactness 

than those in the previous novels. 

This compactness i8 a1so emphas1zed by the absence 

of limi1es; there are only two direct simi1es in the 

entire sample passage. Often structures which could be 

uaed as similes are integrated more fully into the 

•• ntence 3nd the role by the use of the verb "ta seern" 

the incidence of which ia much increased in th1s novel. 

... Often, tao, direct phY8ical comparisons are prelented in 

axpaneionl of .dverbs of manner, or compared adjectivel, 

or in aubordinate clausee. As. result, descriptione 

tend to ••••• ore dir.ct, aore phy.lcal, and the 

• •• nt.nc •• tend to b •• ote int.lratad vithout the bi~ak 1~ 

.. tltoulht and atrueture oc:..eaaloned by "like". 
\ 

, (~,'- ~ , 

~:;A}. 
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Th. impre.sion of compactnea. ia increased as the 

.entences in this novel are slightly ahorter than those ln 

the previou. two worka. In tact, they are even .horter 

4han the .tattstlcs tndtcate stnce there ts relatively 

little dialogue ta bring down the average of the sentence 

length. 

It la again dtfftcult to choose a sentence typtcal 

of thta novel, but perhap. the change tn the ordering of 

the adjectives, the use of relative clauses, compounds, 

and variety of verbe could be found in: "The sky behind 

the townlet and the church was orange-red; the flower-

garden wae flooded with a strange, warm light that 

Itfted every leaf into signifieance" (Sons and Lovers, 

p. 177). 

In eummation, then, it may be said, that in the 

first three novels Lawrence tncreasès the numbers and 

~arlety of expansion transformations ta produce, in Sons 

and Lovers a prose that i. rich and vital. 

The types of deletion employed in aIl three novels 

are also~~rted. With the exception of The r\espa •• er, 

in vhich grammatical daletion i8 al lied with variations in 

sentence arder, the grammatical deletions add very little 

•• biguity to the pro.e. 

The .ost co •• on type of deletion in ail three nov~l. 

1. the deletin. of coe.on ele.ente in conjolned .entence,: 

, 



• 
• 

50 

thi. type of deletlon l. common ln Engl1sh and Invarlably 

atralghtforward. It .hould be noted, moreover, that the 

deletion of conjolned elements does not equal the use of 

"and," "but" and "or" as conjunctiona; quite often, aa in 

the sample sentences for the two first novela whlch 1 h~ve 

cited, repeated elements are not deleted. Often, Lawrence 

uaes the rhythm of a repeated subject for rhetorical 

effect: "Lately, however, she had noticed again the 

cruel pitiful crying of a hedgehog caught ln a gin, and 

ahe had noticed the traps for the fierce lltt1e 

murderers . .n (The White Peacock, p. 59). Deletton of 

common elements increases somewhat in The Trespasser and 

Sona and Lovers, but it never equa1s the number of 

conjunctions. 

Another form of deletion used frequentIy ln aIl 

lhree first novels le the optiona! deletton of the "that" 

introduclng a noun phrase used as objects after verbs such 

a. "know," "thlnk,ft "consider," etc. "Had lt not been for 

the scariet 11ght on her face, 1 should have thought 

(that] her look was sad and serious" (The White Peacock, 

p. 58). But agaln, those deletions, though optional, are 

common to lnglish and do not confuse the senae of the 

.entence. 

Alaln, all three novels US8 deletion increa.ingly a. 

they lncrea.e in variety of verb expansion • But verbal 

atructure •• uch •• " •• • ahe .a. Paul flinl open the 
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gate ••. " (Sons ~ Lovers. p. 171). or "Helena 

wanted the day-wanness ta be quite wiped off the west" 
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(The Trespa88er, p. 55), do not add ambiguity. In fact, 

although these structures employ deletion they are more 

smooth and clear ta the Engllsh ear than the undeleted 

"deep" structures. 

The most typica! of the deletion transformatione in 

the first three novels are extende4 adverbial deletion 

(40b) and the deletion of the relative pronoun and the 

verb "ta be" in relative clauses (39a). Bath these 

deletion transformations present p088ibilities for 

ambiguity, but, except in the case of The trespaeser, 

ambiguity is not often pursued. For example, when 

Lawrence writes in The White Peaeock, "Quiekly she hid 

her hand into the folds of her skirt, blushing" (p. 64), 

the reader is aware that "blushing" i8 really an adverb of 

time telling when she hid her hand, though it seems ta 

refer ta the subject more than the verb. But the reader is 

not in the leaet confused a. ta the meaning. 

ln The White Peacock and Sons and Lovers the use of 

deietion in relative clauses doe. net usually add any 

•• biguity or confusion ta the prose, "Instead of attending, 

.he looked at his hands, big, hard, inflased by the anaith 

of the scythe" (The White P.cock. p. 63). After soae 

thought the reader .ay becoae aware that "whieh were" 

.bould be inaerted betore the adjectivea and adjectival 
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phraae of the aeriea, but the abaence of theae vorda does 

not confuse the meaning. 

On the whole, with reference to ayntax/The White 

Peacock and ~ and Lovera are quite atraightforvard. 

Much haa been aaid about the ambiguities of attitude and 

4 charaeter in The White Peacoek, but these are rarely 

cauaed by the ayntax. The one confusingly atructured 

aentence in the sample chapter of The White Peacock has 

already been quoted in chapter 5 one. 

The contradictions in ~ and ~overs likewise do 

not have a grammatical basis. Wlth the fev exceptions 

noted above, and in the previous chapter in connection 

vith 40b, the grammar is clear and straightforward. The 

contradiction of juxtaposed sentences is semantic not 

ayntaétic. For e:iCample: 

and: 

By tacit agreement they ignored the remarks 
and insinuations of their acqualntances. 

"We aren't lovers, ve are friends," he said 
to her. "We knov it. Let them talk. What does 
it matter what they say." 

Sons and Lovers, p. 173. 

Everybody was so e~ited that even Miriam 
va. ac~epted with warm~h. But almost as soon 
aa .he entered the feeling in the fami1y became 
clo.e and tight. 

p. 175. 

4 
Se. e.pecially Stephen Miko. Toward "Women in . - , Love. pp. ~-34. and John E. Stoll, The Novela of D.H. ,-

Lawrence: ! Se.rch for InteBr.tion-rëolu.bia,~i;aouri: 
University of Mi •• ouri Prea., 1971), pp. 20 ff. 

5 s •• above, p. 39. 
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The aemantic amblguity which occurs in Sons and 

Lovers and in Many later novels. lies outside the scope of 

thls disa~rtatlon. but it is interesting to note its 

advent in a novel ~hich has exceptionally clear and concrete 

6 verbal expansions and a lack of deletions and amblgulty. 

The Trespasser requires sorne extra comment since 

it presents sorne stylistlc habits -- uses of deletion to 

cloud the clarity -- which are unusual in thls period. In 

fact. this novel combines the s~,llstic peculiarities of 

The White Peacock with those of later novels such a8 Women 

For example, the number of extended adverbial 

deletions is very high. as in The White Peacock, but the 

sentence arder (exclusive of conversational introductions) 

is reversed to a much greater extent than in any other 

7 
novel. even Women in Love and Kangaroo. The number of 

relative clause deletions Is not equalled until Women in 

~ and Kangaroo, and the reduced relative clauses are 

often dlsplaced throughout the sentence and not put 

\ 

immediately after the noun they modify. Even more 

6 
The question of semantic ambiguity in Sons and 

Lovers ia treated and explained at length in Ann 
Englander, ~.R. Lawrence: Technigue ~ Evasion, Dis8 • 
• orthwestern, 1966. Mi8s Englander traces these 
contradictions to Lawrence's reluctance to face up to 
certain psychological problem8, and his maintainance of 
a double set of valu •• , reminiacent of a schizophrenie 
.lnd-Iet • 

7S •• Appendix A, p. 4. 
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revealingly, deletion of neces.ary word. from a .entence 

i. twice as great 8S in The White Peacock. and over four 

times 8S great as in Sona and Lovers. In addition, the 

examples of deletion do not occur merely in abbreviated 

conversation, as is usual in ~ White Peacock, but in 

8 
narration and description. In general, The Trespasser 

i. ornately expanded, but the deletions and displacements 

make the style opa~ue and occasionally confusing, quite in 

the manner of Women in Love. 

It is interesting to watch how Lawrence's 

acceptance of words as a valuable means of self-expression 

parallels his use of expansion, how his confusion of the 

function of words in society leads him into mistrust, and 

how the whole notion of words as a means of communication 

leads ta deletion and ambiguity. 

Primari!y, in the firet three novels, Lawrence'e 

attitude to words i8 positive. In aIl three novels the 

narrator implicitly accepts the struggle into conscious-

ne88 and the striving for articulation as valuable, no 

matter what reservations or difficultiea may be depicted 

in the progres8 of the novela. In both The White 

Peacock and The Treapasser the narrators themselves are 

depicted a. cultured and articulate, and, in Th. White 

8 
Se. above, p. 31 • 

-
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Peacock especially, Cyril's stance as the cultivated male 

ia never seriously criticized. 

More particularly, each book contains a discussion 

about articulation and the necessity of using words. ln 

The White Peacock the whole novel turns on the need for 

George to become conscious and integrate his ability to 

express himself through words with his rich, physical 

life. In this novel, the importance of the ability to 

uae words as a means of self-expression is introduced 

early and explained more and more fully as the work 

progresses, as are Lawrence's criteria for eva1uating 

good usage of worde. For instance, in the first scene 

between Lettie and George, Lettie is p1aying and singing 

at the farm: 

• Then she gave him "Drink to me on1y 
vith thine eyes." At the end she turned and 
asked him if he 1iked the words. He replied 
that he thought them rather daft. But he 
looked at her with glowing brown eyes, as if 
in hesitating challenge. 

"That's because you have no wine in your eye8 
to pledge with," she replied, ansvering his 
challense with a blue blaze of her eyes. Then 
her eyelashes drooped on to her cheek. He 
laughed with a faint ring of consciousness, 
and asked ber how she could knov. 

"Because," she laid slow1y, looking up at 
hi. vith pretended seorn, "beeause there's no 
change in your eye8 when l look at you. l 
alvays think people who are worth mueh talk 
vith their eyes. That's why you are forced to 
reapect many quite uneducated people. Their 
e,es are '0 eloquent and full of knowledge." 
She had continued to look at him as ahe 
apoke -- vatching his faint Appreciation of 
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her upturned face, and her hair, where the light 
vas alw.ys tangled, vatching hi. brief self
examination ta see if he could feel any truth 
in her vords .••• 

The White Peacock, p. 28 

Several ideas which are central ta Lawrence's 

early concept of ward. are introduced in thls scene. 

Implicit, of course, la the idea that articulation, the 

ability ta speak and et~ress one's self is of great value. 

This conversation is the beginning of George's education 

by Lettie, an education which ie never expIicitIy 

condemned, only made invalid by George's failure to 

claim Lettie as a bride and continue the growth of bath 

in a wholesome and satisfying marriage. The narrator 

later notes with approval, for example, that George has 

profited from his lesson and that his eyes are 

beautlfuIIy eloquent (p. 106). 

Another important concept is lntroduced near the 

end of the quotation, when George looks for the truth in 

Lettie's words, and looks in ta himself ta percelve and 

judge the truth. In this and other incidents Lawrence 

clearly implles that as words are expressions of an 

individual, they are of value to another persan only as 

that other persan finds the words true vithin his own 

conaciousne.s. Words are not, therefore, a mea~s of 

co.munieating new idea8 or experiences, they are purely 

products of the individual aither in expre8sion or in 

co.prehension. 
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In both The Trespa8ser and Sons and Lovers theee 

two central ide as are maintained: words are seen as 

v.luable ta the individual, and as completely individusl 

producta. In The Trespaseer. for example, knowledge of 

vords and names la ~een as significant, thou~h not of su~h 
f 

central importance as in The White Peacock. Siegrnund, 

the central character, who ie searching for rneanlng and 

Integration ln hie life, ia shown to be fascinated by the 

na.es of things -- types of shlps (The Trespasser, p. 37), 

the stars, constellations and wayside plants (p. 57). 

BI_ interest in narnes and naming is a reflection of 

Slegmund's des ire to explore and control the world which 

otherwise shows hlm his incompleteness and rnakes him feel 

lo_t as a kitten at the beach. 

At the same time words are shawn as an individual 

experienee. After Helena's isolate rapture over her 

lover, Siegmund expresses his insight on her character: 

"Rawwa -- Eve -- Mother!" The words serve to crystallize 

a personal insight, and as such are valuable, but they 

communlcate no more to Helena than her previous German 

quotations or broken romantie raptures had to him. 

Words are much more central in ~ and Lovers. 

The major confllct in the novel involves opposing 

attitudes to words and speech: the mother Is word-

centred and b.ttlea the father who knOW8 lijtle of 
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lattera (Son& ~ Lovers, pp. 27, 47), and i& unable to use 

worda to express his feellngs (p. 40). Ironieally, one of 

the attractiona whlch Gertrude flrat has for Morel la her 

"eouthern pronunciation and purity of Engllah" (p. 9). 

Later, the split between them is emphas1zed by Krs. Korel's 

refusaI ta speak the d1alect of the m1ning community and 

her insistence that the children speak the King's English 

in the house. She 1a particular about "correct" English 

and judges othera harshly on their fallures to use the 

language precisely (p. 56). 

More particularly, Krs. Morel finds her life 

through words, and the narrator accepts this as a positive 

characteristic . She is described before her marriage: 

• She had a curious, receptive m1nd whlch 
found much pleasure and amuaement in listenlng 
to other folk. She waa clever ln leadlng folk 
to talk. She loved ldeas, and was considered 
very intellectual. What ahe liked most of aIl 
waa an argument on religion or philosophy or 
politics with some 'educated man. This she did 
not often enjoy. So she always had people tell 
her about themselves, finding her pleaaure 80. 

~ ~ Lovers, p. 9 

Because Morel cannat meet her in speech, Krs. Morel turns 

from him to the children vith her demanda. "The children, 

alone vith their mother, toid her ••• everything. 

Nothlng had really taken place. • untii lt va. toid ta 

tb.lr .other~ (p. 62). 8y exprea.inl thalr experience • 

1n worda, the ch11dren are able to real1ze them, and 

1 .' 
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themselves, and are urged on to greater growth. 

lt is Mra. Morel, tao, who upholds the middle claas 

belief in books, in education and in writing as tools for 

advancemen~ and she lnculcates this attitude into the 

children. It la when ahe wrltes papers for the Bestwood 

"Co-op," "writing in her rapid fashion, thinking, referring 

ta books, and wrlting again," that the children feel for 

her "the deepest respect" (p. 51). It i8 she who 

encourages the children in talkins, in reading the printed 

ward, in learning languages, and in educating themselves 

genera!ly, and at no time does the narrator seem to 

question her attitude. On the other hand, Morel, who 

cannot use words, is expllcltly condemned because he 

cannat talk with the rest of the family. Because he 

refuses to utiltze words he 18 seen as an outsider who 

"had denied the Gad in him" (p. 6). 

The attitude to words established by the mother is 

adopted by the central character, Paul. Paul's 

"chattering" ia his moat important personality trait. 

Paul talka with his mother ta express himself ln words, 

and rea1ize himself through speech. When he goes ta 

work, the events are told to the mother, and made real in 

their expression. She, ln turn, U8es Paul'. word. to 

- create a 1ife for herself ,1thin her own fanta~y; that 

• la, ahe doea not ei.ply participate in Paul'. co •• unicated 
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experience, but recreates a ltfe for herself out of Pau1's 

vords. As Lawrence comment.: "Hi. life story, like an 

Arabian Nights, was told night after night to his mother. 

It wa. almost as if it were her own life" (p. 113). In 

the same way, when Paul finally launches into the 

provincial art world under the patronage of Miss Jordan; 

"He told her everything that took place, everything that 

was said. It was,a~ if she had been there" (p. 255). 

Even when Paul escapes from his mother he still 

talks intensely. To Miriam he expresses aIl his thoughts 

about theology, art, psyehology, and she aets as a neutral 

receiving ground whi1e he threshes out the ideas expressed 

in his speech. Paul himself describes his relationship with 

Clara as 1es8 verbal, but he often subjecta her to his 

expresaing and working out of his own ideas. It ia the 

speech that ls important for thought, however, not the other 

person. Indeed, the mother, Miriam and Clara often do not 

act at aIl in Paul's arguments wlth his own Ide8s. It is in 

wrestling with his own expressed notions that Paul grows. 

Kiriam, on the other hand, ponders his 88ylnga, and 

find8 her own truth in the "struggling abatract speeches" 

vhich are almost incomprehensible to Paul himself. Words 

are also "the medium ~hrough which she came distinct!y 

at ber beloved objects" (p. 152). A1though they are 

Pau1's words, Miriam ha. taken them to herself and 

found her ovn, individual, t~uth in the. by looking 

( 



-. 

61 

vithin herself as George did. It 1. by those individual 

truths, found by pondering on Paul's worda, that Miriam 

grovs. 

In consistently presenting this vlew of worda as 

necesaary for personal, social and economic growth 

Lawrence may simply be champion~ng one value inculcated 

by his mother and supported by the lower middle class ethos 

1n wh1ch he was raised. ln his consistent emphasis on 

the expreasive nature of words and on the importance of 

the individual in uaing words and in judging their 

validity Lawr!i!nce does add a new dimension to the 
... 

received ide as which he adopts. 

Lawrence, however, ie aleo often uncertain in his 

own valuation of words as expression, and he introduces 

concret, criticisms of words in each of the novels. Theae 

criticisms are important because they show some of the 

veaknesses in Lawrence's ideas about words, they pave the 

'"', vay to Sorne of the changes in Lawrence's discussions of 

words, and they suggest reasons why Lawrence should be 

attracted to deletion as weIl as expansion, ambiguity as 

vell as straightforward expressipn. 

ln The White Peacock, for example, George ia shown 

to require facility in vords as part of the growth process, 

but Lettie, the vendor of visiona and the promoter of 

.peeeh, 18 sbown t~ mis use vords, to evade rather than 

-
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ex,re •• h.r •• lf. Throu.hout th. novel Lettt. 1. a.en to ç 

.1vorce her word. and •• anlns. 81mo.t totally. and to avold 

percepeion of reality by a torrent of worda. When Leali. 

tri •• to propoae, Lettle will not permit hlm his a4m, but 

chattera to the others and Insi.ta on dancinR a mad and 

eshauetlng polka. Even when she managee to exp~8s her 

deep.et feeling. Lett~e trtes to evade realil.tion of the 

•• anlng of her wor68. Early ln the novel, when ahe t8 

1ntroducing Georse to art, Lettte bureta out and tella 

hi. "thlng_ don't flower if they are over-fed. You have 

to suffer before you blo8sotll ln thl_ life" (The White 
t 

'.acoelt, p. 42). But immediately, ehe catches herself up 

and laughs, "Oh! my dear heart, are you bewl1dered? How 

•• 1able of you to llaten to me -- there t8n't any mesning 

ln It at ail -- there isntt reslly!" George, i~tent in 

f1ndln. his truth ln ber worda can only murmur "But 

why do you say it?" (p. 42). 

Ceorge emphaslzes the basic weaknees ln the concept 

of worda which Lawrence presents ln the first three novels . 

• If worde have value only as an expressIon of th. individual, 

th.y are ua.l.a. if they are ueed ln any way other than 

truthful expres.ion of the individuel'. momentary self. 

thoulbe. or attitudes. 

!.t th. novel la full of exa.pl •• of the .t.u.e of 

word. whleh ahould deprlve th •• of 811 .alue. Kot on1y 

• ••• Lettle try to •• 01d th •• e.n~ftl of her vord. by 

.. 
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r.pudiating tb •• , .h. alao trie. to avoid the implications 

of her emotions by express1na them ln a foreign language, 

•• pecially French. StTongly attracted by George a~~r 

tbe interview over the art books, Lettie repudiates her 

ovn feelings, and George's varm attraction l by "talklng 

.adly to heraelf in French." Cyril comments: 

• 
• her raillery and mockery came out in little 

vild vaves. She laughed at him, and at herself, 
and at men in general, and at love in particular. 
Wbatever he said ta her, she answered in the same 
.ad clatter of French. speaking high and h,rahly. 
The sound vas strange and uncomfortable . 

• "1 vish l could underetand," he said 
plaintively. 

The White Peacock, p. 44 

Lettie also uses worda to def!ne and limlt people, 

especlally George. By defining people a. abstractions 

Lettie tries to ignore lome of the complexities of human 

beings, and to reduce them to rather lifeless but more 

.anageable proportions. The m08t noticeable example of 

this life-denylng trick i8 her nick-naming George "Taurus: 

tbe Bull" or "boOsbovis: an ox." Si.ply by apply!ng the 

Latin labels Lettie makes George painfully conscious of 

hi. phyaical orientation and of his cultural and 

educational l1a1tations. 

The a11nificance of Lettie'. us. of vord. ls 

•• phaslzed by lt8 repetition in the etory of Annable. 

The gaa.keeper Annable i., of coura., an analolue of 

Caor,e. Re too ta the .on of a far.er; he too ha. a lood 

bod, of vhleh he 1. proud; h. too a.pir •• to vorda -- to 

-1.-
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leernins, and to culture, and to a cultured voman. And 

Annable ia deatr\:ed by a 

potential by trea~ng him 
\ 

wOllan 

a. an 

who denies his full human 

object and callins him 

"!.2.!!. animal - son boeuf" (p. 177). Injured by worda, 

Annable tries to repud1ate the value of speech and states: 

"1 only know one sort of vermin -- and that'. the talkin' 

lort" Cp. 172). 

B1 the end of the novel Lett1e's use of words as a 

aeana of evasion i8 .trongly established and ha. wreaked 

auch havoc. Even George i. forced to see her mi8use of 

vordl. Near the end of the book. in a scene which 

parallel. the f1rst meeting at the farm. George and 

Lettie agaln con front one another during an evenlng of 

talk, playing, and singing, although th!a time they are in 

London, not on the farm. Despite his new education 

George rejects the experience, and,ln a manner, finds the 

vord. "daft" because he cannot flnd the truth of them 

in hi. heart: 

Georse looked and listened to ail the flutter of 
convereation and said nothing. lt aeemed to him 
like 10 much unrea.onable rU8tllng of plece. of 
paper, of leave. of books, and so on. Later ln 
the evening Lettie aan~, no longer Itallan folk 
~.ong8. but the fragmentary utterancee of Debus.y 
and Strau.s. The.e a180 to Geor~e vere quite 
•• an1n 81e.s. and rather wearisoae. 

!h! Wbite P.acock, p. 324 

Lettie ha. chosen a vorld of "f-l'aa.enta...,. utterancee," In 

which vord. no lonler expre •• theiivina experiencl •• 
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th. folk .ongs did. The worda cannot be verified by the 

individual looking into his heart. lt 18 quite clear what 

Ceorge means vhen he later remarks of Lettie, "she does 

lie, doesn't she?" (p. 325). Even Cyril recognizes that 

George refers to "her shirking, her shuffling of life," as 

i. shown by her shirking and shuffling of words and 

aeanlngs. Cyril, however, like Lettie, refuses to 

acknowledge his understanding of the truth of Ceorge's 

vorda. 

Surprisingly, although a great dea! Is said about 

Lettie'e refusaI to express herself in vords,very 11ttle ls 

.aid about the eneuing dlsruptlon of communication. l t is 

a. if the thought of communication do es not enter into 

Lawrence's concept of vords at this time. Instead it i8 

tapl1ed that if vords are used by the individual to 

expreS8 the truth as clearly as possible then the 

individual vho is listening viII be able to ascertain 

the true application of the vord to himself as clearly as 

pOlsible. Participation ln another's experience by means 

of words is not even hinted at. 

ln The Trespa8ser, even more than in The White 

Peacock, the acceptance of words apparent ln the whole 

context of the novel ts repeatedly juxtaposed vith the 

po •• lbil1tie. for ev •• ion. and deceptions which words 

• pre •• nt. At the .a •• time, hovever, the proble. of 

eo •• unication or di.ruptlon of co •• unication, althoulh 
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clearly implied, i. naver directly confronted. 

Slegmund'a reliance on word symbola ia seen as positive, 

and it ia auggeated that vords are a means of orderlng 

and controlling the world. Helena usea worda to evade 

or diatort almoat constantly, but the problems in 

communication that this raises are never considered. 

ror exampie, Helena can not discuss ships, or 

constellations or the wayside plants vith Siegmund, as 

ahe refuses to learn their names. She laughingly says, 

"Why should 1 want to label them? • 1 pre fer ta look 

at them, not hide them under a name" (The Trespasser, 

p. 57). Yet this i9 a mi8representation. Helena may not 

"label" a ship a schooner, but she does not sJ!e "a ship 

vith four sails," she Metamorphoses the phyeical reality 

in ta "a housevife of fort y going placidly r'bu~nd with the 

duster" (p. 37). By rejecting the "labels" of others 

Helena frees the objecta ehe perceives from the light of 

day and makes them completely 8ubject to herself and her 

faney. Similarly, she has no interest in the nature and 

function of flowers, but it pleases her to calI them "tiny 

children in pinafores" (p. 99) or ta create the fantaay 

that "the yellov flower hadn't tlme to be bruahed and 

coabed by the fairies before dawn came" (p. 34). ln the 

••• e wey, lt 1. emu.lng to her to .ay .he knOV8 the vay 

hoae vhen .he 1. lndulging ln the edventure of being 108t. 
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Occasionally, Helena'. desire to evade through • fantasy results in her speech being completely incompre

hensible. When the lovera find a light bulb undamaged by 

the sea ahe responds: "lt is a graceful act on the sea's 

part .• . Wotan i8 so clumsy -- he knocks over the bowl 

and flap-flap-flap go the gasping fishes. pizzicato:

but the aea __ " (p. 42). 

In the same way Helena will ignore the "truth" 

which her heart recogn1zes 1n another's worda. if that 

truth will not hend ta her fancies. When Siegmund 

several tlmes alludes ta suicide or death Helena "does not 

take in his meaning" (p. 21), and at moments of decision 

she "does not understand" (p. 109). She has a1so no 

recognitlon that her words could he searched for "truth" 

by another. When Slegm..und asks her "What is myself?" she 

can answer hrutally, and completely without- thought. 

"Nothing very definite," and the next moment wrap her 

arms lovingly around him and speak of dai1y trivla (p. 73). 

Although Helena la condemned wlthin the novel and 

by the narrator because of her evasive speech, the reason 

for the condemnation i8 again not because evasive speech 

diarupts communication ,between the lovers, but that ahe 

.i.ply does not express herself honestly and intell1g1bly. 

I.plicitly, it is accepted that atrai8htforward expression 

t. valuable because it is truthful, and that word. are 
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1aportant becauae they express the individual and aid in 

the individual'. development. Communication 1. an 

unimportant by-product of honest self-expression. 

The ambivalence in Lawrence's valuation of worde, 

expreeeion and communication ie aeen in Siegmund's 

••• essment of Helena'a speech. Thinklpg of Helena'e 

deficlenciea ln uslng worda Slegmund recognlzes: 

She can't translate herself into language. She 
ia incommunicable; she can't render herself to 
the intelligence. So ehe ls alone and a law 
unto herself; she only wante me to explore me, 
like a rock-pool, and to bathe in me. After 
a whlle, when l am gone, she will see l was not 
indispensable. 

The Trespasaer, p. 100 

Helena's ine~pacity 18 first seen as an inability to use 

language to express herself. That she cannot therefore 

eommunlcate what she ia, le a by-product. But Helena'g 

ineommunicability ~ not seen at aIl negatively; it May 

frustrate Siegmund, but it i8 seen as a form of strength 

which k'epa her ieolate, and therefore inviolable and a law 

unto herself. The passage almost 8uggeeta that although 

Siegmund/Lawrence approves of vorde as means of self 

expression he also lees a threat to individual integrity in 

the communication whlch words May faeilitate • Lawrence's 

• voidanet of the aignifieance of vords as meana of 

co •• unl~atlon in The White Peacoek tl partially comprehen-

etble on these ter.l • 
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Sana and Lovers tangentially sugge.ts one pr~blem in 

connection with words as means of communication while ft 

a"ph •• izes more fu11y the function of words as a meane of 

.elf-development and self-expression. And again, in this 

novel, words as a means of self-expression are shown as 

being subject to misuse as weIl as being possibly 

Inaufficient for the task. Although Paul 's talking and 

chattering functions as a means of self-expression, self-

exploration and growth, Paul a1so uses words to cover up 

hi. feelings or evade other people. Going with his mother 

to apply for a job: 

Pa~l walked with so~ething screwed up tight ineide 
him. He would have sufferid much physical pain 
rather than this unreasona~e sufferlng at being 
exposed to strangers to be accepted or rejected. 
Yet he chattered away with his mother. He would 
never have confessed to her how he suffered over 
these things, and she only part1y guessed. She 
was gay, like a sweetheart. 

Sons and Lovers, p. 92 

Later, with the sensually oriented Clara, Paul uses speech 

to cover up his emotions as he does with his mother. When 

he meets Clara at the train hE' takes her "quickly Along the 

p1attorm, talking at a great rate to hide his feelings" 

(p. 319). 

Paul always speaks openly and as truthfully as 

po.sible to Miriam, even though his conflicting emotions 

and inability to understand himAelf often make him 

eontradictory or cruel. With his mother and Clara, 

hovever, he u.ea .ilenc. aa a protection for hi.aelf, 

alaoat ae if vord. made hi. vulnerable ta their judgllent, 
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or to the judgment of the vorld. lt il an imperfect 

dafense, but tt ta the only one Paul aeema able to ule: 

There was now a good deal of his lHe of which 
necessarily he could not speak to his mother. 
He had a lHe apart from her -- his sexual life. 
Th e r es t sb e 8 t i Il k e pt. But he f e lt he ha d t 0 
concea! something from her and it irked him. 
There was a certain silence between them, and he 
telt he had, in that silence, to defend himself 
against her: he felt condemned by her. At 
this perlod, unknowingly, he resisted his mother's 
influence. He did not tell her things; there 
was a distance between them. 

~ and Lovers, p. 345 

With Clara, also, ailence helps Paul to evade the "personal 

element" which he found so hard to face with Miriam. 

Silence and passion seem to work together. and speech 

seems to make Paul vulnerable to those forces which make 

passion impossible for him. Again, to Paul, as to 

• 
Lawrence the writer, speech and self-expression seem to be 

double-edged swords which are invaluable as means of self-

expression, but which make the user in some way vulnerable. 

As a result, words are thought of as totally individual 

productions, and their connection with interpereonal 

communication i8 ignored. There Is no connection made 

between the feeling of "ulnerability and the way in which 

Mra. Morel takes the worde of others to herself, and takes 

on another's 
9 identity through their words. 

9 801le light may be thrown on the pattern of 
Lawrence's concepts about words if three extrellely 
1ntereating recent .tud!ea of Lawrence by Ann Englander 
and David J. Kleinbard are .entioned et thi. point. 
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9(cont'd)Mi98 Englander and Mr. Kleinbard both 
agree in analyzing Paul as a victim ~f mental dissociation, 
or what they term schizophrenia, caused by the absorbing 
relationship with his mother. M1ss Englander discus8es at 
length many of the semantic problems aS80ciated with this 
disorder, and traces similar semantic confusions and 
diaplacemeots in Lawrence, particularly in Sons and Lovers 
and Women in Love. Mr. Kleinbard, in two closely argued 
articles, Q;alyzes several of Lawrence's characters -- Paul, 
and Will, and Anna -- in terme of the theory of sèhizo
phrenia put forward by R. D. Laing in his two books The 
Divided Self: An Existential Study in Sanlty and Madness 
(London: Pelican, 1960), and The Self and Others: Further 
Studies lrr Sanlty and Madness (Lon~ -r;vistock 
Publications. 1961). 

The connection with schizophrenia la interestins. 
as It has long been recognlzed that verbal diaruption to 
sorne extent or another is an invariable accompllniment of 
this mental illness (see especially Jacob Kasanin, 
Lan g u age and Tho u g h t .!..!!. S chi z 0 ph!' e nia ( Ber k·e l e y, C a lit 0 r nia: 
University of Calffornia Press. 1944) aod Julius Laffal, 
Pathological and Normal Language (New York: Atherton 
Press, 1965). Other works of interest are listed in the 
b lbliography). 

Laing himself is especially suggestive in the case 
of Lawrence. If l may simplify greatly, Laing puts 
f 0 rw a r cl the ide a th a t som e t 1 m e a p ers 0 n sin vol v e d in 
absorbing relationships with parents when they are 
children become "ontologically insecure," as "the mother 
never recognizes the child's freedom and right to have a 
subjective life of his own out of whieh his actions would 
emerge ae an expression of ••• autonomOU8 and integral 
self-being" (The Divided Self, p. 97). As a result, the 
individual feë'ï";' guilty at'd';'ring to exist aa an autonomou. 
being, and doubly gul1ty at not daring to exiat 
independently. In sorne caaes which Laing quotes the 
actione of the child are re.trained to conformity with the 
parents' wl1l, and the word. become almost the equivalent 
of action as the vehicle of expression of the true self 
(p. 97, 98). Words are an ambiguou8 vehlcle, however, 
Bince expo8ure of the true self renders it vulnerable to 
absorption or destruction by others, and in ext~eme casea, 
"8ny fO'rlU of verbal understanding threatens a whol. 
defenslve system" deapite a longinc to 8stablish a tru. 
and Independant self and have le loved and accepted by 
o~hel'l (p. 163). 

The limilarity between thes. ideas and Lawrenc~'. 
ambivalent valuation of aelf-expr ... lon ia 8triklng. 
Lains'. theory alao au.a.eta a reason why co.munieation 
coulc! b. a.en a. th::r.ateu1n •• and chue evacl.cl. 

.. 



72 

The effect o~ Lawrence's ambivalent attitude toward 

words Is found in the expansions and deletlons of his 

atyle throughout the novels. but to the casual dbserver 

the e~fect ia clearest ln the dialogue.because in the 

recorded speeches the results of Lawrence's ideas or 

self-expression and his aversion to communication are 

presented moat plainly. 

Most cri tics in discussing The White Peacock or 

The Trespasser mention the stilted and unnatural dialogue. 

The stilted qua1ity has been attributed to Lawrence's 

inexperience as an author, and to his uncritical 

acceptance of an idiosyncratic idea of cultured speech as 

iamersed in references to art. painting, music and the 

classics. Certainly, the speeches in both esrly works are 

overburdened with references and allusions. Robert 

Gajdusek and Kelth Alldritt both show that these 

references carry a great deal of the meaning and add to 

the complexity of the novel, but they also deaden the 

epontaneity of speech and show the falsity of Lawrence's 

10 i.pressions of a cu1tured society. 

One further cause of the artificiality of the 

speech Is found in the transformational analysie of the 

10llobert E.~G.~c!~ .... k-~ nA Ileading of lli White 
Peacock," A!.!. Lawrence Mi.ce1Ianl. ad. Harry T. Moore 
(Carbonda1e, 111.: Southern I111nols Universlty Prese, 
1959), pp. 188-203. A1eo •• e (elth Al1dritt, The Viaual 
I.a,inatlon of !.~. Lawrence (London: Edward Arnold, 1971). 
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tir.t three novel.: many of the .peeche. are either 

exela.ationa, commande or rhetorical questions which allow 

a eharacter ta express himself but demand no response. Ae 

a re.ult the speeches exist in isolation. Quite simply, 

the etatietics indicate that Lawrence follows his 

dominant idea about worda in constructing conversatiors 

whlch are expressiona of individual personalitiea rat?er 

than vehicle. of communication. 

Some of the waret examples of 8tilted dialogue 

oecur in the chapter, "Pastorals and Peoniès," and it i8 

intere.ting to see that although the allusions contribute 

to the artificial1ty of the speeches, much ia also caused 

by the fact that the conversation is often a series of 

.onologues. Freddy Cresswell does not expect to be 

anewered on the subject of Theocritus; he ignores 

interruptions and does not give Tempest a chance to 

eompoae his own song. lb the same way, when Miss D'Arcy 

i, introduced to George she launches into an affected 

.onologue of statements, questions and exclamations whic~ 

require no response. Later, when Hilda asks to see the 

eo.s milked, Cresewell, Loule Denys, Agnes D'Arcy and 

Te.peat are ehown contributing remarks to the conversation, 

and, although aIl oC them have something to do with cowa, 

only one of the commenta eontribute. anything taward a 

.Ireet exehange of idea. vith the original .peaker. The 

other. are .Imply "expr •• ~inl tbemaelves." 

• 
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It ia inatructive to a.sess the conversation against 

criteria derived from outside the novel., trom modern 

philosophy of language. The rules deduced by Richard 

Ohmann from theory put forwerd by J.L. Austin provide an 
i 

intereating yardstick ,for gauging the "truth" and 

-communicability of a spee~. Ohmann paraphrases: 

To make a statement fe1icitous1y, l must, among 
other things, ut ter a dec1arative sentence 
(criteria 1). l must be the right persan to make 
the statement (2). (I will not get avay vith 
etating that a memory of your grandfather just 
crossed your mind.) l must not mumble (3), or 
break off in the midd1e (4). l must believe what 
1 aay (5), and l must not ground my future conduct 
or speech in a contrary understanding of the state 
of the wor1d (6).11 

The number of exclamations, commande and rhetorical 

que,tions shows that criteria 1 is quite often not met; 

the broken expressions offend agains\t criteria 4. And 

Lettie, and Cyril, both seem to havI the ability ta ta1k 

vithout meaning or belief, words whose meaning 

contradicts future conduet (5 On this assessment 

many of the eharacters appear as Lettie often 

does "half out of conventiona1 ecessity of saying . 
lomething, half out of desire to shield herse1f, and yet in 

• measure express herse1f" (lli White Pycock, p. 267). 

:Pt 9_ 
lilichard Ohmann, "Speech, Action, and Style," 

Literary Style:~ SymP~sium. ed. Seymour Chat.an (Oxford: 
University Preea, 197 ). p. 245. 

/ 
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The number of commands and questions a1so reveala 

anGther aspect whlch is aignificant in the light of tHe 

attitude to words which Lawrence expresses in these three 

novels. The commands and questions emphasize the relative 

laolation of the characters who either command those about 

them or aeek to gain attention' and a form of communion 

through questions. Questions and commands are, after aIl, 

the basic speech mode of the child, who is not in a 

community of equals. 

Solipsistic conversations abound in The Trespasser 

but are somewhat less frequent in Sons and Lovers, partly 

perhaps because the conversations in the latter book are 

often based on remembered conversations and native speech 

patterns, and partIy because the heavy frelghtlng of 

al~usion ia often missing. In the former book howevër, 

the lovers are continually making statements and exclama-

tions or as king questions which are not responded to, ~ 

ignored, or even forgotten (The Trespasser, p. 59). Not 

only are the statements,I'''infelicitous,'' the possibility of 

any valid statement seems ignored in the lovers' 

tr.atment of each other's speech. The lsola.tion of 

coamand and exclamation is ai~ost complete. 

In .u.matio~, man y of the atyliatic quirks of the 

firet three nove1s are underetandable in .the light of 

Lawrence'. apparent be1ief in worda al individual 

a.pre •• ione which are of a.bivalent value. Thè streaa on 

\., , \ 

\ 

-
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individual expression accounts for soae of the tranlforma-

tional patterns evident in the Ipeeehes, and alla 

12 incidentally for loae of the idiosyneratic vord usage. 

The adoption of the cult~ally aeeepted valuation of vord. 
i 

a. pOlitlve, a. vell al the private bellef in the value of 

.elf expression, are paral1elled by Lawrence's fondnes8 for 

expansion at th!s tiae. The personal diatrust of vorda 

and the evasion of atl question of communication prepare 

the ba.el for future changes in Ityl. and .mphasis on 

daletion. The transfor.ational Itatisties are suggestive. 

lt i. interesting ta note that the novels vhieh contain 

the aost overt eriticism of warda, and come closest to 

touchlng on the question of tnterperaonal communication by 

•• an. of vords, that fa, The Vhfte Pe.cock and especially 

Th. Trelpasser, have the greatest number of deletlons 

and a.blguitie. in the prose • 

.. . 

12 . 
La.renca al •• y. ula. ".uparb" ln lt. LatlJ ••••• 

of "proud," and "blithe" ln it •• rchale •• n •• ~f "c~~.fr •• " 
.tthout th. aodern connotation of joyou.. It .hould b. 
Dota. th.t L •• ranee ha~'.tt.~ded 'ranch cl ••••• under tbe 
Dot •• etyaololt.t Ijft •• t W.ekl.y, vho ••• fa.ctnat.d br 
ah. c~lou. ~l.C. of ••• n1nl r.v •• l.d ln the .ty.o10It •• 
• 1 vorell • 

" 

r 
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TB! IlAINBOW: THE NEED FOR COMMUNICATION -
The Ilainbow il a tranlitiona1 novel. The .tyle 

li hard to define becauae 1t change. al the ro.ance 

prolrel.es through four generations. In general, hovever, 

the .tyle is a logicsl extenlion of the rich expan.lonl 

of Sonl and Lovers. The Itylistic variation. adopted, 

particulerly the ule of appositive., lead directly 

tovard the deletions and di.rupted order of Women in 

The attitude. tovard. vord. developed in the 

novel are also transitionsl. In the presentation of the 

fir.t three generations Lavrence .tre •• e. the neces.ity 

for .elf-expres.lon through vords. Th.re 18, hovever, 

an added dimposien in the portrayal of the •• arch for 

•• lf-expre'8ion, a. Lavrence, for the firlt time, ••••• 

eoncerned .bout the reaction of thé ludience. R. vi.he. 

th. audience to per~.lv. the a.anln& of the vord. b.inS 

a.pra •• ed, and to reaet to the vords a. autono.od' 

b.in... Re IUI.e.t. that conver.ation ahould ~nvolv. 

tnteractlon b.tv.an tvo •• parats bein... Th. n.v 

.1 •• n.lon 1 •••• n ao.t el •• rly ln th •• tory of Ur.ula, 

th. repra.sntattya of tha fourt ••• neration. la 

-
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Ursula, Lawrence presents an an.agonlst who i8 wholly 

articulate, who struggles to overcome the probleme 

ereated by words, and in whom articulation is not 

sufficient. In Ursula, Lawrence prepares the way for 

the discu8sion of communication which informs much of 

Women in Love. 

The style of The Rainbow 18 interesting. Subtle 

changes in the choiee of eharaeteristie transforMations 

lead to a Breat change in general effect, and perait 

the enriehment of the eaotional structure of the novel 

! 

vith a rlch, sensuous surface, and a broad rhythmie 

undertone . ln general, the richness of the prose .ay be .. 
traced to the increased number of noun expansion 

transformations vhich parallel the interest in worda as 

neeess.rv means of self-expression. The pa t tern of 

noun expansion transformations followa the pattern of the 

firet three novels, although there are rather fever 

relative clause transformations than in Sona and Lovera. ---
The numbers of adjectivee and gerundive adjective8 sore 

than off.et th!s deerease, hovever. 

Tvo points ~oneerned vith noun expanston deserve 

special •• ntion, and bath of them have ta do vith the 

adjectives vhich are so nu.erous, and contribute .0 
areatlr to the tone of the pro ••• 

concerna Lavrence·. ua. of ~xy.oron a •• conat.tent 

') 
technique in de.tription. of .o.ents of cri.ta in .11, 

( 
) 

.' 
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three relationships of The Ralnbow. When Tom finally 

achieves rnarriage to Lydia he Is described as pressing 

f 0 rv a r d tom e eth e r in" the b 1 a z i n g k e r n e lof d a r k n e s s " 

(rh! Rainbow, pp. 90-91), and further descriptions of the 

tvo use the same opposed elements; Lydia is de$cribed as 

gloving and burning darkly (p. 131)., When Will first 

bolds Anna ln his arms after they have stooked the corn, 

he finds "aIl the night in his arms, darkness and shine, 

he possessed of It aIl" (p. 119). On thelr honeymoon, 

Will and Anna lie together like "the steady core of aIl 

aovements, the unawakened sleep of aIl wakefulness" 

(p. 141). With Ursula, the paradoxica1 structures are 

•• soclated only tndirectly; it is only in her vision of 

the horses that the opposites are brought into proximlty: 

Their great haunches were smoothed and 
darkened with rain. But th~ darkness and 
vetness of the rain could not put out the 
hard, urgent, massive fire that was locked 
vithin the se flanks, never, never. 

Sh. was aw~e of the great flash of 
hoofa, a bluish iridescent flash surrounding 
a hollow of dArkness. Large, lArge seemed 
the bluish incandescent flsRh of the hoof
iron, as lArge as a halo of lightning r~und 
the kndtted darknes8 of the flanks. 

The Rainbew, p. 487 
,A 

In aIl the.e exa.ples the exymoron la u.ed to reprêaent 

the eoaing together of unlike things in a re1atton8hip~ 

In Uraula'. relationahipa vith Mias tn8e~ or Skreben.ky, 

th.re i.'~o balance, or true relat.dnell: relation.hlp 
.> 
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oxyaoron cannot be present. 

The second point about adjectives ls that the nature 

of the adjectives changes as the novel progr*s8es. In the 

•• rly chapters when the protagonists are inarticulate, 

but rich in their silent communion with the sail and each 

other. the adjectives themselves tend ta be richly 

physlcaI, based on natural images. The glowin~ and blazing 

of Tom and Lydia reflect the natural warmth of the fire. 

A. the generatioos progress, 1081ng the closeness ta the 

.011 and natural communion of silence and becomin~ more 

and more articulate, the nature of the adjectives chan~e8 

alao, as has been noted by Ford and others. Imprecise 

and ab 8 t r a c t adj e c t ive s suc h if s " s t r a n g e " i n t r u d e m 0 r e 

eJten into descriptions. Adjectiv~s more often image -
aechanical, chemical or electrical activity; "frictional," 

"corrosive," "seething," "crystallized" describe 

protagoniste and their actions in a detached. almo8t 

Ifc11nical faAhio{ that has none of the warmth of eSTly 

llfe. It 1. alm\st a~ if Lawrence were choosin~ hie 

adjectives to reflect hie protagonists becomtng more 

detathed and without the warmth of human communion •• 

the, are able ta express themaelve. in worda. The choice 

of adjectives empha.llel the emergence of • ba.le conflict. 

The relative increase ln daletions alao needs 

... planation • It .hould, be noted that althoulh The Rainbow 

h ••• OTe deletion. than ~ .!.!!.! Lover., the t'otala are 

.. 
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not .~traordinary and are still within the range of The 

White Peacock and The Trespasser. The proportion of 

deletion ln The Ralnbow la comparatlvely hlgh simply 

because of the general decrease in expansion transforma

tions, but It may reflect the growing awareness of the 

conflict between Lawrence's idees of self-expression and 

communion which The Rainbow 1nitiates. 

In contrast, the totals of other expansion. 

replace~ent and simple transformations are much lower 

than those of the first three novels. The sentences are 

preaented much more straightforwardly in a slmple 8uhject

ve~b-object (SVO) pattern which reflects to sorne deRree the 

highly rhythmic presentation,' As Frank Baldanza points 

out. the pro~e of The Ralnbo~'often reflects the rhythmic 

and semantic structures of Hebrew poetry whlch use8 

parallel and repetitive syntactlc structures to gain It8 

effect,l The repetitlon of syntactic structures ta most 

obvious tn The Rainbow, 

Signlflcantly. the numbers of ne~ations. Imperatives 

and exclamations are eapeciallv r~uced. This could be 

attributed to the relative de8~th of conversation which is 

•• peeially noticeahle ln the sample passages and in the 

.arlier sections of !hL Ralnb~w as a who!e, but it ahould 

l'rank laldanaa, "D.H. Lawrence'. Sona .2!. SonS8," 

, 

-
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be reme.bered that from Sons and Lovers on. Lawrence 

a •• imilates questions and exclamations into the 

narration, as the narrative voice tends more and more to 

take on the colouration of each character under 

discussion. Commands, exclamations, and negations do 

occur in the narration; there are simply fewer of them, 

and the drop in the use of these potentially isolating 

.tructures may reflect a change in attitude toward 

expression. conversation, and communication. 

The main changes shown by the style of ~ Ra~nbow 

are to be found in changed options in the conjoining 

'transformations and in the deleting transformations. 

For the first time deletion of common elements ln 

conjolned sentences almoet exactly equals the use of 

"and," "but" and "or" as conJunctions. Other slgnificant 

changes accompany thls, as there is a sudden Increase ln 

the use of unnecessary conjunction and in conjoining 

punctuation. ... 
The changes require 80me explanafion. The increase 

in conjoining punctuation not on1y means that more seml. 

colonà and comma. ~re being used to separa te 

.yntactically co-ilete sentences within one period, it 

.ay a1so indicate that a serie, of subject. or objects 

are being u.ed ln a .entence. The Incr.a.e in the nu.ber 

of .ubje~t. and ~bject. in appolition confir~. thi • 

pO.libility. Vith both conjunction and appolltivel, 
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hovever, the deletion of common elements may occur, and 

this serves to explain some of the increase in 38a. 

There are two ob~ious effecta which often result 

from these changes in stylistic options. The first is 

that the rhythm of the prose 18 often enhsnced by the 

presence of the short, simple sentences using conjoining 

punctuation and by the series of subjects and ohjects which 

are often parallel. The second effect is that the tncrease 

in conjolning punctuation. along with the appositives, 

unnecessary conjunction) and extensive deletion of common 

ele.ents,gives the prose an air of compactness and 

connection. BecAuse the sentences are short and there i8 

a great desl of connection, and bec8use the 8ccompanylng 

rhythm gives an ongoing forre to the prose, things begin 

to appear connpcted simply hecAuse they are side by side. 

Ro~er Sale discusses the continuity of this romance in 

"The Narrative Technique of The Ralnbow," and he 

points out several semantic features whlch contribute 

to the narrattve perspective and to the continuity. 

Perhape the uses of conjunction revealed by the statletics 

aleo contribute to the compactnes8 of the narrative flow. 

The rich noun expansions, the rh,thmic structures, 

and the compact narrative flow structure this romance 

.hovln~ the struggle of four genèr.tio~s of one fa.ily. 

ln particular, thase three devices aid in the portrayal , 
of the 8truggle for 'articulation which 1. al.ost 

• 
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inextricab1y entwined in a11 aspects of the faml1y'e 

development . l.olating thia one atrand of the family's 

• trugg1e necessarily restricte the vision of the who1e, 

but ia il1uminating in this atudy of Lawrence's use of 

word structures. 

In the introduction to the Brangwen family 

Lavrertce describes the generations of the Marsh farm as 

rooted in the soi1. In his description, the authorial 

voice blends with the subject it 1~ describing, and takes 

on a rich warmth because of the denslty of aenauous 

adjectives and images. and the broad eustaining rhythm of 

the prose. The prose rhythms give an emotional power 

whtch reflects the nature 'of the Brangwens Lawrence is 

deacribing. Baslng the suret y of their being on the 

intercourse of farm people with nature, the Brangwen men 

are physica1ly rich, and inarticulate. 

In contrast, the women search for something beyond: 

• the women looked out from the heated, 
blind intercourse of farm life, to the spoken 
vor1d beyond. They were aware of the ~ and 
~ ~ the world speaking ~ siving utterance. 
they heard the sound in the distance, and they 
atrained to liat.n. 

The Rainbow, p. 22 

ln the family, the voman ta "the symbol for that further 

1ife vhich compriaed relilion and love and moral1ty" 

(p. 11), but ahe, a. the phy.lcal repte.entative of '\ 

9 

2Tb. italle •• ~ •• 1n •• 

2 
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abstractions, 'looks ever further, to conscious 

8rtlcul~tion of the abstractions she stands for. In her 

own steps toward thls deslre she Is gulded by the speec~ 

of those ln the world she 18 famillar with: 

At home, even so near co:sethay, was the vlcar, )f 
who spoke the other, magIc language, and had the 
other, flner bearing, both of which she could 
perce ive but never attain to. 

The Rainbow. p. 3 

The vision of articulation which is present ln the speech 

of the vicar or in Mrs. Hardy of Shelly Hall Is seen as a 

positive thing: 

The women of. the village might be much fonder of 
Tom Brangwen, and more at their ease with hlm, 
yet if their lives had been robbed of the vicar, 
and of Lord William, the leading shoot would have 
been eut away trom them, they would have been 
heavy and uninspired and inclined to hate. 

The Rainbow. pp. 5-6 

In Tom Brangwen, t~e firs~ heRltating steps toward 

self-expression are taken. Tom Is, with the rest of the 

Brangwen men, strbng and alive physlcallv; he 18 a1so 

deeply emotional; but at schohl he feels hims~lf a 

failure because abstract lntellectual effort 18 beyond 

hltn. He wishes to deve10p lntellectually, 80 he loves 

8nyone who ~n convey enllghtenment to him in the only way 

that it Is possible for hlm to receive it, through feeling 1 

(p. 10). He 18 moved by th. j sound of the words read 

alout by a teacher, 8lthough he 1. incapable. oq 881ning 

in. i h t through thè 8batract 'IIIe~lu'lll of pdnt. 
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Tom achieves his potentia1 and establishes his 

identity when he recognlzes that he ls accepted by Lydia. 

a woman, "the other." But Lydia, although she is foreign, 

• lady, and fulfills the role of "the other," i8 

fundamentally similar in nature to Tom. Lydia's 

knowledge, too, ls percelved through aIl her senses, 

"never (findingJ expression in the English language, never 

(_ountingJ to thought ln English" (p. 99). Together, Tom 

and Lydia establish a relationship in which "The whole 
l 

intercourse is wordless. intense apd close" (p. 100). From 

the b e gin ni n g 0 f the i r cou r' t shi P Tom and L Y dia ". could 

not talk ta each other. When she talked, of Poland or of 

vhat had been, lt was aIl sa foreign, she scarcely 

communicated anything ta him" (p. 52). 

Despite his recognition by Lydia,Tom still cannat 

come to terms with the spoken word, and he is still madp 

uneasy by it (p. 101). Yet he wishes to develop' further 
y , 

and express himself fully, and the authorlal tonp treats 

his desire as worthy of respect . Tom i5 upeet by Anna'e 
.. 

•• triaRe becauee it remind5 him of his unfulfl11ed aim and 

the 11ttle t~me left for future deve10pment. It is only at 

Anna'a wedding that Tom brings hlmAelf ~o "epread hlml'telf 

vordily," to epeak in a "slow, full-mouthed way" to 

celebrate .. his achipve~nt (p. 133). 
Il • 

Tom'. achlevement of speech may be a88e~8ed from 

the two point. of'vlew vhich Lawrence'. rendering preeenta. 

-------, -~------------------
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The reader who i8 attentive ta Tomts words is impressed by 

the inspiration which has mixed earthiness and reverence 

top r 0 duc e ace 1 e b rat ion "0 f th a t uni 0 n 0 f man and w 0 mAn 

which brings a religious dimension, a condition of value, 

to life. The reader admires Tomts expression of himself, 

truly experiences the man through his words, and is 

"deeply serious and hugely amused at the same time" • 

(p. 133). Concurrently, however, Lawrence shows the 

value of Tomts words in his own world, where they fail to 

communicate Tomts mean1ng. The company, listening to Tom. 

is by turns gravely interested, sardonically amused, 

uneasy,' set on edge, and finally disruptive. Tomts words 

are not understood, and are lost completely in commonplace 
\ 

chatter. 

In this vignette Tom is seen to express himself 

\ 

movingly in words, but the words are judged incomplete 

because thev are unable to communicate the depths of his 

feelings to his audience. He expresses himself, but his 

audience does not react to the true spirit of his 

utterances. For the firet time it is suggested that 

communication may be a neces8ary extension of expression. 

In hi~ trealment of the next ~eneration Lawrence 

leaves the question of verbal communlcatlon in aheyance; 

'the interest 1. still focu9sed on the neC~88ity of 

attalning lelf-expresaion. Will and Anna have not learned 

fu1ly to expre •• the.selves in worda. Anna i. the lIort 

• 
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inartlculate; she belongs wholeheartedly to the wor1d of 

rich physical communion found in Marsh Farm. She has a 

potentia1 in~er~st ln the abstractionR and their 

expression as is seen in her re~ction to the rosary she 

inher1ts from her real father, Paul Lensky who 

ardent and full of words." But Anna can never 

~s '~ry 
expres~ the 

meaning of the rosary 1n words (Q. 99). Even the words of 

the Ave Maria Lnd Pater Noster fail to satisfY,Anna, as 
t 

ehe sees "a discrepancy, a falsehood" (p. 99) between what 

the words meAn and what the rosary signifies. Ins t.ead 0 f 

searching further towards words, Anna puts trre rosary away. 
, 

Will Is important to Anna because of his talk; he 

par tic 1 pat e s 1 n w 0 r d s, and a' s s h e env i s ion s h.i m "1 n h 1 m the 

bounds of her experience were transgressed: he was the 

hole in the wall, beyond which the sunshine blazett on an 

outside wor1d" (p. 109). Lawrence repeats, however, thatr 

"Wil1's sentences were clumsy, he was on1y half 

artlcu1ate" (p. 109). He 18 1imited in his use of words, 

partial1y be~auBe he tries to limit them to an emotional 

,~xperience. 

Early in marriage an incident Rives Anna an 

insight into Will's limitations. The~ are sitting in the 

kitchen, ln silence, after a long day of intimacy, and 

Will thinks of his carvin,: 

"What lire you thinking about?" (Anna 1 .... «.ed • 
He found it dlfficult to aay. Hia .ou1 

v 
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became shy when he tried to communicate it. 
"1 was thinkin'g my Eve was too hard and 

llvely." 
"Why?" 
"1 don't know. She should be more ," he 

made a gesture of Infinite tenderness. 
There was a stillness with a I1ttle joy. 

He would not tell her a~y more. Why could he 
not tell her any more? She felt a pang of 
disconsolate sadness. .. 

89 

The Rainbow, p. 145 

Anna reaches out to Will because ln his ability to 

talk she sees ;:,he dimension toward which the Brangwen 

women aspire, whlch ls beyond the rlch physlcal llfe of 

the Marsh~ But as Will cannot express hlmself fully, as 

he tends to use words to build up an emotlon, or to 
J 

transcend and escape experience rather than express it, 

Anna turns on him. Will canrrc;>t fulf:l.)l her expectations, 

and in fact threatens to negate the values which are the 

centre of her established being. 

In his deplction of the first three generations 

of Brwngwens Lawrence's choice of styllstic options. , 

resulting in heavy rhythms and blurred conjunction) mirror 

the senSUOUR inarticulate nature of the characters. A 

good example of the way in which Lawrenhe contraIs the 

emotional response by modulating the ~hythm and altering 

the feature of the Ima~e8 lA round ln the chapter call~d 

"The Cathedral," ln which Aimilar emotlonal ex~erienceA 
(, . 

of Will and Anna are"presented • Wlll's reactlon 18 

• d.ven finit: 

. ... _ ... __ ....... _-'--~._~ .... _~---
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Then ~e pushed open ,the door, 
and the great, pil1ared gloom was before him, 

in which 
his sou1 shuddered and rose from her nest. 
His soul~leapt, soared up into the; great church. 
His body stood still, absorbed by the height. 
His soul leapt up into the gloom, 

it 
it 
it 

into possession, 
reeled, 
swooned with a great escape 
quivered in the womb, 

in the hush and the gloom 1\ 
Itke seed of 

of fecundity, 
procreation in ecstasy. 

The Rainbow, 
3 

p .. 198 
) 

this passage Lawrence's use of his stylistic preferences 

is clear. His preference for simple SVO arder creates 
\ 

parallel structures which form the basis of the rhythm. 

His use of de1e~on of common elements and de1etion in 

. \ 
relative .clauses a1so reinforces thee rhythm. Lawrence 

paralieis shorter and shorter syntactic units emphasized 

by the presence of rhyme. to give a diminishing rhythmic , 

unit which builds emotionai tension. As a result oÏ the 
'\J 

emotiona1 tension thé meanings of the words become qutte 
) 

l,lnimportant. The reader i8 swept on hy the rhythm, and 
, 

do.es no t hes i t ate t 0 pUZ z le the me an ings o'f op aq ue or 

, .. abBtrac~Phra8es sueh as "the hush and g100m of , 
: fecundity," or "like ,seed of procreation in ecstasy." 

~~. 
-~ --------------------~ 

3 
The quotation 18 rende~ed phrase by phraae 1n 

arder to emphasize the rhythmic structure. For further 
discussion of Lawrence's use of rhythm sk~ Frank 
Ba1danza, and ~.P-, Draper, ~.!!.. ~~rence··~NëW'Y'O"i'f:'-
Twayne, 1964) 'l"~P .• 19ff. ~ . 

• i 

\ 

...... 
.~ . .. 

1 \ 

, \ 
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The rhythm is used to escape meaning, in much the same 

way as Will seems to exult in ecstasy to escape living 

in a fully human or social context. Will uses the 

rhythm of words to transcend his experiences rather than 

4 
to express them. 

4 . 
Tkere are many interesting studies o~ the effect 

of ,literary rhythm which are "pertinent to this section. 
Of particular interest in connection with Lawrence's 
treatment of Will Brangwen are those authors who discuss 
literary rhythm in connection with religious experi~nce. 
lt is interesting to note that as great an authority 8S 
Baron Von Rüge1 8ccepted rhythm 8S a;.I\necessary function 
of mystical writing, and used the presence or absence of 
rhythm as a test to distinguish between the genuine and 
spurious Mritings of St. Catherine of Genoa. Von H~gel 
insisted, however, that coherent symbolic content be 
coexistent with rhythmic expression. Both Miss Underhi11 
and Baron Von Hügel warn against fa1se mystics who lose 
themselves in ~elf-indulgent emotiona1 raptures which 
have na true religious content. 

, Of related interest is Edward D. Snyder's book 
Hypn~rtdc Poetry: A Study 2i Trance-Inducing Techniques 
.!..!!. Ce r t a in Poe m san dit s L :f't e-r a-r:y --S i g ni fi c an c e (P h i1a de 1 phi a : 
Penn. Press, 1930). Snyder points out that rhythm 
induces a form of hypnosis especlally when the content ls 
monotonous or, at least, distinct1y 1acking in mental 
stimulation. He points out that the most persuasive 
rhythmic stimulation (in a physical sphere) retards 
ment~l activity to a decided extent. 

Underhil1 'and Von Hügel are unanimous in painting 
out that mystic prose integrates unusua1 sensory 
stimulation in strong rhythms, and profound inte1lectual 
content. 
See Evelyn Underhill, Mysticism (New York: Dutton, 
1961), pp. 76-80, 158, 278. 

, Friedrich Von Hüge1, The Mystica1 Elements ol~~ 
Religion (London: Dent, 1961), 1, 189. , 

Wayne Shumaker, L~terature and the Lrrationa1 
(New York:1 Washington Square PresS:-1960F', pp. 104ff. 

kt Nehr, nA' PrI,ysio1ogical Explanatlon of Unusua1 
Behaviour in Ceremonies lnv01v-1ng Drums," Ruman B1010gy, 
XXXIV, li (1963), 151-160. 

William M. Patterson', The Rhythm El. Prose (New York: 
Columbia University Press, 1917). passim. 

See further entr1es in Bib11ography. 



92 

"'" ; 
The way in which Lawrence manipu1at~s syntactic' 

and lexical patterns to creat~ telling differencea in 

rhythm is made noticeable If the renderlng of Anna'a 

_y.tica1 experien~e la compared wlth that of Wl1~: 
''\~ 

She too was overcome wlth wonder and awe. 
She fol1nwed hlm ln his progresse 

Here, the twl1ight was the very essence of life, 
the coloured darkness was the embryo of ail 

11ght, 
and the day. 

Here, tRe very flrat dawn was breaking, 
the very last sunset sinklng, 

and the Immemorial darkness, 
whereof life's day would blossom 

and fall away agaln, 
re-echoed peace, 

and profound immemorial silence, 

The Rainbow, p.}198 

The expérience has a religlous and emotional depth for 

Anna, and this ia e~ressed in the rhythm. But lt 1'8 

a1so a physical experience which seems intelligible to , 
the intellect because It ls rendered in terms of familiar 

and comprehensible sensory ima~es. The "coloured 

darkness" of the Cathedral ls understandable in terms of 

experiences of stalned-glass windows. Ali know dàwn and 

aunset. Anna's experience ls seen to contain a physlcal 

reallty which it transmutes; she does not seek to escape 

ber body of sensations, nor the famlilar world of dawn 

aad dusk, day/and nlght. The serene1y sustalned rhyth~ 

~reated by longer syntactlcal units, and the vivid1y 

pictorial language gi ve . t'he reader, a knowle-dge of Anna' s , 

.ore baianced perception which she herself 1. still not 
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able to express, or communicate. , 

Unfortunately, Anna's attainment of perception and r' ) 

balance is momentary. She is awed at first, but 1ater ,,1<1, ..... .'>"" 

made frlghtened and angry by her husband's ecstatic 1088 

... 
of self and of the physical wor1d. 'AA a result, she 

retreats from the experience instead of moving from it 

into verbal,expresslon. She catches at the particular-

Itles of her physical experiencei and 1imits her future 

~xpr~ssion to the creation of children. \ 

\ Lawrence condemns the self-sufficiency Whtch cuts 

Anna off from the need for verbal communication. ;Dancing 
~ , 

before the fire to celebrate her pregnancy she is ) 
i 

reminiscent of D~yid dancing in triumph before the\ Ark of 

the Lord, es p ecially wh en sh e t aun t s Will, "Why do ~ou 
interfere with me?" (p. 181). She rejects the potJntial 

1 

in Will which she was once attracted by. The m~rr~age of 

Anna and Will becomes as wordless as that of Tom a~d 1 
Lydia. "What was between them they cbuld not uttè~l. 
Their words were on1y accidents in the mutua!\ si1e~be" 
(The Rainbow. p. 212). In this marrlage, however. the 

fallure in self-expression ls judged more harsh1y becaus~ 
... 

of the potentia1 for (e1f-ëxpress,ion w'lthin'~~ach one of 
. .1 ' 

the participants. 
..-. ,-""" 

Ursula, the representative of the fourrh' " 
l~ - ~ 

gene ra tian ls ess en t la11y dl f f eren t from those -who have 

1 ~ 
sone before. Living in the house next to ehe church in 

7. 
f 

f 
( 

'. 
( 

, 1 
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Cossethay she is to sorne extent removed from the rich 

physicality which prpximity to the land gave to the , 
,., 

inhabitants of the Marsh Farm. At the Çame time she is 

stimulated into precocious consciousness by her childish 

attempts to remedy the emotional deficiencies of her 

father and meet his neurotic de~ands; 

Rer father was the dawn wherein her 
consciousness woke up. But for him, she 
might have gone on like the other children, 
Gudrun and Teresa and Catherine, one with the 
flowers and insects and playthings, having no 
existence apart from the concret~ object of 
her attention. But her father came'too near 
to her. The clasp of his hands and the power 
of~his breast woke her up almost i~ pain from 
the transient unconsciousness Otf childhood. 
Wide-eyed, unseeing, she was awake before she 
knew how to see, she was wakened too soon. ' 

The Rainbow, p. 218 

With Ursula's early-awakened consciousness stirs 

her awareness of words. Her reaction to her grandmothe 7 
indicates her difference from'the earlier generations. 

Tom, even after he achieves his 'marriage cannat 

understand Lydia's talk, eSPfcially her talk of Poland. 

"But he knew her, he knew her meaning, without 

u~erstanding. What she said, what she spoke, this was 
j 

a blind gesture on her part. In herself she walked strong 

and clesr, he knew her, he saluted her, was with her" 

(p. 91). To Ursula, however, Lydia's ~slk is significant. 

She immediately enters imaginatively the story-land of 

her grsndmother's esr!y life when she hears lt d~scrlbed.~· 

The vorde, bringing the gr~at 

1 .. 

'4"r 

the pSBt~to the 
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o 
c,hild, give hèr relief' from her seIÎse of t~e 

1 

inadequaey of ~er8elf whlch she has acqui~ed in fruittess~y 

\ , 
trying to ful!ill her father. The words a1so give her 

illusions about herself "how she was truly IP'princess of 

Poland, how in England she was under a spe11 •• 
Il 

• (The 

Rainbow, p. 266) which glve her a pride in herself and 

lead her toward self-development. If she cannot 

understand aIl the wo~ds, they are still not mean~~gless 

or ignored; they are still filled with "mystic 

signifieance" and beeome "a sort of Bible to the child." 

In a way, like Mrs. Morel, Ursula lives through 

words at the beginning of her development. Ursula fs 

\irected and developed by words in a way impossible to 

her parents and grandparents~ Lydia's words frlghten 

Ursula, but they serve 8S a direction to the girl 

" sorne man will love you, child, because it's your 

nature. And l hope it will be somebody who will love 

you for what you are, and not for what he wants of you. 

But we.-have a right ta what we want" (The Rainbow, 

p. 257). 

Even more of a guide ta Ursula are, the wo~ds she 

hears from the disembodied voiee in the church, and lt 

la Ursula's consideratlQn of the meaning of the words 

ahe hears, and her attempts to live thelr meanl~g8 and 

reconcile their contradictions that leads her to 

experimentation, growth and eventual matur1ty. It 18 

) 

\ 
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fascination'" with the words of Ch~istianity which lead' _( 

c;>Ursula to tlt es tout th e meanin gs ? f the week-d ay wo r Id and 

the Sund~y world. She tries to fit the fhysica~ wo~ld to 

the world of the vision (pp. 281-284), a~d tries to 
. 

recreate Christ fS 'words in a way that fulfilli~ her If ,,' 

(' 
physiTal demanda (p. 285). 

f ' ltt-

, . 
Throuih aIl Ursulafs attempts at understanding, the 

fundamental value of words is carefully maintained. That 

~dkas should be expressed in words is the essentially 

positive thing, that people sho~ld wrestle for 

iuaderstanding, or that understanding should be incomplete 

~. secondary: 

•• the words continued to have a meaning 
that was untouched [by her knowledge of their 
historieal or semantic background]. The 
historical, or locâl, or psychological interest 
in words was another thing. There remained 
unaltered the inexplieable value of the saying. 

The Rainbow, p. 275 

Although words are seen as having a positive value, 

•• d although Ursula is able to work with words in a way 

i.possible to her forebears, the negative aspects of words 

dlscussed so fully in the first three novels are 

lDtroduced into The Rainbow as problems which Ursula must 

dea! with; in particular, she has to fight the power which 

vords have to create unreal worlds cut off from physical 

reallty. Her development is seen as a series of 

revelat10ns in which she perceives different aspects of 

, tke world of lies which she, otheTs and society have 

f 
1 
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wrought from literary fantasy, sexual dreams and religious -
ldeals. These word fabrications ar~ simply illusions of 

life out of whieh she must move in oEder to express 
,/ 

herself truly (p. 266). 

An over-riding positive attitude toward words is 

maintained, despite the presentation of the negative 

aspects of words. Although Ursula must reject the 

illusive worlds which may be ereated by words, Ursula 

~ust not reject words by themselves. Ursula's 

development is dependent on her rejeetion of the 

wordless Anthony Schofield. Schofield does not listen 

to Ursula's words,'but to Ursula herself (p. 413), and 

he does not express himself in words, but like Will, 

through the emotions, in the peculiar, reedy twang in his 

penetrating voiee (p. 415). Ursula cannot regress to a 

w_o rd 1 e s s Ede n • 

Ursula's relationship with Anthony Schofield is 

useful in irrdieating the dangers she will face with 

Anton Skrebensky who is also ineomplete in the way he 

uses words. Skrebensky, however, is not,simply 

inarticulate ln the way that Schofield or Tom Brangwen 

are. Skrebensky ls Polish, which in The Rainbow ia 

alwaya associated with culture, literatur~ ideal~sm~and 

worde (see pp. 45, 194, 253, 254). His home) in 

part icular, ls ,des c_ribed as Il tera te. Bu t Sk rebens ky, 

vith the possibllity of further articulation before hlm, 

-
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turne bis back on expressing himself, preferring the 

"wordless darkness" of sensuality even more completely 

than Anna or Will. He gives hirnself up to "duties," and 

to the idea of "the general good." "At the bottom of 

his heart his self, the soul that aspired and had true 

hope of self-effectuation layas dead, still-born, a 

dead weight in his womb" (p. 326). Anton can not express 

himself, not because he lacks words, but because there 

is nothing to:express. 

lt iatrnot only Anton'a lack of self-expression 

which dooms his relationship with Ursula, it is also 

thelr .utual inability to communicate. The quality of 

their relationship is pre-figured in their drive from 

Derby, when, without speaking or looking at her, Anton 

's en sua Il y s tri p s : the g.1 0 v e f rom;;U r sul a's pas s ive han d : 
, rr 

•• Then his ha~d closed over hers, so firrn, 
80 close, as if the flesh knitted to one 
thing his hand and hers. Meanwhile his face 
vatched the road and the ears of the horse, 

•• Neither of them spoke. In outward 
attention they were entirely aeparate. But 
between them was the compact of his flesh 
vith hers, in the hand-clasp. 

( 

The Rainbow, p. 295 

When they do speak, on this outing, the incompleteneas of 

any re1ationship is ernphasized in the quality of their 

conversation. Skrebensky tells of a friend who sat in a 

\ church with a girl for a rather sordid love-rnaking. 

\ Ursula. naive and rornsntic, rnisunderstanda completely and 

1 

8ee8 the incident as beautiful, a8 a fitting resolution 
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of fleshly love and spiritual awereness. Neither 

understands nor is affected by the other's speech, nor ean 

they eommunicate w~rdlessly. Each is the other's means of 

sensual gratification. 

The laek of communication in speech is insisted on 

throughout the entire relationship, and is seen as entirely 

negative~ When Anton returns from South Africa to meet 

Ursula at college, Lawrence comments: "She laughed, with a 
1 

blind dazzled face as she gave him her hand. He too eould 

not perceive her." Then he goes on: "He talked, but not ,. 

to her. She tried to speak to him, but sh~,~~uld not 

reach himn ( • 443) p. t • 

The one tlme Skrebensky does connect with Ursula 

and gain a response he does so by using the techniques of' 
.\ 

Will and Anthony Schof~eld. He speaks to her "like a 

voiee out of the d~rkness" in "low vibrating" tones, and 
l 

in talking about Af'~iea "he transferred to her the hot, 

fecund,darkness that possessed his own blood" (p. 446). 

lt is not, however, the words in themselves that 

eommunieate; it i8 the "soft, cajoling vibrating tones." 

And she do&s not reeeive his message as a separa te 

'\ 
individual;'. instead, his words help them to merge "so 

" 
that they were one stream; one dark feeundity," by . 

destroying all~hat is associated with the light in 
_1.. _~ __ 

Ursula: the intellect, ~onsciou8ne8s, social 

/ 
/\ ~ .... 
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'respons ib ifi ty. Two individu'a.ls do not share experiences 

as a result of this form of communication; instead two 

people lose identity, me,ge themselves into one, "th'e 

light of consciousness gone, . • the darkness reign~d, 

and the unutterable satisfaction" (p. 447). 
\ 

Communication 

18 on1y achieved at the cost of part of the personality. 

Ursula and Anton achieve the "sensual darkness" 

on1y at the priee of rejecting that part of themse1ves 

which is respons!ve to the social world around them, and 
1" 

to social responsibility. It nullifies Ursula's 

a chi ev e ID e n tin e duc a t 1 0 n and a s a t e a che r wh i ~'h i s won a t 

great cost, and shawn as valuable., Skrebensky, when he ia 

near Ursula, feels "r1ch and abondant 1n himself," and- has 

"no use for people, nor for words" (p. 449). l The falsity 

of this communication has its priee, however, for wit~out 

Ursula~Skrebensky "feels as if turned to clay." "Mer 
( \ 

absence was worse than pain ta him. It destroyed his 

being" (p. 457). For Ursula, however, the sensuality Is 
\ 

agame which flatters her ego, but 1eaves her untouched. 

Bven Skrebensky's pas-sion 'does not communTcate ltseIr to~-~-' 
\ 
\ 

ber meanlngfu11y. "It coulâ not occur to her that 

anybody, not even the young man ,of the world, S.krebensky, 

should have anything at aIl to do ,with her peJ:man~nt 
\ - , ,q-' 

l 
t 

of of words as mearlls 

self" (p. 452). 

The couplets rejection 

- ". 

\ 
, ~ 

\ 
~" 

.-
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communication is closely associated with their rejection l of 

society and of their social role. Their discussions of 

marriage are excellent examples of how the two articulate 

pe~ple use words to evade each other rather than 
t 

communifate: 

"1 suppose we ought to get mauied," he said, 
rather wistfully. It ~ sa magnificently free 
and in a deeper world, as it was. 

He watched her pensive, puzzled face. 
, "r don't think 1 want to marry you," she said, 

h~r brow clouded. 
\ It piqued him rather. 
, "Why not?" he asked. 
"Let's think about it afterwards, shall we7" 

she said'. 1 

He was' cros s ed, ye t he loved her via len t 1y. 
"You've got a museau, not a face," he said. 
"Have 17" she cried, her face 1ighting up 1ike 

a pure f1ame. She thought she had escaped. Yet 
he returned -- he was not satisfied. 

l, "Why 7" he a~ked, "Why si on' t you wan t to mar ry 
me?" 

"1 don't want to be with other people," she 
said. "r want to be like this. l'Il tell you 
if 1 ever want to marry you." 

"AlI right," he sa;1d. L 

The Rainbow, pp. 452-4~3. 

The evasions, the insults which are unnoticed, 

Skrebensky's hUr~(at Ursula's not wishing to do somethlng 

which~~ does not wish to do~ aIl these latent 

contradictions lie ignored in the conversation, which ls 

.. \;" ra th e r an avo idance 0 f con'Ve rs a t ion. If the Oh mann-
.. . 

Austin crite~ia are employed lt is seen how both 
1 

Skrebensky and Ursula avoid making statements~ how 

Skrebensky spe4ks of things which he does ~ôt believe, and 
, J : .. : 

how he r.efuses to act in accordance with his,',statement. 

. --
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With regard 'to the proposaI things are not "aIl right." 

o 
Ursula is the first to wish to return to the world. 

\ 

After a" few weeks' dallianFe in sensual darkness in Lond'on 

and Paris, Ursula is drawn toward Rouen with its political, " 

social and religious inheritance. She ls fascinated by 

the Cathedral, which symboli~~. for her th~ world of the 

Voice which first spoke to her and guided her, "She turned 

to it as if to someth:1ng,.she had fot'gotten, and wanted" 

(p. 456). 
'. 

When Ursula turns away from him to the Cathedral, 

Skrebensky is made aware~ to some extent, of his deathlike 

etate. He' makes one final effort to escape himself and 

l' 

join the social world, by using words and writing a 

letter. Because he has nUlltfi:e~imse;f and limited 

himself to will~d'~ensual gratific tion, he has no self .,- . 
, --:::::::: 

--tô---ë-xp"i-ëss; his la~guage is as dead as he hlmse.lf ls, and" " 

as a result, he ie unable to communicate. Ursula can l'lot 

fin~ meanlng in his words, and replies to hi~ let ter wlth a 

p1easantly evasive and utterly meaningless let ter of her 

own ,( p. 458). 

In this passage Lawrence exte~ds the ideas about 

language which he has p~esented to thls time. To revlew: 

Ureula and Anton are both presented as potentially ~ 
. 

articulate. ,Bath use their powers of articulation 

aeaninglessly, but their evasions of mêanins' in, speech 

express exactly their evaaions of themselves; their 

·11 
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descent into "sensual darkness," and their evasion of 

consciousness and social life 'are actually evasions of 

their potential. , As a resul t, a~though the evasive words 

of Ursula and Anton express their natures accurately 
( 

enough, Lawrence terms their worda "dead language" because, 

it ~s devoid of meaningful communication. The criterlon 
-

h.ere le not specifical1y expr~ssion,. as Lawrence's ~ar.lier , 

worka sugg.est. Instead, ~s in Tom's speech, communication 

is B~.t'Q as important. 

, In The Rainb9w Lawrence dev,JÜops an idea of "true 
.... _ .... .1-' 

sp~h" which i8 an expression of the"individual, and 

which a1so communicates a ttuth • 
..:. The second criterion 

seems an extension of the first. This ia one incident in 
, 

the relattonship of ~r~ula and Anton which il1ustrate& 
~ 
ta~~ence'sl notion of true sp~ech. Both individuals 

express theit fundamental feelings honestly and without 
" 

evasion, and communication takes place. S igni fican t ly" 

~oth den~ the, honest statements Qf ~he speeches and the 
.~ 

ft .. '1- "'''-

insights about the other person.ith-:tç.h are comtttunicated. 
-Y· r-
-:: Bpth characters recoil in horror from honest expression 

or communication. 

1 
in the scene cancerning Th~-"ll1ustration is found ...... 

Anton's secon~ proposai, at Richmond. The parallels wlth 
~, 9 

the e&rlier proposa! scêne'are emphasized in order to 
\ 

.. 
throw the fdifferen~es -into -high -relief: • . 

, 
... ",!, )'''1'''''' ".-ro' ,.1'1" h.,IJ "l'"'l'''''''-''T'71~ 

- , 
). . 

" 

" 
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" . 
"When Bh~11 we be married1" he asked her, 

quietly, simply, as if it were a mere question 
of comfort. 

She wat~hed the changing p1easure trafflt 
of the river. He looked at her golden, puzzled. 
museau. The knot gathered in his throat. 

li r don't know," she said. 
A hot grief grippéd his throat. 
"Why don' t' you know -- don' t you wan t ta be 

married?" he asked her. 
Rer head turned slowly, her face, puzzled, 

like a boy's face, expressionless because she 
was trying to thln~, looked toward his face. 
She did not see hi~, because she was preoccupied. 
She did ~ qui te know what she ~ geing .!El.!!!I.. 

"r don't think 1 want to be married," she 
said, and her naive, troubled, puzzled eyes 
rested a moment on his, then travelled away, pre
occupied. 

"Do you mean never, or not just yet?" he 
asked. 

The knot in his throat grew harder, his face 
was drawn as if he were being strangled. 

"1 mean never," she said, out of some far 
self which spoke for ~ beyO'iid her-•. -'- --
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The Rainbow, p. 466
5 

For once Ursula expresses herself truly and 
~.' 

stralghtforwardly as she makes a statement. That this 

true speech halL the' power of communication is seen in 
. <' 

the power of Skrebensky's emotional reaction, which he 

can~~ther contr?! nor fathom. Ursula Is stunned by 

~ force of his grief, and sh~ is immediately humble 

/ and repentant'. Under the impact of the recognized truth of 

Ursu1a's speech Anton too expresses one of the essential 

truths 'of hi1nself: 

5The Itallcs are mine. 
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• "1 didn't know you cared sa much," she 
said, • humb1y. 

"1 didn' t," he said. "1 was knocked over 
myself. -- But 1. care -- aIl the world." 

His voice was so quiet and colourless, it 
made her heart go pale with fear. 

"My love!" she said, drawing near to him. 
But she spoke out of fear, not out of love. 

"1 care aIl the wokld -- 1 care for nothing 
else -- neither in life nor in death," he said, 
ln the s~me steady, colourless voice of essential 
truth. 

"Than for what7" she murmured duskily. 
"Than for you to be with me." 
And again she was afraid. 
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The Rainbow, p. 470 

Ursula reacts with fear to the truth, just as Anton had 

react~d with unrestrained grief. Because of their 

negatlve reactions and because of the pressures to 

e~ternal "conforÎnity their true speeches and reactio,ns are 

only momentary. When she sees Anton's "automatic" grief, 

Ur a u 1 a w i s he s t 0 "b e "g 0 0 d " and k in d • So she immediately 

diaavows her own words, saying that "the words came 

without my knowing. They didn't mean anything, really" 

(p. 468). Lat e r' s hep rot est s " Y 0 une e d n 't min d ev e r y th i n g 

1 say so particularly" (p. 470). Not only does ahe evade, 

she denies the need for, or existence of, communication. 

Despite the refuge in lies encouraged in Ursula 

by her training and her cowardice, the truth has been 

expressed and communicated. Later, It Is posslble to aet 

on the truth when the sexual failure on the Lincolnshire 

coast translates into physical terms the truth of the 

vorda her deepest self had known and uttered. 
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As the novel ends Ursula is purified to 

recognition of the nature of her essential self by the 

horses. "Sunk to the bottom of aIl chang~," she accepts 

herself in peace, and looks to th~ new Day of truth 

6 
promised by the Rainbow bridge. In the future, it Is 

implied, she will ground her behaviour and speech on the 

truth of herself which she has disentangled from her 

connection with father, mother, lover, and place in the 

world of things (p. 492). She ls prepared for the 

exploration of individual expression and communication 

which takes place at such length in Women in Love. 

The Rainbow serves to recapitulate many of 

Lawrence's ideas about words, to organize them, develop 

them, and place them in perspective. The idea that each 

individual mU8~ learn to express himself in speech is a 

powerful motif running through the development of all 

four generations. At the same time, however, Lawrence 

emphasizes the destructive aspects of speech, and , 

cautions that the fa Ise views of the world and the 

6 The use of the Nietzschean elements 1n ~ 
Ralnbow -- the rainbow bridge to the superman, the 
injunction that the Brangwens and Ursula must remain 
"true to the earth" of their natures in order to develop, 
the use of the vision "of that which 1s loved" to develop, 
the implicit idea of marriage as a supportive and creative 
union of separate identitiee -- is especially interesting 
when it i8 remembered that Nietzsche inaisted that worda 
were, purely social in function, evolved' in order to pertltit 
man to communicate. 
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evasions which speech encourages must be avoided. 

Lawrence extends these ideas ln two ways, however, when 

he Buggests that speech that expresses the individu al 

should also communicate its truth to another person. 
,(1 
1, " 

In The Rainbow Lawrence also Introduces a ~ 

major contradiction t~ his theory of words and communica-

tion. He shows that the only people ~ho achieve true 

communion do 80 wlthout words. Tom and Lydia do not 
1 

speak to each other, and do not "kno~" one another, but 

they accept and respect each other as separate 

individuals in a way that occasions a mutual understanding 

and communion. ~ 
Will and Anna, also~~communicate 

wordlessly, despite the incompleteneds of their relation-

ship. Ursula does not share communion with anyone, 

although she Is artlculate. Words do not enable her to 

communicate with Skrebensky, yet she cannot turn her back 

on words, as her parents did, for there is no inarticulate 

communication for her. 
~ 

ln The Rainbow the value of words is seen as even 

more problematical than it was in the first three novels. 

The Increased expansion and the increased de}etion show 

the effect of the conflict about words, a conflict which 

18 further explored ln Women ~ ~. 
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CHAPTER FOUR 

WOMEN IN J.().l,l.4..-__ --(,-
!! 

EXPRESSION VERSUS~COMMUNICATION 

\ 
\ 

In Women in Love Lawrence strugglea to develop 

and reconcile his theories of words as a me ans of 

individual expression with his emerging attitudes to 

communication. The result ia contradictory. Lawrence 

accepts that words must express ihe truth of the moment 

to establish the person and create his moral value, but 

he also insists that words are inadequate to the task. 

At the same time, however, he implic~tly extends the 

ïdeas of The Rainbow on the necessity of communication &-

and judges word usage according to its communicative 

value. Yet he also judges that words are incomplete 

instruments of communication, and that communication is 

1 

paradoxically accomplished in silence. Mor~ver, his 

treatment of speech communication suggests that he feels 

communication throu$h speech to be a type of violation of 

persona! integrity in"'which the listener is dominaied by 
r 

the speaker, and aimost forced into an assumption of the 

speaker's identity which he ia poweilèss to oppose. 

There is no resolution to the conflicting attitudes .." 

towarda words and communication, and the value of vorda 

.. 
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1a uncertain throughout the novel. 

The conflict in the attitude to words i8 reflected 

1n the style, which presents two stylistic patterns 

'8 1mul t aneous ly. Women in Love emphasizes expans10n and -- . 
deletion at the same time and uses the deletion 

transformations to produce a gr~:;at deal of amblguity. The, 
t' 

novel has comparatively long sentences, and the greatest 

number of transformations per thousand wçrds in the 

r' 

Lawrentian canon. There 1s greater variety ln the 

transformations tban in The Rainbow, and a high proportion 

of true expan~ion transformations. lt also has the 

greatest number of deletions. In addition to the number 

of appositives, deleted relatives and deletion of 

unnecessary words, inverted sentence order and displaced 

structures add to the opacity of the prose. The desire 

to expand and explain is seen in conflict with the/desire 

"-
to conceal or mystify, Just as the desire to seek self-

expression in ·speech conflicts with a fear of speech 

communication. 

The concern with the problem of speech shown in 

1 
Women in Love has long been commented on. As Lawrence 
1 ---

Lerner notes, the novel is full of conversation, far more 

than in The Rainbow, and aIl the characters are extremely 

lSee especially Martin Jarrett-Kerr, D.H. Lawrence 
~ Human Existence (Lon~on: SeM R~es8, 1961): p. 53. 

1 
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articu1ate people, accustomed to 
~ 

analyzing themselves and 

their emotions, and defining and o \2 transvaluating words. 

The importance of words ia emphasized in the way that the 

characters are assessed according to the "truth" of their 

speech. Lawrence evaluates the speeches of almost aIl the 

characters according to the criteria e~plored in the first 

four novels. And the greater number of the characters 

are found to fail in using words to express themselves, 

even though they are articulate. Lawrence, as weIl as 

Birkin, dismisses most of the people in the society of the 

novel as "not anything at aIl. They j ingle and 

giggle. Essentially, they don't exist" (p. 19). 

~ve reasons for their failures are various. Will 

Brangwen, the half-articulate man of The Rainbow, is shown 

to use words which he imagines others would use in his 

situation as he plays, "l'leavy father" (pp. 249-251). Bi rkin 
- " 

sums him up ruthlessly: "Her father was not a co~',erent 

human being, he was a roomful of old echoes" (p.~ 250). 

Hermione Roddice, on the other hand, ls condemned because 

she p e rve r ts wo rds to cre a te an illus 1 on 0 f realti.FY >_wl:t.iFh, 

has no truth, in somewhat the same fashion as Helena of 

The Trespasser. In "The Classroom" Hermione inveighs 

2 
Lawrence Lerner, The Truth Tellers: ~ Austen, 

George E lio t .!h!L... Lawren ce (London: Cha t to and Wi nd us, 
1967), p. 196. 
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agalnst knllwledge (". aren't we forfeiting life for the 

dead quallty of knowledge" (p. 35)] ln a way that ls not 

true to her own experience, but is a fulfillment of an 

lntellectual wlsh. Blrkin points out that she is 1ying 

about her attitudes to knowledg~; then he tells her"that 

she is using w6rds to construct lies and evade reality: 

" . you won't he conscious of what actually ia: you 

.1 
want a lie that will match the rest of the furniture 

(p. 35). / 

Gudrun ls shown to be like Le.t.,tie, caught uP, in 

irony and evasion; she does not wish to look too closel~ 

at meanings. Yet Gudrun a1so displays a paradoxical 

desire to he "quite definite," to establish ideas 

permanently and irrevocahly through words. In' the first 

chapter her contradictory character i5 hroadly outlined. 

She puts a rather vague question on marriage to Ursula, ,. 

'and is irritated when Ursula asks for a more precise 

definition before she can answer. Gudrun does n~thing to 

clarify the aspects of marriage which, she is discussinf! 

a1though she wants a definite answer to her vague 

question, and in the rest of the conversation she is ev en 

more evasive and elliptical (p. 1). 

In the German, Loerke, Lawrence extends his 
'-' 

argument against words, and emphasizes a fear that wo~ds 
, 

may be totally divorced from a human context, and used as 
1 . 

weapons. Loerke 1s shown to manipulate tbe emotlonal and! 
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intellec~ual content o( words, divorcing them quite from 

human meaning, so that he gains hie own ends. Loerke's 

vords are never expressions of his thoughts or emotions; 

he,ie always distanced from them as if they had a 

separate 1ife of their own, uneonnected with his own 1ife, 

as a form of artistie creation or as instruments. For 

examp1e, when Loerke ie introdueed, he is shown to use his 

powerful and fle~ble voiee to reduce the four main 

characters to helpless 1aughter at a German story which 
• 

they do not understand (p. 396). Loerke la condemned and 
- --

found wanting for eharaeter faultâ reflected in his misuse 

of words, and, in this nove1, as in the previous nove1s, 

the implication of aIl the charaeter aasessments is that 

vords are of a positive value and they must be used to 

express the individual as tru1y as possible. 

In Women in Love another dime,nsion is present in the 

eva1uation of the eharacters' use of words. In almost aIl 

cases it is imp1ied that the character who of fends 
1 

against true word use also inhibits communication in 

speech. The tricks of speech or the mannerisms which 

inhibit communication are eondemned. For example, when 

Hermione creates her fantasy of-"knowledge" in "C1assroom" 

she "rhapsodizes" in a "singeong casual voiee," like a 

prophetese caught in a trance, utterly ob1iviou~ to~the 

othérs around her, aond presenting an el1~tica1 and 
" ..-

« 

r 
• 
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abstract monologue in a way that preserves her fantasy

world from the intrusion of reality (p. 33). If Ohmann's 

criteria for communicability are used, Hermion~ is found 

to offend against criteria five, six, and one, and Lawrence, 

s1m1larly, condemns her for not actually believing what 

she says, for grounding her conduct and speech in a contrary 

understanding of her words, and for speaking in a series 

of disjointed rhetorical questions to which she expects no 

answer. Like Lettie, Hermione likes to speak in a foreign 

language, but Hermione does n~t do this ta evade mean1ng, 

f ~ 

but ta exclude some ~~mbers of~her audience from any 

possibility of communication. Her asides to the Contessa 

at Breadalby, and her intimate conversations with Mina and '. 

B1rkin while in Ursula's presence are.two examples of her 

typical behaviour, condemned by Lawrepce because it 

inhibits communication. 

In Gudrun's speech, also, mis use of words coincides 

with misuse of communication. Gudrun's foreign phrases, 

her elliptical statements, (1) half-finished comments (4), 

evaeive playing with the meaning of words -- aIl these 

habits help confound any sort of conversationa1 exchange 

w1th another persan, and help keep Gudrun outside 

community, apart and iso1ate, and aIl are condemned in the 

narration. 

Many of the resu1ting disjointed conversations 

between the characters sound like the artificial and 
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d1sconnected speeches of the ea~ly nove1s like The White 
-. , 

Peacock. The effect, however, 1s total1y d1fferent 
r{,,10( , 

because of the autho~ial awareness of evas10n in 

conversation, and the psycho1ogica1 base~ Lawrence 

prepares so that the reader May analyze and judge the 

d1sjointed exchanges. 
..... 

For example, one of the most 

confusing exchanges in the novel occurs between Gudrun 

and Gerald after Gudrun dances 1n front of the Highland 

cattle. ~frightens off the cattle with a shout, 

the'n calls to her, "What d,,o you think you are doing?" 

(p. 160). Gudrun replies "Why have you come?" an answer, 

typica1 of the exchange-s 'in The White Peacock, which 

altogether ignores the question as if it did not existe 

Then Gerald repeats his question, ignoring her cry in turn. 

In the ensuing conversation Gudrun attempts to ignore 

Gerald, then, when that proves impossible, to play with 

his words 80 that their sense is confounded and Gerald Is 

confused. Final1y she strikes Gerald. 

The context shows that this behaviour is dictated 

by psychologica1 Imperatives in a way that Is totally 

foreign to The White Peacock. The conversation is not 

Just a pointless entertainment presented to the reader; 

instrad Lawrence shows that he recognizes the evaslve 

qualities of the speech by indicating the causes of these 

evas!ons. Gudrun can hardIy explain that she had feit 
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jeatous of Ursula's self-possession, and had contrived 

the whole scene, at first to give her a sense of 

participation (p. 157), then, when the cattle appeared"to 

give ner a ~ense of power to offset the impotence of one 

who feels an onlooker in life instead of a participaqt~ 
, )~. 

, ~ 

With the evasions, th~ playing with words and 'the 6lo~ 

Gudrun puts on a mask of power to cover her impotence, , ' 

1 \ 0 

de fends herself from a threat felt in\ the questions which 

mlght lead to communication, and, especially in the blow, 

expresses the violent rage she feels toward anyone who 

threatens her. Gudrun does speak the truth for once when 

she tells of her fear of Gerald and his cattle. But she 

so constructs the conversation that she reveals and c~nceals 

at the same time. The slap destroys any possibility of 

communication. Lawrence's explanation of Gudrun's 

conversational behaviour, and his suggestion of her fàar 

of communication in speech, epitomizes a new attitude to 

words and conversation which appears in Women in Love. 

Conversations are evasive, becau~e aIl too often they 

appear to ~~,eaten the participants. 
~ 

Gud run emp loys C onve rs a t ion in an other way wh i ch \\,is 

a1so condemned in the novel. Since Gudrun requires 

relatidnship -- the whole dancing scene began because of 

ber feeling of separation from Ursula -- she attempts to 
1 

construct an illusion of community with her words. When 

Gudrun haB thorough~y repelled and confused Gerald, and 

o 
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'" , 

eut him off from any contact, ahe ia terr!fied, and 

t'" / 

approaches him ln child-like fashion, asking if b~ Is ~ 

angry and creating an ~llusion of rapport with her wor~s • . 
As Loerke uses words as instruments of power to control 

others, Gudrun uses words as instruments of illusion in 

order to gain power. A~other, very negative aspect of 

words~ is introduced into the novel, and again, not Just in 

eonnection with ijword~ as means of false expression, but in 

connection with words as ,false means of commun:t:-cation, or 

interaction with another person. 

The problems of false communication are especially 

prominent in Gudrun's relationshlps, particu~~y in her 
1 

relationships wtth Loerke and with Gerald. As Gu~n 
Il ./ J 

tends to va~llate between her desire for verbal certainty 

in the words of others, artd a wish to evade her own 
\ ,"; 

", . meaning, she becomes fascinated with Loerke. Loerke 
, 

prefers conversation wh'ich ié "full of odd, fantastic 

expression, of double meanings, of evasions, of suggestive 

.~ vagueness" (p. 445). Loerke and she laugh 

•. ~ in an endless series of qUipS:l '~nd j'ests 
and polyglot fancies. The fancies, w~r.e the 
reality to both of t~em, they wer~ bot~ so 
happy, toss'ing about (,the little colo~rèd balls 
of verbal humour and'whimsicalities. ,Their 
natures seemed ta s.i>arkle in fdlll Inte.rplay,> 
t~ey were enjoying a pure game.' . 

Wo~en .!!!. Love, 'p. 

ln the abstraction of words 
~'': 

frolü 'âny living 
c. 

.,;,,1.,' ... 

amotion or meaning~ Loerke leads Gudrun ,;~ imagine tbat , 

V 
{' 

. , 

\, "-

/ -.' 
/ ~ 

~60 
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they creste a world of their own spart from the world~of' 

humanity. The world of the humsn moment ia limited becauae 

of emotional attachments and the quest for meaning and 

value~ and cannot be absolute, because of change. Because, 

Loerke and Gudrun us~ words of "barely comprehensible 

suggestivity" to create an isolste world, they believe 

that they can escape the limitations~of humani~y, escape 

the moment, and achieve a perfect art-world (p. 435), wlt~~h 

has no relation to the world of human emQ~ion and value 
" 

(p. 421), and which over-rides the chan~ing moment to 
.J 

,~. create °a kind of static perfection. This perfection iul~ills 

Gudrun's need for verbal cert~?ty, and also her need for 

evasion aince it ia completely abstract and unliving, 

dominated and controlled by Loerke. 

Almost aIl the minor characters are condemned in 

their misuse of words; ndt only as they fail in self-

expression, but particularly as they misuse wàrds to evade 

communication with another. Gerald, for example, 1e shawn 

8S quite liierate; he attempts to express himself and his 

ideas quite straightforwardly in atatementa which are 

-~ honest and not evasive. But like ~kreben8ky Gerald i8 

conrlemned becauae he evade. word communication. As the 

narrator points out,when ~rald talks to Birkin on the 

London train th~re ia no real love of words in Gerald's 

• lo~e o! discussion. He likes to ta1k and argue with 

, 

j 
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people, especially with Birkin, because he wishes to be 

close to them, or rather, he wishes~ like Gudrun, to have 

the i Il us ion 0 fin t i m a' c y, the i Il us ion 0 f b e i n g cIo set b ',~ 

people in speech communication. \ 'Gerald himself recognizes 
, , 

that he regards the bond of words as an illusion. His 

bond with Birkin i8 an intuitive affair based on tacit 

recognition of potential relationship, and he degrades the 

potential by disregarding, th~ words of conversation which 

are the symbols and modes ofjfommunit y betwe~n, men: 

( 
There was somet~}ng very congenial to him in 
Blrkin. But yet; beyond this, he did not take 
much notice. He felt that he, himself, Gerald, 
had harder and more durable truths than 'any 
the other ,man knQw. He felt himself oider, 
more knowing;- It was,the quick-changing warmth 
and quick" i.nterch"ange of feelings he enjoyed. 
The real content of the words he never really 
considered; he himself knew better. 

Women iE ~.\ p. 51 

G~rald's fribndship with Birkin ls a paradigmO of 
J ' r 

his relationship tp humanity. H~ uses words ta simulate 

the closeness and community for which he will not 

recognlze his need. Despite his "powerful but suppressed 

friendliness," Gerald feels sa fer in isolation, and . 
thèrefore tries ta deny,the contact which on another level 

he needs and wants by deaying the expressive and 

com~unicative"value of words. He makes himself self-

.ufficient by his physical stamina, his wealth, his 

·'~machinery. When Gudrun watches Gerald swlm in Willey Pond 

.be recognizes that he "exulted to himself because of his 
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own advantage, his possession of a world to himself. He 

vas immune and perfecto unquestioned and 

unconditioned • • without bond or connection anywhere" 

(p. 40). lt is suggested, however, that his isolation 

and his reliance on intuition rather than concrete modes 

of communication make him vulnerable. 

In Gerald's relationship with Gudrun Gerald's 

vulnerability ia shown more fully. Becauae of his 

perverse use of·words, Gerald becomes prey to Gudrun who 

"" abstracts words from meaning and-uses worda to degrade and! 

domina te him. An example of their duel 1llustratea the 

playing with word meaninga which is the means of· 

destruction. In the bedroom in the Tyrol Gudru~ faces 

Gerald: 

".ou know you' never.have loved me, don't you?" 
"1 don't know what you Mean by the word 'love'," 

he replied. 
"Yes, you do. You know ail right that you have 

never loved me. Have you, do you think?" 
"No," he said, -prompted by sorne barren spirit 

of truthfulness ('~nd obstinacy. "" 
"And you never will ~ve me,'" she sa1d final1y, 

-"Will you?" ---
There vas a diabolical coldness in her, tao 

much to bear·. 
"No," he said. 
"Then," she replied, "what have you against me?" 

• "Why do you torture me," he said. 
She flung her arma about his neck. 
"Oh, 1 don't want ta torture"you," she said 

pityingly, as if she were comforting a child. 
" S a y y 0 u 10 v e me," s hep 1 e ad e d. _ " S a}!' y 0 u will 

love me for ever -- won't YQu -- won't you? 
• Won't you say you love me always?" she 

coaxed. "Say it, even if it isn't true -- say it 
Gerald. do." 

\" l 
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"1 will love you always," he re~eated, in 
real agony, forcing the words out. 

She gave him a quick ki9S. 
. " Fan c y y 0 ur a'c tua Il y h av i n g sai dit ." s h e 

sa id with a touch of raillery. 
He stood as if he had been beaten. 
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Women in Love, pp. 433-434
3 

Gerald feels "degraded to the very quick, made of no 

account" after such an episode. but his actions are simply 

a logieal extension of his original attitude to words. 

Gerald avoided the meanings of words, and refused to 

recognize their value in communication. In this incident 

he is f?rced to strip words of aIl significant value and 

meaning in a way that strips value and meaning from 

himself. The demeaning of the words reflects the demeaning 

( 

of Gerald. Yet Gerald suffers under Gudrun's attack 

because of his suppressed desire for relationship which 

makes him attempt to speak the ~ruth in his words. As 

3If this conversation is analyzed according to the 
criteria for felicitous communication suggested by Ohmann 

• lt will be seen that Gudrun is not actually attempting to 
communicate.' She very rarely makes atatements (1); 
usually she uses bullying questions, commands and 
ex c 1 a mat i o/h s • Man y 0 f th Q s t a t e men t s s h e d 0 es ma k e are 
lnadmissable (2); she cannot tell another person what he 
18 or what he will or will not do. The statements she 
does make are false (5 & 6) in that her actions do not 
bear out the truth of her speech. She can not say that 
she do es not want to torture Gerald when she has just 
deliberately embarked on doing just that. Although 
Gudrun's S'peech does not communicate. it is a powerr'ul 
weapon for the domination and humiliation of Gerald. 
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the naxrator comments: " • in Gerald's eoul there 

still lingered some attachment to the rest, to the whole" 

(p. 444). Gerald still wishes to estab!ish a relationship 

with Gudrun, and her words have the ability to touch him. 

With this desire for relationship Gerald a190 retains 

the desire for value;-he has still the ability to 

recogn~ze truth from falsehood; he can still see through 

Gudrun's mieuee of words and ca!! her a liar (P. ~38), , 
and he can revile Loerke who has totally rejected 

community and value. He can also recognize his own 

degradation. He is simply a victim ta the more detached 

Gudrun who can manipulate words, values and relatlonshlps 

with complete freedom, and use words ta control, 

manipulate, degrade. 

The complexity of the presentation reflects the 

contradictions and cQnfusion~ in the novel'e attitude to 

Gerald desires to see the truth in words, yet he 

sees how words can be evaded, twisted and manipulated. 

Re desires to co~munlcate, yet he feara verbal 

communication as a destructive by-product of word 

manipulation. 

The most complete presentation of, the emerging 

complexities in Lawrence's ideas on words and on 

commu~icatlon is found in the portrayal of Rupert Birkin. 

Birkln's development ls an explôration, restatement, and 
1 

development, of aIl of Lawrence's theorles on warda and 
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communication ta this time. At the beginning of the nove1 

Birkin is presented as an articu1ate and literate member 

of an educated society. He la a1so socia11y se1f-conscloua 

and insecure, though adept, essential1y iaolated and in 

opposition to a society whose faults and strengths he 

sha~es. He is seen as a man tired unto death with the 
\ '-.. ls a la te in te Ilec t ual and sensuoue preocc upte t 10ns __ Q f the 

society of which he is part. He has preserved enough of 
~"'" -

himself intact and apart that he can recognize ~he empty 

pretensions of people who use the power of articulation to 

evade th~mselves, and simply "jingle and giggIe" but do 

not matter at aIl, es.~~tially. 

For the first two chaptera Birkin ia shown as a 

quiet observer; during genera1 conversation he often drops 

out of sight completely. In "C1assroom," however, Birkin 

has a conversation with Hermione and Ursula whlch 

introduces clearly his attitude to words and the problems 
~ "J, 

he has with words. Birkin entera the discussion to 

protest Hermione's "p1aying with words"; she has pretended 

ta challenge the Idea of consciousness, "but chosen such a 

r~stricted meaning of thé concept, that she has simply 

been putting down an idea of straw. Birkin immediately 

opposes her, and insista correctly that her understanding 

of consciousness ls too narrow and dlstorts her argument. 

In this section he shows that he understands the 

importance of words, that he be1ieves they must be used ta 
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t l 
express the truth of a situation, and that~they must not be 

l' 
used to distort the understanding of the hearers. Birkin 

actually repeats and argues Many of Lawrence's theories 

about words. 

Other implications about worda become clearer as 

Hermione continues to denounce knowledge, despite Birkln'a 

interjections. As Hermione ignores Birkin'a arguments 

and advice Birkin becomes frustrated; he is expressing 

himself truly, but he ia communicating nothing to the 

person he is speaking to. Obviously the suggestion i8 

made that speech should communicate meaning to complete 

the value of expression. Lawrence is restating and 

emphasizing the idea first present~d with Tom in 

The Rainbow. 

Although Birkin repeats Lawrence's ideas, and 

expresses a des ire for true expression and communication, 

he la far from able to establish the Ideals in practice •. 

In his argument with Hetmione Birkin shows that he shares 

her limited concepts of certain words, like knowledge, 

when he uses Herrnione's terminology in his own argument. 

He a1so shows that he is quite as able as Hermione to 

twist words or manipulate them to gain his own enda. 

Obviously, he recognizes and hatea in Hermione what he 

is capable of himaelf. 

tater, Birkin shows his limited ability to express 

his not10ns in clear speech.which communicates his 



me--aning. When asked by Ursula ta present the wider 

meanlng of knowl~4ge ln speech, his words falter, become 

dislocated and vague, and communication becomes impossible. 

In terms of Ohmann's assessment of the felicity of 

conversation he offends agalnst criterlon four, if not 
, 

1 
against two, for he speaks in incomplete phrases, and 

pretehds to be a spokesman for the generality ~f man, 

although he is actually statlng and distorting his 

contemporary experience and momentary notions: 

"Sensuality 19 a fulfilment -- the great 
dark knowledge you can't have in your head -
the dark involuntary being. It is death to 
onê's self -- but it is the coming into belng 
of another." 

"But how? How can you have knowled'ge not 
in your head?" she asked, quite unable to 
interpret his phrases. 

"In the blood," he answered; "when the mil'ld 
and the known world 18 drowned in darkness -
everything must go -- there must be the deluge. 
Then you find yourself in a palpable body of 
darkness, a demon -- " 

"But why should l be a demon -- ?" she asked. 
",'Woman w,~lling for her demon lover'/ -- " 

he q\xoted -- "why, Idon't know." 
Women .!..!:!. Love, p. 36 

Although Birkin boasts that he knows "~nough" of 

what he is talking about, the inconsequential images, the 

disrupted structures, the verbal Imprecision, aIl show 

that truly Birkln does ~ kno~. He nelther expresses 

himself nor does he communicate. He may have a notion 

"-
that he must use words to express hims~lf and achieve 

1 communication but the structures and images he uses show 

that though he may wish to use words to express and 
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communicate he is not yet able to do so. 

For the rest of the novel Birkin attempts to achieve 

self-expression in words, and attempts to communicate. In 

his efforts he ls assisted by his conflict with Ursula. 
"-

The Ursula of Women in Love is an extension of the Ursula ---
in The Rainbow. She is still articulate, but she is 

changed, presumably through the experience with the horses 
; 

which enab1ed her to recognize and accept herself, "sunk to 

the bottom of aIl change." In Women ln Love she ls no ----
longer evasive. Her first speech is a demand for 

clarification in meaning so that she can give a considered 

rep1y to her sister's question. Gudrun may repudiate the 

conversation, raying that it is nothing but words, but 

Ursula finds value in words, and broods on what is sald 

(p. 4). S h e i s al w a ys' , ~ r'Y in g t 0 fin d he r t rut h in w 0 r d s , 

as George, Emily and Miriam sought to do in earlier novels; 

she is "always thinking, trying ta 1ay hold on' life, to 

grasp it in her own understanding" (p. 3). 

As the novel progresses Ursula struggles to judge 

words more accurate1y and more consciously. For' examp le, 

after Gudrun has coolly and accurately analyzed Birkin's 

fault~ in "Moony," Ursula thinks that she has to agree 

with the truth of Gudrun's analysis, but in trying to 

accept the pronouncements as final she is filléd with 

"the most barren of misery." In wrestling with the 

emotionOroused by her slster's words, Ursula becomes able 
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~ to judge the words consciously from a wider perspective: 

Gudrun fini shed off life so thoroughly, 
abe made things sa ug1y and final. As a 
matter of fact, e~en if it were true as 
Gudrun said, about Birkin, other things 
vere true as weIl. But Gudrun wou1d dr~w 
two 1ines under him and cross him out like 
an account that is settled. There he was, 
aummed up, paid for, s~ttled, done with. 
And it was such a lie. This finality of 
Gudrun's, this dispatching of people and 
things in a sentence, it was aIl such a 
lie. 

Women in Love, p. 256 

Ursula reacts against the tendency ta accept the ward as 

the complete and absolute truth. She recognizes, as 

Gudrun and Lettie do not, that words taken as absolutes 

can limlt the wonder and mystery of life, reducing people 

and things to m~re aspects of themselves, or ta purely 

anthropomorph~c caricature~~ 

In the same way, throughout the novel, Ursula 

battles the p~wer of words ta construct an unrea1 world in 

which ahe Is tempted to believe. At Breadalby (p. 76) 

with,Gerald, with Hermione, and with Gudrun in the Tyrol 

(pp. 428-429) she continues the batt1e which Lettie, 

Helena and others avolded. 

Ursula~s sesrch for meaning and truth in words ia 

a surprise in a novel popu1ated with characters who 

mlsuse words in so many ways. There is no resson given 

for >Ursula's unusual capacity, just as there ls no reason 

given for the capacity for sympathy and understanding 

whlch ahe a10ne p08sesaes. Yet the characte~lstlcs seem 
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intended as complementary, and the reader s~spects that 

both are connected with the con9cious recognition and 

acceptance of herself -which was accomplished at the e~ 

of The Rainbow.1 She is the only character ,in the novel 

who seems to know what she really feels; Birkin has to 

"think about it" to tell whether he is feeling weIl or il1. 

And ~ith these qualities she 19 an excellent foil fOE 

Birkin in hi& search. 

After the conversation in "The Classroom" Birkil\ 

i and Ursula have a series of conversations in whiah the 
\' 

problems of self-expression and communication are 

developed. Birkin's first conversation with Ursula takes 

place on an Island •. Birkin's physical and psychologieal 

isolation is reflected in the conversation whieh turns 

into a monologue tirade against humanity. In the speech 

itself, Birkin's colourful use of expanded metaphor is 

attractive, but his wavering between love of metaphoric 

overstatement and reluctance to accept the logieal 

implications of his figures 0; speech shows the falslty 
4 ' 

of his expression and impedes communication. The very 
'\ 

violence of the speech and use of sustained elaborate 
, 

imagery tells against the honesty of the statement of his 

emotions (pp. lI8-119)~ In the tirade against the dead 

4Th1s klnd of verbal pr~blem seems quite common in 
the early Blrkin. See Wd'lnen'-ln Love, p. 33. 

\ 
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tree of mankind, however, Birkin restates Lawrence's 

notions about words, and damns the human race roundly 

that its individual members do not use words to express 

truth.
5 

To this point, the conversation between Ursula and 

Birkin is a reiteration and slight expansion of ideas 

previously held by Lawrence. At the end of the scene. 

however. two further ide as are introduced which bring aIl 

previous ideas and conclusions into question. The first 

departure occurs when Ursula is moved almost to tears by 

the radiant daisies scattered over the water. She likens 

"the shy bright little cotillion" to "a convoy of rafts." 

and demands "Why are they so lovely. • Why do 1 think 

them BO 10vely?1I Birkin mocks her demand for definition. 

firet giving botanical classifications of the flowers, then 
J 

euggesting a serieJ of metaphoric descriptions ~hich Ursula 

energetically rejects: 

"Explain it so, then," he said. "The daisy 
is a perfect little democracy, so it's the 
highest of flowers, hence its charm." 

"No," she cried, lino -- never. It isn't 
democratic." 

5 ~ 
In this conversation Birkin defends the idea that 

words and actions are of equal value as statements of truth. 
Even though Ursula que ries "What they do doesn' t al ter the 
value of what they E..!.ï., does it?" Birkin reiteratee 
" • if what they say were true, then they couldn't help 
fulfilling it" (p. 119) .-sIrkin implies that if only a 
~an could express himself truthfully, his actions would 
~iraculously achieve lfvingness. This concept of the 
1dentity of speech an1 action i8 important in the later 
development ~f Lawrenre's ideas about words. 

'", 

'\ , 
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"No," he admitted. "It's 'the Ro1den mob of 
the proletariat, surrounded by a showy white 
fence of the id le rich." 

"How hateful -- your hateful social orders:" , .. 
she cried. " ,. 

"Quite. lt's a 
"Do. Let it be 

,sald; "if anything 
you. " 

daisy -- we' Il leave it alone'." 
a dark horse for once," she 
can be a dark horse ta 

Women in Love, p. 123 

Birkin mockingly appeals for an end to definition, 
1 

and indeed ta the expres~io~ and explanation of ~e~lings 
, 

and reactions in words. He seems to wis~ only silent 

appreciation of things as they are, rather than a 

restatement of personal appreciation in words and images. 

lndeed he seèms to suggest that words are entirely 

Inadequate ei~her to ,xpress the nature of an external 

• object or the ~ubjective reaction of the individual. lt 

is the fir~t reai reaction from the idea of the positive 

value of self-expression. 

The second idea about words which i8 stressed in 

this section i9 an extension of the Ideas on communication 

'J 
developed in The Rainbow. Lawrence shows that as with Tom and 

Lydia rapport is wordless, but he does not suggest that 
! 

words should in any way be connected with communication. 

Ursula and Rirkin talk a great deal in this chapter, but 
, 

communication occurs in spite of words, morè often than 

ft cornes because of words. They touch each other, not 

because 0lf perfect self-expression, or mutual understa'Jlding 

of absolute meanings, bu~ becauae of the intuitive i~sight 
/ 

// 
, 

" 
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one has i~to the nature of the ~ther, "the beam of 
1 

understanding between 'them" (p. 122). lt, is this "beam 
, 

of und~rstanding" which Ursula recognizes even before 
, Q 

8 he ha s r e a lly t a 1 ke d w 1 th Bir k in; s h e s e e 8 th a t l "h e ~ 
,j 

leemed to acknow1edge some kinship between h~m and 
., 

her • a us in g 0 f the sam e 1 an g u age .• " and s h e de f 1 n e s 

th 1 s "l an g 1'1 age" a 8 "a na t ur a 1 tac i t und ers tan d i n g Il 

. 6 
(~. 15). Lawrence at this point seems to understand .. 
communication as a feeling of cC?mmunion, real1y as, a 

psychic experience in which the individua1 ,feels himse1f 

in tune with another person. 1ft h i sis , s 0' ~ .t he ri i ~ i 8 
,- -

no surprise t,tlat words and communication are seen l as 

separate, even though earlier, Lawrencè seems to have 

wished them joined. 

The confrontations between Birkin and Ursula 

follow "An Island" intensif y the emerging contradictions 

in' the theory of words. For example, in "l-fino" Birkin 

does not accept his own advice and avoid explanations 
~ 

and definitions, but repeatedly tries to define the type 

of relationship he wishe~ to have with Ursula. His 

attempts at defin!tion' show the futility of att<emp~ing 
. '. 

~ ;-1 

expression in words. sinee his words of expl~nation and 

h.is illustrations continually contradict themselves. He 

8ays he wishes "an equiiibri~m, a pure balance of two 

6My 1talics. 

<:> 

1 , 

l' 
-', 
',' 
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single beings" (p. 139), bJt his illustration "like a 
\ 

star in its orbit" (p. 142), rev.eals that ne reai,ly wants 
1 , 

to dominate in a telationship, but does not y~nt to admit 
1 

it. When th~ two cats are seen Birkln talks of "superfine 
" 

bal..ance," b.ut what the actions show is bullying -- a 

, , lordly housecat cu{f;t.ng the subservient and frightened cat , , 
\. 

from the wilds. Birkin's speech does not in any way 

reflect the truth of the man, or his situation, and seems 

to help very little in extending hls consclousness of 

himself surroundings. 

, 
communlc~lion 

of words. . 

understanding or 

in this interview is again achieved in spit~ 

Ursula intuits Blrkin's feelings despite his words, and 

her.teasing andéher forthrightness break through his 

sti!~ abstraction to a certaln~degree. Aftet a great d al 
'. \" 1 

of abstract talk o~ Birkin's pa~t, Ursula lalghs: 

1 fil thlnk' you are very s111J.~ 1 thlnk you . 
want to tell me you love m&~·t- at'i'd you go aIl this 
way round to do i t." 

• She interpreted it, that he had made a 
deep confession of love to her. But he was sa 
absurd in his words, also. 

Th!.ey were s ilent for man" mj.nutes, she was 
plea~ed and elated like a child. gis concentration 
brok~ and he began to 10Qk at her simply and 
natu~al1y .• 

\ , 

"~hat 1 want Is a strange conjunction with you __ fi 
he. s ~ t"d qui e t 1 y; " - - no t me e tin g and min g 1 i n g; - - y 0 u 

-are quiçe right: but an equllibrium, a pure 
bala~ce of two single belngs: -- as the stars 
balaqce each other." 

~e looked at him. He was very'earnest, and, 
earn~B-'~l'e88 was always rather ridiculouB, common
'p1.ac ~, t 0 he r • 1 t ma d e h e r f e e 1 un f r e e an d 

, 1 

" ' 

1 
• 



uncomfortable. Yet she liked him so much. 
why drag in the stars? 

Women in Love, 

112 

But 

p. 139 

Words have very little to do with Ursula's understanding 

of Birkin. ln fact, one cannot dismiss the suspicion 

that the emotional rhetoric and plethora of images have 

obscured communication rattter than aided it. As Ursula 

8ay~, why drag in the stars? lnstead the words seem to 

be used almost as emotional bludgeons to bewilder and 

• 
control the person who is being spoken to, while the 

fragmented syntax reveals and concea1s meaning at the 

Rame time. 

In the next few interviews the conflict is 

expressed more direct!y. After the water-party, shocked 

by the deaths, Birkin attempts once more to explain what , 

he wants from Ursula, yet the inadequacy of words eith~r 

to express what he feels or to communicate his meani~g . 

is clearly ~ecognlzed: 

She knew, as weIl as he knew, that words themselves 
do not convey meaning, that they are but a gesture 
we make, a dumb show like sny other. 

Women in Love, p. 178 

Yet despite the limitations of words t~e necessity of 

using words for growth and self-expression is still 

upheld: 

There was always 
must be spoken. 
one were to move 

• throuR~. And to 

confusion in speech. Yet it 
Whichever way one moved, if 
forwards, one must break a way 
know, to give utterance Wa8 to 
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break a way through the walls of the prison as 
the infant in labour strives through the walls 
of the womb. 

133 

Women in Love, p. 178 

In this complex presentation, al~o, the necessity for 

communication is maintained at the same time that the 

dangerously coercive power of words ls emphasized. Ursula 

18 close to Birkin in the emotional aftermath of the 

evenins, but she does not wish to listéh to his worde. 

The narrative almost implies that if she permits herself 

ta realize the meaning of Birkin's vords she will accede 

to them: 

Ursula listened, half attentive, half avolding 
what he said. She seemed to catch, the drift of 1 

his statement, and then she drew away. She wanted 
to hear, but she did not want to be implicated. 
She vas reluctant to yield there, where he wanted 
her, to yield as it were her very identity . 
• • • And she eeemed to feel his gesture [Le. his 
~ordsJ through her blood, and she drew back, even 
though her desiré sent her forward. 

Women in Love, p. 178 

Thls passage is the most expl1cit presentation of 

the notion that worde which communicate have the power of ... 

,pell-worda ta put the hearer in the speaker's power, or 

to force him ta take on the speaker's identity. The 

idea is hinted at throughout the b6ok, in Ursula's fight 

against the power of Gudrun's words '(pp. 428-429), and in 

Gerald and Gudrun's fear of communion. lt i8 indirectly 

8uggested that aIl three fear and fight communication 

through words because other's words have the power to 
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After this exchange between Birkin and Ursula the 

novel generally ~mphasizes the inadequacy of words, either 

in self-expression, or in communication. Birkin, on the 

whole, epeaks far more simply; his images are much more 

Bubdued, which should show ease of expression and 

faeilitate communication. But after a sharp argument in 

"Moony" Birkin decides to abandon words. He stops in 

despair thinking "But what was the good1of telling her 

he wanted this company in proud indifference. What was 

the good of talking, anyway? lt must happeu beyond the 
\ 

sound of words" (p. 242). After the y have agreed verbally 

that "the accord does not come," and sat in silence for a 

few moments, they find themselves inexplieably "together 

in happy etillness." In this wordless communion they 

attain the ability "to be content in bliss, without des 1re 

7 
lt is interesting to note that in the two ewamples 

of verbal interaction between characters which occur in the 
earlier novels this type of loss of identity is also 
portrayed. In The Rainbow Ursula listens to her grand
mother's words and imaginatively becomes part of her 
grandmother's life. The assumption of identity here Is 
not complete, and Is in a sense pOSitive, since it widens 
the child's horizon, but It is also seen as a dangerous 
trap which may limlt the girl in illusion. In Sons and' 
Lovers on the other hand, the exchange of identity ie 
complete and Mrs. Morel becomes Paul and lives his life 
vicariously. ln thls autobiographieal episode, 
slgnlflcantly, the mother 18 still seen as domlnatlng and 
absorbing even though she Is a llstener. 

,':" 
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or insistence anywhere" (p. 244). The narrative shows 

words to be unnecessary. Later, in "Excurse" the 

same thing happens. " After an argument in which nothing ls 

reso1ved verba11y, Ursula and Birkln come together, and 

the author insists that now their perception of each other 

18 changed, that they be10ng to each other in peaee, and 

that words whieh express or communicate love or 

acqulescence are ~nnecessary (p. 302). 

He atood on the hearth-rug looklng at her, 
at her face that was upturned ~xactly 1ike a 
fîower, a fresh, luminous f1o;-er, glinting faint1y 
golden wlth the dew of the first light. And he 
was smiling faintly as if there were no speech in 
the world, save the silent delight of flowers in 
each other. Smilingly they delighted in each 
other's presence, pure presence not ta be thought 
of, even known. 

Women in Love, pp. 304-305 

Agaln, the evening before the marriage speech Is 
1 

found to be completely superfluous: 

In the new, superfine blies, a place super
seding knawledge, there is no land you, there 
was on1y the thlrd, unrealized wonder, the wonder 
of existing not as oneself, but in a consummation 
of my being and of her being in a new one, a new 
paradis al unit regained from the duality. How can 
1 say "1 love you" when l have ceased ta be, and 
you have ceaeed to be: we are both caught up and 
silent, because there la nothlng to answer, al1 is 
perfect and at one. Speech trave1s between the 
separat~ parts. But in the perfect One there is 
perfect silence of bliss. 

Women .!.!l Love, pp • 361-362 . 
" In a11 these incidents Lawrence presents 

communication as a subjective state of apparent psychlc 

/ 
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communion which has 1itt1e conrt'ection with that curious 

b1ending of objective knowledge and emotiona1 empathy 

which communication in words usua11y means. There are no 

bits of information transferred from one individual to the 

other; instead, there seems to be an a1most ecstatic 

emotiona1 communion. Words do not appear to have any 

connection with this subjective state. They are powerless 

to induce it; they are unnecessary to sustain it; and they 

are impotent to repair it. When Birkin tries to find 

words to reassure Ursula when she loses direct appre-

hension of the union he finds that words will neither 

express the truth which he fee1s, nor communicate his 

emotions: 

She cou1d not know how much tt meant to him, 
how much he meanf by the few words . 

• There were Infinite distances of 
&~lence between them. How cou1d he tell her 
of the immanence of her beauty, that it was not 
form, dr weight, or colour, but something like 
a strange golden light!. • He said: "Your 
nose is beautifu1, your chin is adorable." 
But it sounded like lies, and she was disappointed, 
hurt. Even when he said, whispering with truth, 
"1 love you, l love you," it was not the real 
truth. lt was something beyond love, such a 
gladness of having surpassed oneself, of having 
transcended the old existence. How could he 
say "1" wh en he was something new and unknown, 
not himself at aIl. 

Women ~ Love, p. 361 

By thls point ln Women in Love Lawrence seems to 

have contradicted himse1f comp1etely. He it\8ists that 

vorda are neceseary for the development and ~rowth of 

/ ~ 

• 
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the individual, but he shows again and again that they 

are inadequate to the task. He insists that words express 

the truth of the individual, a task for which they are 

aga in shown to be Inadequate. He in,sists that communica-

tion is necessary, and that words must not be abandoned, 

but he demonstrates that communion only occurs in the 

absence of speech and that words are often a barrier to 

communion and communication. In addition, communication 

by means of words is shown to be threatening to the 

integrity or even the identity of the individual. 

The underlying conflict ia emphasized in two 

significant and contradictory incidents concerning 

Gudrun. Th@ firat occurs in the chapter "Gudrun in 'The 
1 

Pompadour' ." Many .cri tics have noted that this ia an 

extrem-èly powerful piece of writing whose purpose is not 

entirely clear. It seems an excreacence in the straight-

forwarq continuity of the plot. But the episode at "The 

Po m p ad 0 ur" i s car e full y t i m e d . l toc c'u r s a f ter Urs u l a 

and Birkin have estab1ished their wordless union and 

moved to the Continent. In the scene itself Lawrence 

takes care to emphasize that both Gerald and Gudrun are 

isolated and unconnected. They are going to the 

continent, but they remain unmarried, and the action 

concernlng Birkln's letter takes place after the interview 

with Minette which emph8sizes Gerald's essential 
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sensuousness and isolation from meaningful communion. 

Halliday's drunken parody of Birkin's letter ia 

wonderfully done. The letter itse!f i8 a beautiful 

example of aIl tha~ is intolerab1e about the speechifying 

of the early Birkin: his intenaity, his abstract phrases, 

the Imprecise and grandiose images that have been subdued 

in his speech since the discussion on the isl~nd. The 

reader cannot help participating in the mockery, since it 

reflects what he himself feels about much of Birkin's 

talk. At the aame time, however, the reader writhes in 

embarraasment, becauae he la made aware, through the 

cruelty of t~e mockery, that Birkin's words do have value. 

They are th'~means byl which Birkin expresses his frail 

concern for humanity. That the words ln this scene are 

taken from a letter, Instead of from the book of poems of 

the original incident emphasizes Lawrence's interest in 

Birkln's words as possible means of communication. Birkin 

may have announced his misanthropy, but as Ursula points 

out in the island discussion, he has also ~n unquenchable 

des ire to be at one with his fe1low men which 1s 

lndirectly and exasperatingly expressed in his desire to 

preach and correct. 

Gudrun's action 18 significant and powerful because 

lt reinforces the reader's dim consciousness of the value 

of Birkin's words. The awareness 18 glven force because 

the action 18 undertaken by a chat'acter who 18 laolate, 
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who notably does ~ try to eonneet or eommunicate with 

her fellow humans, and 'who evades the meaning of words at 

every available opportunity. But Gudrun's actions 

indicate that even she can recognize the value of 

expression and communication and aet to preserve it. Her 

action is more powerful as it ls more poignant and hopeless. 

Gudrun's slight recognition of the value of community ia 

doomed by circumstance. 

The other anomalous incident oecurs at a major 

crisis 1n the book. It 1s presented after the four major 

charaeters meet in Innsbruck on their way to the Tyrol. 

Gudt:un has just rescued Birkin's wot:da from the "Hell" of 

the Pompadour, and the incident is explic1tly recalled 

just before a conversation between the four at dinner. At 

the beginning of the discussion Gudrun comments on the 

England they have 1eft and Birkin pontificates in 

reatrained fashion. Then the atmosphere becomes intense: 

Gudrun looked st him with dilated dark eyes. 
"You think there i8 no hope?" she asked in 

her pertinent fashion. 
But Birkin backed away. He would not answer 

,Such .! q"uestion. 
"Any hope of England's becoming real? God 

know8. It's a great actual unreality now, an 
aggregate into uhreality. It might be real, if 
there were no Englishmen. 

"You thirtk t;.he E~gl1sh will have to d1sappear?" 
persisted--Gudrun. It was strange, her pointed 
interest in his answer. It m1ght have been her 
~ fate ~ ~ enquiring after. HeT dark, 
dilated eyes rested on Birkin, as if she could 
conjure the truth of the future out of him, as 
out of sorne instrument of divination. 

He vas pale. Then. rel uc tan t ly, he answe red: 
"WeIl -- vhat <~lse 18 in front, of them but 

'. 



dissppearance? They've got to dlsappear from 
their own special brand of Englishness, anyhow." 

Gudrun watched him as if in a hypnotic state, 
her eyes wide and fixed on him. 

"But in what way do you mean, disappear? 
she persisted • 

. "! don't ~ anything, why should 11" 
said Birkin. "r'm an Englishman, and r've pafd 
the priee of it. l can't talk about England 
1 csn only speak for myself." ••• Birkin 
refused ~ answer ~ ~. 

Gudrun watched him for a few seconds. Then 
she turned away. lt was finished; her spell of 
divination in him. She felt already purely 
cynical. She looked at Gerald. • 

[Gerald] was looking brlght and abstracted, 
puz2;led, for the moment. She stretched out her 
beautiful arm, with its fluff of green tulle, 
and touched his chin with her subtle, artist's 
fingers. , 

And to Birkin it was as if she kiiied Gerald 
vith that touch. S 

" 
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Women .!E. Love, pp. 386-387 

The exchange between Birkin and Gudrun i8 

J' critical. The incident at the Pompadour has shawn that 

Gudrun fs capable of recognizing the value of community, 

especially as it is established through the ward. Rer 

questions ta Birkin are significant. lt is as if G~drun, 

still partially i801ate ta hide her vulnerahility, were 

using a safely distanced tapie ta establish some contact 

vith Birkin. But, inexplicably, Birkin refuses ta answer 

Gudrun' s questions and to make ages ture toward cammunica-

tian; indeed, after ~everal moeking replies (some of which 

are omitted above) more in Gudrun's style than his own, 

he refuses to speak any more. With this refusaI ta 

eommunicate on any level, either ta eonvey meaningful 

content or genersl emotional concern, Gudrun stops 

8 My 1 t a 11 c" • 
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seeking. She turns her objective, artistic sensibility 

on Gerald, and touches him as if he were an interestrn g 

object, of no intrinsic concern ta her. It is Birkin who 

has caused Gudrun to kill Gerald with that touch, because 

9 
of his refusaI ta initiate Gudrun into community. 

Reasons for Birkin's refusaI will not stand up to 

scrutiny. Birkin says that he can not taik about England; 

he can only talk for himself. This is a noble sentiment, 

one that would support Lawrence's theory that a man's word 

must express the truth of himself. Unfortunately, Birkin 

has ,not! only generalized about Englishmen just previously, 

hè has also, throughout the novel, put forward as facts 

his suppositions about thing~ he ia not competent ta judge. 

'Kis habit falls into abeyance somewhat under the influence 

of his communion,with Ursula; he progresses to talk about 

himself and }{'is own needs. rather than about humanity, 

but 1t 1s a strange point at which ta develop scruples 

about an error committed minutes before. , 

Another argument cou Id be advanced that Birkin did 

not wish to be an "instrument" to Gudrun, or that he did 

not wish ta give her his own words or control and dominate 

her by means of words, since, 8S we have seen, it has been 

, 
9It should De noted that Geralp also asks Birkin 

for verbal advice~and assurance of his care, and this Is 
a180 refused. S~e Women ln Love, p. 90. 
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8uggested several times that words which communicate 

actually domina te and control the listener. Again, 

this seems to be a specious argument. Birkin has never 

hesitated before in giving advice or telling people the 

theories by which they should live their lives; in fact, 

he has never hesitated in dominating them, or in asking 

that they give their identity to him. Moreover, if the 

passage is scrutinized, it can be seen that Gudrun do es 

not really want domination at this point; what she requires 

1s sorne indication that she is worth saving, that she has 
" 

some value, that Birkin cares. And in this she is d~nied. 

In effect, then, in this section Gudrun is ajs ~ng 
d ect Birkin to use words not as expression, or even as 

communication, but merely ~s a sign of some human contact 

or community. Birkin refuses, and avoids community for 

the avowed reason of preserving pure individual speech. 

The conflict betweeQ communication and individual speech 

which was evaded in the portrayal of Birkin's development 

is suddenly brought into focus in this critical ~ 

confrontation, and the issue i8 decided in an emphatic 

rejection of communication. lt is not that words cannot 
-' 

communicate meaning but that they should not be used to 
~/~ ,.. ,,' 

..communic'ate. 

The two incidents concerning Gudrun exemplify the 

basic contradiction in the attitudes to words presented 

omen in Love. "G'udrun at "The Pompadour'" emphaslzes 
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, ' 
(. 

the,positive value of ~ords as attempts at self-expression 

and attempts at communication. The tenor of the chapter 
1 

suggests that it is good ta care for one's fellow man and 

to express and reinforce that caring through words. In 
,. .... , 

the conversation in the Tyrol, however, any expression of 

care or attempt at communication ie repudiated, and words 

are almost rejected. 
~ 

'" 
As wes mentioned at th~beginning of this chapter 

the style of Women in Love reflects the attitudes to 

words presented in the novel. The des ire to expand, to 

express and explain, ie eeen in conflict with the desire 

to delete, to conceal and mystify, Just as the desire 

for expression and communication in speech conflicts with 

a fear of communica~ion by means of words. 

The indication of the desire for 

expression of noun and adjective 

expansion transformatio 
l 

used in the novel; Women ~ Love 
1 u 

has the hlgheg~t totals in categories. In addition, 
, 

Women in ~ shows ers and more variety than 

The RainbQw in verb expansio~ 

transformations. 

Inv~igation ,of individual s a~'istics shows that 

these expansi~ transformations used in 
~ . 
~mn' ~.(fJ~ 

strange ways. For e~~:~, the s~at"1stics 

Women .!!!. ~ has the gre~'test nu~ber of/~djectives '-...... 
b'l ~ 

poiftioned in front o~ the nouns they modify. These 
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adjectives, however, do not necessarily add richness of 

texture to the descriptions. The numbers of the vag~e 

and inexact modifiers noted in the latter part of !h! 

Rainbow are greatly increased in Women .!.!!. Love •• Adjectives 

8uch as "strange," "terrible," "curious," "weird," 

"wizard," and "magic" control the nouns 111 a way that 

tends ta conceal implications as much as reveal them. 

In addition, apparent intensifiers such as "real," 

"complete," "utter," "pure," "perfect," "profound," and 

"s~preme" ~I"'e used freely throughout the text, as Derek 

k ' 10 Bic erton notes. But these "intensifiers" are not.in 

fact positive werds; they are vague, and they are 

invariably.v~êd pejoratively, and this, of cour~e, 
( , 

deprives thJm of a~y force they might have theoretically 

to strengthen the nouns which they modify. The reason for 

their pejorative use, is, of course found in Lqwrence's 

belief: "That which triumphs, perishes"; that which makes 

itse~f complete, perfect and extreme is es~entially life-

denying. Thus Gudrun's favourite words are "really," 

"completely" and "perfectly" as she,I.§~ek&, fO:,r absolut~ 
y ~ l.~ ~,- ." __ '"" i" 

certainty in words. Birkin,when ha
r

ls most~lost in 
.- ! r 

, 
trying ta express himself; speaks '(ls.,if he were "utterly" 

"' 
abstract, and feels the "perfect hard flame of passionate 

.' 

e 10See Bickerton, p. 60. 

.~ 
.l • . ' 
r' 
" 
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-> desire" for Ursdla. In the same~ay,' Ge'rald and Gudrun, 

in love-maktng, have "extreme" pleasure of, one another, 

,,lI 
and "perfect" gratification. Bickerton's word count of 

". 
the narrative (excluding dialogue) shows adjectival or 

,"1 

adverbial qùàlifiers such as those above account for one 

word in every fifty, that is, twenty in every thousand. 

Although the comparisons can not be exact since Bickerton's' 

count includes adverbs, it seems obvious that these 

ambiguous "intens'ifiers'!, ~ust make up a large percentage 

of Lawrence's forty-two adjectives per thousand words. 

As Bickerton implies, such frequent use of"qualifiers 

weakens the force of the verbs or nouns which project 

the ~eaning, and expansion and con~ealment actually take 

place in the one 'stylis~ic option. 

Adjectives are further used a~ devices to conceal 

meaning in Lawrence's widespread, use of oxymoron, and his 

use of dissociated adjectives to contradict noùns or 

each other. In The Rainbow, the true oxymoron construc-

tion i8 used at critical points in rela~ionships to 

represent the coming together of unlike protagonists in a 
'1 1 

paradoxical union which presfrves each indjv~dual nature. 

11 
The negative power o-f these vague "intensifiers" 

~ , 

: ta seen most clearly if the union of Ursula and Birkin 
. {pp. 304-305) is compared with that of Ger~ld and Gudrun 

(pp. 337-338). The words l have mentioned! are almost 
entirely absent in the first description and abound in 
the second. " 

• 
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In Women 'in Love Lawrence does not use the dev1ce to foc~s ----
on one particular idea; ~t is used indiscriminately. More, 

he often abandons the true OxYmoron construction and 

"\ 
presents a dissociated adjective or adverb contradicting 

a noun or verbe Oxymoron degenerates into a general 

semantic cont~adiction between syntactic elements. lt does 

not necessarily present a paradox, although.it often 

obtains beautiful effects. For example, Lawrence describes 
, 

the creative ambiguity of spring:- "Purple twigs were 

darkly luminous,in the grey air, high hedges glowed like 

1 i vin g s h ad 0 w s:' h 0 ver in g ne are r, c 0 min gin toc r e a t ion" 

(p. 39). 

The lack of direction in the use ~f oxymoron 1s - ., 

s e en m 0 ste 1 e a. r 1 yin the f-i r s t cha pte r, " The We d d in g ," wh e r e 

the device is used lavishly. Describing the co?ntry 

through which the two sistere are walking, Lawrence 

commente: "Still the faint glamour of blackness persisted 
-----~ 

over the fields a~'~ôd;;'hills, and seemed darkly to 

gleam in the ai rIt (p. 6). The elements of contradiction 

in further examples vary between the outright opposition 
, 

of "dark" and "gleam" and the subtle disharmony of 

"glamour" and "blackness." Describing the countryside 

Lawrence is drawn to remark: "White and black smoke rose 

up in steady columns, magic withih the dark air" (p. 6), 

and in a description of a churchyard: "There Was a vague 

scent of sap and spring, perhaps of violets from off the , 
\, 
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graves. Sorne white daisies were bright as ange1s. In the 

air the unfo1ding leaves of the copper-beech were b1ood-

red" (p. 8). 

Even in conversation and in descriptions of 

characters this strange insistence on opposition is 

maintained. Sometimes it is quite descriptive and 

comprehensible, as when Ursula says "'1 know' 

looking slight1y d~zzled and falsified, as if she did not 

know" (p. A). So~etimes th~ comment simply outrages logic, 

as when Birkin apçIogizes to Mr. Crich with the thiidish 

" • l'm aiways Iate. • But today 1 was really 

punctual, only accidentally not so" (p. 15). But with 

almost every page the contractions appear. Hermione has a 
? 

"rapt l'ook on her face, t~t seemed spiritual, 

came flom torture, •.• her 

1ike the 

angels, but which rapt face, 

the face of an almost demoniacal ecstatic" (p. 16). 

Ursula is describè'~J as having "that strange brightness' of 

an essential flame that is\caught, meshed, contravened" 

(p. 3). 

It may be argued that the contradictions in "The 
c 

Wedding" are used to portray a wéfrld of disintegration, in 

which no true,. weddlng can take place. But as t.he nove! . , 
continues parado~ and contradiction are employed at Many 

moments, and they are not consistently disinteg~ative 

in effect; they often render complexity •. When Hermione 
.' 
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recognizes the natures of the Brangwen girls as they reveal 

themselves in the dance she "writhes in her soul, knowing 

what she, could not know" (p. 84). 
1 

And when Ursula flnally 

accepts Birkin, the narrator comments: "Yes, she 

acquiesced -- but it was accomplished without her 

acqulescence" (p. 302). Slmilarly, it is flttlng that 

when Gudrun reacts to the "heavy gold glamour" that the 

sunset gives to the amorphous squa10ur of the colliery 

district she should comment: "lt has a fouI kind of 

beauty, this place" (p. 107). Her~remark mirrors the 

ambiguous attractlon of the countryside, and the confusion 

of her mlnd which "suffers from fascination." 

While oxymoron and contradiction May mirror a world 

in dlslntegratlon, or complexlty, thelr use la often 

polntless as in the description of spring. After the 

fiasco of the proposaI, for example, Birkin goes off in a 

"blithe drift of rage" (p. 254). Out for a walk one 

morning the two sistera "drift swiftly" along (p. 39), as 

Birkin does later when he goes to propose to Ursula 

(p. 247). Ursula excapes from Hermione by Wll1ey Water 

and "strays absorbedly" toward the Mill (p. 115). 

The way in which the contradictions are presented 

in Many Qf the examples Is also indicative of the 

stylistic trend in Women in Love. As 1 mentioned earlier, - ..---

the paradox or contradiction is not usually p~~sented in 

the tlght form of adjectlve/noun opposition, ae it 18 in 
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J • 
The Rai n b 0 w. '. In 8 t e ad,,~ ,m a n y par t s ,of 8 pee cha r e e m plo Y e d 

to create oppositions wherever possible. Adve rb s a'nd 

verbe oppose one another, adverbs and adjectives, nouns 

and nouns. Lawrence especially likes to introduce 

contradiction in the "of-phrases" which abound, as in "a 

fouI kind of beauty." Often a modifier is misplaced to 

\ 
give a false expression of paradox as when Ursu}a "strays 

absorbedly"; the adverb does not really tnodify the verb,·, 

12 
but refers to the conditton of the subject. The 

additionsl sense of confusion which the diffuse construc-

tions add to the contradictions ie indicative of the 

tendency toward both expansion and concealment in Women 

in Love. 

Lawrence's use of adjective expansions is closely 

connected with his use of deleted relative clauses, for 

in Women in Love a great number of adjectives are removed 

from in front of the noun and presented in deleted 

rel{ltive clauses somewhere else in. the sentence. For 

example: "They were looking at sorne Indian silk shirts, 

[which wereJ gorgeous and sensual • ." (p. 85). Not 

only does Lawrence often seem to prefer the use of the 

deleted relative clause to present his more colourful 

12 
The use 0\ adverps in adjectival positions and 

adjectives in adverbial positions which becomes very 
common in Women .!!!. Love. See above, p. 37. 

" 
1 
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transformation to introduce ambigultY into his sentences. 

As l have already mentioned, the clause may be removed 

from lts true antecedent, creating a momentary confusion 

as to the word it Is supposed to modify. In the sentence 

"She sat down among the roots of the aIder tree, [which 

wereJ dim and veiled • " (p. 238), "dim and v;iled" 

obviously applies to Ursula. although by position it seems 

to apply to the roots of the tree. 
( 

'1 

The confusions which are introduceà by the 

displacing of deleted relative clauses are reinforced by 

Lawrence's use of apposition, and his use of punctuation 

as a method of conjunction. Both of these latter 

constructions are plentiful in this novel, as they are in 

The Rainbow where they were used to provide parallel 

structure to aid in creating rhythm. In Women in Love, 

how~ver, the rhythmic functi~n is downplayed, and the 

constructions are used in a way that emphasizes ambiguity. 

A random example from rhe first chapter shows the 

construction in its usual form: "But she caused a 

constraint over Ursula's nature, a certain weariness" 

The phrase "a certain weariness" i8 the object 

o,~ "caused," and ia parallel to "a constraint." At the 
, 

same time because of its pOSition, the use of punctu(-

tlon as conjunction, and the omission of the verb, it 
J 

seems to act as a deleted relative clause to qualify and 

,-
\ 

\ 
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descr1be "the constra1nt." 

In the above examp1e, and 1n most usages, the 
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ambigu1ty 1s s11ght, but it is still definite1y present, 

and the effect is 1ntensified by the great number of such 

" 
structures, and the variations between simi1ar structures. 

Lawrence not on1y uses ambiguous appositives, he a1so 

uses a great number of repeated relative clause de1etions 

with the same rhythmic structure. For examp1e, Birkin 

8ays "You can on1y have know1edge, strict1y, of 

th1ngs conc1uded, 1n the past" (p. 79). Again, .the 

relative clause de1etion "in the past" cou1d subst1tute 

for the relative clause de~etion "concluded." But the 

omission of "and," which wou1d give equal.status to the 

sec 0 n d ph ras e, th r ow s the sen t en c e 0 f f bal an ce, and "i n 

the past" appears on fast reading, to modify "concluded." 

The surface similarity of the constructions which operate 

in different ways confuses the understanding. Especially 

~ 

1n the chapter "Breadalby" these constructions tend ta 

13 
It should a1so be noted that a1though the abject 

in opposition does supply a cursus it does not crea te , 
the strong rhythms caused by parallelism in The Rainbow. 

Further ambiguity is often introduced~ fWis type 
of construction when th~ repeated phrase seems ~o 
contradict the phrase of equa1 value which 1mmediate1y 
precedes. For examp1e: "Hermione came down to dinner 
strange and sepu1chra1, her eyes heavy and full of 
sepu1chra1 darkness, strength" (p. 82). , ., 

,~ 
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c:1uster together, b1urring the response. "The ta1k wâs 

~ 

very often politica1 or sociological, and interesting, 

--~uriously anarchistic: There was an accumulation of 

, 

powerful force in the room, powerful and destructive" 
1 

. 14 
(p. 83). A sentence ending in an appositive is 

followed by a sentence using a displaced deleted relative 

clause, and the reader is put off b~lance. The final 

effect on the reader is eitqer one of a numbed disregard 

for meaning, or a fearful struggling after a comforting 

meaning for whi~h he himself must supply syntactical 

or logical connections. 

Several other stylistic devices which Lawrence 

employs in Women in Love reinforce the feeling of 

disintegration of meaning. One of the Most prominent is 

Lawr~nce's habit of splitting the position of the 

subjective appositive, a device which he rarely used in 

The Rainbow. In Women in Love, however, Lawren~e will 

often present such phrases ae "Yes, it le IJ'%;he greatest 

th in gin 1 if e Ilt_ - t 0 k n ow" (p. 78) 0 r "1 t wa s g et tin g 

stronger, it was re-asserting iteelf, the inviolable 

moon" (p. 239). The initial presentation of the pronoun 

"it," and the intervening phrase which separates the 

14 
Note also the separation of antecedent and 

modifier, mentioned earlier, which also contributes to 
the ,feeling of ambiguity and disintegration. 
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pronoun and the infinitive wh1ch it represents makes the 

completed structure project a sense of disintegration 

simi1ar to that caused by the separation of the adjective 

from the noun it modifies. 

The stylistic option which most clearly illustrates 

the way in which Lawrence confuses the style of Women ~ 
1 

Love 18 the deletlon of words necessary to the grammar. 

Some deletion of this type occurs in the earlier novels 

but it appears mainly in conversation and it rarely 

confuses the meaning. In \<Tomen in Love, however, 

~yntactical elements necessary to clarity are simply left 

out of the sentence. lt may happen in moments describing 

psychic disintegration, as when Hermione reaets to ~he 

knowledge of the Chinese painting which Birkin forces 

upon her: "She suffered the ghastliness of dissolution, 

broken and gone in horrible corruption" (p. 82). But Jt 

May also happen randomly, at any moment, " . and a 

pond surged up, no moon any more, only a few broken 

flakes tangled and glittering broadcast in the 

1 

darkness . " • (p. 240), or "There was the paradisal 

entry into pure, single being, the individual soul 

r" 

taking precedence over love and desire for union, s~ronger 
, 

than any pangs of emotion, a lovely state of free pro~d 

singleness " (p. 247). 

Lawrence's simultaneous use of expansion and 

deletion, his use of noun expansions and adjectives, 
, <, 

v • 

,,1 
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appositives, deleted relative clauses and punctuation as 

conjunction, combine, in Women in Lovetta give great 

ambiguity to the prose. The ambiguity is not necessarily 

inherent in the stylistic options.themselves, but is 

produced when they are presented in such great numbers as 

Lawrence uses, and in conjunction with semantic 

1 
contradiction an~ dlsplacement. 

At times these ambiguities enrich the texture of the 

novel by reflectlng the ambiguities and uncertainties of 

the world which the novel portrays. After a11, it 18 a 

world of frustrated potential, of certainties which are 

incomplete, and perfections which must disintegrate, and 

the syntax often reflects the complexities of such a 

world with suggestive richness. The reticence and thinness 

which i9 part of this prose 18 only to be assessed clearly 

when, at moments of crisis or communion, Lawrence tries 

to return ta the physical imagery and rhythmic construc-

tions which he used so tellingly in The Rainbaw. l t is 

significant that the rhythm and diction of such passages 

remind the reader of the essentially abstract and non-

physical images associated with the reveries of Will 

Brangwen: 

After a lapse of stillness, 
aft'er the rivers of strange 

dark 
fluid rlchness had passed over her, 

f"loodln's, ~ 
carrying away her mind and 



flooding down her spine and 
down her tknees , 
past her feet 

a strange flood, 
sweeping away èverything and 
leaving her an essential new being, 

she was left quite free, 

15·5 

she waB free in complete esse 
her complete self. 

Women in Love, p. 306
15 

1 
But even such thin echoes of The Rainbow are UnCommon in 

Women in Love; far more common are the complexities wh~ch 

prese/nt the same ideas a few sentences later: "There were 

strange fountains of his body, more mysterious and potent 

than any she had imagined or known, more satisfying, ah, 

finally, mystically-physically satisfying" (p. 306). The 

vague modifiers, deleted relative clauses, broken rhythms, 

awkward conjunctions of opposites and disjointed ~yntax 

are typical of the general style of Women in Love. 

In summary, it seems as if Lawreace's moaifications 

of syntax in Women in Love reflect very closely the 

15 
lt is interesting to note the use of the "ing" 

construction in this portrayal of a moment of union. The 
use of the "ing" construction as participle, gerund or 
ge~undive is 'an interesting preferenc~, for, especially 
as A verbal noun, such words unite aspe~ts of the noun 
and" the verb, th~ state and the action, into one. Tpey 
are most powerful in presenting the Immediate moment of 
action, when one cannot tell the dancer f~-om the dance. 
Lawrence often chooses the "ing" cons tructions in his 
early novels, and their presence i8 especially notable in 
The Rainbow. They are much less common in Women in ~. 
Compare the first fifteen pages of the two later books 
for an indication. 
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conf1ict between his theories on individual expression 

a~t communication which plays so large a part'in the novel. 

1 

L.wrence chooses to maintain his theory that words should 

be a product of the individual Interacting wlth the moment, 

that they promote individual growth, and that they should 

be conducive to communication. At the same time he shows 

that words are incapable of expressing the individual and 

communicating his meaning. He shows ~hat communication by 

means of words 18 to be feared. In the 8ame way the 

syntax uses expansion and deletion, revelation and 

concealment. 

In the "Foreword" to Women in Love D.H. Lawrence 

writes: 

The struggle for verbal consciousness should not 
be left out ln art. It is a very great part of 
life. It ls not superlmpositlon of a theory. 
lt ls the passlonate struggle into conscious 
being. 

--------" ~ 
Women ..!..!!. Love, p .' vi i 1 

Ye t, i n ale t ter t 0 L a~d y a t toI 1 n e Mor r e Il ( 30 Oct 0, ber, 

1916), speaking of Women ln Love which was almost complete, 

\ 
Lawrence talks of his hesitation in communicating ~is 

ideas to others, a hesitation which he was to express 

repeatedly, and whlch would alter the style of his 

writing from thls point on: 

(TheJnovel ls another world, in which 1 can 
live apart from this fouI world whlch l wlll 
not accept or acknowledg~.~·.or even enter. The 
world of my novel i9 big and fearless -- yes, 
1 love it, and love it passionately. It only 
aeems to me horrib1~ to have to publish it. 

Collected Letters. p. 477 

, 1 
f 

i . 
~, 



CHAPTER FIVE 

AARON'S ROD AND KANGAROO: 

THE FEAR OF COMMUNION 

Aaron's Rod and Kangaroo are much flatter in style 
,_ 1 

than Women in Love. Although the patterns of stylistic 

options show few very significant changes~ Lawrence does 

1 

not order the transformation~ in the way that he did in 

previous novels. There are very few of the rhythmic 

coostructs which gave The Rainbow and Women in Love 
\ ~-. , 

emotlonal power; Lawrence does not necessarily use 

appositives, deleted relative clauses or simple sentence 
r ,

structures for parallelisme The stylistic tricks which 

projected complexity and ambiguity in Homen .!..!!. "Love are 

also largely absent. The a~jective is seldom separated 

from the noun; ambiguous modifiera do not appear often; 
\ 

there 1~ one ~xample ,of true oxymoron in the t~o novels. 

In contrast ta the prolixity of the two preceding novels, 

the syntactic units in Aaron's Rod and Kangaroo appea~, 

on the whole, very short.' Run-on sentènces still appear 

as frequently, and there ""Sre a great number of sentence 

fragments and one word exclamations. In structure, as a 
" 

whole, the prose seems very' straightforward and easy. 
1 

( 

( 

:.l 
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In Kangaroo Lawrence indicates that he knew ex~ctly 

what he was doing. Hè intr~~uces an entirely superfluous 

chapte r en t ft leà .tB! ts" in r~, 1 ch Richard Lovat Som. rs 

admires the stylé of ari Aus,tralian newspaper. The paper 
j ,l-J. 

ie made up of unconnected "bits" of i1\formation, news and 

goesip presented in a straightforward, economical style. 

For Somers,'the style represents "the laconic courage of ,-
'1 

experience" (Kangaroo, p. 2,77). Lawrence comments that 

"Somers liked ehe straightforward, laconic 

eeemed to him cianly and w\t~~ut trimmings. 

style. It 

Put ship-shape 

in the office, no doubt" (p. 276). The comment makes clear 
,. 

that Lawrence at this point thinks a straightforward, 

unambiguous prose "manly"; it avoids "feminine" emotional 

power; it has t'he virtue of the rinrpr~_~sonality of the 
~ 1-' 1,1 

business world and the office. 

It .ls not dlfficult to see Lawrence's preference 

for an "impe..rsonal" and-"manIy""'styIe as ~n extension and 
" 

a result of the fears of the emotional and coercive powers 

of words in communication which are dramatized in Women in 

Love. Certainly~ in both novels great stress is laid on 

the suffocating powers of emotional and verbal communication, 

and much stress i~ l,aid on the search for an "impersonal" 

mode of communication, or a way of community which does 

not threaten ind~viqual integrity. 

The link between Women in Love and the two later 
-..,.. ---

novels, i~ both style and attitude to words, ie naturally 
o 



l . 

~ 

. , 

159 

1IIore noticeable' in Aaron's Rod. The style shows few 

81gnificant variations between the novels in the expansion 

transformations. There is a~oticeable reduction in the 

number of adjectives and adjectival expansions but thls ls 

/' slightly offset by the increase in genitives and of-phrases, 

-the increase in noun replacements, and the renewed variety 

f 

in verb expansions. In the deleting and conjoining 

transfor~ations-the changes are more telllng. The deletion 

of common elements equal~ the use ,of "and," "but" and "so,'" 

in a way that i8 reminiscent· of Women !!!. Love; the drop in 

series, appositives, relative clause eletions, and 
" 

conjoining punctuation accounts for t e app~rent drop in 

the deletions here: But there i5 a s rprising increase in 

the deletion of necess~ry words; the igures for Aaron',s 

Rad are almost d~uble those for Women in Love. Such ----
deletion implies that the sentences a e not only s~raiJht-
farward and bru5q~e. but, irt cutting ut w6rds neceesary 

o \ 

1 

ta the ~yntax, run the risk of becomi g lac"nic to the 

point. of obscurity. 

The attitude t~ words expresse 

shows a movement from, the early criti 

the fear of communication expressed i 

a ty~e'of reticenca and evasiveness 0 

of words. The ffret five chapters al' 

all the' criticisms and' communication . 
pres~nted in hii early novels. In th 

\ 
n's Rod 

~'--I---

ords, thr ugli 

Women ili Love to 

cas i a n e dl b y the Clf 

are 8 tait e me Il t of 

hich Lawrence 

al' 

home Millicent and 
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ber mother do not use words wh1ch 1nd1cate th~1r actual 

feelings; the conversationalists in the pub make 

pronouncements on subjects on which they'are not in any . 
way quallfled to $peak; and the Brlcknell party's 

conversation i8 not complete,' nor 'ls It coherent, nor does 
, 

it convey'any information from one character to another. 

The five chapters of criticism of words prepare the 

reader to see Rawdon Lilly as a saviour. He ls articulate 

and aware of the power 9f words, and he seems honestly 

interested in the truth of what people say. Jlm Bricknell 

reinforces the reader's expectations of honest expression 

and communication when he says to Lilly: " l sud d ~,n 1 y s a w 

that if there was a man in England who could save me, it 

w a s y 0 u" ( A a r o,n 's R 0 d, p. 6 7) . Lilly's "certain belief in 

hlmse-lf as 8. saviour" does nothing to contradict the 

impression. 
'~ 

In response to Bricknëll's request Lilly sincerely 

and conscientiously tells Bricknell'what he thinks is 

wrong with his life, and advises him on what he must do to 
( 

save himself. ln fact, Lilly does .what Birk,tn refu'ses to 

do with Ge~ald and Gudrun. As a result of this sttempt 
n 

at communication, however, Bricknell strikes Lilly a hard 

blow in the ribs. 

The reason for the failute to ~stab1ish two-way 
. ' 

communication 1s obvious in thè conte~. L111y's 

\ 
pronouncements deny any dignlty and worth in the other man. 
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Lilly do es not give informatibn to the other man, but 

dominates him, as if he were not there, robbing Bric)nell 

of integrlty and self-responslblilty. As a reault, 

Bricknell rejects the words, ~nd the man. 

Tanny's comments emphasize just how much Lil1y's 

words are the expressions of a ~an in isolation t using 

worda to control others: "Of course, [she says t] you 

mustn't expect to say aIl those things without rousing a 

lIIa,n" (p. 77). " You can't say th~ things you do . . 

w1thout their having an effect you know",; You've had an 

answer for once. Usually you don't'get-an answer you 

know" (p. 78). Then she turns to Bricknell and explains 
, ...l 

that usually Lilly "goes on without considering the person 

he's talking to." Afterward she berates Lilly' and insists 

"You sbouldn't play at little Jesus, coming so near to 

people, wanting to help them ll (p. 78). The lrony here, 

of cours~ ls that Lilly Is no little Jesus; he fails 

utterly as a savlour because he does not communicate with 

men; and he cannot communicate because he can only use 

worda to dominate in a way that smacks of the mor~l 

bullylng he later says that he hates. 

The incident vith Lilly and Jim Bri~knell presumes 

to ~stablish that words are ineffective as means of 

communication. In several exchanges with Aaron it 18 

imp11ed that they are' divorced from the truth of human 

experience as weIl. For example, after Lilly has.been 
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expounding his ideas"about life to the recuperating Aaron, 

his patJent replies:/ 1. 

You talk as if you were doing something 
special. You aren't. You're no more than a 
man who drops into/~ pub for a drink, to 
11ven himself up a ôit. Only you give it a 
lot of names, and make out as if you were 
looking for the philosopher's s~one • 

• you talk, and you make a man believe 
you've got something he hasn't got. But where 
1s it when it co~es to it? What ha.e you got, 
more than me or Jim Bricknell? Only a bigger 
choice of words, it seems to me. 

Aaron's Rod, p. 98 

In response, Lilly says nothing. He continues on 

his own tack an~ tries to brush away the questions. He 

insists that his way of life enables him to possess his 

own soul. With sorne acuity Aaron again counters the 

argument and points to the fundamental discrepancy between 

what Lilly says to be the truth of himself, and what 

actually is the truth: 

Yes. • [you possess your own soul] when you 
only stand and talk about it. But when you've 
got no chance ta talk about it -- and when 
you've got to live -- you don't possess your 
soul neither in patience nor in peace, but any 
devil that likes possesses you and does what it 
likes with you, while you fr1dge youtaelf and 
fray yourself out likè a w01jn rag. : 

Aaron's Rod, 

In the arguments against Lilly Lawrence picks 

point fit'st suggested by Ursula in Wornen ln Love that ----
wotds and actions are separate entlties. But he goes 

even furthe r and suggests that words may not reflect 

truth of man or of his condition, slmply because the 

p. 99 

up the 

the 

act 
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of using worrls separates man from his condition, and 
1 

enables him to falsify it. 

With such a negative value attached to words it i8 

little surprise that when Lilly discussea the necessity 

of community, he deecribes that conditidn as "being 

together with someone else in silence, beyond speech" 

(p. 99). Lilly's conception of communion as being ailent 

i san ex te n s ion 0 f Bir k in' sai tua t ion '1 n W 0 men in L 0 ve • ----
Birkin finds himself close to Ursula when he stops talking 

about closeneas. With this novel, such a conclusion is 

logleal, glven the !lmitatlons of words which have been 

deseribed and discussed up to this point. 

The value of w~rds in expression and communication 

Is discounted throughout the novel. At the same time the 

novel portraya a search, not for a means of communication, 

but for a means of expresslng community that does not 

contain the threat to integrity inherent in words. The 

only non-threatenlng medium suggested, however, ia the 

l Impersonal whistling of Aaron's flute. 

1 
Touch is another mode of communication which la 

suggested, especlally in the scene in which Lilly massages 
Aaron with oi1. But ~ouch, in this incident and in Aaron's 
sexual experiences with the Marchesa and with Josephine Ford, 
ie assoclated expllcitly with power and bullying, the 
domination of one individual by another. As Lilly's treat
ment of Jim Bricknell suggests, and his commente to Tanny, 
Aaron, and to the group in the cafe confirm, Lilly i8 
fascinated by the idea of a communion with power. But a8 
his second comment in the cafe shows, he a1so loathes 
bullying. Aaron's ability to communicate with the flute i8 
cat'efu~lly diRsociated fro'tn any suggesti.on of power or 

/ usurpation of anothe~'8 identity. 

,1 
\ 
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The scene which presents the flute song 

communicating to the Marchesa is carefully con~rived to 

show the absence of any interpersonal bullying. Aaron 

plays his solitary flute anp the Marchesa listens in 

another room, where she cannat see him. The situation and 

the description of the playing suggest th~t Lawrence's 

understanding of expression and communication, always 

extremely personal, was, at this time, idiosyncratic in 

the extrerr.e: 

It was a clear, sharp, lilted run-and-fall of 
notes, n~t a tune in any sense of the word, 
and yet a melody: a bright, qu~ck sound of 
pure animation: a bright, quick animate noise, 
running and pausing. It was like a bird's 
singing, in that it had no human emotion or 
passion or intention or meaning -- a ripple 
and ,poise of animate sound. 

Aaron's Rod, p. 223 

The mus~ is impersonal; it does not have the emotional 

contént which Lawrence feared in the maké-up of words. 

nor does it have the intel1ec~ual content. Instead, the 

flute expresses "livingness" in its most abstract form, 

( 

and at this point, abd expressed this way in music, 

abstraction is not thought of as life-denying, but as 

life-giving. The expression of livingness, and the power 

of communication, are now limited to abstract gestures. 

The music is not threatening; Interpretation Is completely 

free ta each individua!. Because it 18 free of the 

d~~d8 for emotional and intel1ectual response of words 

i t· i S 8 e en as t rue 1 i vin g , co mm un 1 (: a t ion, no t Bi m ply 8 B 
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a na r r 0 win g 0 f the po s S 1 b i 11. t, i e 8 0 f exp r e s s ion and 

communication in response to "p~rsonal psychic' demands: 

~
[The Marchess] •• " see'~~d 1ike one who had 
een kept in a horrible enchanted castle --

. 0 r y e ars and y e ars , 0 l\IJ a h 0 r r i b 1 e en cha n t e d 
castle, with wet walls of emotions and 
ponderous chains of feeli'ngs and a ghastly 
atmosphere of must-be. I~When she heard the 
flute-musicl She felt she had seen through the 

- 1 

opening door a crack of sunshine. •• 

165 

Aaronts Rod,,'p. 224 

climax of the npvel suggests a radical 

innovation ~wrence' s loncePt of words, created in 

response to the ~r of communication, In a discussion 

in a cafe Lilly to express himself, but also 

as "a s 'C, r e,e n sn d a b 1 i n d, t 0 h 1 d e h i s 0 pin 10 n s f rom 0 the r s . 

When he 18 first pressed to his soLution to the 

pro b 1 e ms b e s.e t tin g the w 0 r 1 d , 1 Y s P e a k s 0 f a c ctm m u n 1 0 n 

of power, with men submitting to they 

instinctively recognize as their When 
If 

opposition ls raised, however, he disclaims hi words and 

affirms that he believes in individusl responsibillty and 

integrity and loathes bullying. Despite his disavowal, 

he 1ater makes c1ear to Aaron that he firmly believes his 

firat statement. The second statement is used as a blind 
\ 

and a screen, although it ls probable that his intellectual 

consent ls given to thls a1so. 

That words shou1d be used as a Blind, to mlsIead 

t,' .. others and protect the speaker, ls a curious suggestion to 
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come from a writer whose first five novels uniformly 

condemned characters who did not express the truth of 
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thems el ve s • But the suggestion is a logical extension of 

Lawrence's criticisms of words and fear of communication. 

CuriGusly, however, despite hie ever growing fear ~-

and rejection of words, Lawrence still includes a scene 

which wistfully suggests that words are of sorne value in 

the development of the individual. Lost and tormented in 

Florence, Aaron writes an agonized letter to Sir William 

Franks which tells of his hatred of the world. It ia an 

1nappropriate let ter to a casual host whom Aaron rather 

disliked. Nevertheless Lawrence implies that such a 

let ter 1s a form of expression necessary to Aaron at this 

point, although he denies that the letter has any valu~ 

as communication Il • f in the dryneas of a withered mind 

Aaron got it out of himself. When a man writes a letter to 

himself, it ia a pit Y to post it to somebody else." Then 

he adds, "Perhaps the same is true of a book" (p. 256). 

Despite his encroaching fear of words and communication 
r 

~awrence still lingers, unwilling to give up his primary 

idea that words have value in expressing the individual. 

~angaroo, written in six weeks, from 3 June to 

2~ July, 1922, continues to develop the att1~~des to words 

" presented in Aaron's Rod. The no'el reta~ns a wistful 

.ense of the possible value of words in self-expression, 

e8pec1ally in the chapter entitled "Bits." There 18 also 
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a rather tentative assertion that the inarticulate 

communication of The Rainbow, here called "vertebral 
1 

consciousness" is neces$ary to man (p. 31). " • the 

greatest of great individuals must have deep throbbing 

roots down in the dark red soil of the living flesh of 

humanity." He must be "forced to live in vivid rapport 

with the mass of men. If he denies this, he cuts his 

roots" (Kangaroo, p. 308). But the theme and the action of 

the book deny any value either to expression in words or 

to "vertebral" or any other kind of communication. Richard 

Lovat Somers demonstrates an almost hysterical fear of any 

kind of communication, vertebral or verbal, and the 

narrator approves of and supports this fear. As a result, 

words are seen as a means of controlling and shaping the 

hùman experience for defense of the individual. Somers i9 

1ed to condemn the lower classes for their "lack of 

reserve" which threatens to enguIf him. and to prefer the 

upper classe~~~~~ though they misuse words in a way 

Lawrence has condemned until Aaron's Rod. Lawrence 

comment9: 

Perhaps the best of the upper classes have the 
same intuitive understanding of their fellow 
man: but there i9 always a certain reserve in 
the reeponse, a preference for the non-intuitive 
forms of communication, for deliberate speech. 
Wh a t 19 no t sai dis s u p p 0 s e d no t t 0 ex i st: 
that le a1moet code of honour with the other 
classes. With the true common people, only that 
which i8 ~ said ia of any vital significance. 

Kangaroo, p. 32 

" 
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W1th the upper classes words are not a maans of self-

expression or a mode of communic~tion; they are a rneans of 

cont~rolling and shaping the human exper~n-e'E(:' a meana 
\, 

which ls not necessarily faithful to the truth of that 

experience. "What la not said ie supposed not to exiet;" 
1 

. 
and obviously, what is said Is supposed to be true. In 

every novel to this- point Lawrence has condemned such '. 

uses of words to misrepresent the human experience; no~ 

\ 
he approves of it, and Somers consistently uaes words t~ 

confuse, ta control artd to evade. in order to preserve hls 

2 
"f1erily cold isolation." , , 

, 
1 

The confusion and evasion in Som~rs's speech i8 '\ 
reflected in the overall style of Kangaroo, which combines 

the .complex structures of Women in~. and the 

straightforward order and increased variety of Aaron's Rod 

with a great inçrease in the deletion of words necessary to 

the meaning. Kangaroo resembles Women in Love in Its 

return to a high incidence of appositives, relative clause 

deletion, and conjoining punctuation. However, even with 

an intreased'number of the structures which gave'Women in 
1 

L~~~,its complexity and ambiguity, tHe straightforward 

2 
This i8 the firet major use of oxymoron ainee 

Women ~ Love. It is similar to the examples of oxymoron 
in that novel in t~at it does not partlcularly signlfy 
the balance of coJflicting forces or the clash of opposites. 

". 
", 

) ,. 
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quality of Aaron's Rod is not altogether lost; the reversed 

sentence order is most prevalent in the chapter "The 

Nightmare," and it lB used for emphasis and effect, ;rather 

than ornarnental stylistic variation or confusion. Also, 

the deleted relative clauses and the appositives are not 

so consistently displaced as they were ln Women ~ Love, nor 

do their meanings introduce contradictions into the one 

sent'nce: "His old house, rather ramshackle, stood back a 

little way from the cliffs, where the moor came down 

savag ly to the sea, past a dt;serted tin mine" (p. 237). 

The evasive quality of the prose iB not introduced 

in the C:tomplexity, as it is, say, in Women .!E. Love, but in 

the widespread deletian of necessary wor~s which is 

approximately three times as great as it Is in Women in Love. 

Even the deletion, however, does not serve to confuse the 

meaning, but simply ta give a brusque tone to the prose. 

The deI et Ion do e s ~ ~ : ~:- ~_ the mi d dIe a f sen t en, ces as 

i t cl id gen e rally in wamen~~,si~e';--!It.ê! ~_a dit a c c urs' a t the 
~ '. 

beginning of sentences, and the su ct or sô~~times the 

Jtubject and the verb, are totally cut off. Often, 
, 

\ 

- g e nt e n ces b e gin w i th.· -a pas t t en se, and combine simplicity 

of speech with aJ~)ightly evasive quality. Examples are 

pepp e red th ~,~il-;~out the nove 1 : "The day was Friday: 
~ , ~ 

they 

must leave on Monday by the Great Western Express. Started 

a.bitter rush of packing" (p. 250). 
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I~ At moments of extreme stress, or where special 
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emotional effects are required, Lawrence cuts out both the 

subject and the verb, and presents sentences which are, 

on the who1e, strings of evocative nouns: 

ft t wasJ London -- [i t wasJ mid-war London, [in 
which- there wa~ nothing but war, Ethere was nothing 
bu tl war. rI t wasJ lovely wea ther, and [there were"'l 
bombs at mid-day in the Strand. lt was summery ~ 
wea ther., [1 t wasJ Berkshi r e -- [ther e wer eJ a eroplan es 
-- [it,lias] springtime. He was aS""if [he were] 
blind; he must hurry the long journey back to Harriet 
and Cornwall. 

Kangaroo, p. 235 

The nouns are juxtapo~ed to emphasize the emotional 

connotations of each word,~ "Aeroplanes" and "springtime" 
\ 

gain in intensity by being placed next to each other. But 

the total effect of the passage is that of evasion. lt is 

as if brevity were used to restrain the emotional impact 

of the words, an impact which would otherwise be Intolerable. 

The style tries to evade the full meanings of the words 

Just as Somers sees England at war as if he were blind, 

and evades realization by hurrying back to Cornwall. 

The evasive quality of the style may have some 

connection with the phenomenon of "style attractiôn" whiCh'" 
" 

i8 f ir st no ticea bl e in Women in Love and b ecomes a dominan t ~" 

force in Kangaroo. In Women in Love it ia noticeable that 

the style of the characters' speeches tends to approximate 

the narrative style. This iè,especial1y true in the case 

of Birkin, and oft~~ holds with Gudrun, and Ursula is we1l. 

In Aaron's Rod, Lawrence still retains a sound ear for the 
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.. 
nuances of childish sententiousness, meaningless small-

talk, or cafe banter, but Lilly, the main spokeaman, 

echoes Lawrence the narrator at every turn. Aaron, as his 

mir l' 0 l' i m 8 g e, i 8 0 f t en m 0 s t 0 ~l 1 g 1 n g 1 y s 1 1 en t, but a t 

Sir William Franks' house at Novara Aaron amazingly becomes 

articulate ln tte same style as Lilly, and remarkably 

repeats Many ideas in the cadences La~rence was using in 

his letters of the time. In Kangaroo it Is almost bizarre 

to hear Somers, Kangaroo and even Wi1lie Struthers talking 

in the same periods and repeating idea~ which Lawrence 
o 

either accepts at the moment or has accepted in the past 

and now wishes to ridicule. More and more the characters 

tend ;0 become dramatized aspects tf Lawrence himself; 

aQd the actions a recreation of Lawrence's experiences and 

an externalization of his internaI conflict,s; as this 
, 1 

happens the style of conversation and the style of the 
, 

narration merge. 

The form of deletion in Kangaroo reflects the 

merging of style attraction. The deletion concentrates on 

the deletion of sub1ect or subject and verb in sentences 

in which the main emotional impact is not carried by 
\ 

,\ these structures • .. It ia reminiscent of the deletion in 

normal conversatio~ or in talking ta onese1f, where al~ 

1 

l 
\ 
l~ .. { 
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but the significant words are deleted. 
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Other transfOImations rein force the effect of the 

conversational style suggested by the etraightforwardness 

of the order and the choice of deleted material. In the 

first chapter l mentioned that the number of contractions 
~ 

appea~ing in the narrative gave Kangaroo a conversationa~ 

flavour. The use of unnecessary conjunction at the 

beginning of sentences, and the use of sentence fragments 

and embedded sentences separated by conjoi~ing punctuation 

a1so adds to the conversational effect." 
~ , 

The connection between evasive conversation and the 

increased use of "there" and "it" inversions and passive 
1 

constructions ie also easy to see, Actually Kangaroo 

simply continues and intensifies 'a tendency toward increased 

use of passive and negatlve construction which was begun 
1 

in Women in Love. In Kangaroo, however, the statistics 

are again slightly mis1eading. The statistics show a 

1 

81 i g h t d r 0 pin the use 0 f the "t h e r e " in y ers ion, b ut the 

t li 
i~plicit use i8 much higher than the figures. ~"any of the 

deleted subjects and verbs are "there was" or "there were," 

and even the implied use gives a more passive flavour to 

the deleted sentences. 

1 

3Note commenta on deletion in convers~tion in the 
early novels, above, p. 3~. Note a1so Jacob Kasan1n's 
Language and Thought in Schizophrenia (Berkeley, California: • 
University of California Press, 1944). ' 
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The total 8ty1isti~ p4ctu~ in Kangaroo is one of 
\ 

great complexity. Richness is mai~i.ned in the variety 

of transformations ",-,sed; simplicity ~~.' directness la. 

8ene~ally fO$tered in the ordering of th~ sentences; forte-
~ 

1 s g en e rat e d i n the deI e t ion san d con t ra c t ~,n s • At the 

h 

same tim~~ howe~er. the hlgh frequency o~ pa~~~yes. " 
"the~e" iaveraiç>ns, negatlons, and even the de~eti&...ns Injeet 

1 ... \ 1 

'~'h~ ~rlier -

. "~ 
a note of passivity and evas~on not present in 

n'Ovels. 

l' ............ ~ 

The contradictory notion. of force and eva.ion in ~~ 
the style ~re paralleled by the conceptions of words which '~~ 

in some ways structure the novel. Throughout Kangaroo, 
, 

Richard Lovat Somers, that hero who Is so pàtently a 

Lawrence surrogate, uses words to control and to evade. 
, ' 

~hey are his main weapon to keep at bay an environment 
\ l, 

which ~ould otherwise encroach and absorbe For example, 

when Jack Cal1cot~ tries to tell about the Diggers h~ 

tbreatens ,Samers by the power o~ his emotional appeal and 

by his wordless co~prehension o~ the Englishm~n. Finding 

his ieolation crumbling, Som~s attacks with wo~ds in the 

same way,as Gudrun did in Women in Love. Soundlng 

aggre~sive while tfying to hi1e his weakness, he cries: 

-"But 1 dontt know w,hat:- it means. • Everything! it m~ans 

s,o~ much that it m~ans noth1ng" (p. 52). 

Later, confrol)ted witn Jack 'and Jaz in their 
... <... ~, 

enthusiasm, he aggreés~~ely uses worda to eva~~: 

,. 



t 
liDo you yourself real1y care ~bout anything, 

Mt'. Somers?" ld~manded jack]. 
Richard turned aqd looked at him for a moment 

ln the eyes. And then. knowing the two men were 
tr~lng to corner hirn, he said cool1y: 

"Why, yeso 1 care supretne1y." 
"About wha-t?" Jack's question 

-drop of water falling into water, 
struggling with himself. 

1 

was soft as 
and Richard 

a 
sat 

"That," he answered, "you either know or don't 
know. And if you dori't know, it would on1y be 
words my trying to tell." 

There was a silence of check-mate. 
Kangaroo. p. 

ln the same way, 
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the questions of others, 

clipping speech, refusing to answer 

./ 
or refusing to u~ speech at aIl , 

" i8 seen as a good way of 
~.< 

evading the threat Inherent in 
, 

other's speech. For example, throughout the novel Somers 

is sfraid of Kangaroo's voice which has the ability ta 

~nchant the emotions (p. 94). 
) 

Somers evades the emotional 

appeal of the voiee (and of the words) by refusing ta 

ansWér. The first example is indicative, but not crucial: 

'''But is love the only inspiration of creative 
aetivity?" he [Somersj asked, rather feebly. 

"This is the first time l have heard it questioned. 
Do you know of any other?" said KangJioo. 

j Somers though t he did, but 'he' was no t going to 
give himself away to that sharp weapon of a voice, 
80 he did not answer. ' 

Kangaroo, p. 132 

ln Somers' 
t,,"" 

1aet two interviews with the dying 

Kangaroo the refusa! to Rpeak la more crltical, and ia 

defended in a way that iB more amblguous. Samers' actions 

4 
No~e of Somers' aggressive,retorts are very clever 

or very powerful hut the receptions accorded to them indicate 
that Lawrence obviouely meant them as crushing rejoinders. 

j 
,) 

l 

" 
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in going to the hospital, in bringing the present of shells, 

and in having a discussion with Kangaroo aIl show a 

consideration for th~ dying man, and an att~thment ta him. 

Yet Somers will not say in words that he loves Kangaroo. 

The first reason t~at Somers gives seems truthful, though 

its logic is suspect . He will not say he loves because 

"it simply makes • • [himJ franSie and murderous to have 

to feel loving" (p. 333). Somers does not want human 

conneetion; he i5 truthful enough about that. But he is 

a1so employing Lawrence's old idea about the ~dentity of 

action and speech. Ta say he 10ved wou1d mean h-~ld 

have to love, or rather would be forced to be in the rather 

cannibalistie communion of power which Somers sees as love. 

But assertion in speech is not the same as compulsion. 

Not reeognizing this, Somers becomes so frightened of 

Ben Cooley that he secretly wipes hie hand to rid it"of 

any taint of the dying man. 

At the second meeting Somers diseovers at the moment 

of cri sis th a t, he do e s no t 10 ve Kan g a r 00, and he ex cu ses ,\ 

himself trom saying the words because they would not be 

true. In the cireumstances, and with the histor)" of h,is· , 

evasions in the rest of the novel behind h~m, th~ argument 

that he must speak the truth sepms weak. The argument il? 

further weakened by Somers' actions, for he immediately 

, 'v 
withdraws fron contact with the other. Wor s"e, when' 

'., 
Kangaroo makes the immoral yet tfuthful assertion that; 

S 
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Somers has k111ed h1m, Somers protects hlmself by saylng 

as a talisman "1 haven't killed him at aIl," then putting 

the thought from his mind. In contrary fsshion, Somers is 

using words as a magic spell w1th the power to change 

rea1ity. 

The most accurate assessment of the situation is 

made by Jack in his "rough and ready" condemnation which 

so angers Somers: 

But l suppose sorne fblks is stingy about sixpence, 
- and others is stingy about saying two words that 

would give another poor devil his peate of ~ind • 
• But l suppose chaps from the old country 

are more careful of what they say -- might., give 
themselves away or something of that. 

Kanga roo, p. 346 

Jack'e comment puts Somers' rationa1izations into 

perspective since, according to aIl the evidence of the 

book, it seems most true ta surmise that Somers, with his 
. 

fear of communion, refuses ta speak simply through fear of 

literally "giving himself away." Somers presents two 

n 
apparently moral arguments' as a rationale for his actions, 

but these arguments are revealed as spurious, simply a 

caver for the oresl motivation. Somers actually ls USlng 

speech to protect himself from others and ta cre&te a 

false substitutè for the truth of the moment. S<1mer!';, and 

Lawrence. here ~alue words as they can prote~t ~~e isolati~n 
of the individual. Words are seen to sorne extentf as an 

evasion 'of human realit" as they were by Gudrun Jartd 

Loerk~, and thi8 18 not condemned. 

... 

>f 
When the y a~ valued, 
" 41 

/ 

1 
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they are accepted as they express the Inhuman and impersonal, 

and are devold' 0~ the human implÙ~-ations of the moment 

emotlon and meaning. Somers' relation to the language of the 

sea Is as signiflcant ln revealing hls attitudes as the 
J 

Marche8~'s reaction to Aaron's flute music in Aaron's Rod: 

) 

After aIl, he knew ~he end1ess water would 
soon make him forget. It had a language which 
spoke utterly without concern of him, and this 
utter unconcern gradually $oothed him of himself 
and of his world. 

Kangaroo, p. 154 
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CHAPTER SIX 

THE PLUMED SERPENT: 

THE ESCAPE TD SOLUTIONS 

~ Plumed Serpent extends the ideas of words and 

language presented in Aaron's Rod and Kangaroo. The 

threat to individual inte~rity found in communication is 

evaded, and the theory of words as individua! expression is 

maintained. In sorne ways theories proposed are evasionsj 

Lawrence limits and dis torts his vision in order to achieve 

partial solutions and to hold two opposed attitudes to 

words simultaneously. But the evasions and dissociations 

result in a revitalization of earlier theories of words, 

and a relative clarity and lack of passivity in the style. 

Wor4s are evaluated in two ways in The Plumed 

Serpent: as social phenom~na and as relfgious phenomena. 

The presentation of words as Bocial phenomena ia in 
, 

some ways a repetition of the ideas of Aafon's Rod and 

Kangaroo, for words are seen ae agents which isolate and 

restrict each individual and threaten individusl integrity. 

T~e first step in Kate Leslie'e development, before she 

meets Don Ramon, is that she sees th~ power of words to 
\ , 

restrict individual perception and dev~lopm~nt. Kate 

recognizes that th~ people she has known are not complete 

t ) 
~ 

~ 

1 
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individuals; inetead, they are 

Half-made~ like insects t~at can run fast 
and be so busy and suddenly grow wings~ but 
which are only winged grubs after aIl. ' 
Spinn~ng a great lot of words, burying themselves 
inside the cocoons of words and ideas that they 
spin round themselves, and inside the cocoons, 
mostly perishing inert and overwhelmed. 

179 

The Plumed Serpent, p. 115 

~rs. Norris's party at Tlacolula provides a good 

illustration of. the way in which woras and ideas restrict 

the individual. Almost every person present at the tea is 

insulated in a tight coco on of pre-conceptions and pet 

theories which alter his vision, his response, and his 

expression of himself. Judge Burlap is unable to admit 

that jade can be any colour other than green, although he 

has in front of him examples of jade w~ich are not green. 

Mrs. Burlap ie unable to do anything but make polite social 

gestures. Even Kate ts caught up in the atrnosphere of the 

f 
party and is unable to express her dislike of the Am~~ican 

couple until they have left in the tram-car. 

Lawrence extends the ideas presented in Aaron's Rod 
1 

and Kangaroo, by suggesting that words are rnerely surface 

and restrictive s~ciaL gestures which are dissociated from 

the pe~~on who uses them. 
~. 

The dissociation Is emphasized 

in his treatment of Don Ciprianp, General Viedma. Rach 
1 

time Cipriano appears Lawrence ia careful to point out 

that Cipriano's words, are a mere surface accomplishment; 

. 
they never express the man or communicate h,is eSRence. ' 

1 

1 

.. 
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The 
, 

time )eate meets him ~e admires". 
" 

• hie 

beautiful cultu~e~ ~nglish, that was nevertheless a tiny 

bit like a parroL talking." At the! same time she decides 

that "he spoke like a man who had something in reserve, 

who ia only half attending to what he hears, and even to 

his own answer" (The Plumed Serpent, p. 43). At the 

second meeting her opinion i8 reinforced, and she decided 

that "He wasn't really expressing himself. He was only 

flapping 'at the white oil that ley on his surface" (p. 89). 

In his relations with others, Cipriano's words me an 

very little; in fact, he avoids speech whenèver he cano 

Later, when he is married to Kate, she notices that he does 

not like talking to her in any serious way. When she wants 

to talk seriously hé flashes a c~utio~~, dark look at her, 

and goes away (p. 438). Kate realizes that "His words said 

'nothing; would never say anything" (p. 335). 

Because words are sh'own' as dissociated social gestures 

the faculty of communication i9 not associated with them in 

any way. Communication is instead limited to a psychic , 

r e a 1 m sim i 1 art 0 the " sen sua 1 d a r k n e s s" 0 f' The Rai n b 0 w 0 r 

the "vertebral c:onsciousness" of K{!ngaroo. Like the two 

previous states, "commuGication" is sssociated with 

individual perception of paychic ~tates and intuition, and 

-
ia not verifiable by any extra personal criteria. In The 

Plumed Serpent, 'moreover, the paychie state facilitat'ing 

communication is expl1cltly a8so~iated with power it 18 

l • 
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described 8S demon-power and impllcitly, by means of 

the ima~ery, connected with aggressive sexuality. In 

'{ 
cc,ntradiction to aIl previous theories, O"htOwever, the po,,'er 

of communication is described as positive, despite its 

destructive potential. 

Communication, divorced from the social sphere or 

words, and connected with power and sexuality, is described 

in terms which liken it to a god-like power, removing it 

from the threatening human world, ta a supra-human religlous 

wor1d where communication may be indulged without fear, and 

uncritically admired: 

She knew now what ~as the black, glinting look 
in Cipriano's eyes. In the shado~y world 
where men were visionless, and winds of fury 
ros~ up from the earth, Cip~iano was still a 
power. Once you entered' his mystery the seale 
of aIl things changed, and he became a living 
male power, undefined and unconfined. The 
amallness, the limitations ceased to exist. 
In his black, glinting eyes the power was limit
lees, and 1t was as if, from him, from his body 
of blood could rise up that pillar of cloud 
which swayed and swung, like a rearing serpent 
or a rising ttee, till it swept the zenith, and 
aIl the earth below was dark and prone, and 
consummated. 

The P1umed Serpent, p. 324 -.....-

the god-1ike power of silent communication enables 

Cipriano to transcend humanity, but it also permits him to 

overwhel~ the person he i5 in r~~port with, Rnd destroy the 
~ 

1ntegrity of the individusl. In The Plumed Serpent', 

" however, this destruction i8 not fear'ed, but npproved of. 

Kate'8 first InRtin~t 18 to avold CIpriano to preserve 
Il 

""," 
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herse!f. When she accident~11y meets his full force she 

"[turns] aslde her face a little afraid of that flashing 

primitive gladness, which was so impersonal and beyon,d her" 

(p. 335). But, as the description shows, it is the fear 
l-

that ls to be overcome; the force Is seen as positive. 

To facilitate the positive attitude t9ward 

Clpriano's overwhelming power it is simply -accepted that 

only certain people have the power of communic~tion, and 

that communication is not a two-way process; the hearer 

~ ... r r \ 

ls forced to submit and suffer a loss of pe~~onality and , 

language, and the submission is conceived às good: 

" 

As he sat in silence, ~asting the o~d, twilit 
Pan-power over her, she felt herself sub~itting, 
succumbing. t 

She looked b,ck at him, woidles~~ 
Language had abandoned her, and she leaned silent 
and help)ess in the va~t, unspoken tWili&ht of 
the Pan world. Her self had abandoned hèr, and 
aIl her day was gone. Only she said to herself: 

'My demon lover!' ~ 
\ 

The Ir 1 ume d S e r pen t, pp. 3 2 5 - 3 2 6 
'l 

.' Wh e r e Bir k in' s pre s cri p t ion for a ~"d e mon 1 0 ver" and e x t rem e 

, ' 
sen sua 1 exp e rie n c e i s a ban don e d i n l~ 0 men !.!l L 0 v e, i t i s 

accepted in The Plumed Serpent; where threaterling 

« 
domination by means of word~~js opposed in the earlier 

nove 1, i t 1 s who 1 e \1 e â.l t e d 1 y e n-d' 0 r S E' d in th i s • In order 

that Cipriano may co~munjca~e with ~er Kate mURt be 

1 

complétely silent, and.~ndeed give up her persona1 identity. 

She must be "'perfect in"h(ir p1;'onenesfI," and "consummate in 

living l\felessnesA, the sheer 801id mystery of 

t . 
1. 

• , 

1 
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pas s i vrty" 
1 

(p. 325). 

By insisting that speech have no part in 

communication, and that Gne of the two partic{pants be 

completely passive Lawrence has attempted to Dut the 

Gordian knot in reconciling individual integrity and 
~ 

- , -
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'expression with communication. Cipriano abandons words, 

8S words may be used to falsify' e1!:pressions and so 

challeng~ or evade communication. ln the ephemeral form 

of psychic tr~nsmission Cipriano is able ta express himself, 

and, as the ? t~ ~ r par tic i pan t i spa s s ive, he i s no t 

threatened by response or Interference. But when 

Lawrence limits communication to psychic phenomena in 

order to avoid what he perce ives as the threat of words 

he abandons words, and, indeed, the human integrity of 

2 
the participants. 

1 
Although the use of oxymoron is invoked to suggest 

a paradoxical balance of opposites, the reader i8 at a 
los s to'u n der s tan d t ha t the r e are t w a a s p e c t s t 0 Kat e ' s 
pas s i vit Y • T ~ e 0 x y m 0 r 0 n i spa r t ,,0 TL a w r e n ce' s s pJè c i a 1 
pleading. 

2 
Kate's initiation into god-hood is marked by 

simultaneous reject10ns of human relationships and of words. 
As Kate proceeds on her search, she is made to question aIl 
the relationships which give her her stature and warmth -
her relationships with her country, herllate husband, her 
mother and her chilch;en: lt ig Buggested that Kate' 
abandons human relationships in arder ta aëhieve her 
position as ~alintzi, to be able'~o communicate with 
Cipriano and ta realize the significance of the gods. 

While Kate slips away from normal social relationships. 
toward Cipriano's god-like power, she also tries ta Avoid 
dire~t speech with other people: 

Kate W8B bewildered by the myetery of her 
(cont'd) 

~ r c 
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Lawrence reintroduces words into The Plumed Serpent 
-r--

and, 1ndeed, tries to reaffirm their value and significance, 

by stressing their importance in a rellglous dimension 

which ls free from the Impediments and threats of the 

human. 

• 
In the religion of Quetzacoatl words are vitally 

lmport,ant. When the old gods are first discussed, at the 

dinner party in Tiaiparn, it ls immediately apparent that, 

to persons in the cult, words have an extraordinary power, 

almost a spell-power. A word ls not a product of man's 

conscious training which may be manipulated as a social 

8ign; it ia the aign of an Idea having an essential 

. 
relationship to the thing to which it refers. This notion 

le made clear in the discussion of the old Aztec gods. 

Kate i8 told that the nature of the worship given to a god 
\ 

rnay not' reveal th~ tt;ue nature of the god in the way that 

the" god's name may 8how forth his power to the man who 

2(cont'd) " 
own elusiveness. • She did not want tb be 
talked to, and,words arldressed straight at her 

• came at her like blows. Ah, the ugly 
~ows of direct, brutal speech! She had ,suffered 
~ 8~much from thern. Now shè wanted th1s vel1ed 

eluslveness in her§elf, she wanted to be addressed 
in the thlrd person. 

" 

The Plumed Serpent, pp. 335-336 

The breaking of the ~onds of relattonship and the 
rejection of words both occur most notlceably after Kate's 
reco~nitton of Cipriano's ~od-like Pan-po~er, and her 
enterin~ into passive communi~~tlon with h1m. 



contemplates its si~nificance~ 

• , •• But if you Iike the word Quetz'aicoatl, 
don'i ydu think it would be wonderfui if he came 
back agaiIi? , Ah, the names of the gods! Don' t 
you think the names are 1ike seeds, sa full of 
magic, of the unexp10red magic? Huitzi10pochtli! 
~- how wonderfu1! And Tlaloc! Ah! 1 love them! 
l say them over and over, ~ke they say Mani 
padma Om! in Tibet. 1 bel~ve in the ferti1ity 
of ·!!'o.'und. Itzpapa1ot1 -- t~ Obsidian Butterfly! 
Itzpapalot1! But say it, and you will see it does 
good ta your sou1. Itypapa10tl! Tezcat1ipoca! 
They were old when the Spaniards came, they needed 

"" the bath of 1ife again. But now, re-bathed in 
r youth, how wondarfu1·they must be! 'l"hink of 

Jehovah! Jehovah! Think of Jesus Christ! How 
thin and poor they sound! ' Or Jesus Cristo! 
They ate dead names, all the life withered out 
of them. 

185 . 

1 

The Plumed Serpent, p. 68 

Subsequent1y, the story emphasizes that the 

signiflcance of the religion of Quetza1coat1 is seen to 

rest on an individua1 perc~ption of the meanlng of the 

name. Lawrence implicit1y suggests that anJ individua1 

may perce ive the essentia1 value in Quetza1coatl's name, 

and that i~èividuals who do see the value and significance 

of the name will a11 see the same thing. No one in the 

book ever contemplates that the man wQo tru1y looks for 

the essential rneaning of a name will not see Quetzalcoat1 

as life-~iving,' anil Jesus Christ as life-deny.ing. Lawrence 

accepte that the name represente essential meanlng and that 

aIl men who seek truth wi~l, perceive the same meaning. He 

implies that a form of communication may occur, ,but that 

it, i8 indirect, without compulsion, and rest~tely on 

1 
individual perception and chotce. 

\ 
~ .. il. ~~JAL-______ ~(_' ___ ---: _______ _ 
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'The names 0 f the gods used in the nove 1 have an 

aura of mystery which accprds weIl with the theory. 
i.> 

Throughout the work the names Quetzalcoatl or 

Huj,tzilopochtli are never defined in concrete terms. When 

Kate asks for further explanatian she ia given the repeàte« 

Qame as a sufficient basis for uqdersianding: 

, Wh a t 'd a es hem e an,' sai d Kat e, 'b y, 11 We 
will wait till the MaTning'Star rises"?' 

The man rsmi"led slow-ly. . \ . 
'It ls a name,' he s8rid. ') 
And ~e seemed to know no mar~. But he 

symbolism had evidently t,he power to 90 the 
and sustain him.''---_ 

-3 The Plumed Serpent, p. l~O 

At one ,point Kat~reproaches Ramon for the use of 

'( 

ward symbols and esoterica. Ramon's answer is convoluted; 

~t actually repeats names and SymrOls as sùfficlent 
" 

explanation of themselvès: 

3 
Lawrence does give Borne aid in limitinR the 

s ignif i cane e "0 f the name in tha t he surroun ds the god
figure with symbols. It is inte;esting to note that many 
of the symbol~ with which ~awrence surrounds thê't~o main 
figures are "elemental"l' symbols, that ls, symbolic forms 
which are generally recognized as having similar 
significances by most peoples of the world. For example, 
the colour symbols' of red, green .-,a.nd blue arej"accepted 
almost universally ~8 cbnnected with blood, grow~h and the 
skYe Another main group of symbol~, as William York 
Tindall notes, ar~ derived from theosophy and o~hei 
e è ot el' i c cul t8 (D. H. Lawrence and ~us an H'i s Cow (N'ew York: 
Columbia University p1ress, I93~ p. 119"'-:- But 'the 
,theosophic symbols which L~wrence uses most predominantly 
s~h as the number sympols, tl'Ce, cirble and the "e~e" .. 
symbols, are not the sole property'of the cuIts, .but, are 

., part 'of folk-l0re an'd superstition in many parts of the,' 
world. The 8,-ignificance of the name may be discovere'd by 
the indlvid~âl who uses the symbolic herit,Rg~ he shares 
with most of mankind. 

1 
J, 
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The universe is a nest of dragons with a 
pèrfectly unfathomable 11fe-mystery at the 
centre of it. ·I.! I cal1 the mystero/ the 
Morning Star, Burely it doesn't matter: A 
man's blood can't beat in the abstracto 

The Plumed~Serpent, p. 

Ramon'9 explanation is understandable in terms of 

Lawrence's theory of words. Ouite simply. the word 

Quetzalcoatl is a deeply felt word-symbol for Ramon' 

individual perception of the llfe-mystery. THe 
~..., 

p~rception Is given expression because such 

187 

1 

" 

~ . \ 

, words aids the individual to realize the truth of the life ' 

mystery he perceives, which canno~~~emain 

have life. 
-, 

Implicit in this explanation, however, i the 
/è" 

suggestion that thé word, alt~ough it is an in ividual '~ 

expression, partakes of the essence of the th ng it ~ 

! 
represents. Separate individuals May therer recognize 

., the truth symbolized by' the word, and, by their 

'" ,P ~ ~ cep t ion, s tri v e t 0 r e a 1 i z eth e m y ste r y ott h e W 0 rd in 

} 1 themselves. 

'/ 
In sorne wSy'., the s",ory of The P1U1ed -~erpent 10 

..>the story o,f f~ate~;~:.:-~g~?1dual perc:ption 0; "Quetzalcoatl" 

J~l and "Hu}tzilopochtl:l·tI
• As?"$Ihe perceives!mote and more of 

10 • ~~' / 

their 8ign.ific~nce, she realizes more a~d more of hp-r own! lot 1 
~,I " 

, , 
nature' as god,deBs. At the end, able;to perceive the g.od-, , 

• 
,,'@ head of Huit'.zilopoc·htli, she truly becomes Malintzi. 

.. ", . . 
recognized As a god~8~'in li~ht and dark. 

~ J ----..... 

, 

.-.... " ~ 

For a aimilar:, 
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reason, Ramon ls able to say "I .!.!!!. the first man of 

Quetzalcoatl. 1 am Quetzalcoatl himself if you lik~. A - ~ 

manifestation as we1l as a man" (p. 330). He' is 
1)., " 

Quetzalcoatl b~cause he has realized the name. 

In 8sserting ~he value of name~ in the religion of 

Quetzalcoatl Lawrence eliminates the threat inherent in 

vords in the same way that he eliminated the threat of 

communication; he makes the interaction of word and 
. 

!individual subjective, an~ the speaker almost passive. 

Words are not real1y to be spoken by everyone; they are 

absolutes to be contemplated. As ahsolutes they are 

distanced from the worshipper, and èach worshipper is free 

to intuit his own understanding of the "name". In this 

! 
context it 19 supposed that words will not impose meanings. 

Instead. perception of meaning is seen as a free and 

positive act controlled on1y by the limitations or the 

negative will of the individusl. .' 

Lawrence utilizes these suggestions of dist~nce, 

" 
passivlty and impersonal contemplation when he sugge~~s 

that words may be used to communicate insight in the rites~ 

of the new religion. In the worship, songs or chants 

introduce the god, and in these songs the sound unites Ithe -

audience. In many vays the chants of the/ ritual are 

J 

slmllar to the.flute songs of Aaron: 

There was no recognlzable rhythm, no 
recogntzable emotion, tt W88 hard~y music. 



J 

. ' 

Rather a far-off, perfect cryin~ in the 
nl~ht. But lt went straight through to the 
80u1, the most anclent and everlasting sou1 
of aIl. men, where alone can the human famlly 
assemble in Immediate contact . 

• And one by one, voices in the crowd 
broke free, 11ke blrds launching and coming in 
from a distance~ caught by th~~spell. The 
words did not matter. Any verse, any words, no 
words, the song remained the same: a strong, 
deep wind rushing from the caverns of the breast, 
from the everlastlng soul! 

• 1 

189 

The Plumed Serpent, p. 136 
-- ~t.tt: 

.~, .. f~ \ 

Like the flute-music in, fia r 0 n '5 R 0 d, the cha n tin g 0 f . ." 
the Quetzalcoatl rituals Is stripped of Immediate 

intellectual content and emotion. Each person interpret~ 

the music in .his own way, but since it is devoid of 

anything which might appeal tq the surface layers of 

.( .. 
personality which alorre divide a hu~h being from his 

neighbour, the music uaches the essence of each mAn, which 

18 similar. Individuality i8 satisfied; c?mmunlty is .... 
a~tained; and the sangs create a mood of individual 

dignity and community simultaneously. 

Lawrence develops his theory even further when he 

suggests that the experience of the songs effects a change 
1 

in the consciOU8ness of the ~earers and permits'Jffectlve, 

.' ) 

non-thrèatening communication by means of words. Lawrence 

des cri b est h e son g s 8 S e v 0 k i n 'g an 0 the r r 0 r m 0 f con sei 0 u s -

ness or banishing ~he daytime consciousnes8: 

One.)y one -the volces of the men jolned ln, 
ti11 they were al1 singing in the strange, b1ind 

e, , "" ',,, '.' """,.",..,-,,-,,!:!.~!,~1,~,i,:,.-;!~:~~~1~r:~~:~~:~:~!:~~: :i~ f~~;;· 
. were singlng from the oldest, dàrkest recese of . . . 

, 
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~he 80u1, not outw8rd8, but inward8, the BoJ1 
sing1ng back to herself. ~I ____ ----1 

They eang for a time in the peculiar uni on ~ 1 
like a flock of birds that fly in one 1 /: 

coneciousness. And when the drum ehuddered 1 ~ 
for an end, they aIl let their voices fade 9ut, ~ 
with the same broad, clapping sound in the t\hroat~ 

There was sile~ce. The men turned, speaking / 
to one another, laughing in a quiet way. Bu~ / 
their daytime voices, and their daytime eyeS\had 
gone. , 

. Then Ramon's voice was heard, ~nd the men were 
suddenly silent, 11stening with bent heads. /Ramon 
sat with his face lifted, looking far away in the 
prayer of pride. 

The P1umed Serpent, p. 187 

After the preparation of the song cornes more 

concrete teaching ih the form·of hymns, prayers or sermons. 

But Lawrence suggests that the songs are necessary to unite 

the audience in a new form of consciousness before 

contemplation of the words of instruction ean communicate 

any insight to the wershippers. lt i9 stressed that the 
~ 

new ferm of consciousness is both inward and communal, and 

when Ramon teaches in prayer, he speaks inwardly as if 

merely expressing his ideas to himse1f, while permitting 

his "voiee of pride" to rise in volume 50 that aIl the 

worshippers may hear, choose to participate, and gain 

insight. 

The emphasis on individual participation and communal 

c1osenes8 i8 emphasized by the heavy repetition of the 

namee of power and esoteric symbole i~cluded in aIl the 

chants and the hymns. Neither the chants, nor the hymne, 

nor the sermons, are logical conatructs; they are instead 
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symbolic constructs which lead the way to individual 

recognition of the essence of the sign1ficant names. 

Again, the individual must choose to perbJive the essence 

of a word whose meaning is not strictly defined for him. 

The worship is a communal activity in which individuals 

participate separately. 
. ~ 

It would seem at fir~t glance that in the ritual of 

Quetzalcoatl Lawrence solves the problem of integrating 

his idea of individual expression with the necessity of 

communion. The development of the novel, however, 

illustrates the im~lications of this particular solution, 

for it must be remembered that~in order to achiev~ this 

balance of individual and communal Lawrence indicates' that 

~he ordinary daytime c~nsFiousness must be abandoned. I~ 

essence, Lawrence is able to resolve his problems with 

words only by abstracting words from normal human 

, '. 
intercourse in the~same way, as he had solved the problem 

~ 

of tommunication by making the recipient of the 

communication pass~ve. 

The split between human and divine i8 central to 
, 

the working of the novel. As Kate cornes to acknowledge 
, 

the power of Cipriano she recognizes that the split 

between his god-like power and his human personality i9 
',' 

almost the prerequisite to his Rod-like stature, and she 

sees that, to h1m, she 1e eimilarly split: 



• 

She felt as if, for hi~, she had sorne other 
name, she moved within anQther species. As lf
her name were, for example, Itzapapalotl, and 
she had been born in unknown places, and was a 
woman unknown ta herse1f. 
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The Plumed s::erpent, p. 249 

After "the common threads that bound her to humanity seemed 

to have snapped" (p. 319) Kate herself recognizes that she 

has a dual'na~ure in which the social being, Kate Leslie, 

le comp1etely separate from't~'woman w~o recognizes the 

\ gad-power of Cipriano. 

ln the action of the novel Lawrenèe represents the 

1 

structuring of 1ife through which h~ be1feves he can 

simultaneously attain his ide aIs of un~ettered 

communication and unthreatening communication; he 

completely separâtes the reli~ious or ideal world from the 

mundane world. The Ideal is attai~ed only by means of a 

retreat into an lsolated Eden. Lawrence is awar~ to an 

extent that the ideal i8 only maintained at the expense of 

ignoring the human, and that this is dangerous. He 

re~ognizes that in the effort ta avo~d seein~ the petty 

mundane world which Interferes with the religious~dimension, 

the seeker may end up seeing nothing at aIl (p. 326). 
i 

He seemà unaware that, as it a1so 1eads ta the abandonment 
( 

of fundamental moral concepts, the split may cause 

indiscriminate 
\ 

destruction:(pp.409-4l0). Lawrence's 

separation of th~ human and the divine, words and names, 

promises in8i~ht into essential truths, and communication, 

..... 
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f' 

but in the novel ft results in tales of swift cruelty 

t"e 8tabbing 
'\ 

of thr~e helpless peons. 
f, , 

curiousl'~'~ '1.n Kate' s life as the incarnate goddess 

Malentzi after her retreat from human relationships and 

( .. '" , '1 

wo~ds, there ls little e~i4ence of either individual 
1" !~ , 

e'xpression, or of commun(~,atlon. Kate's relationship to 
• 1 

Cipriano entails her complete passlvity whether in speech 
1 

4 
or sexual intercourse. She does not feel it necessary to 

express hersel~r and indeed it is implied that she would 
, " 

b e w r 0 n g ta dos 0 • Â'l th ou g h s he i s sai d t 0 ft ,a v e a 

tlmindless communion of "the blood" with Ciprikno, lt is clear 

that her f~nction in the communion Is to accept him 

"finally and forever'as the stranger in whose presence she 

lived" (p. 440). She is;-in fact, a dependent function of 

Cipriano, not an equal relating ta him. 

earth. 

" 

Kate is seen also to be a stranger living on the 

/ Rer sttainment of god-head separates her inflnitely 

from the peoRle she cornes in contact with and even h~r 
, 

naturil surro~ndings. Kate's perceptions of everyday 

events may gain an added acuteness through her realization 

of her god-hood; she ma~ even be transmuted with joy. She 

4The whole problem of Kate's passivity dominates 
the latter part of the novel, and her roles in cdnversation 
and 1n sexual intercourse are very closely connected. ~ee 
The Plumed Serpent',. pp. 324ff, 334, 402ff, 438ff and 
others. 
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\~ay rejoi~e as she watches the evading of the youn~ bu~l 
,~ J 

on the raft, or the dancing of the young mule (PP. 448-

453) • Yet a11 ~he time ahe ls an onlooker at the activity 

of life, not a participant. As she herself feels "lt was 

ne a r,- y e t s e e m e d s t ~.a n g e and rem 0 te" ( p. 4 4 8) • 

IS~te does not'>c.~mmunlcate with--a-nyone save 
" 

Cipriano, to whom she· is completely passive. When she is 

sa1uted by the peasants, the act and the speech does not 

touch her or give her wa~mth. She recognizes that the 

salutation is ack~~wledgment of her stature and her 
( , 

remoteness. "·She -is recognized as a goddess and a que~n, 

and as !'Juch is sep;rate from the rest of 'humanity. Even 

Ramon emphasizes Kate's separation and recognizes that the 

acts and speeches are directed at Kate, not given-to her. 

He warns Kate that such worship must be balanced by mu~dei 

and violation (p. 454). The emphasis on god-hood has 

separated Kate from the possibi1ity of ba1anced 

communication, give and take, between herself and another 

human being. 

Lawrence rejects the mundane world, the social 

and the human in an attempt to resolve the problems ~nich 

he saw in word-borne human communication. As a result, 

lli Plu m e cl S e r pen t m 0 v e s f rom t 'h e hum a n pla n e in wh i c.h 

Bocial beings in space and time work out situations which 

may or may not have eternal relevance. Instead, he mOV~9 

r 

r: 
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5 
to myth, and constructR an Eden in which the characters 

6 
are aspects of one protocharacter, and normal human 

intercourse and society i9 considered irre1evant. 

There Is perhaps a connection hetween the escape 

to Eden, the evasion of the threats in words by the 

enforced passivity of the receivers of the ward, and the 

style of ~ P1umed Serpent. The sense of freedom and 

power which is given in the book to Ramon and Cipriano 

18 to sqme extent picked up in the style which ls less 

passive and more straightforward than in the preceding 

nove1s. At the same time the expansions are more vague than 

in the ear1y nove1s, perhaps in response to the evasions 

bui1t intb the theoretica1 ~~1!QC;Mre. On the who1e, 

however, the passives, the de1etions and the distortions 

5 ~ 
For discussions of The P1qmed Serpent as a myth 

see especia11y L.D. Clark, The Dark Night ~ the ~ 
(A us tin, Tex as: Uni ver s i t Y ~ Tex a s P r e's s, 1 9 6 4 :1; J am es 
Cowan. Q.~. Lawrence's Arnerican Journey (Cleveland, Ohio: 
Case Western Reserve University Press, 1970); Jascha 
Kessler, "Descent in Darkness: The My th of The .P1umed .. .--
Serpent, ~ Q • .!!.. T.awrence Miscellany, ed. Harry T. ~oore 
(Carbondale, IllinoIs: Southern Illinois University Press, 
1959); and others. . 

6 
The characters in The Plumed Serpent are 

particularly good examples of the "style attraction" which 
beeomes a more and more obvious feature of Lawrence's prose 
after Women in Love. Many critics comment on the way in 
which Ramon,-rere;;, Cipriano and even ~ate speak with the 
aame votee, often the voice of Lawrence the narrator. See 
espectally Richard Aldington, "Introduction," The Plumed 
Serpent (London.: Penguin, 1950)", p. 9. 'See a180 John 
Stoll, The Nove1s of D.H. Lawrence, P. 211. Many of the 
critics who discus;-L-;ïwrence's use of myth a1s'0 talk of 
this phenomenon • 

... J 
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r 0 

of the prose are not 80 much in evidence as in Kangaroo 

and this novel has an air of direction and openness 

..... 
lacking in those immediately precedtng. 

~ 
\, 

One of,the causes for this revitalization and 

openness ie found in the proportions of'expansion and 

deletion in this novel. In The Plumed Serpent t'he 

~, 

difference between the totals of expansion and deletion 

transformations ipproximates those of the first novels. 

There ie a eignificant difference between The Plumed 

Serpent and the early novels, however, in that the numbers 
\ 

/: of delet.1ons have been reduced only slightly from Women .!.!!. 

Love, Aaron's Rad and Kangaroo; much of the difference is 

caused by the number 'of expansions being mÇlintained at a 

high level. The high numbers of expansions and deletions 

connect The Plumed Serpent with the overwritten trespasser 
~ 

rather than any other novel. 

Many of the peculiarities introduced into Lawrence's 

~ 
style after lo'omen in Love remain in The Plumed Serpentl and 

give thls nover a flavour which i8 very different from 

that of the early works. Many of the adjectives used in 

The Plumed Serpent are thQse inexact terms first favoured 

in Women in l,ove; men and things continue ta be "queer," 

.. "etrange," "weird," and "pure" in a way that ie disconcert-

Ing. The qualifiera "really," "purely," "utterly" and , 
"perfeetly" are a1so very mueh in evidenee; in Bceordance 

with the aheo1utist biae of the word-theorles, however, 

-'1 
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these qualifiers have lost the pejorative cast of.Women 

in Love. In this novel they have more the flavour of 

slang, as they seem used ta describe extreme and positive 

sensations by a narrator who Iacks more colourful words. 

The Plumed Serpent usee adjectives, especially 

compared adjectives, in the place of adverbs, and often 

the adjectives are displaced. The effect of these 

techniques is, however, quite different from Women in ~ 

as the substitutions and displacements are not used to 

introduce confusions or ambiguities into the prose. "Men 
\ ~ 

1 put their serapes over their faces, women clutch~d their 
) ? 

rebozo.s tigh ter, and aIl sat down on the ground" ',,(p. 211) 

is a perfe~tIy straightforward sentence. In "[1 t] keeps 

the soi1 sweet, that grows your maize" (p. 209), the 

disp1acement gives a slightly archaic tone to the 

sentence, but it does not confuse the sense. The old 
~ 

stylistic tri~ks are used ta different effe4e; 

The total effect of,the Imprecise adjectives, th~ 

adjectival substitutions and the displacements is that of 

vagueness. This vagueness is repeated in many of the 

other Implementations of expansion 'transformations. For 

example, the genitives and "of-phrases" (possessive 

nominalizations) are often abstract, in the w~y introduced 

in Will Brangwen's "seed of procreation in ecstasy." One 

pa;e reveals many examPl's of this construction, rangin~ 

from "the dark, heavy vibration of his blood, whic~ cast a 

/ 
i 

, / 
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spell on her" (p. 324) which, l"ike Will's image, abstracts 

an originally concrete expression, to'''the sheer so11d 

mystery of passivity" which is in no way concrete. 

,The ephemeral quality of the expansions is, 

encouraged by the relative reduction of the numbers of 

gerundive and participial adjectives with their sense of 

immediacy and action, and by the apparent truncation of 

-
many of the adjectival expansions. Often, the words "sa" 

and "such" are used as replacements for the intensive 

"very," and a comparison is implied, yet not given. "Those 

mep who sat there in their dark, physica1 tenderness, so 

still and soft, they looked at the sarne time a little , , 

frightening" (p. 130). The softness and stillness ,seems 

to be connected with the ~ower to inspiré fear, but the 

syntactic conneation is not present, and the construction 

incornplete; 7 
th~ logic has to be i~ferred from the position. 

Many of the deleting constructions which gave the 
, 

novels"after Women in Love a special sty1istic flavour are 

present, but they are o.ften manipulated so that, in The 

Plumed Serpent, the effect differs; there is relat1vely 

llttle confusion and arnbiguity in the atructures. For 

example, the number of de1etions of relative clauses i8 

decre sed, but with the de1etions that remain there ia 

7The inferenc;-~f logical connection between 
el ments that are j~xtaposed ia encournged by the use of 

neceasa'ry coordination and conjoinin~ p,unctuation." 

o , 
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1 

very little displacement, and what displacement therp is 
'ti 

does not confuse the meaning: 
/ 

"Then the voice of Ramon 

was heard, speaking upwalids into the black sky" (p. 21~) 

~~'~Carlota, who had not b.en able to hear, drifted up to , 
i 

Kate's side, spellbound by her husband" (p. 210). The 

displac~m~nts her~ ar~ dictated by the requirements of 

spa ce and euphony. 

Appositive~ tend to be us\ed as" they were in the 
" 1: '~ 

early novela, to give a pleasing cadence at the end of a 
~ 

sentence, or to give an incantatory ring to the chants. 

Even when the appositi~es are split, very litt1e confusion 

is introduced into the narrative: "They sat in the salon 

in rocking-chairs, Carlo ta .and~Ka:e, and rocked. 

(p. 215).8 

Other deletlons are used t give an Gff-~and, 
~ 

" 

o 

conversational ai~ to the prose. For ~xample, there Is a 

relatively hlgh incidence of deletion of necessary word~, 

but the deletions tend to occur at the beginnings of 

sentences, as the y ~o ln Kangaroo. This gives a 

ft --------- ~ " 
B ~) ~ ... = 

The changes 'i~":""l.!se of deleted relative claus.es 
and a p p 0 s i t 1 v e a h a ver e m'a. r k ab 1 y lit t le e f f e c ton rh y th m 
in the novel. Although deleted clauJ&S and appositives 
pla c e d a t:.', t h 'e end 0 f a 8 .e nt en c e are 0 f t el'n use d t; 0 . 8 ~ pp 1 y 
a cursus, Ehe mai~ rhythmic structure in the novel Is the 
8 en t e n ce. , As in T ft e R <l i n b 0 loi rh y th mis c r.e a t e d b Y 
~ ~--
re~~tltlbn of sentences which are, on the whole, slm~le 
an~. direct: (~VO). The sentences, however, tend to bé. 
l~nger than those ln ~ ~ainbow, and the parallel~ not 
80 strict. As a result, the rhythms are much more slack. 

\ 

r, 

\ ' 
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~ ~ 1(- 1 .. ~ 

ihtensity rather' th an contusion. For example, at the end 

of t,he ~aragraph whi~-h describes the wind flattening the 
l, 

~ 

gar~,èn, a, aente'n~~ fragment is added: "Sorne invisible 

jug'gerna,ut C.~( '~ollin~, in the dark over the outside 

~~rld" (p. 2l4). The fragmeI1t adds a striking image to 

" ,:.. 1 
-r.et?:d~;the descri~tion witll"' sorne force. 

• \ . J 0 

Other f~rms of deletion are still used frequently. 

The'incidence of deletion of cbmmon e1ements is quite 

ligh. aut the de1etion is noj","U~ed at' Any time for 
1-/' 1 

confusion, and the high use of "and.'~ "but" and "or," and 

the use of pun~t~ation a~ conjunction in numerous series 

are su~ficient to explain the' figures. 9 

Two tran~formations should be mentioned in 

particular to sho~ the differences between the style of 

Kangaroo and The Plumed Serpent. The f i r s ~ l, i s the 
\ ' 

noticeable redtictioQ in the passive~ it-inversion, and 
t • .,r" - '\ t~ ~"\ 
th~re-inversion tF8"n~forma"tions. The decline in these 

:~-~hree transfor~ations\ show~ an'" abrupt- ~~ift from the more 
, 
\ ~ 
\ . 
" . \ . 9 \ -

The deletion of. "with" in àdverbial phrases of 
_«nner ~hould be mentio~ed in conpiction with The Plumed 
~\erpent, even though th1~ranSfo""a.tton is not listed 

';smong the stylistic opti n.s. The ~e,letion appears very 
-occasionally in aIl the \>vels from:~ t-Th"i te Peacock on, ' .. 

- and it ia onl~ in The Plumed Serperrt that it appeara 
- 8 ev e ra 1 t i me 8 .... pc. c a 8 ion a 11 y the (' "w:i th" i 8 mis 8 e d ou tin 

- a dele t i on of common e_lemen t s : "Th:e men • • • ran wi th 
bent knees, their serapes lH,owlng" '(p. 214). More often 
it is simply lef,t out of a d'escript.ion: "The white
f10wered oleand~8 in the garden below leaned over quite 
fIat, "thelr white flowers ghostly .'. (p. 214). In: 
ne1.the,r case doee lt introduce ambiguity into the narratlv"e. 

i . 
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'. passive style whlch obtsined sfter Women ln Love •. The 

verbe are freer and more active, as, in the theory~ 

expression lB more free and unthrestened. 

The other significant transformation i9 the 

Imperative. In The Plumed Serpent the Imperative occurs, , 
tvelve times more frequently than in Kangaroo ln which 

1 

..,' ), 

~ '''.) 
~, 1 

"1:, 

Lawrence was concerned with the breaking of indiv~dual ~ 
/, 

!ntegrity in communication . It occurs Just under' twice 
...... , 

8S frequently as in The White Peacock in which Lawrence 

W8S not concerned with communication at al1. It is 

tempting to see the resurgence of the Imperative as 

connected with Lawrence's presentation of one way 

communication. 

Alth~ugh many of th~ commands occur in the 

invocations to the gods in the rites of Q~etzalaoatl, the 
1 

other conversations seem to support the hypothesis. As in 

The White Peacock, conversation in The Plumed Serpent 18 

màib1y composed of command, exclamation and question, and -. 
as such 19 "lnfel1cltous." Even the ques'tlons and 

statements are on the whole lnfelicltous as many are 

actually unwarranted assumptions on the part of people not 

qua 1 i fie d t 0 S P e a k4- Ci P r jan 0 c an n q t _llll Kat e wh a t s h e i s , 

what she thinks, what she feels. Ramon cannot do this 
'. 

1 
either, whether for Kate, Carlota, the peons ofl Mexico, or 

1 

mankind. It i8 not the incomplete .tate .... nt orl the lie 

which ia the index to lIIuch of the' 8 t'yle and con ent of 

j 

;, 

'. 
) 
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The Plurned Serpent but the unwarr~nted statement, and the 

command which shows that one person arrogates hirnself power 

over another in speech and in lif'e. It i~ amusing to 

notice that Lawrence's style reestablishes the tendency to 

command and expansion at the same time that the author is 

showing that commùnication in speech involves one person 
~ 

_'Y 

having power over another who is passive. 

In sumrnary, the style of The Plurned Serpent ~s ~n 
L , 

extens ion of ~_~he s ty le li) f Kanga roo. The pi umed ·5 e~p en t 

employs aIl of the stylistic options and orderings of the 

earlier novel, yet there are fewer confusions and 

ambiguities introduced into the text, and the conversational, 

driving style is sornewhat muted by a reduction of deletion 

and an increase in rather vague and Imprecise expansions. 

The expansions prevail in approximately the same 

proportion as in the early novels, but, a~ if shaken by the 

controversy about communication which has obtained since 

"', Women in Love, the expansions are vague a'na Imprecise, 

'less forceful than the deletions. 
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CHAPTER SEVEN 

" ~ CHATTERLEY' S LOVER: 

A STEP TOWARD RESOLUTION 

The escape into myth which Lawrence effected ln 

~~e Plumed Serpent is repeated in his last extended work ,. 
of fiction. In Lady Chatterley's Lover there is an 

'10 

escape from the everyday world into an Eden in which the 

demands of money, the problems of living, and normal 

social restrictions are held in abeyance. \~he game-

weods of Wragby differ from the god-world of ~exièo in· 

that this later Eden is seen as a partial creation whose .. 
exi s tence i s t en·uo us am:rîlfO"lften ta ry . It 18 not seen as a 

~~s1b1rity which may be established and protected 

soclally or politically. As the state ls vulnerable, 

therefore, the inhabitants must face the possibility of 

establishing and maintaining the values of Ed~n while 

expo8ed ta the dan~er8 of the mundane world. 

As can be expecten, the style of Lady Chatterley's 
'. 

Lover reflects the uncertainty of the Eden in the game-

woods of l~raghy, and the acknowledgement that wor'ds must 

func~1on ai vehicles of expression and communièation in 
~ .. 

the eve~yday world. The struRgle to'face thé problem of 

communication without ret~eating into an Eden lA 
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reflected in the numbers of expansion and d~letion 

transformations used. In Lady ~hatterley's Lover the 

relative totais of the.expansions and deletions show very 

little d~fference; t~e use of deletlon almost approaches 

the use of expansion in the way of t-Iomen in Love. There 

are, on the other hand~ many fewer transformations userl in 

Lawrence's Iast novel, so de~pite the high proportion of 

deletions, the style of Lady Chatterley's Lover is much 

more simple and straightforward than that of Women ~ Love. 

As a parallel ta the increased tension concerning 

communication, the style of'fLady Chatterley's Lover shows 

some differences from that of The Plumed Serpent, 

'e s pee i a Il y w i th reg a r d t 0 deI e t ion s . Although the 

deletion of necessary words ls reduced con~iderably, to 

a level slightly above that of Women ~ Love, the deletion 

of common elements ls very much hl~her than in The Plumed 

Serpent, a1most reaching the heights of Women ~ ~. 

This rise is not explained by the numbers of coordinating 
~ 

conjunctions used, nor by the numoers of punGtuation marks 

used as conjunctions. The numbers of canjoined sentences 

18 reduced in this novel, and the run-on sentences are 

almost more comman than series or appositlves. The 

statistics are correct in 1mplyin~ that nlmost every 

conjunction involves a deletion. Becauee of the form of 

deletion, however, the sentences rema!n, on the whole, 

simple, straightforwsrd and easily read. 

" 
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This novel··does show sorne connection with tlfe 

;., ... 

," , , 

Plumed Serpent, in l that few of the other deletions ar'~ 

used ta introduce confusion or ambiguity into the p!ose; 

The deletio~ of necessary worde is most common in 

" i 
conversation, and when it ie used in the narrative it is' 

usually contrived to give a conversational flavour to the 

prose. The esse and rapidity of the conversational flow 

is also encoursged by the use of contractions in the 

narrative, an~ by the generally straightforwaia use of 

apPositive~, delet~d relative clauses and extended 

adverbial deletions. Although th: incidence of aIl these 

deletions, except appositives, is greater than in The 

Plu~ed Serpent, they are ail used~straightforw~rdly, as in 
, 

that novel, and do not introduce amhiguities int~ the 

prose in the fashion of Women in Love. On the whole, in 

Lady Chatterley's Lover the deletions add a slangy force 

and rapidity of movement to the prose. 

Ther-e is a diRtinct limitation in the use of 

rhythmic repetitions and parallelisms in ~ Chatterley's 

Love r. The deleted relative clauses, extended adverbial 

deletions and appoeitives are often used to give a pleasing 

cursus st the end of inaividual sentences, as in the early 

nove1s and The Plumed Serpent, but extended rhythmic 

presentatjons are not s genersl feature. Occssionally, as 

ln the description' of Tever~l (p. 142),9 they will recur. 

But, although the balance rhythms do serve to intensif y 

1 

j 
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emotfons sl1ghtly, the~ do not lead to ~he ecstatlc 

escape from meaning which ls part of their function in The 

Rainbow and which they attempt in The Plumed Serpent. In 

LBdy Chatterley's Lover the extremes of emotion are to 

some extent muted in comparison, with eariier novelA. 

The simple tra~sforrnations show the sarne pull 

between the older sty~e of the novels after Women in Love 

and the innovations of The Plumed Serpent. The use of ,. 

passives, ~xample, is slightly increased from The 

Plumed ~S~e~r~~n~_although it is still weIl below the 

incidence in Love. The number of ne~ations is 

down from Love, althouRh it Is still on a level 

reasonably consistent with the later novels because of 

the increase ln negation of nouns. There i8, however, a 

reduction in the number of reversed sentences, showing 

that the tendency away from the complexity of ,.romen in 

Love ia here intensified. 

The general reduction in expansion transformations 

parâl1els the increased tension about communication. 
1 

Almost aIl the expansion totals are reduced; in fact, 

there are fewer expansions in Lady Chatter;'1ey's Lover 

than in any other of Lawrence's novels. 

The outstanding exception ta the ~enera1 tendency 

18 the increase in the number of adjectives from The 

Plumed Serpent • Surprising1y slso, althouRh there are 

Many of the vague and Imprecise adjectives popular aince 

/ ' 
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'-'omen in I-ove., they do not domina te the text as they do 
'\\ 

in The Plumed Serpent. Instead, the more concrete 

adjectives of the early novels maKe a tentative 

,\ 

", 

reappearance, usually in nature descriptions of the Edenic~. 

woods of Wragby. The reappearance of these more lively 

adjectives is, however, more than offset by the reduction 

of descriptive relative clauses, compound nouns and 

possessive nominalizations and the continued low incidence 

of the gerundive and participial constructions. Vagueness, 

abstraction and mechanism still reign outside the game-

woqds. 
\ 

-~-" In general, then, the ea,ttern of styllstic options 

re f 1ec ts the over-al1 tens ion f:rf; the novel b e tween the / 

mechanized, intellectual modern world and the Edenic 

retreat ln the Wragby game-woods in which words are free 

and honest expressions of the individual, communicating' 
, 

without threat. The pattern of expansions and lack off 
- ~ 1 

1 passives foll~s The Plumed Serpent in which the threa't of 

communication was reduced by retreat, the deletions efho 

the nove 19 a f ter W 0 men in L 0 v e w 1 th the i r w r est 1 i n g Ji th 
1 
! 

t"ff~,Ç,'problem of communication. The relative straight ... 
l , / 1 

'~~~wards and lack of ambiguity promis~ sorne tentative 

resolution of the conflict. 

1 

The stylistic pattern of ~ Chatterley's Lover 

/ 

~nd the changes between the pattern of this novel and of those 

previous ones which do not reflect completely the complexfties 

If 

.' 
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of the 1deas about wdrds put forward in the narrative. 

The stylistic pattern shows on1y a broad outline, as 

Lady Chatter1ey's Lover discusses ,complex ideaa about 

w 0 r cf'à in a w a y rem in i s c en t 0 f W 0 ID en!!!. L 0 ve . - Nat u r a Il y 

the ideas of words which Lawrence expresses in this novel 

have been subject to crltical Interpretation, but the 

general tendency has been to slmplistic interpretation. 

In her discuRsion of this novel in The Appropriate Form, 

,1.. for example, Barbara Hardy comments at sorne len~th on the 

language of Mellors and its relationship to the pattern of 

the novel. Rer comments are interesting because they 

reflect the generally held evaluation of ~ellors' use of 

dialect and obscenity and of the way in which Lawrence 

solves the problem of communication: 

Before we are allowed to hear the four-letter 
words, we are confronted with a dead poetic 
language [Clifford' sJ which Is an evasion of 
relationships inste~~ 6f an expression of them. 

The obscenities are the linRuistic antithesis 
to this ready-made literary lanRuage which cornes 
between her [Connie] and life. ~he language 
[dialect] which Mellors teacheR 'her is also new 
to her, not ready-made. Its rough naming of 
life 19 at the opposite pole from ~ir Clifford's 
unreeponsive use of literary language, its 
outrageousness functions like grim sa<Cire. The 
flowers she gives to Meilors are u~ed in the1r 
love-mak1nR, and when Mellors observes 'Pretty 
as life' the natural equat'ion 1a plainly made 
and the antithesis completed. ThIs part of the 
sexual rltual may ~tr1ke us as ludicrous. Both 
the acts and the words are perilously exposed in 
literature, and may weIl fai1 in pUQlic 
communication, but they are here a consistent 
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J" ,. ::-
part of a truthful exposure and of a symbolic 
pattern. l 

.' 
te 1'" .. - ...... 

j 
. 

!/ 

Mrs. Hardy seems to accept the fAshion of assumin~ 

that ~ellor8 is a character who is fully mature and who 

uniquely solves aIl problems, and uses wor?s naturally as 

hone,s t mea~ ~f s~ If-exp ression, whi le 

inmost tho~ Like rnany others she 

communicatinl~ his 

accepts that 

Mellors' use of the vernacular indicates warmth of 

relationship and community and that his lower class 

origin means ~ facto that he is a man of life and 

vitality who aggressively speaks the truth. 

" 
-" ' 

" Perhaps the uncouth speech 'may seem ,to connect 

" Mellors with. say, the warm flame of life Lawrence saw in 

his father, or the vitality which he respected in the 

colliers of his youth. But Lawrence always associated 

the lower classes with non-verbal communication, "Mellors' 

history connecting him with Lawrence himself rather than 

his father, and Lady Chatterley's Lover is set in the 

England of the 1920's, when Lawrence saw very little that ......... . 

" 
was admirable in the English colliers. t-fellors is not 

. 
the embodiment of the answer to Lawrence's problems with 

communication; the attitu~e to words in the novel oan not 

be summerl up in a simple antlthesis, and the uses of the 

- 1 . /'>'10 
Barba ra 'Ha rdy.' Th e App ropri a te Fo rm: .' I\n EssAY on 

.!..h!.. Nove 1 (1.0 n don: Ath 1,0 n e Pre s ~ 9 (, 4), p. 16 5 • 

/ 

-. ...... H· .... ~f~ 
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vernacu1ar are varied. 

The problem is given its depth and complexity 

because aIl three major characters are products of the 

modern world with its dissociation between words, truthfuf 

expression, and communication. AlI three are "educated" 

in the modern sense that they can talk of a wide range of 
• # 

ideas. Even Oliver Meilors has "had a scholarship for 

Sheffield Grammar School, and learned French and things" 

(Lady Chatterley's Loveri p. 136). He has been abroad, 

galned an army commission, and joined the society of 

other educated people. 

Although aIl characters face the problems raised by 

conditions in the modern world, differencee may be 

perceived between the values of words used by one 

character and those used by another. There is, however, 

a unique concept introduced in Lady Chatterley's Lover 

in that the valuations of the words are not only based on 

the truthfulness of the expressions, but are explicitly 

connected with the attitudes ta man and to communion held 
/ 

by the charaC!t~rs': In this novel the lIfelicity" of a 

character'e speech ie explicitly shown ta mlrror his 

attitude to his fellow man and his desire for community. 

Sir Cllfford\Chatterley is the most easily 

lnterpreted characte~of the three. C~ifford Is almost 

a caricature of the man who i8 a creature of the modern 

world. He la a member of a generatlon whlch loves to 

• ~- -~- ~~- ~----
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ta1k, discuss, exchange ideas, and he accepts his Q 

generation's standards and makes them his own. But 

1 
because he merely accepts the standards of his generation 

and of Wragby, he finds "that he hoas no assurance of his 

own being. Hts relationship to Connie is important to 

him because~throu~h her he tries to find the self he does 

not possesse The narrator comments: " • • he was 

absolutely dependent on her, he needed her every moment . 

. . • alone he was like a lost thing. He needed Connie 

to be there, ta assure him he existed at aIl" (p. 15). 

As Clifford has no self he cannot relate in any 

balanced way to another person. Although he needs Connie 

desperately, he does not relate to her as one human being 

to another. "He worshipped Connie, she was his wife, a 

higher being, and he worshipped her with a queer craven 

idol.atry, like a ~ a worship based on enormous 

fear, and even ha te of the power of the ido1, the dread 

id 0 l" (p. 1 0 3) . loi i th Con n'i e C 11 f for d r e sor t s t 0 a bull y i ~b 

worship, as with ~rs. Bolton he falls into a worshippin~ ,~u 

bullying. 
o 

Cliffo~d's actual attitude ta others"is made clear 

in his feeling for those on whom he does not directly 
, ... I~ . ..' depend emotionally. Immediately before the discussion 

of Cliffo~d's need for Connie i8 a description of his 

relationship with his men: 
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/ 
• The mdners were, in a sense, his Qwn 

')' .1....... . ________ ~ __ l, .. ~- ... .; ~, 

men; but he saw them as abjects rather than men, 
parts of the pit rather than parts' of life, 

_crude raw ph-e-nO"~1\a ra ther than human heings 
along with him. 

l 
He was remotely interested; hut like ~ man 

looking,down a microscope Or up a telescope. 
He was not in touch. He was not in actual touch' 
with anybody, save, traditional1y, with Wraghy, 
and, through the close bond of fami!y defence, 
w~th Emma. 'Beyond this nothing really touched him; 
perhaps there was nothing to get at ultimately; 
Just a negation of human contact. 

Lady Chatterley's Lover, p. ~5 

Clifford's inability to he "in touch" with others 

corresponds ta the meaninglessness ot h~s words, a~ bath 

deficiencies have the same cause. As, Clifford has ~o 

self the words cannot express any rea1ity of himself; 

there is nothing there to express. Old Sir Malcolm Reid 

i8 correct when he says that C1ifford's words mean 

"nothing. lt 

\ 
In fact, Clifford i8 only able to write at aIl 

because he discusses his ideas with Connie before he 

commits them ta paper. She is the source, justification 

and value of his words, and if he "puts aIl his being 

into the staries" (p. 15), it is an illusion of being 

derived at ~cond-hand to give an illusion of value to 
\~ 

an 

otherwise meanin&less existence. 

, 
\~ 

This paralle1 between absence of val1d speech and 
1 

"Ji b sen c e 0 f 
~ 

'l~ 
first time 

". 
relationl'lhip is n~ in Lawrence. 'Tt is the 

''t-

that the two values have been 90 explicitly 

connected, ~ven\in negation, although the connection was 
! ' ~. ~ .; 

implicitly present in the theories of words put for~a~~ in 

( 
, 

J 
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the early novels~ .' 

" . ~, . , 

) . 

This connection, however~ ia an 
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innovation which pervades the nove1, and con~rolB a11 the 

discussions of ~ords. 
" 

Connie's charactel.' fs de1ine,ated by means of the 
! 

connections she makes between talk, sexua1 connèction,and 

total hUJllan relationship. , Her \earl y separation bf talk 

and sexual connection'in sexua~elationshiP marks her as 

a product of the modern world, aki.n ta the intel1ectua1s 

who l~ter haunt Wrag~y, although the connection she makes 

between talk and rela~iobship r~ al.àys emphasizedt 

Neither Hilda nor Connie was ever in~Vé 
w i th a y a un g man un 1 e ~ s J h e 'a n d s h e we r ev: 11 y 
very near: that ia unleas they were profo dl~ 

intereated in TALKING ta one anothér. The 1 

amazing, the' tprofound, the unbelievable thrill 
there was in passionately talking to some really 
clever young man by the hodr, resuming day after 
d~y for month~ ~ this they had never realized 
till it happened! 

Lady Chatterley's Lover, p. 8 

At aIl times Connie sees talk as an expression of a 

person through which communication, bath intellectua~ and 

" emotional, may occur. She prefers Michaelis to the other 

œen who visit ~ragby because he states bis own conclusions 

J 

'" 'forthrightly (p. 34). And, especially in her interview 

it;1th Michaelis, the r~ader_ feels that ahe ia interested 

in'talking to a man bécauRe she hopes td ap~reh~nd sone 

"' 
truth of livinR or achieve~8ome communion by means of 

. words • 

, , , . 
, 

The~discu88ionA at Wragb, show that Connie changes 
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her early attitudes, perhaps under the pres8urecof her 

experiences wit~ Clifford. Mer changes in attitude; 
- J 

however, onIy'emph~size the connections which Connie makes 
, 

between words and relationship • Connie oppases the men 
. , 

,at Wragby who see talK and sex as surface exchanges of 

'. 
~ essentially meaningless commodities. Tommy Dukes sums up 

the attitude: 

It's an a~using'idea, Charlie,. • that 
sex ia ju~t "ânother form of talk, where you 
act the wo'rQ~ .. instead of saY~,ng them •. ~I suppose 
it's quite rtue. 1 suppose Ve might exchange as 
many sensations and emotions with women as we 
do ideas about the weath·dr~~ and so on. 

Lady Chatterley's Lover, p. 32 

Neither ideas nor sensations touch indivi4~,1s in this 
-0 

group.' Aga!"n, Tommy Dukes sums up the attitud~, "The tie 
, • J 

that f,iI{nds:te just now is mental friction on o,ne another" . -
(pp.' 35-36). , 

/' 
Dukes ia partial1y free of the' \-lragby bias as he 

does not wish sex to 'be seen as a commodt~ although.-he 

can only see talk as an isolating attribute of the 
l-

in tel r~ c't uni tin g 0 n 1 y b l "m en t a 1 f r 1 c t ion. " Top r e s e r v è 

the value he sees in sexual communion he wishes to 

separate it entirely from taik. He "comments: liA woman 

wants you to like her and talk to her, and at tne same 

t1me love he~ and ~esire her; and it seems to me the two 

things are mutua11y exclusive" (p. 53). Connie~ howèver, 

disagrees with bUkes beC8use she ~hinks that the two 
.. 

th1ngs should be connected as aspects of communion. ~he 

" 
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\ 

,insists "men can love women and talk to them. V don't 
, 

see how they can love them without ta~king, and ~eing 

f r 1. end 1 yan d in t i mat e " (p. 53). Connie perceives talking" 
, 

8S having the possibility of communication; she does not 

perceive it as life-denying or as a threat. In the same 

way she sees that love~makin~ ~ay have the possibility of 

communion, although-she isolates herself in love-making, 
J 

8S from a threat. She also sees the two as connected in 

communion, as far as her unde~ta~dlng reaches at this 

point. ,. 
f 

Connie, then, is a woman of the modern world,~but 

ahe is distinct -from Clifford i~ her desir~ for h~màn 

relationships and communication~ and in Mer som~what 

\ 

! 1 

) 
inarticulate belief that both- talk and sexual touch should \ 

lead ta ~ommunion. 
~---1. \> 

Again, Law.rence iR making a connection . . 

between ~peech and communication that~was implicit in his 

eheory, but totally absent from his novels unti~ this 

iime. Connie can not embody the theory, but she is the , 

first ta eXRress the des ire for communication in spee6h • 

. - 2 
and the first to beli~ve in the possibility. 

Oliver Mellors is 8 mate fitt~ng for Connie in 

.' " 
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that he too recognizee the neceeeity of communication. 

He ls, however, a more complex character in that he is 

216 

bitterly resentful of his need to be in touch with other 

people. After his first intercourse wlth Connie in the 
. '\ 

h u,~ , 1-' e 110 r s wa t ch e s he r r e tu r n t 0 W ra g b Y " a lm 0 s t w i th 

bit'terness" because "she had connected him up again., when 

he had wanted to be alone" (p. 110). But part of Mellors' 

re~ction away from communication wlth others i~ due to hls 

recognition of its value as its peril. 

'" 
As he acknowledges 

to 'Conni~, "ltt s life. 

And if you do keep c1ear you 

-

There' s. no' keè'P'i~ear. 

might as weIl die" (p'>,~!O). 

Mel10rs Is a figure r Inlscent of Birkin, a man who 

recognizes his limitations a of his isolating 

society, who longs for warm human co ct, yet who fears 
fi' 

the thing he longs for. 

The way in which aIl three characters 

. l''''~~' If 
use words mirrors the way in which they compreH~nd ~ .' 
themse1ves and others, and the value they put upon 

•. words and communication. 

" . 
C11fford's words express c1early the emptiiess of 

\' . ~ 
J -,' 

the man. When "the men "ta1k" at Wragby, Cliffo'rd':'(:er.y 

rarely puts forward independent thoughts; Lawrence 

comments that '."his ideaR were not vital enough for i.,t, 

he was too confused and emotional" (p. 33). In the eame 

way, Clifford i8 unable to use words ta exprees hie 

appreciation of nature or hie direct emot1onal reactions • 
. , 

/ 

/ 



217 

When Connie shows him early violets on a spring day f~ll 

of life and promise, he can only evade the sweetness of 

the flower and the significance of the time by quotin~ 

other people's words: "eweete'r than the lids of Juno's 

eyes." He does not seem to see the aptness of Connie's 

comment "1 don' t see a bit of connection with the actua! 

vi 0 let s • The E! i zab eth ans ,a rer-a the r u p h 0 l ste r e d " 

(p. 85). Late~, when Connie shows him wood-anemones~ he 

again uses a quotation, and Connie begins to see how 

. , 

Ciifford protects himself from life by "turning everything 

into words," and evades life even further by using the 

r~ady-made words of others ae his own (P1 87). 

Connie's separation from Clifford grows as she 

slowly rea1izes that his word~ contain no rea! substance 

and, as a result, communicate nothing. She fo11ows in 

the footsteps of many of the characters in the earlier 

novels when she begins to realize that there may be two 

·klndR of worde, words that are lylng substance, and words 

that convey the essential reality of the user. She 

recognizes that: 

• aIl the brilliant worda seemed like 
dead leâves, crumpling up and ~urned to powder, 
meaning really nothing, blown ~way on any gust 
of wind. They were not the leafy words of an 1 

effective life, young with energy and belonging 
to the tre,e.. They were the Il'osts of fallen leavea 
of the lire that la ineffectual. 

Lady Chatterley'a Lover, p. 47 

- L 
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The ~ifference between the words wh,c~are dead and 
l .~ 

the words which belong ta an effective life i8 slight. 

But a comparison of the ward-usage of Connie and Clifford 
, 

at this point reveals sorne telling differences. Because 

she has been educated in Clifford's world and has been sa 

close to him, her use of words is often similar at first 

glance. Immediately before C1ifford's attitude to 

quotation is exposed, Connie's ~ttitude ta words is 

scrutinized. She has recognized the hel1 of continuaI 

rattle of talk (p. 70), and longs for something beiond 

this. Mrs. Bolton, concerned by her restlessness, urges 

her "to go for a walk through the wood, and look at the 

daffs behind the keeper's cottage": 

Connie took it aIl in good part, even daffs 
for daffodils. Wi1d daffodils! After aIl, one 
should not stew in one's own juice. The Spring 
came back. "Seasons return, but not to 
me returns Day, or the sweet approach of Ev'n or 
Morn." 

And the keeper, his thin, white body, like a 
~"-1.0ne1y pistil of an invisible flower! She had 

forgotten him in her unspeakable depression. But 
now something roused. • "Pale beyond porch 
and portal" • the thlng to do was to pass the 
porches and the portaIs. 

She was stronger, she could walk better, and 
in the wood the wind would not be so tiring as it 
was across the park, flattening against her. She 
wanted to forget, to forget the world and aIl the 
d r e a d fuI, car rio n - b 0 d 1 e d p e 0 pIe. "y e mus t b e b 0 r n 
again! l believe in the resurrection of the body! 
Except a grain of wheat fall ~o the earth and die, 
it shall by no means bring forth. When the crocus 
cometh forth l too will emerge and 8ee the sun!" 
In the wind of March endless phrasea 8wept through 
her consciOUBne8B. 

Lady Chatterl~y'R Lover, p. 71 
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The words 1n Conn1e's mind seem as much a web of 

quotations as those in C11fford's~ but there are two 

significant differences between Connie's use of 

quotations and Clifford's. First~ Connie does not limit 

herse!f to single quotations or lines of thought, nor , 

do~s she always quote correctly. She associates many 

quotations~ flowing from one to another as each helps to 

illuminate a facet of her mood. She juxtaposes many 

disparate elements to form a new whole. And. secondly, 
\ 

this web of quotations is not formed to protect Connie 

from experience but rather to form a structure of 

experiences glimpsed from others on which Connie may 

build her new perceptions of her state. Out of others' 

words Connie is moving forward to creste her own. The 

words communicate and help her to realize her position. 

It is significant, too, that Connie begins to use words 

to fight toward recognition of her rea! feelings on the 

walk which takes her for the first time to the game-

3 
keeper's hut in the wood. 

2 
It is interestlng to note that many of the 1 

passages in Lady Chatterley's Lover reflect this same 
technique of using other's words to personal ends. ln no 
other novel but The White Peacock does Lawrence 80 

intersperse hie descriptions:and comments on society with 
reinterpretations of other's ~ords. The number of 
conventional clichès and classical images in the book 1s 
enormous. Yet Lawrence integrates the quotations as he 
neveridid in The White Peacock, turn1ng them to his own 
ends hy a flippant tone which cal1s to question the 
conventiona1 wisdom (see p. 1) o~ by a complex of image 
and tone wh1ch give another d1mëtns1.Qn to the images (see 
especially, pp. 172-173). ' 

1 • 
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Oliver Mellors' use of words is more complex than 

either Cllfford's or Connie's not only because his 

character 18 more complex than theirs when he Is 

introduced, but also because he changes and develops ln 

his attitudes as the novel progresses. 

When he is introduced Mellors is an educated man 

who has turned his back on his education and achieved 

place in society to return to the woods as a game-keeper. 

lt la algnlflcant that Mellors sees educated speech as a 

symbol of his externa1 attainments, and that he turns his 

back on his educated pronunciation as he turns his back 

on society. 

That Mellors rejects King's English for dlalect 

does not necessarlly mean that dialect i8 ~~ositive way 

to ielf-expre8sion, nor does it indicate in any way that . , 
i 

dialect 18 concerned with the warmth of human 

communication. MeIlars uses dialect in various 

situations and to various ends, but it is nat the use of 

th, dialect in itBelf that give~ the words value • 
• . ~ ~'-

Occasionally, the effect of the words in dialect may be 

positive. Frank Kermode notes that the first time Connie 

meets Mellors as a meaningful human being he is abusing 

his daughter in dlalect, as a "fal,se little bitch" who 

cries with dishonest sentiment over the death of the 
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4 
poaching cat. The use of the dia1ect here may indicate 

some tendency in Me1lors to appreciate "true speech,"" 

but 1t 18 notable that the faIse, simpering child and 

1 

the self-cons clous subservient grandmother both use the 

'" d1alect, and both use words falsely. Tt ls really what 

Mellors says rather than how he says it that is important 

in this exchange. 

In subsequent meetings with Connie Mellors slips 

into the diaiect whenever he wishes to establish his " 

distance from Connie or ta mock her by isolating himself. 

When the two meet in an official capacity, when Connie 

dellvers a message ta the cottage, Mellors speaks with 

her in educated Engllsh, but when she interrupts his 

solitude at the hut he rebuffs her by speaklng in broad 

dialect. Although there Is a "winning naivete" and 

"authority" in the dia1ect which leads Connie to obey him 

~nquestioning1y (pp. 81-82), Lawrence insists that his 

speech Is that wrung out of a man who wishes to preserve 

, his isolation. "He resented the intrusion, he cherished 

his solitude as his only and last freedom in life" 

(p. 81). Connte's anger, and ner repulsion from the 

vernacular in this and subsequent ~eetings, are Rimply 
• 

natural reacti ons from -a-- WOilldll-"'ho desperately needs 

3Kermode, Lawrence (Bungay, Suffolk: Fon~ana, 
19 7 3), p. 12 8 • Lad Y Cha t ter l e y 's L 0 ver, p. 5 5 '~ ", 
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contact with another ~uman bein~. and who is being 

mockingly rebu,tfed (pp~ 87-89). 

In)8ubsequent meetings Mellors' speech in dialect 

18 consistently 'connect'éd with fear, suspicion, isolation 

and the rejection of relationship. Even educated English 

is avoided in the rel~tionship. lt is emphasized that 

"he never really spoke to her" (p. 118) and that "he 

8eemed to have nothing whatsoev~r to say" (p. 126). His 

few words of dialect expressi~g satis~ction at their 

8econd sexual encounter does not say as much as his 

"warm, sure, easy face" and fails to reassure Connie or 

break into the loneliness of which he is unaware. 

~ The progress of the relationship in the Eden of 

the Wragby woods seems designed to show the, simultaneous 

progress of Connie and MeIlars in 1earning modes of 

communion. Connie, for example, learns ta forego speech 

which hitherto had been her main mode of communication 

(p. 164), an,d learns the submissive sensuality in which 

Kate is bound in communion with Cipriano. The progress of 

Mellors shows an attempt made at expression and 

communication by means of words. 

~ After the fifth sensual encounter in which Connie 

relaxes her ego 8ufficient1y to meet Mellors in sensual 

communion, Connie begins t~ imltate the dialect and learn 

Mellors' speech. But the incident is ambigu~s in the 

extreme. Mellor~ finds Connie'8 attempts at dialect 
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"ludicrous" and he even shift!t his pronunc ta make 

Connie appear mistaken. "Why shouid l say when )Tou 

S'ay mun," Connie protests. fair" 

(1'.166), lt 18 a perfectly accurate obser 

Meilors Is trying to prevevt Connie from' sha ing his 
" 

language. 

In a Iater incident Mellors relaxes enough to 

attempt communication and teaches Connie his anguage of 

four-letter words. Barbara Hardy i8 correct hen she 

points out that they are new to Connie. Bu t the "Anglo-

saxon" words are not particularly the language of love and 

communication, nor are they particularly "a ro naming 

~f life." Primari!y, they are MeIlars' way of expressing 
1 

himself in his chosen personal language. 
\ 

When ellors 

teaches Connie the meaning of his words and a11 
, 

to 

copy his pronunciation (albeit after some is 

not necessarily communicating with her on a new 
; 

He is teaching her to participate in his private 

as if he and she were one person. It do es not 

communion of two souls by means of speech, but 

assimilation of one soul by another, by sharing th 

of private and personal expression. 

The impression that MeIlars' 

point is a form of egotism ls helghtened by an 

which occurs the next time they meet. ~eI1or8 

the 

turne on Connie and tèl1e ber thàt she ts'not satteft 
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with "fucking," that is, his terme Instead, he tells her, 

sh e/)Ywa nt [sJ it to be called something grand and 

mysterious, jus t to flatter . . . (her] own self ........ 
/ 

i mp 0 r tan ce" (pp. 193-194) . When Connie retaliates and 

accuses him of the same thing, actually, of preferring his 

\ own expression as a form of egotism, Meilors becomes 

furious and retreats. The incident is handled very 

evasively by Mellors, and by Lawrence. Yet the impression 

rema1ns that Conn1e's accusation con tains more than a grain 

of truth, and that te~ching a private language 1s actually 
\ 

a form of dominance rather than a liberation. At this 

point, communication iS still associated with domination 

so that it may be free from threat. 

After the communion experienced in the third 

meeting, there is a great deal of conversation between 

Mellors and Lady Chatterley. There is no indication, 

however, that ~his speech ia found ta be of value )n 

communication. Mellors' talk gives information, as to his 

background, his earlier sexual experiences, his problems 

with Bertha Coutts. But it seems more a narrative device 

than a mode of communion with a beloved. ,After a 

particularly long monologue giving background Connie even 

becomes uneasy. "He had talked 90 long now, and he was 

r e a Il y t a 1 k i n g t 0 h i m sel f, n a t t a he r " (p. 2 0 6) , 1 t i s 

impl1ed that Connie feels rebuffed when he speaks to her 
/ 

in gaad Ertg11sh (p, 209), but, Dn the ather hand, she 
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"never knew how to answer him when he was in this 

1 
condition of the vernacular" (p. 214). 

There is, in fact, on1y one point in which the 

language ~eems to partake of the physical communion they 

have achieved. Mellors is appreciative of Connie'~ 

physical richness as they sit in front of the fire, and 

as'he a~ts his appreciation, by stroking her, he a1so 

speaks it. "Tha' 8 got such" a nice tai1 on thee, l' he- says, 

and for once in the novel the dialect is described as 

throaty and caressive (p. 208). 

The thro~ty and caressive dialect which accompanies 

the love-play is an ambiguous ~nd tentative vindication 

of Connie's assertion that ialk and sex could both be 

means of communion. The wor~s are frail buds rather 

than the leafy words of aD effective life. 

There ia on1y one incident in the nove1 that points 

to a revitalization of words and the possibility of words 

used as communication; at the end of the novel Mellors 

writes a'letter to "keep in touch" with Connie. After a 

final sensual experience which is thought to complete 

their initiation into physical communication they are 

separately forced to leave the Eden of the Wragby woods. 

In t~~ society which had always threatened to encroach on 

,their temporary retreat they are forced to separate and 

10 without the physical contact which had been the basls 
~ 

o,f t~he relatioDship. In such a 8ituat~an, as MeIlars 
l ' 

,> 

~1 
> 
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points out, chastity is the ooly possible mocle of life, ' 
1 

and,words are necessary to keep the communion alive. 

It would seem, in this last letter, that Lawrence 
1 

has found sorne resolution, albeit tentative and ambiguous, 

of sorne of the problems that teset h~s theories of words. 

Certainly, in the letter, ~ellors' wotds seem to express 

his individua! situation truly; they seem to have emotional 

resonance which is united with intellectual content. But 

perhaps more th an that, they also seem capable of 

communicating Mellors~ individual experience to Connie. 

Connie and Mellors have undergone an initi~tion and 

purification in the -Eden of the woods at Wragbv. In t(he 

structuring.of the novel Lawr~nce seems ta suggest that 
-j 

-- -- w i t li s U' cha pre par a t i an, and '* n cl e r the pre s sur e 0 f 
7 

nec~ssity words ~ay fulfill the d1uble' function of 

expression and communication whic~ he advocates. But 

Lawrence's conclusions seem tentative and his methods ~re 

not completely coherent. The change in Mellors is abrupt 

and not completely believable. Lawrence ls too insistent 

on the isolating and mocking effect of the dialect for 

the change ta carressive communication ta be completely 

convlncing. Speech in Clifford Chatterley's world is 

coridemned to such an extent that the letter almost seems 

like a mistakwr i~Ts hard to believe that the senitial 

initiation which had 80 little effect on spee~h earlier 

~~~the novel should suddenly bear 8uch fruit. 
r • 

The tone of 
\ ... 

. 
; 
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the boak suggests a resolution when the st~ucturing of '). 

~he action does not bring belief. 

~ \ 
Nevertheless, it would seem that in this last letter 

1 

Lawrence believes he has found some resolution, albeit 
/ 

tentative and ambiguous, of some of th~ problems that beset 

his theories of vords. He has ~aiptained his insistence 
r . 

on individual expressioh; he has increasingly emphasize~ 

the essential re~ationship of the words t6 their meaning. .... \ 

In this way he maintains and reinforees the_~heorie8 put 

forward in his earlier novels. He,ha~ also,attempted to 

incorporate an idea of communication in~8peech, and solve 

< 

the problem of communication versu~.~ndividual expression 

,which has bee~ of such importance since ~omen in Love. 

" 

'. 

-.J 'f- _ 

r 
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CHAPTER EIGHT 

TH THEORETICAL CON~TRUCTS 

" In the D . H. Law r e n cet h e b r o.a 4., p ait ter n . 

1 
of changes in st~listic options parallels the chan~es in 

1 
1 
1 
1 

Lawrence's theotii~s of words. The incidence of 
i .\ 

expressi~n and daletion varies as words are valued as 
, 1 

f-e~pression or considered as possible means 
ç 

r 

Lawrence's use of ~xpansion as a 

dominant stylistic devlce in the first three novels~ 
, 

parallels his evaluation of words as means of self~ 
\, 

expression w'ic~ may be mlsused, but which are necessary 

for the full development of the personality. Expansion 

and deletion are used together ~ost fully in Women ln 

Love in whlc~ Lawrence dlscusses the need for self-
1 

-. 

expression by means ùf words, srows that words are value-
1 

1es8 in communicatlon, and repufiates the need fox: 

communication. 1 n A a r 0 n 's Po d ,a n d Kan g a r 00, wh i 1 e 

Lawrence i8 most fdrceful1y~showing'that words are not 

uaeful for communication, and, in~~ed, maY,he used to 
,. . , . , 

destt"oy communication, deletJoq,' ls used moet widely. 
~ /----- " 1. _ 

Deletion la s1gnificantJiy redu'ced in The Pll\med Serpent, 

although expansion 18 vague l\nd Imprecise. In thlB wor1<, 

however, there 18 a trom the reallstlc world of 

/ 
1 

/ 
! 
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,the novel, in which communication ia neceasary, 

internalized world of myth where characters are 
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to the / 

aspects 
/ 

/ 

of one protocharacter, and cnmmunication Is pre~ent~d as 

the domination and control of one character by artother. 

t Deletion and expansion are nearly equal in Lady Chatter-
, 

ley's Lover which attempts to accept both the world of ' 

myth and the mundane modern society, truthful self-

expression and communication between isolate human beings . 

Lawrence's difficulties with the ideas of 

communication are made more understandah1e by survèving 

the theories about words which he puts forward in his 

non-fictional prose. Lawrence himself insiste that theie 

i a and s hou l d b e a ~ s e rel a t ion shi P b e t w e en. h i s ." 

int~ll~ctual structuring of ideas in his prose metapbysics 
'li; • . , 

or, philosophies and his incorporation and demon~tra:Mon of 

. ' 1 
the l~eas in the nove1s. In this particular instance,' 

1 

however, Lawrence's theoretical constructs are of interes~, 

not because they paral1el the movements of the nove1 , 

precisely, but because tbere are suggestive gaps and 

omissions. Lawrence structureR all'of hJs theories of 

1 ,,,-
See, esp~cia11y D.H. Lawrence, F!ntasi,a ,Qf the 

Uncon9"€ious And Psychoanalysis ànd the qnconsc1ous (London: 
Heinemann, 1961), pp. 9-10, and "Surgery for the .Novel -
Or a Romb, '~ Phoenix: The PoS't.humous Pa~èrs ~ ~. H. 
LawI~ée, ed. Rdward D. McDonald (New York: Viking Press, 
1 9 3 6~), p. 5 2 0 • ~ ---~~"' t 

.. 
• (? " 

, \ 

" , , , , , , , 
, , . 
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words to present a theory of self-expression. At no time 

does he ever diseuss the way in which communication could 

be .effected. CommunicatiOn i8 on1y mentioned when it is 

denied that it have any connection with words. 

LawrencJ se1dom discusses hi~ ideas about words in 
, 

discrete sections; his thoughts are evo1ved in tbe course 

of meditations on diverse subjects,~in travel-books, 

1etf~rs, book reviews and articles. Nor are the ideas 

presented in a straightforward manner. Often, sorne 

underlying princip1e is presented on1y imp1icitly, or ia 

-discoverable on1y if two or more statements are compared. 

Lawrence'a rather complex vision of ~ords is 

in t r 0 duc e d in the "F 0 r e w 0 r d t 0 Son san d L 0 ver s·" wh i ch --- --
was written in 1913 in Gargano, Italy, after that novelts 

2 
completion. Lawrence hegins this exp1anation of his 

novel by quoting from the first chapter of the Gospel 

according to St. John, "The Word was made F1es~; then he 

'\ 
crea tes an entirely new gloss on the text, indeed, an 

entlrely new te~t . 
.J 

Lawrencé bases his theor,y of words and thelr 

funct10n on his conception of the nature of reality, and 

2Throughout thi8 discussion l have followed the 
dates of compo~it1on 11sted by Keith SaRar in Thp Art of 
D • H. 1. a w r en c e ( Cam b 1:.1 dg e, }of a s s • : ~ Cam b r i Cl g e Un "ivë r fi i t y

'" P r ë s s :-T9 (; 6) • 
t_ ... 

, -. 

( 
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his conception of the natu~e 6f man. Hia understanding of 

both "reallty" and "man" ara Idiosyneratlc. In his 
, 

exploratory dissertation ~he Formative Influences on the 

work Ei ~.~. Lawrence, R.L. Drain suggests that many of 

Lawrence's morjrcomplex ideas were formed as a result of 

the impact of Lawrence's studies on the beliefs instilled 

in him during his upbringing. Lawrence's conception of 

reality suggests just such a derivation. Lawrence was 

brought up in the popular nineteenth century Non-

Conformist tradition influenced by tranecendentalist thought. 

For -him, "reali ty" always presumes some quali~y above and 

beyond the mere presence of an object. In his college 

training, however, Lawrence was exposed to the ideas of the 

British Philosophers lo~e and Berkeley and be adopted the 

idea that anly individual percep~ia? of an abject made 

that ohject real. Lawrence seems ta have adapted bath of 

those theories, so that at one and the same tlme the world 

ls seen as valid only in each Indlvidual's perception Of\~ 

~t, and these perceptlqns are recognized as valld only 1 , 

they' are se en to conta1n some transcendental quallty, 

never quite explalned but~varlously referred to as 

" r e a 1 i t Y ; " "1). vin g n e s s" 0 r "b e in g" • 
'~ 

The dualistic theory of the nature of man which 

Lawrence presents in his "Foreword" conforms to his notion 

of reality in that' the categories of being he presents 

are contained wlthln the individual. The two prlnciplea, 



r 

232 

in his writings variQusly termed the Flesh and the Word, 

the Female and the Male, God the Father and God the Son, 

Darkness and Light, Self and Not-Self, are opposed aspects .. ' 

of an individual, rather in the way in which Blake's 

giants and thelr "wives" are aspects of a faculty. 

Roughly, the Self dr the Flesh, 19 the unconscious 

sentient part of a being, equivalent in sorne ways ta the 

"id" described by Freud. The Not-Self, or the Word, ls 

that conscious/part of the personality which ls created by 

the total of the Indivldual's ,perceptions. tt must be 

stressed, however, that the Not-Self i8 not moulded by 

outside influences, b~t created internJIIY in response to 

\ 
the individual's Interpretation of his perceptions. Freud 

stipulated a somewhat similar process for the formation of 

1 

what he called the "superego". In a "living" or "real" 

individual the Self, or Flesh, interacts smoothly with the 

spirit, with the unconscious Self participating in the 

moment, and the consciousness, the separating power, 

understanding and expressing the significance of the 

moment. 

In the "Foreword to ~ and Lovers" Lawrence 

identifies words with the consciousness. The idea of the 
, 

function of consclousness in deflning" the individual i8 

connected to aIl of Lawrence's commpnts on the function 

of the Ward. 
1 If this one point 19 kept in mind, it 

1 
bec~me8 understandable why Lawrence ahould reverse the 

'. 

/ 

1 
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~uot.t~n from St. John, and say that "the Flesh was made 

Word" instead of "the Word was made Flesh." Out of the 

indlvidua!'s unconscious participation in life cornes the' 

conscious recognition of individus! meaning which is 

expre~ed in words: 

• The Father was Flesh -- and the Son, who 
in himself was finite sfld had form, b~came 
Word. For form i8 the uttered Word, and the 
Son ia the Flesh as it utters the Word but the 
unutterable Flesh is the Father. 3 

From this assertion cornes the corollary that 

conscious recognition (the Word) must always spring from 

an experlence of the unconscious Self, expre8sing that 

Self: " 0 u t 0 f the FIe s h h a the 0 m e e ver y Tv 0 rd, and i n the 

F1esh lies every Word that will be uttered" (Letters, p. 96). 

The word is the indivjdual product of individual 

experlence. 

In this theory of words of 1913, Lawrence 

formula tes the basic notion about words which i5 implicit 

in the three early novels: the idea of the word as 

necessary to self-expression in the individual. Present in; 

this conception a1so la the rationale for Lawrence's 

distrust of words. Lawrence extends his idea of the dual 

nature of man with the notion that the unconscious Flesh 

3 
D.ll. Lawrence, "Foreword to Sons and J,overs," The 

Letters of D.H. Lawrence, ed. Aldous~ley-(London: --
Heineman;: 1932), p. 97. AlI subsequent quotfltions will 
be taken from this edition. 

• 
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(or the ~elf, or Gad) 18 the pr1mary and permanent 

princlple since lt ia that f~m which aIl e1se derives. 

Thus the Ward, since lt is merely derived from the Flesh 
• 

moment by moment, can not partlcipate in the same Infinite 

nature. Lawrence comments: "Out of the Flesh cometh the 

Word, and the word 18 finite, as a piece of carpentry, and 

hath an end. • Out of the Flesh cometh the Word, which 

blossoms for a moment and is no more" (Letters, p. 96). 

" 
Although the word may express Individua1 truth, the word 

ltself i8 true for that person and for that moment only 

and can not be used arbitrarily as a truth for any oth~r 

persan or moment. 

Although Lawrence draws the basic outline of his 

ideas on the function of words in the "Foreword," the ide as 

are not clearly systematized untfl the intensive revisions 
. 

of Twi1i~ht in Italy for public;ation in' the autumn of 1915. 

Even here, the meanings which Lawrence attaches ta words 

are only discoverable if the metaphorical references are 

analyzed. For example, in his flrst comment on the ward 

Lawrence {~ actually discu8sing another matter, and 

casually states: "The Word of the tlger is: 

4 supremely l-fe, and my senses are God in Me." 

my senses are 

On analysis, 

4 
D • li. Urw r en ce, Tw 11 i g h tin 1 t li 1 Y (N e w Y 0 r k : 

Viking-Compaas, 1962), p. 48. AlI subsequent quotations 
will be cited from this edition. 
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it i8 easy enough to see that in this connect1on Lawrence 

implicltly associa tes words with the essential menning of 

the thlng in question. The Word of the thlng obviously 

contains in some faahion the essential nature of the thing 

in iteelf. 

The second basic characteristic of words present in 

Tw i 1 i g h t !E.. l ta 1 y i s °a n ex t e n s ion 0 f the ab 0 v e ide a • A 

few pages before the reference to the' tiger, Lawrence 

discusses the aspirations of man in the Middle Ages and 

commenta: "Man wanted more and more to become pure,ly free 

and abstract. Pure freedom was in pure abstraction. The 

Word was absolute. When man became as the W~rd, a pure 

1 a w , the n he w a s f r e e" (Tw i1i g h t .!.!!. l ta 1 y, p. 42). 

Although this passage seems to repeat the idea of 

the word equal1ing the essence of meaning, the inter-

pretation is made more complex by the connections between 

the images expressed in this passage and those which are 

developed s1ightly earl1er in the texte For exemple, 

wh en Law t::J>n ces p e a'k s 0 f the pur e 1<10 r d as" ah 5 t r a ct" {) r 
1 

"a pure law" the reader immediately remembers the 

discussion of the law in the previous chapter. In this 

passage Lawrence describes two monks as they "paced the 
1 

narrow path of the twilight, treading in the neutrality 

of the law. Neither the blood nor the spirit spoke in 

them, o~ly.the law, the abstraction of the average. The 

inJtnite Is positive and negative. But the average iR 
,'~ . 

'T 
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only neutral. And the monks trod backwards and forwards 

down the line of neutrality" (p. 36). 

From the comments on the "neutrality" of the law 

and its "abstraction," we gather that, to Lawrence, the 

law of the average is essentialfy unliving. As it ls 

abstract it Is separ~ted from the flux of 1lv~ng created-

ness. As it Is neutral It Is the "quenched aah" whlch 

~ Lawrence saya later ia the result of mixing the two 
'-..: . 
principles on whose integrity, opposition and balance 

depend the "livingnesa" of the individua1. 

Lawrencé seems always to have accepted implicitly 

the two ide as of words presented above, that words equal 

the essence of a thing, and that the essence, because it 

18 abstract, Js dead. These two notions, in addition to 

the fundamept~l concepti~r that words must be the product 

of the interaction of the ~elf and the Not-Self, help 

account for t~e attitudes to words which Lawrence displays 

in the"'e'arly"noveis. Words are the signs of livingness, 

and in themselves establlsh that livingness in man when 

,they express the truth of the individual experience, 

bec a use' the y h a v e an e 8 sen t i aIr el a t ion shi p t 0 the th i n g 

or idea expre8sed. At the same time, words without the 

experience of the Self to prompt them are dead, as they 

are when they are treated as abstractions, generalizations 

and "ideas" true of ail time rather th an as expressions 

of momentary living experiences. 
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words are important tô Lawrence's later handling of words, 
... ' 

though the concepts are not of primary importance to the 

early novels. In discussing the re~ponse of ~he ltalians 

to D'Annunzio's plays, Lawrence treats the word as a 

temporal and sensual entity, appealing to the ear rather 

th an the unoerstanding. 

lt was the language which did it. lt was 
the ltalian passion for rhetoric, {or the 
speech which appeals to the senses and makes 
no demand on the mind. When an Englishman 
listens to a speech he wants~at leaat to 
imagine that he understands thoroughly and 
impersonally what ia meant. But an Italian 
only cares about the emotion. lt i~ th,e,_ 
lIlovement, the physical effect of the t~nguage 
upon the blood which gives him supreme : 
satisfaction. His mind i8 scarcely en~aged at 
aIl. He ia like a child, hearing and feeling 
without understanding. 

Twilight in Italy,op. 80 

If what Lawrence implies about words in this rather 

elliptical comment ls correlated with what he says of the 

nature of livingness, a parallel can bé graspe'd, and a 
1 

atructu~e created which would give words life. ~ords, it 

seems, are made up of two components, sound and meaning, 

which, united, should form the whole word. Abstracted 

meaning is neutral and 1ifeless; sound itself 16 

vitiat!ng. Together they form the tatality of the ward, 

which, because of ite dual nature, paral1els the creative 

'-interact:J on of Self an,d Not-Self and 'e.~tablis,hes a moment 

within time. Words, too. can partlc1p~te in the livin~-

neS8 of the moment. 

, " . 
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Further on ln the book Lawr~ seems to 

substantlate this hypothesis when he ta1ks of the word in 

connectlon wlth the Ho1y Spirit, or that third thing 

which 19 created, both temporal and eterna1, in the 

necessary clash of opposites. Speaking of marriage, he 

says: 

••• in the spirit my conjù~t~ion with 
[the womanl •.• creates a th~rd thin~, 
an abs01ute, a Word, which is neither me 
~or her, nor of me, nor of her, but which 
is abso1ute. 

Twilight ~ Italy, p. 141 

In Twl1ight ~ Ita1y Lawrence establishes the four 

main aspects of his ide as on words. La~rence maintains 

first aIl four throughout ~is subsequent discussions, 

combining and expanding them Into a system, afterwards 

emphasizing one or another as his temper 1ed him, but , 

a1ways maintaining one of the four ideas, which ate so 

t1. 
contradlctory seen in juxtaposition: that words a~e 

essences, that meanjng ls abstraction and therefore dead, 

that the sound of words gives a sensory and emotiona1 

component, and that words, as the "thiro thing" can 

estab1ish the 1iVingness of man. 

The fascinating point about Twili5ht ~ Italy 18 

th a t aIt hou g h 1 t wa s w r 1 t te n and r e vis e d dur in g the -î: 1. mes 

-of composition of Sons and Lovers, The Rafnbow and Women in 
\ --- -- -..-
\ 

~ 0 v e i t r e fIe c t son 1 y th;"-~~o 8 1 t ive ide a 8 a hou t w 0 rd sas 

sèlf-expression con~ained in these nove1s. The energetic 
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criticism of words in the noveis is never hinted at. 

The attempt to confront th/e problem of communication, 'so 

important in The Rainbow and Women in Love, 1s totally 

/' SlightIy after he had completed the third version of 

what was to be The Rainbow Lawrence undertook a Sturly ~ 

Thomas Hardy. He worked on this novelist, whom he greatly 

admired, from July ta November 1914, but he never fully 
\ ~, .. 
-,' revised his essay for publication. Although Lawrence does 

t' give sorne perceptive insights i~tO Hardy, in the main he 

uses him as a jumping off point for his own ~heories. 

In Stuay of Thomas Hardy Lawrence does not develop 

his ideas of the nature of ~ords further. He emphasizes 

'. the paraileis he has drawn between the nature of the word 

and the structure of reality, he discusses more fully the 

function of the word in creating "11vingness" in each 

individual, and, by implication, he restriCii[ the useful-

ness and function of word~ in communication. '\ \ 
1 \ 

In addition to re-~~~ablishing his a d al1g~ment 

of Word and Flesh, with Man and Woman, the Not-Self 'and 
\ -

the Self, Lawrence, in this essay, taiks more spef~fiCaIIY 
\ 

of the raIe which he believes words should play in a man's 

life. Re a88er~s, following ~ 3:3-7, that to ~e fully 

alive man must be not born once, but born twice. ln his 

firat birth he ie born physically from his parents, the 

man of the Flesh, the old Adam. l,n the 'seconc1 birth he lR 
" 
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.' 
born into his own consciousness, born Into knowledge of 

him~elf, born spiritually, if you will, as weIl as 

,physica,lly. 

The problem before each person ia, of course, how 

this second-birth is to be accomplished: 

And we, who imagine we live by knowledge, 
imagine that the impetus for our second birth 
must come from knowledge, that the germ, the 
sperm impulse, can come out of sorne utterance 
only.S :-l' 

This idea tal1ies with Lawrence's theory of the creation 

of the real and living individual from the interaction of 

the Word and the Flesh. But he points out that most 

people miaconceive the role or identity of the Word at 

this point in their search. " • when l am young," he 
;, 

8ays "at eighteen, twenty. 'twenty-three, when the anguish 

of desire cornes upon me, as l lie in the womb of my times, 

to riceive the Quickening, the impetus. l send forth a11 

my cal1s and calI hither and thither, asking for the Word, 

the Word which 18 the spermatozoan which shall come and 

ferti1ize me anlj set me free" (Phoenix, pp. 433-434). 

The problem that Lawrence sees here i8 that the 

young are searching for the nUttered Word," sorne other's 

words which have already been said, established, and set 

down. But it may be t~at the Words which will set a 

~n~1t. Lawrence, "Rtudy of Thomas Hardy," PhoenIx, 
p. 433. .. .' 

, < 
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particular individual free may not have been uttered yet, . , 

~d ,the sou1 searches futi1ely through the rel1gious and 

estab).ished beliefs for that which will "deliver him' unto 

his own being." "Therefore the unsatisfied 89u1 remains 

unsatisfied, and chooses Work, maybe Good Works, for its 

incomplete action. It thinks that in work it has being, in 

knowledge it has gained its distinct s-elf" (Phoenix, p. 434). 

In ch~osing good warka, or knawledge, the unsatisfièd 

80u1 repeats preci8e1y the same mistake it made in trying 

ta quicken its being by means of words uttered by others. 

For, although men are correct in connecting words with the 

quickening of the self and in ~eeing works as the fruit of 

truly being alive, Jhey have separated words and works sa 

entire1y from the individual Self that the fruitfu1 

interaction is impossible. "But aIl that will b~ uttered 

lies patent jn life," says Lawrence. "The fools, do not 

know this. They thirf the fruit of knowledge is found on1y 
1 \ 

in shops. 

Tree. ~r 
(p. 434). 

. ' 

They wil~ go anywhere ~o find it, save to the 

the Tree is, so obvious, and seems so played out" 
J 

In arder th~t words quicken a man and make him 

fully alive they must be expression of his deepest Self. 

In uttering himself, a man partic1pates in the interaction 

of tht Se~f and the Not-Self, the Flesh and the 'Word, sa 

~ , 
'~ ~at the words he utterR are at one tlme a means to his 

... , 

a~~41ning his awn livlngness; and in themselves the 

e 8 t a bPI.' à'b,1YH! nt a f th a t co l'a dit 10 n • 

- " , -! 



• 

242 

Lf thia double role of the word in forging human 

consciousness and numan livingness is accepted, the word 

gains in importance. The word is obviously both the 

instr~nt and the end of consciousness, and the degree of 

man's expression of himself in words that are true to his 
1 

own experience Qf the Self must be some ~ndication of the 

true livingness of that man. 

On the other hand, establishing the imporrance of 

worqs in creating the individual, Lawrence subtly 
~ -b'l. 

di~~is,e9 the ~alue of words as meane of communication. 
't.l , ... ~ 

The wo~ds of others can have no permanent influence on 

the development of, the living individual; in fact, they 

May limit or dis tort the development of the individual. 

lt i8 interestlng to note that Lawrertce was evolving th18 

attitude tt> communication in his theo'retical writings at 

the same time that he was subtly suggesting the necessity 

of communication in The Rainbow. 

Although Lawrence firmly establishes the nature 

and ro le of ·~rd s in the th ree es s ay s of .~_9l2-l4 wh ieh 

~have eonsid~~ed, the essays for five y~ars after say 
l ' , 

very little ab~ut words. The reason is ~~fficult to 

ascertain, sinee. in m-Dst 'of the major essays Lawrence 

does speak of one aspect or another of his theory of the 
.~ 

real, and in the novels, especially in"Women .!.!!. Love he 

considera at length the role of worda in cammunication • 

\ 

-" , \ ,. 

\ ' 

• 
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/ 

In the è~rlier essays Lawrence deals extensively 
• 

with the ways .im which man sho,uld attempt to crea te his 

own living reality, but in the fewer discussions of words 

in later essays he tends to concentrate on those conditions 

in man and society which hinder full development. For 

example, in "The Crown" (1915) Lawrence speaks o'f the 

fruitful strife between opposites which goes to pro duce 

the Crown of Livingness. He speaks of creation as divine; 

he speaks a1so of destructioh as divine
6 

and he even speaks 

of the divinity of corruption. But it. is on destrûction 
1 

that he speaks' most. And he introduces the new idea, that 
. " \ 

f9r many people caught in "single vision," creative reality 

is impossible (Phoenix Il, pp. 376-377). Later Lawrence 

devotes several passages to descriptions 'of these people 
" 

caught inside a hard shell of a created personality, iq 

the condition of egoism, who are safely preserved from 

life jnd from death, whose words signify nothing. 

Despite the darker notes introduced after 1915 

Lawrence seems to adhere to his basic ideas of the roles 

and values of words throughout the years. That his theory 

me an t a gr e a t d e aIt 0 Law r en c e i s w i t n e s' se d b Y the e n erg y 

... o,f his assertions 1n the "Foreword to Women in Lov_e" 

.. ~ , 
",. 

" 

{' 6 D• H • ltawrence', "The Cro~n," Phoenix 11.: 
Uncolle'cted, Unp'\1bl1shed and Other Prose WorkA È..l D.H. 
~awrence, eds. Wftrren Roberts and Harry T. Moore (ie; York: 
VIking Press, 1959), p. 402. 

" 
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dated September 12, 1919, in which he implicit1y affirms 

the theoretic structure he has previous1y presented: 

Man strugg1es with his unhorn needs and 
fu1fi1ment. New unfo1dinp,s struggle ùp in 
torment in him, as huds struggle forth from 
the midst of a plant. Any man of rea! 

1 

individua1ity tries to know and to understand 
what is happening, even in himse1f, as he 
goes a10ng. This strugg1e for verbal 
conaciousness should not he left out in art. 
It i8 a very great part of "life. It ia not 
superimposition of a theory. lt is the 
passionate struggle into conscious being. 

We are now in a period of crisis. Every 
man who ia acutely alive is acute1y wrestliRg 
with his own soule The people that can bring 
forth the new passion, the new ides, this 
people will endure. Those others, that fix 
themse1ves in the old idea, will perish with 
the new 1ife strangled unborn within them. 
Men must speak out to one another. 

Phoenix Il, p. 276 

In this "Forewerd" Lawrence combines implicitly in 

one structure aIl of the ideas of words hitherto presented. 

But it must be noted that the introduction to Women in 

Love mentions words on1y as means of individual expression; 

it does no~ touch, even tangentially~ on any idea of 
\ 

communication. Yet the problem of communication is one 

of the main focal points of the novel. 

The "Foreword to Women/.!!l Love" ia the culminating 

point of Lawrence's ear1y theories of the fun~tio~ of 

words. In aIl of the 1etters and essaya written between 

1919 and 1930, th~re ie a definite change in Lawrence's 
"'l 

attitude to words. In none of these 1ater works, hnwever, 
h 

doee he ever explore the relation of words te human 
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communication except tangentially and in a negative way. 

-
Lawrerrce's changed ideas about words parallel a 

change in Lawrence's treatment of his "metaphys1c," a 
, 

change that was heralded in the pessimism of "The Crown." 

In the next major essay, "Democracy,"/the emphasis on 

the unlivingness of people and society is even further 

1ntensified. Lawrence seems obsessed by the idea of 

society as a false and mechanical imposition of the mind 

on living man. Often, he traces the ills of 
( 

society to 

misuse of , words, which are employed to crea te a world 

divorced from the ~rinciple of the Flesh, and therefore 

dead: 

The vital universe was never created from 
any Logos; but the Ideal universe of man 
was certainly sa invented., ~fan's over
weening m1nd uttered the Word, and the Word 
was God. So that the world exists today as 
a flesh-and-blood-and-iron substantiation 
of this uttered world. This is aIl the 
trouble: that the invented ideal world bf 
man 1s superimpos~d upon living men and 
women, and men and women are thus turned 

j into abstracted, functioning, meçhanical 
uni. ts. 

a 

Phoenix, pp. 704-705 

The idea that words might distort reality instead 

of mirroring it is implicit in Lawrence's separation of the 

W 0 rd and" the FIe s h • But it fascinated and horrified him to 

think that the distortion might actually occur. In 

"Democracy" for the first time :in his theoretical writings 1 _ ------"' 

Î 

La~rence seems to ~ecogn1zê that wordR can exist 1n 

iBolation with no .reference to Borne "truth" or mean1ng. At 
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one point he commenta: "Our way of State-ownerahip i9 

mere1y a fareiea1 exehange of words, not of ways" 

(Phoenix, p. 717), and his bitternesa ia apparent. The 

bitternesa, as weIl as the idea of the separation of words 
., 

and truth, is, of course, ref1ected in the nove1 of this 

time, Aaron's Rod. 

An in te res t ing s'ide 1 igh ton' Lawrenc e 's deve lopmen t 

of his theory of M~rds is found in his Studies in C1assie 

American Literature'.· This work ia hard to place 

chronologiea!ly; ft was pub1ished in 1923 and 1arge1y 

revised in the winter 1922-23, but Lawrence had been 

reading Ameriean 1iterature with a vie 

collection since 1915. The first version essays 

was begun in August 1917, aft~r the complet on of Women in 

Love, under the tentative title of The Transcendental 

Element in Ameriean Literature. 

Studies i8 significant in that in it Lawrence 

first discusses the truth of the artist's words. He i8 

, 
extraordinari1y severe with Crevecoeur, Cooper, Poe, 

1 

Hawthorne, calling them liars, their artistry mere wish-

fulfilment. Lawrence's treatment of Cooper is a good 

example of his genera1 attitude; he 8ays: "Fenimore 

Cooper has probably done more than any writer to present 
1 

t 11 e Red Man t 0 the Wh i te Man. / But" Co 0 p e r '8 pre sen t a t ion 

" 
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is indeed a wish-fulfilment.,,7 And then Lawrence goes on 

to show that Cooper's picture of the)~d Indian, is not 
- '1- < -

at aIl true to fact or true to intuitive reality. 

Cr~vecoeurt8 Nature, Poe's Love, and,Hawthorne's Sin 

receive the same treatment. 

Lawrence surprisingly do es not damn this practice, 
'Ç' • 

which is a total contradietion of the theories he ~as 

proposed. Instead, in this tolerant summation Lawrence 

sud den 1 y as s e r t s th a' t " 0 u t 0 f a pat ter n 0 f lie s art we a v e s 

the truth," and says that although the artist says he is 

painting one moral which Is a lie, the tale itself will 

reveal the truth of a situation, especially by means of 

its emotional impact. Unfortunately, Lawrence's own 
, 

, \1 
analyses of Franklin, Crevecoeur, Cooper, and espe~ially 

~~ 

Poe, do not show that the truth is anywhere withi~ the '~f 

tale. He does not indicate where or how Cooper reveals 

that his support of the Red Man or of Democracy is a sham, 
:t-

or where Cooper's moral i8 undermined and the truth 

revealed. Hawthorne and Melville fare a 1ittle better, 

but the frank di8honesty revealed in the first four 

wrlters undermines Lawrence's thesis. Lawrence may say 

that "we can Bee through the subterfuge" of art "if we 

7 D.R. Lawrence, Studles in Classic American 
Literature (Garden City, New York: Doubleday-Anchor, 
1951), p. 46. AlI sub~equent quotations will be cited 
from this edition. 
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choose," but truly it ia difficult to see tawrence's 

truth ~ Franklin. The suspicion remaina that Lawrence 

recognizes that art-speech may not represent the 

intellectual/emotlona1 truth of a tlme, a place or a 
;\1 

person, but that he accepte the evasion. 

Surprisingly, Lawrence does not dlsmise these 

artists' art out of hand because their worde -did not .. 
mirror their experience of -the world. His treatment of 

Cooper is again indicative of his attitude to the others: 

He hated democracy. So he evaded if, and 
had a nice dream of something beyond democracy. 
Bût he be10nged to democracy a1l the whi1e. 

Evasion! -- Yet even that doesn't make the 
dream worth1ess. 

The tale is worthwhi1e, ~ Lawrence suggests, because 

Studies, p. 63 

the tale as a dream or evasion of rea1ity, may embody 

some truth. "You have got to pull the democratic and 

idea1istic c10thes off the Arne~ican utterance, and see 

what you can of the dusky body of IT underneath" (Studies, 

p.18). 

In this work Lawrence accepts lies and evasions 

as he does at no other point in his writing. "The curious 

\i 

thing about art-speech ls that it prevaricates so terrib1y, 
1 

1 mean it tells such lies. l suppose because we a1l the 
" 

time tell ourse1ves lies" (Studies, p. 12). It i~ 

notable that ~tudieR ln Classic American Llterature was 

ftnally revised about the time of Kangaroo in whlch 
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evasion in speech is advocated for the preservation oe 

individual integrity. 

For the next six years in his discussion of words 

Lawrence seems obsessed by the ide a that words and 

meanings may have no intrinsic connection and may exist 

independently of one another. But he do~s not accept the 

situation, as he does in Studies. In his letters and 

articles he advocates many methods to remedy the situation, 

for he never seems to have given up the belief that words 

and meanings were intrinsically related, and must be 

related by each individual, in arder ta promote true 

1ivingness. As late as 1929 in the introduction to the. 

privately printed edition of Pansies, he repeats that "In 

the beginning was the Word," and asserts that aIl wards 

are God-like and of intrinsic value, unless their meanings 

are perverted in the minds of people (Phoenix, p. 280). 

Between 1921 and 1925 Lawrence's remarks on 

words seem ta show a gen~r.al diss&tisfactian with the way 

wards are use~ in the ~d. It must be remembered that, 

to Lawrence, words are, highly persanal ins~~uments which 

must be flexible enough ta render meaning through each 

chanp,ing moment. If words are used ta express the unreal, 

the ego created by society, or the abstract ideal of the 

mind, they are dead. As Lawrence recognized words as 

persona! instruments on1y, he reacted when he saw them as 

soclally control1ed modes of communjcatlon. Lawrence 
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implies, during those years, that used in a general or 

social context, words are instruments of death~ and at 

this point the theoretical writings reflect and reinforce 

the message of the novels. 

condemning any form of attemp,ted verbal commu"nication. 
1 

Lawrence attacks the way words are used in society 

in several ways. For e~mple, in a let ter to Earl Brewster 

in May 1921 Lawrence refutes the notion that one word may 

have a meaning which i6 generally understood by ail men. 

He argues: 

Ambition, avarice, self-love, vanity, friendship, 
generosity, public-spirit: the wordR are ail the 
same: the actuality ~s so different in each 
individual, as to make the statement feeble. You 
need only to translate generosity into German or 
Russian, and you'll see that Mr. Hume knew nothing 
about it. As for liebe, Minne, l'amour, love, 
l'amore, Amor, and the two bless~d Greek words we 
pretend stand for love: look at 'em. But l 
believe there is a certain life concord. But life 
expressions are so different, ft is idiocy to 
count 'em like cash. Give me differences. 8 

Lawrence' s argument here i8 cloudy' and confused, 

but certain ideas stand forth. To take the last point 

firet, Lawrence seems to agree to a similarity in the 

essential nature of ail people, but he sug~ests thAt 
, -

different peoples choose to express differ~nt facets of 

their- emotj&,?ns in tH.e words they create. l.iebe and 

8 
,D.H. Lawrence, The Collected Letters of D.H. 

I.awrence, II, ed. Harry Moore (New'York: Vikt;g-;- 1962), 
652. 
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Minna are on1y two facets of the'general emotiona1 

experience of love. At the s«me time he says that the 

; 

words chosen ta represent the complex emotion ca~ed love, , -.,.-

cannot possibly convey the partlcular balance and 

complexity of each individual. Thus words as counters, as 

mediums of exchange be~ween people, fail because of their 

very nature of be10nging to many people and many 

experiences. Words, because of their general and social 

nature, complete1y fail to express the individual, and, 

as an extension, to participate in felicitous 

communication. 

Lawrence most pointed1y argues against communication 

in his "Foreword" to Fantasia Q.f the Unconscious (May-

July, 1921). In sections of this article Lawrence seems 

to support the attitude to words slowly evolved between 

1913 and 1915: 

l believe l am on1y trying to stammer out the 
first terms of a forgotten knowledge. . The 
sou1 must take the hint from the relies our 
scientists have so marve1lously gathered out of 
the forgotten past, and from the hint develop a 
new living utterance. The spark is from\dead 
wisdom, but the fire Is life. ~ 

Fantasia. p. 8 

On the previous pages, however, Lawrence has insisted on 

the p ers 0 n a 1 n a t ure 0 f th 1 s " 1 i vi n-g ut ter a n ce," and h i s 

hlgh1y idiosyncratlc attitudes vitlate the brave speech 

about red1scovering forgotten knowledge for humanlty. 

Lawrence ls not writing for mankind, or even for "the 

1 

< 1 

" 
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generality of readers." He implies that most people are 

not capable of understanding his book, and will rep,ard it 

as "a rath-er • revolting mass of wordy nonsense" 

(Fantasia, p. 5). He is sure that only "a limited few" will 

understand his words, and even further thsn that, he notes: 

As for the limited few, in wh0111/-onê- must 
perforee find an answerer, 1 may/~s weIl say 
straight off that 1 stick t~ the solar plexus. 
That statem~nt alone, 1 hope, will thin their 
numbers consi~erably • 

Fantasia, p. 5 

To m€~ this statement implies that Lawrence is quite 
/' 

consciously trly:Î;;ng/to distort any communicati.?n he may 

inadvertently establish by a highl):' p~rsonal and am1J1"gllôus 

use of words. 

Idiosyncratic use of language and insistenee on the 

limited nature of communicatiors are simply extensions of 

Lawrence's theory 

living language. 

\ - ~ 
of the completely individual nature of 

In th: "Forewo~" ta the Fantasia, 

howevé!r, what emerges frQ;Jn the context is not merel'y thàt 
J ,-'" 

Lawrence wants ta preserve the individual quality of 
\ 

living language, but that he wishes ta ~sist on human 

isolation and deny that language has any ~ocial, 

communicative functions. 

. 
Lawrence's denial of the social and communicative 

nature of language is, of course, the central reAson for 

his dissatisfaction with words. It is generally agreed 

today that words tend to change menning as the meanin~ 
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attached to them Is chan~ed gradually by a social milieu. 

In general, words and their meanings are eontrolled by 

society; they are not individual nor are they God-given 

absolutes. Given this basis, aIl Lawrence's dissatis-

factions with the word are qui te 1ogieal. No man knows if 

a word with a socia11y recognized m~aning adequately 

describes a feeling which he himself experienc 1s. Words 

may distort an individual emotion into that range which is 

commanly understood and communicàted. By extension, a 

man speaking a language held in comman with other men may 

feel that he is never able to express his individual Self. 

In the essays written after 1921, Lawrence ls 

generally preoccupied _with the problem of the Word 

failing in its function toward the individual because of 

lts generai and social nature. In fact, he often seems 

pessimistic about the ability of the ward to functi~n at 

aIL Manx of the articles seem to repeat, in their 

several, ways, La~rence's despairingn~eing 

Religious" (February, 1924): "There i8 no way. Thp.re is 

no Word. There i8 no light" (Phoenix, p. 724). 

For example, in "Pan in Americ-a", ~(1924), Lawrence 

~~eaks of the God at the heart' of aIl nature, and of the 
.. ~~~-;~~, ., ,,~~ 

'beauties of the 'i~~~Jdual manifestations of Nature. He 
---,__ 1 

cS e s cri b e El an -f} 1 d 1 n dia n s i t-t i n ~ b Y the cam p f ire r e c a g n i z i n g 

the beauty of each individual thing, and feeling the 

~in8hip of aIl. 'An'd then he continues: 
1 

1 
1 
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So the old man says [the se thlngs about 
Nature], wlth hls lightless Indlan eyes. 
But he is careful never to utter one word 
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of the mystery. Speech ls the death of Pan, ~ 
who can but laugh and sound the reed-flute. 

Phoenix, p. 27 

In this passage the word ls no longer that whicn will 

\' 

react agalnst the unconsclous Self, the God withln us, in 

order to establish it in the temporal realm as the spoken 

act. Nor ls the word seen as any product of the 

God and the conscious Word. Instead ~he ward is 

potential killer of the unèonscious Self, destroyer of the 

Gad which only seems ta exist in ". the Pan silence, 

that is sa full of unutterab1e things" (p. 27). Under the 

impact o{ hls fear of the social functlon of words 

Lawrence is driven ta repudiate words a~together and find 

value in that silence whlch is p~aised ln Kangaroo and The 

P1umed Serpent. 

At times, in these la~er e~saysl Lawrence a1so 

repeats his warnlngs about the destructive power of the 

individua1 ward. For exarnple, in "Why the Novel Matters" 

(1925) Lawrence repeats the warnings against attr1butlng 

absolute values to wards which he had sounded early ln 

Twl1~ ~ Ita1y and in the three early novels: 

l don't believe 1n,any dazz1ing revelation, 
or in any supreme Ward. "The grass w1thereth, 
the, flower fadeth, but the Ward of the Lord 
shall stand forever." That's the klnd of stuft 
we ' ve dru g g e ~ 0 urs e 1 veR 'w 1 th. A B a mat ter a f 
fact, the grass withereth, but corneR up aIl the 
greener for that_ reason, after the rains. The 
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f10wer fadeth, and therefore !(~ bud opens •. 
But the Word,of the ~ord, bei g man-uttered 
and a mer e 'f i b rat ion 0 n the ,.e he r, bec 0 mes 
sta1e rand st a 1ei,;'-.::--,mo re and ~ ,re bo ri ng, t i Il 
at 1a8~ we turn a de~ ear a d\ it ceases to 
exist, 1ar ~o~e firtal~.thanr.~y withered 
8ras~. lt is grasB that r~n~~ its youth like 
the eagle, not Any Word. 

Phoenix,'p.536 

ln general, however, Lawrenca's attacks on the 

,»«,~word between 1925/ and 1930 proceed through three 
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categories which extend logfcally from 6ne another. From 

despair about ~the function and nature of words Lawrence 

mov}~s to e'~p 10 re the res ul t s if i t is accep t ed tha t words 

have no intrinsic meaning. Secondly, Lawrenc~ ~xplores 

the significance of tbe sounds of words,~ and the 

~ instinctive emotional meanings conveyed in sounds. 

Lastly, he points out how ~octat meanings and emotions 
~ / 

tend to distort and ~w~ords. 

In 1927, for example, many of Lawrence's comments 

on words express the ge9~ral dissatisfadtion common in 

the previous years. In a letter to Aldous Huxley he 

confesses that he criticized Huxley's w;iting because 

"1 myself am in a state of despair abo~t the Word either 

written or spoken seriausly" (Collected Letters, p. 1020). 

But, more particular1y, his comments seem to centre on 

the word as lie. , . 
1 

For example, in S~ptember, 1927, Lawrence 

pl,fb l1shed 'a sho rt a r tic le "The Ni gh t i ngale" in 'wh ich he 
", JI ,,1 

/ 
criticizes words more specifieally: "You ean say tQ 

'somebody: '·1 llke you awfully, you look so beautiful this 
o <) 

., . . . 

.-- . 
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.orning,' and she will believe it utterly, though ybur 

voiee may rea1ly be vibrating with morta1 hatred. The 
1 

~ar ls so stupid, !~ will accept any amount of false money 
'1 

in words" (Phoenix, pp. 41-42). 

This ability of wor~s to lend themselves to Iles 

bespeakL the essenti~l falsity of words. This perception 

of the falseness of the Word 1eads in turn to Lawrence's 
1 

seeing the word, not just as incomplete, but as an 
.1 

esse,ntla1l'y 'negative mask which man creates and places over 
\ 

the ,physical lunlverse, Just as, ln Kangaroo, he presentS 

the power of words to mask and protect the vu1nerability 
,..,~ ., 

of Richard Lovat Somers.' Lawrence completes this last 

section of the argument in Etruscan Places, written by 

October, 1927~ when he comments: 

the Etruscan religion is concerned with a11 
those physical and creative powers and forces 
which go to the building ua and de~troylng of the 
soul: • We, on the contrary, say: In <the 
be~innlng was the Word! -- and deny the physiçal 

.p', 

unlverse true existence. We exist only in the 
Wo~d, which ls beate~ out thin to cov~r, glld 
an9~hide aIl things. 

Lawrence's dissatisfaction at the power of"the 

word to lie about or deny the physical unive~se 1ed him 

to explore another aspect of the word in the hope of 
• ,Cl 

finding a remedy •. The further explorations are foreshadow~d 

~' , D • ft ~_ Law r e n e e, E t ru Bea n Pla ces (N e w Y 0 r k : K no p f, 19 5 7) , 
p~ 110. Ali subsequent quotntions will be cited from this 
edttion. 

, \ 

\' .' 
" 

1. 

li '" 
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1 

ln Etruscan Places when Lawrence, talking of the eternal 

quality of the nightingale's song, adds: "And in the 

beginning was not a Word, but a Chirrup" (Etruscan Places, 

p.53). In the next few years Lawrence turned his 

" 
attention to the actuai sounds of words, t phvsical 

10 
properties instead of mental. 

,. 

The sound of words had actually been of interest 

to Lawrence for a long time. In T w i 1 i g h tin l t a 1 y, a ~\ l 

mentioned above, the mindless power of the sensuous' s'ound 

of words 18 seen as one of the four aspects of words. 

Eariier, in his comments on poetry in his 1etters, he 

makes much of the sound-music and rhythm of words. lndeed, 

as e~rly as 1910, Lawrence had written to Rachel Annand 

Taylor commenting on the respective powers of sonsonantal 
~ 

and vowel music. After 1913, however. Lawrence do es not 

1 
again touch on the ,power or fUD~tion of the physical sound 

of words until l~28. And at this 1ater date he seems to 

rpturn to the earlier {dea with ~he hope thit a thorough 

exploration could reveai sorne way to vitaiize words that . 
they perform their function according ta the dictates of 

his phi10sophy. 

The first clear indication of Lawrence's ideas in 

10 
Echoes of Lawrence's explorations on the sound of 

words can be found in his int~rest in music as pure sound, 
without Intel1ectual content. In the nove1s, however, he" 
demands that music avoid pprsonal emotional 'contetlt a1so. 
He in 8 i 8 t 8 th a t A a r 0 n 'fi f 1 ut e 80 n g s· and t nec han t 8 1 n Th e 
Plumed Serpent be unemotional and Impersonal. 

-, 



• 256 

thls direction ls found in the ifreface which be wrote for 

Harry Crosby's book of poe~s Chariot ~ the Sun in late 

April, 1928. In this preface Lawrence quotes a poem by 
, , 

Crosby called "Neant," and then comments: 

lt is a tissue of incongruity, in sound and 
sense. lt means nothing, and it says, nothing. 
And yet it has something to say~ lt even carries 
a dlm suggestion of that which re~uses to be 
said. 

And therein lies the charm. 
of chaos not reducea to order. 
alive, not the,chaos of matter. 
the living, untamed chaos. For 
is aIl alive, and ever1asting. 
our breath of life. If we shut 
from it we stifle. 

lt is a glimpse 
But th~ chaos 

A glimpse of 
the grand chaos 
From it we draw 
ourse Ives off 

Phoenix, p. 25R 
1 

and a few pages later he continues: 

And in the chaotic re-ethoing of the soul, 
wisps ot' sound curl round with curious 
soothing. 

• a vagueness and a suffusion which liberates 
the soul, and lets a new flame of desire flicker 
delicately up from the numbed body. 

The suffused fragments are the best, those 
that are on1y comprehensible with the senseA, 
wiFh visions 'passing into touch and to sound • 

• The poetry of a regu1ated cos~os i5 
nothing but a wire birdcage. Because in aIl 
living poetry the living chaos stirs, sun-suffused 
and sun-impulsive, and Most subt1y chaotic. 

Phoenix, p~ 260 

The same des ire for vaguenes9 in worrls is 

apparent in other reviews written at this time. Lawrence 

elmost seems to wish to escape from meaning altoge~hër, 

to shut off the conscious mental. processes and revel in 

• 

, 1 
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Il 1 
unthinking instinct. His review of The Mother by Grazia 

Deledda i8 a curious reflection of his attitude. Law-

rence's criticisms of the book are sharp: the writer 

becomes fsscinated by background ~nd forgets her theme; 

~he keeps switching her sympathy from one person to another , 

in her treatment of the story; she 1acks courage to work 

out the theme sh~ has set herself. It is not until the 

last paragrèph that ~ny positive enthusiasm is felt. 
~. ~ ........ _--.----

Lawrence writes about the Inadequacy of the translation and 

the beauty of the original ~talian. Then he digresses: 

In the mouths of the simple people, Italian i9 
a purely instinctive la~~age, with the rhythm 
of instinctive-rather than mental processes. 
There are a1so many instinct words with meanings 
ne~er clearly mentally defined. In fact, nothing 
is brought to real mental clearness, everything 
goes by in a 'stream of more or less vague, more 
or less realized, feeling, with a natural mist 
or glow of sensation over everything, that counts 
more than thé actual words said; and which, alas, 
it i8 almost impossible to reproduce in the more 
cut-and-dried northern languages, where every 
word has lts ,fixed value and meaning, like so 
much coinage. A language can be killed by over
precision, killed especially as an effective 
medium for the conveyance of instinctive passion 

eJJi>' 

and instinctive emotion. 12 
Phoenix, pp. 265-266 

Il 
This attitude may have sorne connection with 

Lawrence's fond'nes.s folr vague and Imprecise al.ijectives. The 
vague adjecti~es are a dominant factor in Women in Love, 
continue to a lesser degree in Aaron's Rod and K~g~, are 
again a strong factor in the expansions of The Plumed 
Serpent, and, to a lesser extent. in Lady C'i);tterleq's Lover. 

l2 This i8 one of the few times that Lawrence 
intimates that language has to "col\V~Y" anything. 
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Again and agaln ln 1928 Lawrence writes about the 
j.., 

power of instinctive or incantatory speech which ia 

uncontrolled by the conscious intelligence. For example, 

when speak1ng of the Congregationalist hymns he loved as a 

child he says: "1 don't know what 'the beauty of holiness' 

ls exact1y. It easily'~~~omes cant, or nonsense. But if 

you don't think about it -- and why should you? ë- it has 

a ma g i c " ( Ph 0 e n i x !.!. , p. 6 OCr): l t i s th i sin c an t a t 0 r y 

:1 
-.-----~-~-_.----."." ... '1t,,~ech with ~c- soun~4 and little meaning which dominates 

the religious ritual in The Plumed Serpent. 

It is rather difficult to follow the way in which 

Lawrence's ideas developed between 1928 and 1930. -----...... "'----""""~~- ~ 

'Obviously, as a starting point, Lawrence saw man's ... _._._. ~~~~~ ... -.. ~., .. 
1 

effective language reduced to that stream of sound which 

could best express the Self. It did not matter if the 

sounds were semi-instinctive, or if the conscious meaninga 

were ambiguous or lacking. Man must attempt to express 

the Self without the trammelling of meaning imposed by 

society •. Man was to "stammer out a new language" with a 

vengeance, to free his perceptions of his Self from the 

restrictions imposed ~J society. 

A comment from "The Good Nan" (October, 1926) 

1 

shows how c1early Lawrence connected langrraga with the 

predicament of man tr~pped and smothered in a 
< , 

r est r 1 c t l;ë, .80 cie t y : 
.\1 

---



This is the agony of our human existence, 
that we can only feel things in conventional 
feeling-patterns. Because when these feeling
patterns become Inadequate, when they will 
no longer body forth the workin~s of the 
yeasty soul, tnen we are in torture. lt is 
like a deaf-mute trying to speak. Somethin~ 
ia inadequate in the expression-apparatus, 
and we hear strange howlings. SO are we now 

1 
howling inarticula~e, because what. is yeastily 
working within us has no voiee and no lang~age. 

Ph 0 en i x 12 p. 7 5 3 
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Lawrence seems to suggest here that if man tries to 

express himself in the modern age he will be inarticulate 

beeause of the ineapaeity of words. Presumably if man 

continued to express himself in inarticulate outpourings 

he would become slowly lesg and less unintelligible. A 

new eommunity of language would be created as more and 

13 
more men recognized and expressed the Self. 

In 1929 and 1930 Lawrence continued to point out 

the failure of modern man's use of word$. He repe~ted1y 

encouraged men to be aware of their feelings and use any 

outpourings, however inar~ieu1ate, in order to express 

themse1ves. However, in 1929 Lawrence returned again to 

l3 It must be remembered that Lawrence believed in 
"a certain 1ife concord" as he wrote to Earl Brewster (p. 
250 above), and so men who were tru1y expressing themselves 
would presumably be able to recognize others who were 
doing the same, even though the'lî. were "intrinsica11y other." 

The implic~tions of this argument, whieh inevitably 
extend "toward e9~unication, are ~otally ignored by 
Lawrence. Thi~ is one more indic~\tion of the way in which 

. 1 
Lawrence almo~t compulsively avoid~d consideration of 
verbal comm~lcation. \ 

/ \ 
1 ! \ 

\ 
\ 

1 
\ 

/1 
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attempt to correct the misuse of words by exposing the 

power of the Not-Self to exploit words and to destroy 

the individual response by thie means. In these particular 

passages the Not-Self ia seen_to be to a large extent 

created and control1ed by the individual's perception of 

"society." 

Early in discussing his theory of "livingness" 

Lawrence had pointed out that, to him, man in society 

loses his individuality and becomea a mere puppet. The 

attack on aocial meanings of words ia aimply an extension 

of this persona1 be1ief, albeit a more heated and more 

forcib1e extension. In his discussion "pornography and 

Obsc~nity" (August-Sept~mber, 1929) Law.rence writeg: 

. every man has a moh-self and an 
individual self, in varying proportions, 

• The mass i8 forever vu1gar, becauae 
it can't distinguish between its own original 
feelings and feelings which are didd1ed into 
existence by the exploiter. The public is 
always profane, because it ia controlled from 
the outside, hy the trickster, and never from 
the inside, by, its own sincerity. Th,e mob 
is always obscene, because it 1s always 
secondhand. ' 

Phoenix, p. 172
14 

Raving established the opposition of the mob and 

the Self, Lawrence points out the manner in which the 

mob-mind and the individual mind control words: 

• < 

14 
Compare Clïfford's "second hand" language, Aboye, 

pp. 216-217. 1 
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When it cornes to the meaning of anything, 
even the simplest word, then you must pause. 
Because there are two great categories of 
meaning, for ever separate. There is mob
meaning, and there is individual meaning. 
Take even .the ward bread. The mob-meaning i8 
merely: stuff made with white flour into 
loaves that you eat. But take the individual 
meaning of the ward bread: the white, the 
brown, the corn-pone. • -- there is no 
end to it aIl, and the,word bread will take 
you to the ends of tim~ and space, far-off 
down avenues of memory. But this is individual. 
The word bread will take the individual off on 
his own journey, and its meaning will be his 
own meaning, based on his own genuine 
imagination reactions. And when a word comes 
ta us in its individual character, and starts 
in us the individual responses, it is great 
p1easure to us. 

Phoenix, p. 171 

The full implications of the above passage are 

not readiIy discernible. It helps to compare it with 
) 

Lawrence's last pronouncement on words, found in his 

review of Eric Gill's Art Nonsense and Other Essays, 
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written by Lawrence in Iate February 1930, shortly before 

his death. In thls essay Lawrence comments: 

It aIl depends what you make of the word 
God. To most of us today it i8 a fetish-word, 
dead, yet useful for invocation. It i8 not 
a question of Jesus. It 18 a .!L.qe .. ~tt.9~n,"Q.[ __ Y.Q5L.. ___ "--
Almigh t y God. We, have --te -sq u~ r e our s e Ive s " 
with the very words. And to do so, we must 
rid them of their maddening moral import, and 
give them back -- Almighty God -- the old vital 
meaning: strength and glory and honour and 
~ight and beauty and wisdom. 

P h 0 e n i x, p. 3'9 6. ' 

Obviou81y the pasSage from the review reaffirms 

most explicitly the idea that 1 have suggested ie tmplicit 

in aIl of Lawrence's thoughts on words, that t8, that each 

'1 

" 
,. 

----,----
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word has an intrinsic "true" meaning. Implicit in this 

passage ia a second axiom which Lawrence accepts: tha t 

each man in hia true self ia able te recognize this 

"true" meaning and ~ffirm it. As he had said in the essay 

"On Being Religious" (1924): "Man is so made, th;tt the 

word God has a special effect on him, even if only to 

at for d a "1) a f e t y - val ve for h i s f e e li n g s wh e n hem u s t s w e a r 

or burst" ~Phoenix, p. 724). 

If the idea of a "true" meaning which aIl men may 

recognize is kept in mind while reading the passages quoted 

from "Pornography and Obscenity," a difficulty is 
, 

immediately apparent. According ta this article the mob-

meaning or general meaning of a word must be immediately 

rejected as only the individual meanlng is true. But at 

the sam e t i m e e a c h w 0 r d h a s a t rue m e an i n g wh i cha Il m e-n 

will recognize because of the underlying truth of Self. 

The question arises then, "Wmat is the difference between_ 

the "general" meaning and the "true" individual meaning 
... 

which Is recognized by everyone?" 

Lawrence did nat work out the apparent contradictions 

in his theoretical writings, although his attempts to do BO 

are obvious in his hlndling of dialect and obscenity in 

Lady Chattcrley's, Lover. Rut working from data alreacly 

g ive none ~.~ n h y pot h e s i z e • Pre s u m a b 1 Y man mUA t s p e a k 
.... 

according to the livin~ God-flame within himself. The 

"genersl" mèaning of a word lA to be avoidedj It may be 
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mentally ~ccurate or,"correct," but as it is abstract and 

'; 
d 1 v 0 r c e d f rom Il v 1 n g 'e:K p e r 1 e n ce, i t i s de ad, i t h as no 

emotlonal vitality, and will help separa te man from the 

vital emotional Self which gives man life. " G e n e raI l,' 

meanings, presumably, are perfect1y acceptable if the y 

have the "liveliness" of individual exp~fi~nce behind them. 

-----Th' e i m pli c a t ion s 0 f the the 0 r y --;- - fi o:w ~ "e r, t 0 t a Il y i g n 0 r e 

the reality of private language and the imposition of one 

person's priva te language on another. 

Even to the end Lawrence is a consistent proponent 

of individual vitality or "livingness," and always he 

hope's to promote the fur~herance of man's "kVingneSS" 
1, 

,means of words. That there are problems raised by 

by 

Lawrence's theories is undeniable, even if they are for the 

most part evaded in the theoretical writings and, to a 

slightly lesser extent, in the novels. The problem of 

verbal communication, for example, 18 avoided as much as 

J '1 possible. What is remarkab e, however, i8 the consistency 

w1th which Lawrence mainta1ns the early insights into the 

.', nature of the word given in "Foreword ta ~ and Lovers" 

and in Twilight ~ Italy wh i 1 e he bu i 1 d s ' 'u phi s th~oriest 

and then wrestles with disintegrated fragmentg.~ Tn-e 

patterns he creates may be different but his ideas on the 

natu~e and function of words are con8istently the same. 

To Lawrence words are always,part of the conscious 

function of man which can be used to express man's 
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wholeness, or misused, to smother the $elf. Words 

themselves are composed of two parts,. the meaninp, and the 

sound, structures which parallel the conscious NotïSelf 

and the unconscious Self in man, and ~hich must be brought 

into ae precarious a balance. 
1 

But words which b~lance 

sound and meaning and are used by man to express his Self, 

establish the "truth" of the Self, the truth of the Word, 

moment by moment, and add one flickering living tongue to 

the fire of life. 

i ~y emphasizing the role of words in establishinp, 
\{ 

the irldividual Lawrence consisbently avoids coming te grips 

with the whole problem of verbal and interpersonal 

communication. To be sure he touches on the notion of 
, .. 

conveying eroatien by the sound of words, but this idea ls 

little developed, even in novels such as Aaron's Rod or 

The Plumed Serpent. The concept of exchanging ideas by 

means of werds i9 rejected as false, destructive, and in 

sorne way threatening. 

Part of the reason for Lawrence's inability to 

con front the notion of verbal communication t8 found in 

~ 

his highly per~onal and idiosyn~ratic notion of the nature 

of communication. From the writings it may be hypothesized 

that Lawrence's experience of communication leads him to 

des ire a psychic rapport between human beings who almost 

mer g e ~ den t i t fAts in the exp e rie n ce. La w-r.e n c e hot h des ire s 

th1s~pport and fears the vulnerability of t~e close , 
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union. Words and ideas expressed in 

bond seem to him to have a1most overwheiming power of 

persuasion. As a resuit. in his discussions of words 

Lawrence seems to seek ways of establishing and preserving 

his ~wn identity so that he may enjoy such an emotional 

rapport without fear. As he sees words as a threat. with 

coercive and dissociative powers, he a1so attempts to 

encourage the emotiona1 union fostered by the sounds of 

words, while suppressing threatening intellectua~ content. 

At no t im-e., -ho.we. ~e r ~ can he c,o naid e.r. __ f.uJ..1.y ___ ..a.nd d 1 al> a s s io n-

ately the role of worqs in communicating both emotional 

and intellectual conien~ to self-sustaining individuals 

who maintain separate identities while enjoying the 

rapport. Only in the novels is there a vague sugg~stion 
\ 
'v 

that such a form of communication may be possible. In 

i The Rainbow the possibility is glimpsed and longed for; 

in Women in Love the possibility is described and the 

attempt to attain it abandoned. 

lt is reasonable to assume that Lawrence's theories 

about wdrds are simply ~urther and more extreme 

manifestations of the des ire to establish individual 

identity and the fear of communication which are 

incorporated in the novels. The fears about communication 
, 

presented in the novels are never fully explored irt his 
, 

theories • Thought about communication iR evaded, al~hough 

• 
the desires for gelf-expr~8sion are: di8cussed axhatistively. 

,- ~ .. } 
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lt 18 no accident, therefore, that there tends to 

be a high incidenc~ of deletion in those novels which 

treat the threatening notion of verbal communiea t ion , 
c' 

wh1ch Lawrence attempts to evade. Nor is it unusual thoa t 
1 

expansion transformations should dominate t,he prose of 

those novels which deal with words 'as vehicles of self-
'1 

expression. 

1 

: , , 

s 
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White Tres- -Sons The Women Aaron's P1umed Lady 

Transformations per 1000 Words Peacock pa sser Lovers Rainbow in Love Rod Kangaroo Serpent Chatterley 

Noun Expansion 
_ 0 

-

-1 Noun Phrase Comp1e~entizer - - 1.300 .326 .870 1. 520 1 .440 - - -. 
1 Relative Clause (b e) 1.600 , . -"1-66 1. 540 .652 1. 960 1.·520 1.910 1.000 -
2 Adjective 28.000 35.400 22.300 35.200 42.000 31. 600 38.900 30.800 39.500 

-

3 Relative Clause (have) - - - .489 .217 .254 
Q - - .260 

4 With - Phrase .800 .383 1. 020 .978 1.300 1. 270 1. 440 2.600 2.340 
, "" 

5 Relative Clause 3.'400 3.420 4.610 3.100 4.570 2.540 4.780 6.400 2.860 

6a Gerundive Adjective 7.600 4.930 3.590 6.2,00 2.170 2.030 1. 910 3.800 4·.400 
." 

6b Participial Adjective 2.000 2.650 3.340 2.900 4.120 4.560 2.870 2.400 2.070-' 

7 Compound N-01.lns 4.600 6.840 9.220' 4.700 6.950 6.950 10.000 10.000 5.450 
~, 

" 8 Genitives or Of-Phrases 16.200 16.750 17.400 16.900 Il.600 16.040 6.930 16.800 3.120 
., ~ 

.. ~ 64.200 71.139 64.320 71.445 75.757 67.924 70.180 13.800 60.000 

. 
,f 

Noun Replacement • . . 

9 That + S (As Subject) .200 .383 .256 - .434 .508 .478 .200 .520 ,. 

D10a (Tha t), + S (As Object) ~ .J "4.000 3.420 6.660 1.304 4.120 4.300 4.060 4.000 . 3.900 

(As Obj,ect)" 
, > lOb Tha t + S .200 1.140 .512 .326 1. 540 2.030 2.390 .200 .520 "0 

~ 

Il WH + 5 (Subject) - .383 - .489 .434 .254 .239 .800 - r!l 
::3 

12 (Obj ect) 1.000 2.650 1.540 .489 . 651 1 1.770 1. 670 .400 .520 
Q. 

WH + S - r-, 
:< 

1 
, 

13 WH + Infinitive (Subject) - - - _ v - - - - - > 
14 WH + Infinitive {Object) - - - .326 - .508 - - .260 • 

\ :Il 
~' 15 Nominal Infinitive of ::r , 

" Obligation 

.:t~; 
.256 .217' 

II) 

- 1.0)0 .239 .200 .260 r!l 
-c... __ " 

16 Infin~tive As Subject - - .434 1. 270 .478 - .520 
• 

1-' 

,17 Infinitive As Object 1.000 2.280 41870 2 .. 900 3.080 .762 .956 .800 1.560 
IV 

, 1 ) 
0-
\0 
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<. . ~ \Ohi t. Tres- Sons The Womeri Aaron's P lumed _ Lady 

Transformations pero,lOOO Words eacock passer Lovers Rainbow in Love Rod Kangaroo Serpent Chatterley , , 

1· 
" < 

-
... ~oun Rep 1.acemen t, cont"à , .. ,. 

- . -. , r .. 76'6 
. 

18 InfinitLve ,of-Purpose .z.8'OO 3.070 2.380 1. 730 1.520 i 3.100 3.400 .520 
\ .., 

19' G~rundive Nominal 1 .400 - .256 .326 - .506 - .800 .'260 1 -. , ., 
20 Getundive Nominal of 

_: P"u rp 0 s e 
.. 

.512 .434 .200 - - . - " - - -
~ 

21 Abstractive Nominal .600 - - .}l03 .217 .254 - 0 - ."780 
-

10.60°1 11.022 - - 17 ... 932 8.643 13.291 14.702 13.610 1.0.00 9.620 -
..- tf 1 . -

1 1 

~ d j e.c t ive .E !.p ans ion 

j 
1 

.800 2.280 2.046 1.140 1. 960 1. 020 1.190 1.400 - .780 
l , '-

- 1 • .383 - - .217 .254 - .400 - -
1 

1 J - - .768 - - . .254 .478 - ".260 -- 1 , , -
, 

2.400 2.280 2.050- }..300 2.820 .•. 254 1. 440 1. 400 .280 

, 2.200 3.830 2.05 d' 1. 300 4.340 3.036 4.320 6.010 2.600 

., 5.400 8.773 6.914 3.740 9.337 4.818 7. 428
1 

9.210 3.920 
-

-

> 
-.:l 
-.:l 
r.l 
:l 

:., a. 
"" 

,.... . X 
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Transformations per 1000 Words 

D25 

D26 

D27 

D28 

D29 

30 

-:. 

31 

32 

Verb Expansion 

Telescoped Progressive 

Telescoped Progressive 
(~ith Two-~ord Verb + 
Gerund) 

Te1escoped Future 
, 

Insert Infiniti~è 
Complement 

Unmarked Infinitive ~, 

Complement e 

Te1escoped Copu1ar 
Complement 

Telescoped Adjective 
Complement 

Te1escoped Lo~tive 
~'Comp 1 erne n t 

:: 

1 itlhi te 1 Tres-I Sons 1 The 1 Women 
yeacock passer Lovers Rainbow in Love 

'- , 
1.600 

.40,0 

, 

.~o ! 

.200 

1.200 

4.000 

.200 

.800 

3.020 1.788 

.383 

1'.140 

.256 

.768 

ld40 i 3.070 

1.280 

1. 900 2.300 

.163 .217 
o 

.163 2.170 

2.170 

.489 1. 540 

.163 

3la Telescoped -Ing Complement , __ 1.200 

33b Verb Phrase Complement 3.600 

1.1401 1.280 

4.1701 5.120 

.489 

2.770 

.870 

.434 

2.390 

Aaron's 
Rod 

7.620 

.254 

1. 270 

.254 

'.506 

4.550 

13.600112.893115.862 4.2371- 9.7911 14.454 

Adverbial Replacements - ...... _--
'II., ~ _ 

J'~~-

34a AdverbLal Replacement 
(Reverse) 

34b Adverbial Replacement 

35a Adverbial (Causal) 
Replacement Revers~ 

35b Adverbial (Causal) 
ReplaceII'ent 

1 
Il. 800 9.500111.150 

3.6001 5.6801 3.580 

3.980 

3.100, 

1.400 .76613.3001 1.500 

1 2.00013.03013.8401 5.000 
L 

18. 800 118. 976 121 . 870 ~ 13. 5 BD 

7.600 

3.910 

1.740 

2.630 

15.880 

6.100 

2.010 

2.530 

3.036 

13.676 

~---

e 
~. 

P1umed 1 Lady 
KangaroolSerpent Chatter1ey 

.418 

.478 

.956 

1. 670' 

.400 

L200 

2.000 

t J'., 

,. 1.800 

.7171 2.000 

2.870 

6.700 

1.600 

2.600 

13.8091 10.600 
-" 

4.540 

2.890 

3.590 

5.030 

16.050 
~ ....... 

----

4.600 

3.400 

2.400 

6,.000 

16. 400 1 

.780 

'.260 

1.300 

1.040 

.520 

2.260 

3.640 

9.800 

> 
"0 
'tS 
Il) 

::s 
0. .... 

6.500 >< 

> 
3.120 .. 

tIl 
:T 

5.450 ~ 
~ 

3.120 w 

18.190 

N 
...... 



e e 
Transformations per 1000 Words 

White 
Peacock 

Tres-l Sons 1 The 1 Women 
passer Lovers RainbQw in Love 

Aaron's 
Rad 

Pl umed 1 Lady 
KangaroolSerpent Chatterley 

Adverbial Expansion 

36a Adverbial Expansion of ~an. 

36b Compared Adverbs 

36c Adverb + Prepositiona1 
-.l)h r as e 

Conjoining Transformations 

37a And, But, Or, 

37b Punctuation ; 

etc. 

37c L~necessary Conjunction 

t 

.600 

.200 

1 

1 
2.270: 

i 
1.140 

2.0001 1.510 

2.8001 4.920 

3.300 

. 769 

.256 

4.325 

40.400133.500130.300 

18.--000 15.100 8.200 

.163 

.163 

• 326 

31. 400 

23.000 

.43.4 

.434 

1. 090 

1. 958 

30.400 

33.000 

3 . 000 1 3. 030 1 8. 720 1 12. 6.0 0 1 10.000 

.254 

1.236 

.254 

1.744 

30.980 

18.500 

9.630 
j 

61.400151.630!47.2201 67.000173.400159.110 ... 
- .f - • 1 

ç ,," De1et~ng Transformations 
, • 0 1 

D38a Deleting Common Elements 31.200 29.500126.400 

D38b De1eting Necessary Words 2.600 5.300 

D39a WH + Be Deletion in 
Rel. C1:uses 6.20°115.500, 

1.290 
i 

5.64°1 

~39b WH + De1etion in Re1a~ive l j 
Clauses .200 1.140, .769 

D40a Adverbial Embedment 1 

De1etiop , .600 

D40b ~xtended Adverbial D~leti~nl 13.2501 6.920 
v--""" ') 

31.240 

2.630 

7.520 

.815 

12.600 

42.100 

6.080 

19.150 

1.740 

10.200 

30.730 

11.453 

5.820 

1. 020 

.254 

3.540 

.478 

1.190 

1.910 

3.578 1 

31.600 

22.800 

.1.00 

1.200 

1. 600 

39.200 

16.000 

14.1001 10.800 

68.5001 66.000 

27.500 33.400 

18.200 12.400 

14.6001 8.200 

1. 430 

7.650 

.800 

.200 
! 

6. 600 1 

1.018 

.776 

.518 

2.312 

33.200 

14.000 

11.400 

58.600 

40.000 

7.500 

9.600 

.260 

8.050 

D4l SubjEYct or Object in 1 

Apposition 1.9001 2.560 9.140 8.480! 5.0801 7.650 6.8 , , 001 
: '5 9 . 8 0 0 16 6 . 5 9 0 1 4 3 . 5 7 9 6 3 . 9 4 5' 8 7 . 7 5 0 1 5 7 . 8 9 7 7 7 . 0 3 0 1 6 8 . 4 0 0 7 0 . 0 1'0 
1 l, 1 ! 1 

> 
'0 
'0 
r1l 
:1 
0.. ,.... 
X 

> 

::Il 
::J" 
r1l 
ro ,... 
~ 

- /' 

N 
'-J 
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1 Whi te Tres- Sons The, Wome,n Aaron's P1umed Lady 

Transformations per 1000 Words ,Peacock passer Lovers Ra~ow in Love Rod Kangaroo Serpent Chatter1ey 

Simple Transformations 

42 Passive Transformation 1. 420 1. 510 2.560 2.440 2.190 2.060 3.830 1. 800 2.080 

43 It Inversion .607 1.510 1.020 .906 1.080 .254 . 717 .400 .520 
~ 

44 There Inversion 3.600 2.270 3.300 2.440 4.780 4.550 4.070 .800 2.860 , 
'45 - Question Transformation 5.40D 6.05,0 5.380 6.200 11.950 8.100 5.980 7.800 7.530 

46 Negation of Simple or 
Complex Sentences 7.850 8.330 Il.280 9.770 13.690 15.190 12.201 12.320 10.900 

47 Negation of ~ouns 2.400 2.650 2.310 1.790 7.390 5.820 2.390 3.230 5.450 
1 - -

48 Imperative' 6.200 2.650 3.800 1. 6 30 2.820 3.800 .956 II.900 1.040 

49 eleft Sëntence .403 - - .326 .651 .254 .950 .404 .520 ; 
i 

50 Contraction 7.400 4.550 8.460 2.650 7. 830 11.900 10.300 5.400 9.35Q , 
-

51 Exclamation - 4.000 3.030 )il. 080 2.570 3. 700 1.270 2.630 1. 200 4.660 ! 

52a Reversed Sentence Order 5.630' 5.300 '3.840 2.110 1.090 3.653 5.740 2.000 .779 
-... 

44.910 37.850 45.030 32.832 57.161 56.851 49.764 47.254 45.689 

~ 

tFol1owlng Included in Above) ~ 

(52a) 
-

52b Reversed &entences Minus 
Introduction te 

';6031 2. 690 1 • 977 1 L090 1 . 758 1 1. 4351 
1 

Conversation .513 .8881 .779 

> ."C 
"C 

11) 
~ ::l 

a. .... 
>< .., 
> 

d en 
::r' 
11) 

Il) 

""" -...J 

U1 wj 



e 
Wh:ite Sons 

Peacock Trespasser & Lovers 

------------------~--------~------
Noun -'"' 

Expan. 64.200 71.139 64.321J 

N-crun Rep. 10.600 11.022 17.932 

A,d j '. Ex. 5.400 8.773 6.914 
~. 

Verb Ex.-· ~3.600 12.893 15.862 

Adv. Rep. 18.800 18.976 21.870 

Adv. Ex. 2.800 4.920 4.325 
../ 

• r 
C9u join 61.400 51.630' 47.220 

Oe1't. 59-.--800 -66.590 43.579 

• ~ 
Sim. Ir. 44.910 37.850 45.030 --

2'81. 510 283.793 267.052 

'" 
, 1" 

~ 

. e -
-\ 

The Women Aaron's Plumed Lady 
Rainbow in Love Rod Kangaroo Serpent Chatter1ey 

TOT A L S ----------------------------------------------
0 

71.445 

8.643 

3.740 

4.237 

13.580 

." 
.326 

67.000 

63.945 
<0 

32.8'32 

265.748 

75.757 

13.291 

9.337 

9.791 

15.880 

1. 958 

j J ; 4i't"() 

87.750 

57.161 

344.325 

~ 
~J-~ .. :"1..'.l: 

! ... 

67.924 

14.702 

4.818 

14.454 

13.676 

1'.744 

--59.110 

57.897 

56.851 

291.176 

70.180 73.800 

13.610 11.000 

7.428 9.210 

13.809 10.600 

16.050 16.400 

3.578 1.600 

68.500 66.000 

77.030 68.400 

49.764 47.254 

319.949 304.264 

.:. 

60.000 

9.620 

3.920 

9.800 

18.190 

2.312 

58.600 

70.070 

45.689 

278.2'01 

{ 

> 
"tS 
"tS 
II) 

::3 
0. 
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~ 

..", 

~~ 



, 

1 • -------._- .............................. 

~hite Sons & The' ." Women Aaron's P1ume,d, Lady 
Deletions Peacock Trespasser Lover.s Rainbcow in Love Rod Kangaroo Serpent Chatte~ley 

D-10a 4 • 0 ().() 3.420 6.660 1. 304 4.120 4.300 4.060 4.000 3.900 

D 25 1.600 3.020 1.788 .163 .217 7.620 .418 .400 .780 

D 260 .400 .383 .256 .478 

D. 27 .400 1.140 .163 2.170 .956 .200 .260 

D 28 .200 .768 2.170 .254 

D 29 1.200 1.140 3.070 .489 1.540 1.270 1.670 2.000 1.300 

D 38a 
tp 41; 59. aoo 66.590 43.579 63.945 87.750 57.897 77.030 68.400 70.070 

TOTAL 67.600 75.693 56.121 66.064 97.967 71. 341 84.612 75.000 76.310 

• ,r'" .., 

" ",> 
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"Cl 
(1) 

::l / ... 0. 
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l~hi t e Sons & The Women Aaron's P1umed Lady 
~ 

'. Peacock Trespasser Lovers Rainbow in Love Rod Kangaroo Serpent Chatterl-ey 

Noun Expansion 64.200 71.139 64.320 71.445 75.757 67.924 70.180 73.800 60.000 
- -

Noun Replacement 
Less - 10a 6.600 7.602 11.272 7.339 9.171 10.402 9.550 7.000 5.720 

Adje..ctive 
.Exp·ansion 5..400 8.773 6.914 3.740 9.337 4.818 7.428 9.210 3.920 

Verb Expansion 
Less - 25 

- 26 
- 27 9 A-O"O--". 7.210 9.980 3.422 3.694 5.310 10 •. 287 8.000 7.460 

28 
' :.,. 

- 29 

Adverbial . 
Expansion 2.800 4.920 4.325 .326 1. 958 - 1.744 3.578 1.600 2.312 

~ 
88.800 99.644 96.811 86.272 99.917 90.198 101.023 99.610 79.412 

Less De1etions 
(Extract 2)- 67.600 75.693 56.121 66.064 97.967 71. 341 84.612 75.000 76.310 

> 
"Cj 

"0 
rl) 

Difference 21.20.0 23.951 39.69 O. 20.208 1.950 18.857 16.411 24.610 3.102 ::l 
0-,.... 
~ 

> . 
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rt 
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Lawrence Virginia Arnold Thomas Joseph Lawrence 

Transfor~ations per 1000 Words The Rainbow Woolf Bennett Hardy Conrad Women in Love 
Œ-

~oun E~'pansion 

-1 Noun Phrase Complem~ntizer .326 .794 .858- .870 

1: Relative é1ause (Be) .652 ,. 1. 588 .858 1.960 

2 Adjective 35.200 25.839 42.850 32.~00 60.140 42.000 

3 'Relative Clause (Have) .489 L .957 .217 0 
4 With - Phrase .978 .957 2.382 .858 4.850 1.300 

5~ Relative Clause 3.100 15.310 Il.116 9.440 1. 940 4.570 

6a Gerundive Adject~ve 6.200 .957 2.382 .858 3.880 2.170 

6b Participial Adjective 2.900 1. 914 1. 588 2.574 2.910 4.120 ; 

7 Compound Nouns :, 4.700 8.613 1. 588 11.233 14.550 6.950 

8 Genitives and Of - Phrases 16.900 16.260 22.232 21. 420 27.160 11.600 

71.445 70.807 86.520 80.699 115.430 "." 75.757 .. 

Soun Replacement 

~ 

9 That + 5 (As Subject) .794 .858 .434 
> 

10a (Tha t) + S (As ObJect) 1.304 4.785 4.764 8.580 5.820 .4.12,0 "0 
"'0 

lOb That + S (As Object) .326 3.828 2.382 .858 .970 1.-540 t!) 

::s 
/ Po. 

Il WH + S (As Subject) .489 1. 716 .434 .... 
>< 

12 WH + S (As Object) .489 2.871 .794 4.290 2.910 .651 IJ:I 

13 WH + Infinitive (S~ject) 
CIl 

14 WH-+ Infinitive (Object) .326 :T' 
t!) 

t!) 

15. - Nom. Infinitive of ,.,. 
Obligation .217 ..... 

cont'd. 
...., ..., 
..... 

r 

r~ ,. ~).~ 
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1 Lawrence Virginia Arnold Thomas Joseph Lawrence 
! transformàtions per 1000 Words The Rainbow Woolf Bennett Hardy Conrad Women j.n Lov 

oC> ~~ 

1 Noun~Replacement, cout ~ à~ 
'", 

Infidtive 
"~ 

.~ 

16 as Subject ... ~ .957 2.382 .970 .434 
" 

17 Inflnitive as Object 2.900 .957 2.382 3.080 . 

18 Infinitive of Purpose 2.380 2.871 .794 3.432 3.880 1.730 
;; 

l..9 - -Gerundive Nominal .326 .957 3.970 4.290 .970 --~ 

20 Gerundive Nominal of Purpose .858 .434 

21 Abstractiv~ Nominal .103 .217 

8.643 17.726 18.262 24.882 15.520 13.~91 

- - ~. -~- - ." - --- -- - -- - ---._.--- - ----~-.- -----J" 

Adjective Expansion 

Z2 Adjective + Infinitive 
,..........-~ ~ .... .1.140 

~ 

23 Adjective + That - Clause 
'-

24a Adjective + Gerundive 

~~_ Adjective + Prepositiona1 
P~rase 

2~~-Compared Adjec~ives 

r-:---

1. 300 , 

1.1"00 

3.740 
- - .- --- ._- -" 

----~-----------~:------------- - ~ 

,,0.. 

~ '''-':. 

.957 

8.613 

9.570 

. " 
2.382 

1. 588 

.794 

5.558 

10.322 

1.716 

2.574 

4.290 

3.880 

.970 

4.850 

9.700 

1.960 

.217 

2.820 

4.340 

9.337 

l'V 
-...1 
Cl) 
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. Lawrence Virginia Arnold Thomas Joseph Lawrence 
Transform~tions per 1000 Words The Rainbow l Woolf Bennett Har'dy Conrad W01l1en in Love 

Vet'b Expansi-on 
<1 

D 25 Telescoped Progressive .163 .957 .858 .970 .217 

D~& Te1escoped Progressive 
with Two Word Verb and 
Gerund .957 

'D 27 lT~lescoped Future .163 .95:] 1. 588 .858 2.170 

_~i_28 In5er~ Infinitive Complement 2.871 .858 .970 2.170 
\, 

D 29 Unmarked rnfinitlve ' 
Complement .489 . 1. 914 1.540 

\. \ , 

30 Telescqped Copu1a~ ,)-
CompJ,.ement 1.716 

---
~~.::r'" ~ 

31 Te l.eos c oped Adj e c t i v4r 
-=-- Complement ~ { .163 1. 914 .794 

32 Telescoped Locative 
Complement 1.588 .870 

33a Te1escoped Ing - Comp:lement .489 .794 1.716 2.910 .434 
~ 

0 

33b yerb Phrase Complement 2.770 4.785 7.156 7.725 6.790 2.390 

4.237 14.355 11. 920 13.731 11.640 9.791 » 

" 0 
11) 

Adverbial Replacement ~ 

Cl. 

>< 

34a Adverbial Replacement c:l 

(Reverse) 3.980 .957 3.9 H) 6.000 '5.820 7.600 
CIl 

34b Adverbial Replacement 3.100 1. 914 2.382 8.580 2.910 _ 0'3.910 :r 
11) 

11) 

35a Adverbial (Caus-al) rT 

Replacement (Reverse) 1.500 .957 .794 2.574 .970 1. 740 w 

35b Adverbial (Ca'Us al) 
Rep-lacement 5.000 4.785 3.176 5.174 2.630 N 

f •• -..J 
\0 

11.')fll) ~.f:,11 10.122 22.'32S3 9.700 l.S.830 
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Law-<rence Virginia Arnold Thomas Joseph Lawrence 
Tra~sformations per 1000 Words The Rainbow Woolf Bennett Hardy Conrad Women in Love 

1 f 

"-
Adverbial Expansion 

36a Adverbial Expansion of 
Manner .794 1.716 .970 .434 

36b Compared Adverbs .163 .858 .434 

36c Adverb + Prepositional 
Phrase .163 .858 1.090 

.326 .794 3.432 .970 1. 958 

Conjoining Transfor~ations 

37a And, But, Or, etc. 31.400 27.700 37.350 31. 750 29.100 30.400 
~ 

37b Punctuation , : -- 23.000 ~ 46.950 10.600 23.190 41.710 33.000 
.~ 

37c Unnecessary Conjunction 12.600 3.828 2.382 7. 725 .970 10.000 

J 67.000 78.478 50.332 62.665 71. 780 73.400 
yJ,,: ..... , <f'Q. 

"'-.. 
Del<~ng Transformations 

' :,~ ~ /" 

> 
" D 38a Deleting Common E1emBnts 31. 240 44.000 32.554 24.880 32.010 42.100 " , 
/".) 

::l 
D 38b De1~~ng Neces~ary Words 2.630 17.230 10.600 Il.150 24.250 6.080 0-..... 
:> 39a WH + Be Deletion in l< 

Rel. Clause 7.520 18.180 13.500 12.880 35.890 19.150 ::/:! 

) 39b WH De1etion in Rel. Clause :815 5.742 2.382 2.574 1.750 :n 
:l" 

) 40a Adverbial Embedment De1etion .794 2.574 1.940 lb 
r1) 

. CO'Il t' d-. " 
.c-, N 

(X) 

0 
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.,.. La w..r e 1\'0. fi Virginia Arnold Thomas Joseph Lawrence 

~ransformations per 1000 Words -The R~1nbow Woolf Bennett Hardy Conrad Women in Love 

Deleting TransfDrmations, __ L ....... ' ...1 - ."'~.--

D 40b Extended Adverbial Embedment 
De1etion 12.600 5.742 3.970 4.290 3.8BO 10.200 

D 41 . S'ubject or Object in 
Apposition 9.140 7.656 .794 4.290 6.790 8.480 

63.945- 98.550 64.594 62.638 104.760 87.750 
« 

Simple Tran~formations 

42 Passive Transformation 2.440 6.700 8.725/ 13.700 4.850 2.1~0 

.,.43 It - Inversfo~ .906 .957 3.176 .858 1.080 

44~ There ~'Invelsion 2.440 3.828 .794 1. 716 3.880 4. 7 f3.0 
> . "0 45 Question Transformation 6.200 5.742 7.146 8.580 .97Ü" 11.950 "0 
(1) 

46 Negation of Simple or ::l 

Comp1ex Sentences 9.770 6.700 14.312 21.420 17.460 13.690 0.. 
..... 
)( 

47 Negation of Nouns 1.790 .957 1.588 7.390 
t:I:I 

48 Imperative 1.630 1. 914 .858 2.820 
.., 
~ 

49 Cleft Sentence .326 .957 2.574 4.850 .651 --(':) 
50 Contractipn 2.650 5.742 10.600 12.870 4.850 7.820 

(1) 

" 
51 Exclamation 2.570 1.914 .794 1. 716 1.940 3.700 U1 

52a ~eversed Sentence Order 2.110 9.570 4.764 12.014 1.090 

32.832 44.981 51.899 7 .... 406 38.900 57.161 

(Extract From the Above) /'.J 

52b 
.... ?~ IX> 

Reversed Sentence Order ~ 

Less Introductions to .977 4.785 1 .. 588 2.576 1.090 --





.' 
1 

' , 

,'" 
1 

--;:0 

• ' 
Deletions -

D - 10a 

D 25 

26 
" -

1.7 

28 

29 , 

D - 38. 
to 41 

~ 

----

TOTALS 

\ : '1:-' 

~ 

..., 

\.. 

o " 

4 

......-... 
-,- (.-

... 

La~Te~ce Virginia 
The.Ra ,flbow Woolf 

~ , 'f 

1:304~ 4.785 • 
~ 

.163). .957 
l 
:t 

11957 T 
.'1.63 • ~ 517 

2.871 

.. 489 1.914. 'r 1 , 
63,.,945 98.550 

~ 

66.064 '. 110.991 
.!l 

/ ~ 

o' ... 

f' ... 

~ 

. '-1 

(' 

~ 

... Arno1~ Thomas 
-B-enne't t \ Hardy 

4.764 &'.5,80 

.858. 

./ 
1.588 /. .858 

V 
;' f858 

" 

64.594 62.' 6 38 

70.'946 73.792 

" 

• 

~I< 

Joseph 
Conrad 

5.820 

.970 

.. 970 -

104.760 

112.520 

/ 
/ 

... ~" . ~ 
'. 

4-
" 

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

1 .. 0_ 

---:. ~ ~ 

a . 
f ~ __ .. 

)' 

J 

0 

, . 

• 
Lawrence 

Women in Love/ 

4.120 

.217 

7:70 

.170 
c-

i 1.540 

87.750 

97.967 

,7 

.> 
"«='" 
"0 
11) 

'::s 
a. 
~ 

>< 

t:I:S 

tIt 
>< ,.. 
... 
ID 
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Lawrence Virginia Arnold Thomas 

Expausion Totals The Rainbow Woolf Bennett Har,dy 
----- - § " 

Noun Expansion 71.445 70.807 86.520 80.699 

Noun Replacement 7.339 
, 1.es,s 10a 

12.441 13.498 1q.302 

Adjective Expansion 3.740 9.570 10.322 4.290 

VerQ Expansion 
Less - 25. 26, 27, 

28, 29 3.422 8.699 10.332 9.441 

Adve~b1al Expansion .326 .794 3.432 

Total 
'< • 

86.2]2 
~ 

101.517 121.466 
"J.:--

114.164 
(J L-/ 

< 
9f.t"l: 

Joseph 
Conrad" 

115.430 

9.700 

9.700 

9.700 

.970 

145.500 

e 
Lawrence 

Women in Love 

75.757 

9.171.. 

9.337 

3.694 

1.958 

99.917 

Less'Deletions< . 
(Extraét.2) 66.064 

( 

110.991 70.946 ,~73.792 112.520 97.967 
.; 

<" 

Differeilce . 
~ , 

<: -- _ _ __ _ _ _ _ _ _ _ t-
:3< r---... ---~. --_ .. _- - --- ----;;- .... -.---.--.-.-.... -.-.-- .. ------~-----.'" 

20.208 

( 

(J' 

-(9.474) 

\ 

" 

~ 

" 

i 

50.520 ~40.372 32.980 
) 

1.950 

/ -, 

'" 

> 
~ 
"tI 
(D 

::s 
0. ,... 
)( 
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t'l2 
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Francis Kuce,a ~ord Freguency Tab1e$ 
\ 

Cannot 250-14-150 

, Never 698-15-307 

-No 2,201-15-469 

Nobody 74-12-052 

Not 4,609-15-495 

Nothing 412-15-219 

8,244 
..-------

r 

~ 

• 

e 

~ota1 Wo;ds 1,014,232 - 8.1288% 

<- , 

---... --- v 

" 

,/ 

r-
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