D-H
LAWRENCE

Sons and Lovers




RPENGUIN BOOKS

Sons and Lovers

David Herbert Lawrence was born into a2 miner’s family in Eastwood,
Nottnghamshire, in 1885, the fourth of five children. He attended
Beauvale Board School and Nottingham High School, and trained as an
“elementary schoolteacher at Nottingham University College. He taught
in Croydon from 19o8. His first novel, The White Peacock, was published
in 1911, just a few weeks after the death of his mother to whom he had
been extraordinarily close. His career as a schoolteacher was ended by
serious illness at the end of 1911.

In 1912 Lawrence went to Germany with Frieda Weekley, the German
wife of the Professor of Modern Languages at the University College of
Nottingham. They were married on their return to England in 1914.
Lawrence had published Sons and Lovers in 1913; but The Rainbow,
completed in 1915, was suppressed, and for three years he could not find
a publisher for Women in Love, completed in 1917.

After the war Lawrence lived abroad, and sought a more fulfilling mode
of life than he had so far experienced. With Frieda, he lived in Sicily, Sri
Lanka, Australia, New Mexico and Mexico. They returned to Europe in
1925. His last novel, Lady Chatterley’s Lover, was published in 1928 but
was banned in England and America. In 1930 he died in Vence, in the
south of France, at the age of forty-four.

Lawrence’s life may have been short, but he lived it intensely. He also
produced an amazing body of work: novels, stories, poems, plays, essays,
travel books, translations, paintings and letters (over five thousand of
which survive). After his death Frieda wrote, ‘What he had seen and felt
and known he gave in his writing to his fellow men, the splendour of
living, the hope of more and more life . .. a heroic and immeasurable
gift.’

Helen and Carl Baron met and married as research students in Cambridge
in the late 1960s. It was Carl Baron’s survey of I.awrence’s manuscripts
and proofs that persuaded CUP to undertake a scholarly edidon of
Lawrence’s works. He became Senior Tutor at St Catharine’s College
and so Helen Baron, who had completed her Ph.D. on the manuscripts of



Sir Thomas Wyatt (1503-42), agreed to undertake the work of editing
Sons and Lovers. Their intermittent joint discussion and planning
sessions proved good practice for this critical introduction. Carl Baron
became Academic Registrar at the University of Hull in 1996 and died in
1997. Helen Baron is now teaching in the English department of the
University of Hull and is currently preparing an edition of the unpublished
early versions of Sons and Lovers.

John Worthen is Advisory Editor for the works of D. H. Lawrence in
Penguin. Currently Professor of D. H. Lawrence Studies at the University
of Nottingham, he has published widely on Lawrence; his acclaimed
biography, D. H. Lawrence: The Early Years 1885-1912, was published
in 1991. He has also edited a number of volumes in the authoritative
Cambridge Lawrence Edition, whose texts Penguin are reproducing.
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Note on the Penguin Lawrence Edition

D. H. Lawrence stands in the very front rank of English writers this
century; unlike some other famous writers, however, he has always
appealed to a large popular audience as well as to students of
literature, and his work still arouses passionate loyalties and fervent
disagreements. The available texts of his books have, nevertheless,
been notoriously inaccurate. The Penguin Lawrence Edition uses the
authoritative texts of Lawrence’s work established by an international
team of scholars engaged on the Cambridge Edition of the Works
of D. H Lawrence under its General Editors, Professor James T.
Boulton and Professor Warren Roberts. Through rigorous study of
surviving manuscripts, typescripts, proofs and early printings the
Cambridge editors have provided texts as close as possible to those
which Lawrence himself would have expected to see printed. Dele-
tions deliberately made by printers, publishers or their editors,
accidentally by typists and printers — at times removing whole pages
of text — have bcen restored; while house-styling introduced by
printers is removed as far as is possible. The Penguin Lawrence
Edition thus offers both general readers and students the only texts
of Lawrence which have any claim to be the authentic productions
of his genius.
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Chronology

David Herbert Richards Lawrence (hereafter DHL) born
in Eastwood, Nottinghamshire, the fourth child of Arthur
John Lawrence, collier, and Lydia, née Beardsall, daughter
of a pensioned-off engine fitter.

Attends Beauvale Board School.

Becomes first boy from Eastwood to win a County Council
scholarship to Nottingham High School, which he attends
until July 1901.

Works three months as a clerk at Haywood’s surgical
appliances factory in Nottingham; severe attack of
pneumonia.

Begins frequent visits to the Chambers family at Haggs
Farm, Underwood, and starts his friendship with Jessie
Chambers.

Pupil-teacher at the British School, Eastwood; sits the
King’s Scholarship exarp in December 1904 and is placed
in the first division of the first class.

Works as uncertificated teacher at the British School;
writes his first poems and starts his first novel Laetitia
(later The White Peacock, 1911).

Student at Nottingham University College following the
normal course leading to a teacher’s certificate; qualifies in
July 1908. Wins Nottinghamshire Guardian Christmas 1907
short-story competition with ‘A Prelude’ (submitted under
name of Jessie Chambers); writes second version of
Laetstia.

Elementary teacher at Davidson Road School, Croydon.
Meets Ford Madox Hueffer (later Ford), who begins to
publish his poems and stories in the English Review and
recommends rewritten version of The White Peacock (1911)
to William Heinemann; DHL writes A Collier's Fnday
Night (1934) and first version of ‘Odour of Chrysan-
themums’ (1911); friendship with Agnes Holt.
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1910

1911

1912

1913

1914

Chronology

Writes The Saga of Siegmund (first version of The Tres-
passer, 1912), based on the experiences of his friend, the
Croydon teacher Helen Corke; starts affair with Jessie
Chambers; writes first version of The Widowing of Mrs
Holroyd (1914); ends affair with Jessie Chambers but
continues friendship; starts to write Paul Morel (later Sons
and Lovers, 1913); death of Lydia Lawrence in December;
gets engaged to his old friend Louie Burrows.

Fails to finish Paul Morel; strongly attracted to Helen
Corke; starts affair with Alice Dax, wife of an Eastwood
chemist; meets Edward Garnett, publisher’s reader for
Duckworth, who advises him on writing and publication.
In November falls seriously ill with pneumonia and has to
give up school-teaching; The Saga.accepted by Duck-
worth; DHL commences its revision as The Trespasser.
Convalesces in Bournemouth. Breaks off engagement to
Louie; returns to Eastwood; works on Paul Morel; in
March meets Frieda Weekley, wife of Emest, Professor at
the University College of Nottingham; ends affair with
Alice Dax; goes to Germany on a visit to his relations on 3
May; travels, however, with Frieda to Metz. After many
vicissitudes, some memorialized in Look! We Have Come
Through! (1917), Frieda gives up her marriage and her
children for DHL; in August they journey over the Alps
to Italy and settle at Gargnano, where DHL writes the
final version of Sons and Lovers.

Love Poems published; writes The Daughter-in-Law (1965)
and 200 pp. of The Insurrection of Miss Houghton (aban-
doned); begins The Sisters, eventually to be split into The
Rainbow (1915) and Women in Love (1920). DHL and
Frieda spend some days at San Gaudenzio, then stay at
Irschenhausen in Bavaria; DHL writes first versions of
‘The Prussian Officer’ and ‘The Thomn in the Flesh’
(1914). Sons and Lovers published in May. DHL and
Frieda return to England in June, meet John Middleton
Murry and Katherine Mansfield. They return to Italy
(Fiascherino, near Spezia) in September; DHL revises
The Widowing of Mrs Holroyd; resumes work on The
Sisters.

Rewrites The Sisters (now called The Wedding Ring) yet



1915

1916

1917

1918

1919

1920

Chronology

again; agrees for Methuen to publish it; takes ). B. Pinker
as agent. DHL and Frieda return to England in June,
marry on 13 July. DHL meets Catherine Carswell and
S. S. Koteliansky; compiles short-story collection The
Prussian Officer (1914). Outbreak of war prevents DHL
and Frieda returning to Italy; at Chesham he first writes
Study of Thomas Hardy (1936) and then begins The
Rainbow; starts important friendships with Ottoline Mor-
rell, Cynthia Asquith, Bertrand Russell and E. M. Forster;
grows increasingly desperate and angry about the war.
Finishes The Rainbow in Greatham in March; plans lec-
ture course with Russell; they quarrel in June. DHL
and Frieda move to Hampstead in August; he and
Murry bring out The Signature (magazine, three issues
only). The Rainbow published by Methuen in September,
suppressed at the end of October, prosecuted and
banned in November. DHL meets painters Dorothy
Brett and -Mark Gertler; he and Frieda plan to leave
England for Florida; decide to move to Cornwall
instead.

Writes Women in Love between April and October; pub-
lishes Twilight in Italy and Amores.

Women in Love rejected by publishers; DHL continues to
revise it. Makes unsuccessful attempts to go to America.
Begins Studies in Classic American Literature (1923); pub-
lishes Look! We Have Come Through! In October he and
Frieda evicted from Cornwall on suspicion of spying; in
London he begins Aaron’s Rod (1922).

DHL and Frieda move to Hermitage, Berkshire, then to
Middleton-by-Wirksworth; publishes New Pocms; writes
Movements in European History (1921), Touch and Go
(1920) and the first version of ‘The Fox’ (1920).

Seriously ill with influenza; moves back to Hermitage;
publishes Bay. In the autumn, Frieda goes to Germany
and then joins DHL in Florence; they visit Picinisco and
settle in Capri.

Writes Psychoanalysis and the Unconscious (1921). He and
Frieda move to Taormina, Sicily; DHL writes The Lost
Girl (1920), Mr Noon (1984), continues with Aaron’s Rod,
on summer visit to Florence has affair with Rosalind
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Baynes; writes many poems from Birds, Beasts and Flowers
(1923). Women in Love published.

DHL and Frieda visit Sardinia and he writes Sea and
Sardinia (1921); meets Earl and Achsah Brewster; finishes
Aaron’s Rod in the summer and writes Fantasia of the
Unconscious (1922) and “The Captain’s Doll’ (1923); plans
to leave Europe and visit USA; puts together collection of
stories England, My England (1922) and group of short
novels The Ladybird, The Fox and The Captain’s Doll
(1923).

DHL and Frieda leave for Ceylon, stay with Brewsters,
then travel to Australia; he translates Verga. In Western
Australia meets Mollie Skinner; at Thirroul, near Sydney,
he writes Kangaroo (1923) in six weeks. Between August
and September, he and Frieda travel to California via
South Sea islands, and meet Witter Bynner and Willard
Johnson; settle in Taos, New Mexico, at invitation of
Mabel Dodge (later Luhan). In December, move up to
Del Monte ranch, near Taos; DHL rewrites Studies in
Classic American Literature (1923).

Finishes Birds, Beasts and Flowers. He and Frieda spend
summer at Chapala in Mexico where he writes Quetzalcoat!
(first version of The Plumed Serpent, 1926). Frieda returns
to Europe in August after serious quarrel with DHL; he
journeys in USA and Mexico, rewrites Mollie Skinner’s
The House of Ellis as The Boy in the Bush (1924); arrives
back in England in December.

At dinner in Café Royal, DHL invites his friends to come
to New Mexico; Dorothy Brett accepts and accompanies
him and Frieda in March. Mabel Luhan gives Lobo (later
renamed Kiowa) Ranch to Frieda; DHL gives her Sons
and Lovers manuscript in return. During summer on the
ranch he writes St. Mawr (1925), ‘The Woman Who
Rode Away’ (1925) and ‘The Princess’ (1925); in August,
suffers his first bronchial haemorrhage. His father dies in
September; in October, he, Frieda and Brett move to
Oaxaca, Mexico, where he starts The Plumed Serpent and
writes most of Mornings in Mexico (1927).

Finishes The Plumed Serpent, falls ill and almost dies of
typhoid and pneumonia in February; in March diagnosed
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1928
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1930
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as suffering from tuberculosis. Recuperates at Kiowa
ranch, writes David (1926) and compiles Reflections on the
Death of a Porcupine (1925). He and Frieda return to
Europe in September, spend a month in England and
settle at Spotorno, Italy; DHL writes first version of Sun
(1926); Frieda meets Angelo Ravagli.

Writes The Virgin and the Gypsy (1930); serious quarrel
with Frieda during visit from DHL’s sister Ada. DHL
visits Brewsters and Brett; has affair with Brett. Recon-
ciled, DHL and Frieda move to Villa Mirenda, near
Florence, in May and visit England (his last visit) in late
summer. On return to Italy in October, he writes first
version of Lady Chatterley’s Lover (1944); starts second
version in November. Friendship with Aldous and Maria
Huxley; DHL starts to paint.

Finishes second version of Lady Chatterley’s Lover (1972);
visits Etruscan sites with Earl Brewster; writes Sketches of
Etruscan Places (1932) and the first part of The Escaped
Cock (1928). In November, after meetings with Michael
Arlen and Norman Douglas, works out scheme for private
publication with Pino Orioli, and starts final version of
Lady Chatterley's Lover (1928).

Finishes Lady Chatterley's Lover and arranges for its
printing and publication in Florence; fights many battles
to ensure its despatch to subscribers in Britain and USA.
In June writes second part of The Escaped Cock (1929).
He and Frieda travel to Switzerland (Gsteig) and the
island of Port Cros, then settle in Bandol, in the south
of France. He writes many of the poems in Pansies
(1929); Lady Chatterley's Lover pirated in Europe and
USA.

Visits Paris to arrange for cheap edition of Lady Chatter-
ley’s Lover (1929); unexpurgated typescript of Pansies
seized by police; exhibition of his paintings in London
raided by police. He and Frieda visit Majorca, [France and
Bavaria, returning to Bandol for the winter. He writes
Nettles (1930), Apocalypse (1931) and Last Poems (1932),
sees much of Brewsters and Huxleys.

Goes into Ad Astra sanatorium in Vence at start of
February; discharges himself on 1 March; dies at Villa
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1935

1956

Chronology

Robermond, Vence, on Sunday 2 March; buried on 4
March.

Frieda sends Angelo Ravagli (now living with her at
Kiowa Ranch - they marry in 1950) to Vence to have
DHL exhumed, cremated, and his ashes brought back to
the ranch.

Frieda dies and is buried at Kiowa Ranch.

John Worthen, 1994



Introduction

APPROACHES AND INTERPRETATIONS

‘If you try to nail anything down, in the novel, either it kills the
novel, or the novel gets up and walks away with the nail,’ wrote
D. H. Lawrence in ‘Morality and the Novel’.!

Sons and Lovers has received a great deal of critical attention, but
it resists being pinned down to any single diagnostic account. It has
been described in a variety of ways: as a record of working-class life,
a successful (or failed) exercise in self-analysis, an illustration of one
or other psychoanalytical theory, an exploration of admirable (or
unattractive) role models for twentieth-century men and women, a
critique of industrial capitalism, an example of powerful realism (or
formlessness) in the modern novel. Readers will find at the back of
this volume a list of critical accounts in which the abridged version
of the novel has been interpreted according to one or more of these
viewpoints.

This introduction will examine how it is that in Sons and Lovers
Lawrence has written an apparently straightforward realistic novel in
the late-nineteenth-century tradition, but has generalized and deep-
ened the issues in ways that may not be immediately obvious, but
which in effect make Sons and Lovers a twentieth-century novel. He
has given the plot a highly patterned structure, introduced significant
parallels between the characters and used narrative techniques that
powerfully intensify the characters’ consciousness of each other and
of their surroundings.

THE PLACE OF SONS AND LOVERS IN LAWRENCE'S WORK

Sons and Lovers was Lawrence’s third novel and one of the most
highly acclaimed during his lifetime. It was published in May 1913
when he was twenty-seven, and although it did not make his fortune,
it did establish his reputation as a novelist.

Lawrence had taken two years and four attempts to complete the
book, starting again from the beginning each time. The first draft, of
only 100 pages, was written in October and November 1910 while

XV



Introduction

Lawrence was working as a schoolteacher in Croydon. He wrote a
second draft, which got a good deal further, from March to July
1911 and a third (this time complete) between November 1911 and
June 1912. In August 1912 he decided to write the whole book yet
again and in October he changed its title from Paul Morel to Sons
and Lovers. Finally, in November 1912, he sent the fourth manuscript
to the London publishing firm of Duckworth from northern Italy
where he had gone to try to earn his living as a writer. Duckworth’s
literary adviser, Edward Garnett, who had befriended and encour-
aged Lawrence during his Croydon years, decided the manuscript
was too long and crossed out eighty passages to make it a tenth
shorter. That shortened text was the only version of the novel in
print from 1913 to 1992.2 All the passages cut by Garnett have been
reinstated in this edition.

Now that it is possible for students to read the complete novel,
one of the most widespread assumptions about Sons and Lovers must
be challenged. It has been widely thought of as a simply and directly
autobiographical novel by an author who invariably included in his
fiction his own experiences and portraits of people he knew. Many
commentators have assumed that Paul Morel is a direct self-portrait,
and some have criticized Lawrence for identifying with Paul Morel
at the expense of other characters, especially Miriam Leivers. Much
is known about Lawrence’s life, and although it is possible to see
many similarities in the events and portraits in his fiction, responses
to Sons and Lovers have been excessively preoccupied with such
identifications. The many differences have been ignored; and an
interest in the author has been allowed to dominate over an interest
in the art that he produced. Now that a full and authoritative
biography has been written about Lawrence’s early years,® and now
that the complete text of Sons and Lovers is available, the challenge
facing readers is to respond to it as a free-standing novel and not as a
slice of the author’s life.

In fact, from the start Lawrence had not set out to write an
autobiography: the second draft (most of which survives) has far
fewer autobiographical elements than the third; and when Lawrence
had rewritten the book for the fourth time he was convinced that,
by his labour of ‘pruning it and shaping it and filling it in’, he
had generalized his material to such a degree that he could call
it ‘a great tragedy ... the tragedy of thousands of young men in
England’.*
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THE RELATION OF SONS AND LOVERS TO
TRAGEDY AND OTHER LITERATURE

In claiming that it was a ‘tragedy’ Lawrence appears to have
associated Sons and Lovers with tragic drama as well as fiction.
When worried that his publisher was not enthusiastic enough about
selling the book, he exclaimed, ‘if Hamlet and (Edipus were pub-
lished now, they wouldn’t sell more than 100 copies, unless they
were pushed’. This suggests that he saw Sons and Lovers as a
modern successor to those supreme tragedies about the mother—son
relationship.® He was, however, aware that the sons Oedipus and
Hamlet had far more drastic fates than Paul Morel, for, two years
after finishing Sons and Lovers, he set out his views on the different
kinds of tragedy that confront characters in classic plays and modern
novels, particularly novels by Thomas Hardy:

Oedipus, Hamlet, Macbeth set themselves up against, or find them-
selves set up against the unfathomed moral forces of nature, and out
of this unfathomed force comes their death. Whereas Anna Karenin,
Eustacia, Tess, Sue and Jude find themselves up against the estab-
lished system of human government and morality, they cannot detach
themselves, and are brought down. Their real tragedy is that they are
unfaithful to the greater unwritten morality . . .*

Lawrence saw Thomas Hardy as his chief forerunner in trying to
transpose tragedy from drama to fiction, and he described the
subject of Hardy’s novels as ‘the tragedy of those who, more or less
pioneers, have died in the wilderness whither they had escaped for
free action, after having left the walled security, and the comparative
imprisonment, of the established convention’.’

But Sons and Lovers goes beyond this paradigm of an individual at
odds with convention, for it is preoccupied with the breakup of the
conventions themselves. In time and place it spans the transition in
the English Midlands from a predominantly agricultural economy to
an industrial one. The geographical survey of the opening pages is
reminiscent of the first chapter of George Eliot's The Mill on the
Floss, except that Lawrence has considerably subdued the personal
voice and nostalgic tone of the narrator. But the ambitious scope of
Lawrence’s opening, with its broad historical perspective and its
glance back to the arrival of the railways, seems to herald a work
more in the manner of Geoge Eliot’s Middlemarch, which portrays
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an earlier phase in these developments and contains a graphic
description of the predicted impact of the railways on the rural
landscape.®

Throughout Sons and Lovers there are indications of the pressure
for change that existed from the last decades of the nineteenth
century up to the outbreak of the First World War. (In Chapter
Thirteen Paul Morel predicts the war (386:26—32).) The novel
reflects many of the ways in which change affects people’s sense of
security as well as their feelings of imprisonment. For example, there
are unsafe conditions and low pay in the mining community and the
beginnings of organized strikes; the absence of state provision such
as unemployment pay, sick benefit, maternity leave, facilities for
childbirth, or schooling for children older than thirteen; the growing
desire of women to move from the home to the workplace and to
campaign for votes; increased class mobility; the decline in religious
belief despite continued church attendance; the disruptive effect of
evolutionary theory on many aspects of social and moral life; the
beginnings of a willingness to talk about the taboo topic of sex; and
the emergence of an interest in the ‘unconscious’, the nature of
consciousness and individual identity.’

While, in its broad scope, Sons and Lovers reflects the problems of
transition between the agricultural past and the industrial future, it
also explores in detail those between one generation and the next,
and more importantly between childhood and adolescence. In his
focus on childhood Lawrence shows his debt to The Mill on the
Floss, and in his analysis of adolescence he shows affinities with his
contemporary, James Joyce, whose novel A Portrait of the Artist as a
Young Man also survives in an early version named after its chief
character (Stephen Hero). In making Paul Morel a painter Lawrence
reveals, like Joyce, a preoccupation with the evolution of a creative
individual, and this calls into question Lawrence’s claim that Sons
and Lovers is the tragedy ‘of thousands of young men in England’.
What difference would it make to the novel if Paul Morel were not
an artist?

THE PATTERNED STRUCTUREOF THE PLOT

When Lawrence completed the fourth manuscript in November
1912 and sent it to Edward Garnett, he gave his own account of the
plot:"
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It follows this idea: a woman of character and refinement goes into
the lower class, and has no satisfaction in her own life. She has had a
passion for her husband, so the children are born of passion, and have
heaps of vitality. But as her sons grow up she selects them as lovers -
first the eldest, then the second. These sons are urged into life by
their reciprocal love of their mother — urged on and on. But when
they come to manhood, they can’t love, because their mother is the
strongest power in their lives, and holds them ... As soon as the
young men come into contact with women, there'’s a split. William
gives his sex to a fribble, and his mother holds his soul. But the split
kills him, because he doesn’t know where he is. The next son gets a
woman who fights for his soul — fights his mother. The son loves the
mother — all the sons hate and are jealous of the father. The battle
goes on between the mother and the girl, with the son as object. The
mother gradually proves stronger, because of the tie of blood. The
son decides to leave his soul in his mother’s hands, and, like his elder
brother, go for passion. He gets passion. Then the split begins to tell
again. But, almost unconsciously, the mother realises what is the
matter, and begins to die. The son casts off his mistress, attends to
his mother dying. He is left in the end naked of everything, with the
drift towards death.

This has often been challenged as an adequate account of the novel,
and indeed Lawrence himself stressed in his critical essays that it is
important to attend to the ‘tale’ itgelf and not the author’s account
of it, or his propaganda within it. There is, of course, far more to
the novel than the central triangle described here of mother, son(s)
and girl-friend(s). But this selective account was chiefly designed
to persuade Garnett to see how the novel hung together: ‘I have
patiently and laboriously constructed that novel.' Garnett had
criticized Lawrence for not adopting the carefully sculpted form of
the novel used by the French writer Gustave Flaubert. Lawrence
preferred, however, to claim a kind of natural, evolutionary or psy-
chological shape for his novel: ‘If you can’t see the development —
which is slow like growth — I can,’ he told Garnett."”?

Despite his organic metaphor, it is clear that Lawrence had given
the plot an architectural symmetry. From early on in drafting the
book he had divided it into two parts, which entrench its structural
pattern. Even though Part II eventually became nearly twice as long
as Part I, many symmetries are evident. Part I ends with the death
of William and the ‘taking on’ of Paul as the centre of his mother’s
life, while Part Il ends with the death of Mrs Morel and the ‘release’
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of Paul from her control. (Near the end of each part, Paul mhimpers
‘Mother!” and is not heard (169:36, 464:30).) Part I follows Mrs
Morel’s relationships with Mr Morel, William and Paul, whereas
Part II has the parallel pattern of Paul’s relationships with Mrs
Morel, Miriam and Clara. Part I traces the roots of Paul’s psychology,
while Part II follows the working-out of that psychological formation.
There is also a balancing shift in style between the two parts: Part I
is devoted to the minutely detailed evocation of objects and activities
in the miner’s home: the furniture and utensils, the fuse-making,
cooking and meals, the gossip and quarrels. By contrast, in Part II
the descriptions are frequently elaborated into a kind of symbolic
imagery — such as the flowers Paul looks at when deciding to break
off with Miriam (337:23-338:6), and the descent by Paul and Clara
to a lower level at Clifton Grove (353:22-356:14) — while the
conversations tend to become discussions of large moral and political
issues.

Another way of examining the structure is to ask how the charac-
ters enter and leave the novel, and here another symmetry is found.
Just as Paul is born into the book in the second chapter, Mrs Morel
dies out of it in the second to last chapter. Mrs Morel is the first of
the Morel family to appear: she enters a house which the narrator
has prepared a paragraph before. The house is introduced after the
historical and geographical panorama of the six opening paragraphs
has narrowed its focus down to a sight-seeing tour of a block of
miners’ houses: ‘one could walk all round, seeing . . . seeing . . . that
was the view . .. facing inward . . . looking at ...’ But the resolute
appeal to the reader’s eye is starkly disillusioned: ‘the actual con-
ditions ... that looked so nice, were quite unsavoury’. The bad
smell of the outside lavatories (‘ash-pits’) leads to one of the
narrator’s most striking emotional interventions as he opens the
house to Mrs Morel: ‘the kitchens opened onto that nasty alley of
ash-pits’ (10:13-27).

At first Mrs Morel is described entirely in terms of her house.
Then we see her briefly, but without colour or detail: ‘A rather small
woman, of delicate mould but resolute bearing’ (10:37-8). Next, her
husband explicitly does not appear: ‘He went off early on the
Monday morning’ (11:3). We are not invited to see him. The first
visual impression of him is provided by his son, William, who has
seen him through holes in the tin covering over the window of the
public house: he has his sleeves rolled up. Mrs Morel concludes that
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he has run out of money and is helping behind the bar to get an
‘allowance’ of beer. And in the next sentence the two key words,
‘window’ and ‘allowance’, are re-worked so that even this glimpse of
the father’s independent activity is recovered into Mrs Morel’s
control within the home: ‘The children were allowed to sit at the
window of their mother’s bedroom’ (13:6-13). (It is, we realize later,
both parents’ bedroom.) When Morel does enter the house, full of
colour, his first words, ‘Oh!—Oh!—waitin’ for me lass?’ have already
been undercut by Mrs Morel’s last disillusioned comment to her-
self, ten lines earlier: ‘I wait, and what I wait for can never come’
(14:29—30, 40).

William, too, begins the novel by leaving: ‘William, a boy of
seven, fled off immediately after breakfast’ to roam the fairground,
‘leaving Annie, who was only five, to whine all morning to go also’
(11:5-7).

Paul is born into the book in Chapter Two — as an ‘it": ‘She
looked at the child. It had blue eyes, and a lot of fair hair, and was
bonny. Her love came up hot, in spite of everything. She had it in
bed with her’ (43:2—4). But as a child in the womb he has already
taken part in the dramatic scene in Chapter One when Mrs Morel is
locked out of the house at night by her husband after a quarrel, and
has a strange swooning experience: ‘her self melted out like scent . . .
the child too melted with her in the mixing-pot of moonlight’
(34:35-7). ‘

Already, in the entrances made by these members of the family
there is a microcosm of the plot: Mrs Morel has her house but
cannot control the independent life outside it of Walter and William.
Paul, however, is an object which she will keep close by her. Before
he is even born he shares her strange experience of fusing with the
surroundings, and this sensation will return to trouble and perplex
him as he grows up.

Paul walks out of the book at the end, in what must have been one
of the most open endings Lawrence’s first readers had ever come
across: ‘He would not take that direction, to the darkness, to follow
her. He walked towards the faintly humming, glowing town, quickly’
(464:36—7). His direction is out of the book, as if leaving the
darkness with the reader. The word ‘quick’ retained for Lawrence a
strong flavour of the biblical meaning, ‘alive’. Paul’s ‘drift towards
death’, which Lawrence had told Gamnett was part of the novel’s
basic construction, is retrospectively de-constructed by the last two
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sentences. This teasing open-endedness resists a firm conclusion, but
paradoxically confirms how carefully structured the book had been.

PARALLELS AMONG THE CHARACTERS

In one of Lawrence’s few riddling titles, the ‘Lovers’ of the novel are
Gertrude Morel’s ‘Sons’, William and Paul. The novel’s original
title, ‘Paul Morel’, suggests that Lawrence thought of it as being
about only one son, but from the third version onwards William’s
presence and significance were expanded, and in the final version he
is an important role model for Paul. After William’s death, Paul’s
relationship with their mother echoes his brother’s in many respects:
the bringing home of prizes for her, the flirting banter, the promises
never to marry, the discussions about his unsatisfactory girl-friends,
and so on.

In the summary of the novel’s ‘idea’ that he wrote for Garnett,
Lawrence associated Miriam Leivers with ‘soul’ and Clara Dawes
with ‘passion’, as if they had very little in common, but in the novel
they respond alike to Paul. Both love his quick movements (227:17-
19, 308:38); both are hurt by his flirting with others and laughing in
a way that they hate (290:34, 309:27); both want to embrace him
when he does not want to be embraced (227:21, 399:20—28); both fix
their eyes on him in moments of passion (328:29, 37, 399:24-5),
wanting personal attention from him on the occasions that he offers
them both impersonal passion (328:33, 38, 399:16).

‘She wants to absorb him’ is Mrs Morel’s objection to Miriam as
Paul’s girl-friend (230:36—7) and she thinks ‘he is just such a gaby as
to let himself be absorbed’ (196:27). Miriam ‘loved him absorbedly’,
the narrator confirms (227:20), and Paul bitterly accuses Miriam of
this desire to ‘absorb’ (258:1—4). But Paul has absorbed his mother’s
anxiety so profoundly that, despite his more successful passionate
relationship with Clara, he also asks himself of Clara, ‘Why does she
absorb me’ (402:14).

This interweaving of parallels and shared feelings among the
characters makes the novel more complex than it appears in Law-
rence’s plot summary. In fact, the exploration of the central ‘idea’
relies so much on parallels and contrasts that, for example, even two
minor characters, Arthur and Agatha, have comparable names and
roles. One is Paul’s younger brother, the other is Miriam’s elder
sister. They both make a success of their lives by getting away from
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their homes and rebelling against the ethos of their families: Agatha
insisting on ‘worldly values’ in reaction to her mother’s spirituality
(207:23); Arthur running away to become a soldier, a career despised
by his parents (219:33, 37, 220:36—9), and then marrying, at which
point, unlike his father (22:38), he ‘buckled to work, undertook his
responsibilities’ (300:39—40).

While the Morels’ failed marriage and its cramping effect on
their children’s development holds centre-stage in the novel, the
marriages of both the Leivers and the Dawes provide points of
comparison. For example, when Paul is attacked by Baxter Dawes,
it is as if he is forced to have with another rival, Dawes, the fight
that both he and William longed to have with their father but were
forbidden by their mother. In another example, the use of a similar
phrase about childbirth suggests that Mrs Morel may be possessive
in exactly the way that is attributed to Mrs Leivers. Mrs Morel
reflects on her marnied life in the opening pages of the novel, and
protests: ‘What have I to do with all this. Even the child I am
going to have! It doesn’t seem as if / were taken into account’
(14:23—5). Mrs Leivers is seen by Paul in comparable terms: ‘nearly
scared and shocked out of her virgin maidenhood, but not quite, in
spite of her seven children. They had been born almost leaving her
out of count, not of her, but upon her. So she could never let
them go, because she never had possessed them’ (323:35-9). The
expression occurs again later in the novel, suggesting a deeper layer
of interpretation, when Clara complains to Paul that their sexual
relationship is a failure because he leaves her ‘out of count’
(407:36).

Once the patterning of the characters’ experiences is identified,
both in incident and in language, it becomes clear that patterning is
a fundamental characteristic of the novel. Most important are the
parallels in Paul’s perceptions of his mother and his lovers, Miriam
and Clara - but only occasionally does the novel bring his separate
observations together for comparison. Paul takes all three of them
on outings, pins flowers on them, observes their hands, notes the
amount of mud that collects on their boots, sees how they climb over
stiles and how they respond to gardens and wild flowers. He could
also be said — at one time or another and in one sense or another — to
go to ‘bed’ with each of them. For their part, they are all described
as ‘waiting’ and they are all angry with men in their different 