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INTRODUCTION: KIOWA AND LAS CHIVAS

In summer even the despised automobile can congquer the steep
and dusty road up Lobe Mountain to D. H. Lawrence's Kiowa ranch in
New Mexico. Camping there within the cool woods that edge the spot
of clustered cabins and the shrine and the alfalfa field, one feels
the boding pine trees are the real inhabitants of the mountain.

They belong there eternally possessing, and slowly their ineluctable
pattern, cut and pushed back from the little ecircle of human activity,
will settle in a deep piney green again over all that place and re-
capture an anonymity from the Lawrence legend, & privacy for the
quiet mshes of the phoenix. High above the desert floor and miles
from any city, one is quietly startled to discovery: the value of

a genius is not in the man but in the truth.

It seemed to Lawrence that only a novel could discover the
truth and reveal it in all the lovely shimmering of its unfixable
relatedness. "The novel is the ome bright book of life," he wroto.1
In the novel we can see man alive in his wholeness, and not in
just some r8le or separated part of himself, and the nearness of the
whole man gives our own lives a kind of buoyancy. Fiction lays
bare a man's affinities, and we are bolstered by that rare glimpse

of truth. We are freed; for a while, from the constricting privacy

1"
Why the Novel Matters"; D. H. Lawrence: Soleet!% Literary
Criticism, Anthony Beal, editor (New York: The Viking Press, 1958);
p. 105,
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of human life., And lingering afterwards in our owmn privacy are

the new affinities revealed to us by the image of amother life.

The following study of St. Mawr> is an attempt to enlarge through
eriticiem a reader's vision of the life and art within it, te

clarify the movel's revelation without vielating its pure liveliness,
to be as it were an A-ray but not an autopsy.

The ranch on Lobo Mountain is now the property of the University
of New Mexico. It is open to the public, who may go there to
visit the shrine where Lawrence's ashes are buried in conerete aand
then write their names and addresses in the "guest book" on a
shelf againat the white wall on which hang French official documents
certifying the identity of the cremated corpse and the purity of
the ashes--dated 1935. Frowm the doorway ovne can look baeck down the
cleared alope onte the roofs of the cabins and deeply beyond them
into the Teos valley with the mountains near Sante Fe rising like
a blue wall far across it.

Discounting the shrine and the distractiom of visitors aund
caretakers aud seminar students staying in the big house and a
fellowship schelar staying in the little house, the ranch is as
wildly beautiful as it ever might have beem: Nothing really has
gone out of it. But thirty-five years age vhen Lawrence among the
pine trees in the mormings wrote St. Mawr and brought the finished

pages in to read aloud to Frieda and Brett over the table im the

2. H. Lawrence, St. Mawr (New York: Alfred A. Knopf, 1925).
All guotations from the movel will be cited in the text by page
references to this edition.
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little c;bin,a the ranch was recreated as Las Chivas and became
the embodiment of a vision. That fictional ranch with all its
symbolic energy is what one foolishly looks for while standing om
the slope of Lobo Mountain. It is not there, and was never there.

It is in the novel only, and it is not a place to live but a truth

worth comiung to.

aDorothy Brett, Lawrence and Brett, A Friendship (Philadelphia:
J. B. Lippineott Company, 1933); pp. 187-38.







CHAPTER ONE: PROSE STYLE AS THE MEANS OF
DISCOVERY IN ST. MAWR

Style is what we touch feelingly in prosej it is the tissue
we encounter in reading. It does not immediately arrest our
interest but carries our attention forwerd, like the shapeliness
that guickens our spirit, It is an elusive quality in any bit of
writing, intriguingly herd teo isolate. Though we seem to touch
it we can't get at it. One is never gquite able to point to style
alone and say, "There mow, this is the quality I have been talking
abeut." In Herbert Read's study English Prose Style, the word is
seldom used beyond the title page. The life of prose, Read says,
is rhythm,l which may inhere im a phrase or sentence but achieves
a unity only in the parugraph.g 3tyle, he implies, is largely a
matter of the rhythms which determine paragraph ‘gggalgga,a

Rhythm is not am & priori construction....
It is born, mot with the words, but with the
thought, and with whatever confluence of
instincts and emotions the thought is accompanied.
As the thought takes shape in the mind, it takes
a shape....The metaphor is for once exacts

thought has a contour or shape. The paragraph
is the perception of this contour or shape.

)lnorbert Read, English Prose Style {(Bestom: Beacon Press,
1656 § Po xie

2Ibid,, p. 9.

S5udd., p. 62,
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The writer has towards his materials, words,

the same relation that an artist, say a modeller,

has towards his material; clay. The paragraph

ie a plastic maass, and it takes its shape from

the thought it has to express: its shape is

the thought.4

Style appears elusively in the flashing shape of a conception.
Ideally, the way a thing is thought of becomes the style in which
it is expressed. Style is not the manjy it is his thought.
Lawrence's style is astonishing because he conceived of things
in an astonishing way: in St. Mawr the sophisticated prose techmniques
are the mode of Lawrence's perception, the means of his discoveries.
Lawrence is an impressionist, perhaps the only impressionist

whe was not often enslaved conceptually by the narrowness of his own
technique, Like no other novelist, he gives the reader a sense of
participating in the events or situations doncribcd.5 Yet, with
that impression, in St. Mawr, there is the ummistakable authority
of an omniscient narrator coloring the illusion of our participation,
guiding us as it were to passions and nuances we could met indepen~
dently perceive or maintain. We seem to have the bemnefit of two

concurrent pointe~of-view: the character's with whom we are

sharing and the author's which is spoken in our oar.6 This double

4Ibid., p. 61.

5"An impressionist prose style is one that gives the illusion
that the reader is participating in the events, scenes or actions
deseribed.” Ibid., p. 155,

6"The writing catches the precise quality of her sensibility,
the exact looseness and slanginess of her idiow....We seem to hear
Lou's very tone and accent, the intimate slanginess, the sardomic
terseness, the disemchantment and the underlying painm.







vision is not a stylistic "additive,” a bit of extra flavor, It

is part of the way Lawrence saw things and it accounts for much

of what he saw, That it is also exactly the way he expressed

those things argues for his iantegrity as an srtist and the pure sen~-
sibility in his work,'

Lawrence camnnct dissociate hiwself from the objeet of his
thought; ke must, like Keats, enter the emotional 1life of a
sparrow wnd conceive of corn-pecking as an experienced evemnt. But
his empathetic asscciation dees not dissclve his self or obacure
his idectity. Unlike the emotionsl meturalist,® Lewreuce partiei-
pates in the life-experience of objects about or imagined within
bim only in erder to enlarge and purify his own idemtity, not

1o escape from it., He conceives Ly a kind of thoughit transference,

s(cont.)“?he language is not, of course, merely imitative,
not just a simple embodiment of Lou's thoughts and feelings. The
irenic viewpoint and tone modulate inte but are never guite idem~
tified with hers: we see her as she sardonically sees herself
but her iremic view is enclosed within the larger irony of the
detached observer. Her frustration; her cymicism, her as yet
inadeguate self-avareness,; are presented as still reflecting the
conventional values she is about te repudiate." T. W, Thomas,
“Myo Liddell and Dr. Leavis," Essays in Criticism; Vol. 5, Ne, 1
(January, 1958), 76~79.

1"Wo feel that he [Lawrence] is mearly always completely free
of 'literature' and can be himself. We follow his mind working——
and it speaks as it works. Or, at least, that is the impresasion
we get." Bonamy Dobree, Modern Prose Style (Oxford: The Clarendon
Press, 1034); p. 228.

STha term "emotional naturalist” is used here in the sense
given it by Irving Babbitt. An interesting though rather artificial

comparison between Lawrence and Babbitt on the subject of the emotions

is made in RBalph N. Maud, "D, H. Lawrence: True Emotion as the
Ethical Control in Art," Western Humanities Review, Vol. 9, No. 3
(Summer, 1933), 283-40.







a transference vhich never gets awey, so that hie conception takes
the sophisticated shape of a personal experiemce objectively
realized, In the follewing passage Lawreunce the ommiseient narrator
is clearly the flexible control utilizing his echaracter's point-of-
view to wvividly realize his own,

Since she had really seen St. Mawr looming
fiery and terrible in an outer darkmess, she
could not believe the world she lived in.

She could net believe it was actually hap-
pening, when she was dancing in the afterncen
8% Claridge's, or in the evening at the
Carlton, sliding about with some suave young
manp who wasn't like a man at all to her., Or
down in Sussex for the week-end with the
Enderleys: the talk, the eating and drinking,
the flirtation, the endless dancing: it all
seemed far more bodiless and, in a strange
way, wraithlike, than any fairy-story. She
seemed to he eating Barmecide food, that had
beer conjured up out of thin air, by the

power of worda. She seemed to be talking to
handsome young bare~faced unrealities, not men
at all: as she slid about with them, in the
perpetual dance, they too seemed to have been
conjured up out of air, merely for this
soaring, slithering dance-business. And she
could not believe that, when the lights went
out, they wouldn't melt back inte thin air
again, and complete nomentity. The strange
nonentity of it all! Everything just conjured
up, and nothing real. "Isn't ¢ best ri"
they would beamingly assert, like tgesir ha o
enjoyment, without any genuine substance. And
she would heam back: "Lots of fun!" (40-41)

The paragraph is expository and exists selely to tell the
reader how Lou Carrington felt about the kind of life she was
leading. But the telling does not come straight from the author's
mouth., It is aceomplished impressionistically, as though we can

conceive of Lou's feeling only by personally sharing it. The






impressionism of the passage is a mode of perception, and the
riiythin of the paragraph is "born not with the words, but with the
thought.™

Words are the substance of our formed conceptions, however,
and it is in Lawrence's diction that we first emcounter his style.
The idiematic, slengy words and usage in the quoted passage are
from Lou's vocabulary; they have the unmistakable accent of her
sensibility. "Slid around the floor"; "this soaring, slithering
dance~business"; "everything just conjured up"; these expressions
convey Lou's perception in her own tomes. Similarly, the repetition
of thought-patterns end personal phrases establishes the illusion
of an immediate thought process. Several clements are repeated
rhythaically throughout the paragraph and resemble the recurrent
phraseology of our own struggling conceptions. "She could not be~
lieve the world she lived in. She could not believe it was
actually happening”..."she could not believe that..."; "it all
seemed far more bodiless"..."she seemed to be eating"..."she
seemed to be talking"..."they too seemed to have been conjured up";
"Barmecide food, that had been comjured up"..."everything just
conjured up®; "complete nonentity. The strange noaentity of it
alll™

Perbhaps the most sardonically "placed™ repetition is Lou's
own mockery of the beaming young mem. By the partieular repetition
ef the werd in the last sentence we feel we have ourselves partici-

pated in the perception of those blandly bheaming faces and we are
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satisfied that the stupidity ot-thgir expressions did not escape
our sensitivity er our sweet revenge.

Part of the vividness of Lawrence's impressionism can be
ascribed to his effeoctive punsctuation. He uses the colon like
a close~up shot in a newsreel: suddenly zooming to things. Lou's
associations are, quite naturally, as sudden as life, and the l;n—
tences evoke her mental experience. The punctuation helps to in-
dicate the feel of experienced perceptions, rather than the ideal
relations among finished thoughts. Lawrence's use of the colon
helps to portray the abruptmess with vhich Lou's conceptions form
and shift about within her mind. And always that abruptness con-
veys the impression of something quickly noticed, understood, or
"brought out." One feels in the structural comnectives a leap
to graphic configuration, like a "focal pop." We participate in
the quickness of Lou's multiple realizations.

The speed and contour of her conceptions seem to determine
the shape ef the paragraphk, ss though Lawrence's owa mind were only
an interlecuter. Sometimes his thought is more deeply submerged
in the point-of-view of a character and the iromie double vision
turns into & steady glow of umeguivoecal inner life.

Lou arrived in town, at the dead end of
Angust, with her maid and Phoenix. How
wonderful it seemed to have London empty
of all her set: her own little house

to herself, with just the housekeeper and
her own maid. The fact of being alone in
those surroundings was so wonderful, It

made the surroundings themselves seem
all the more ghestly. Everything that







had been actual to her was turning ghestly:
even her little drawing-room was the ghost
of a room, belonging te the dead people whe
had known it, or to all the dead gemerations
that had brought such a room inte being,
evolved it out of their quaint domestie
desires. Aand mow, in herself, those desires
were suddenly spent: gone out like a lamp
that suddemly dies. And then she saw her
pale, delicate room with its little green
agate bowl and its twe little porcelain
birds and its soft, roundish chairs, turned
into something ghostly, like a room set

out in & museum. She felt like fastening
little labels on the furuiture:

Carrin Lounge Chair, Last Used %mgt,
1925. ﬁot for the benefit of posterity,
but to remove her own self into amother
world, another realm of existence.

"My house, my house; my house, how can

I ever have taken so much pains about itl"

she kept saying to herself, It was like

one of her old hats, suddenly discovered

neatly put away in an old hatbox, And what

& horror: an old "fashionable" hat! (165-66)
This moment in a soul's turning away from a familiar world growm
oddly meaningless and ghostly is set deep within Lou's maive
perception, The paragraphs seem to emerge luminously from Lou's
own consciousness, Her feeling is simple and ingenuous, and
so the tone-commentary of the ommiscient narrator would be out
of tume with her.

The differences in the two guoted passages illustrate the
nature of an organic change in Lawrence's prose style between
the beginning and the end of St. Mawr. His style changes in a
complementary development as the sensibilities of his characters

change. The satirically effective double vision of the earlier

pages is gradually shed and a passionate naivete, a poetic and






aspiring intensity echoes over the later pages whem Mrs., Witt

has crumbled inte dying and Lou has found the dedicated wholeness

of her life.

It was sutumn, aud the loveliest time
in the Southwest, where there is no sprinmg,
snow blowing into the hot lap of summer;
and no real summer, hail falling in thick
ice; from the thunderstorms: and evem no
very definite winter, hot sun melting the
snow and giving an impression of spring
at any time, But autumn there is;, when
the windes of the desert are almost still,
and the mountains fume ne clouds, But
morning comes cold and delicate, upon the
wild sunflowers and the puffing, yellow-
flowered grease-wood., For the desert
blooms in antumn. In spring it is grey
ash all the time, and only the stroag
breath of the summer sun, and the heavy
splashing of thunder rain, succeed at
last, by September, in blowing it inte
soft, puffy yellow fire, (188-87)

Particularly in the growth of Lou's character Lawrence
commands the full range of his flexible styles As Lou grows,
Lawrence can come to identify with her more fully and his
voice need no lomger be kept jeslously separate from hars: it
c¢an be lost in hers. In the concluding dislogue with her
mother, Lou speaks with a visionary passion that is a little
startling. She seems entranced, and her words are directed
far beyond her mother's hearing, They are the praises of in-
vocation, ministers to the mountdin-top and the sky around it.

There's something else tor me, mother,
There's something else evea that loves
me and wants me. I can't tell you what

it is. It's a spirit. And it's here,
on this ranch, It's here, in this landscape.






It's something more real to me than men
are, and it soothes me, and it holds me
up. I don't know what it is, definitely.
It's something wildy; that will hurt me
sometimes and will wear me down sometimes.
I know it. But it's something big, bigger
than men, bigger than people, bigger than
religion, It's something to do with wild
America, And it's something to do with
me, It's a mission, if you like. I am
imbeeile enocugh for thatl~-But it's my
migsion to keep myself for the spirit that
is wild, end has waited so long here:

even vaited for such as me, Now I've
come! Now I'm here., Now I am where I
want to be:s with the spirit that wants

mne . (221)

There is this quality of invocation in much of Lawrence's
best prose.9 He writes as one serving the magie of words, rapt
by their petency. The emotional heightening of his prose is
often the ecetasy of artistic ereation,lo objectified in the
yearnings of his characters. The artist embracing his own ex~
pansive identity orders his feeling into en intelligent repre-
sentation of feeling. Lawrence's method of realizing things was
to look upon objects from & point beyond himself; and so even
his most passionate paragraphs have the suggestion of an “other"

sensibility, an experiencer to discipline his ecstatic moments.

gﬂarry Moore refers te "the element of incantation® that
characterizes Lawrence's later prese. Harry T. Moore, The
Intelligent Heart: The Story of D. H, Lawrence (New York:
Farrar, Straus and Young, 19547?'p. @s.

lo"Language 80 passionate and breathless as Lawrence's ulti-
mately describes the ecstasy of art;, not of passion." Alfred
Kazin, "Lady Chatterley in America,™ The Atlantic Monthly, Vel.
204, No., 1 (July, 1959), 36.
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This contrelling sensibility is most often the peilmnt—of-view of

a character, such as Lou's peint~of-view in the passages previously
quoted, Occasionally the character way be o ficelle designed
specifically to articulate an impression. In order to charscterize
Las Chivas, Lawrence creates a New Hagland woman whose life-
history on the ranch successfully evokes a sense of the untameable
natural spirit Lou finds there. But there are also passages of
descriptive prose in which the "other" sensibility is aen illusion
ereated solely by his language.

But beyond the pine~trees, ah, there
beyond, there was beauty for the spirit
te soar in, The circle of pimes, with
the loose trees rising high and ragged
et intervals, this was the barvier, the
fence to the foreground. Beyond was
only distance, the desert a thousand
feet below, and beyond.

The desert swept its great fawn-
coloured cirele around, away beyond and
below like a beach, with a long mountain~
side of pure blue shadow clesing in the
near corner, and strange bluish hummocks
of mountains rising like wet rock from
& vast strend, away in the middle dis=-
tance; and beyond, in the farthest dis-
tance, pale blue creats of mountains
leoking over the horizon, from the west,
as if peering in from another world
nltogether.n%204)

It was mentioned above that the way Lewrence saw things
accounts for much of what he saw, He did net dwell upon his
creative passion as an object of romantie intereat; his own
feelings were, at least in his novels, vested in imagined lives.

He confronted his feelings as the yearnings and loathings of

his characters. So the lives of his echaracters reveal patterns
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and forces corresponding to the shapes and pressures of his creative
impulse. Lsurentian characters de not contain their lives: they
beb or rest upen the flow that sends life through them, The center
of interest in $t, Mawr, as in almost all of Lawremece's fietion,
is the imterplay of life-forces, the fitful in and out of impulsea
that take possession of a persomn. This life~force is the hero
of St. Mawr, not ony horse or young American vom.u The flow
of it can be thought ef as o stylistic ionovationy for the
interplay of forces is mot only what he portrays bat also the
method of his portrayal, the style which is his theught, It
accounts for the pesuliar guickness eof his prose.

Te a purist, Lawreuce's style could seem te be the unfortunate
regult of a couidn't-eu.reloaanesa.n Hia diction is cellogquial,
even slangy; his sentences are fregmentary; his paragraphs held

together by refrains; his punctuation heretically personal,

Yet the curious anomelies of his style ere the sources of its

Moy every greet novel, who is the hero all the time?
Not any of the characters, but some unnamed and nameless flame
behind them all,™ D, H. Lawrence, "The Novel," Bot!-agtgﬁgg

on the Death of & Po%;ggg;gg, end Other Essays (Londont Martin
Secker, 1094); pe ’

12‘1‘)11: position is maintained in all seriousness in Bebert
Liddell, "Lawrence and Dr, Leavis: The Case of _3_}; llﬁ_t_,"
Essays in Criticism, Vel. 4, Ne. 38 (July, 1054), 321-27,
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precision and vitality.la His proge is like apeech ereated out
of vivid experience, and mot a literary language. With it, he
can evoke such & sense of intimacy with his characters' hiddem
lives that a gesture, even a narrated fact,; stirs one with the
energy of life's ecurreat cscaping,

Luncheon was still several miles away.
The party hastened down to the horseas.
Lou picked o few sprigs of ling, and some
harebells, and some streggling yellow
flowers; mot because she wanted them,
but to distract herself. The atmosphere
of "enjoying ourselves" was becomiug
c¢ruel to hers it sapped all the life out
of her, "Oh, if only X needn't enjoy
myself," she moaned inwardly, But the
Manby girls were enjoying themselves
so much. "I think it's frantically
lovely up here,"™ said the other one~-
not Flora--Elsie. (983)

The irregular device at the end of the paragraph is eloquently
indicative of Lou's concentration of scorn and her econtinuing,
underlying pain.

There meems te be ne limit to the sense of energy Lawrence's
language can comvey, His style becomes an instrument for the

quick of life.

A T A D

Yupawrence writes out of the full living lauguage with
@ flexibility sud a creative freedom for which I can think of
no parallel in modern times. His writing seems to have the
careless ease of extraordinerily fluent and reey speech; but
you see, if you stop to cast a critical eye back over the page,
that everything is precisely and easily right--the slamgy eollo~
quialism, the flippant cliché given an emotional imtensity, the
"plaeing" sardonic touch, and, when it comes (as it so marvelously
can at amy moment), the free play of poetic imagery and imagina-
tive evocation, sensuous and focally suggestive." F., R. Leavia,
D, H., Lewrences Nevelist (New York: Alfred A, Knopf, 1056);
Do 281,
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Lou gave a loud, unnatural, herrible
geream: she heard it herself, at the same
time as she heard the crash of the falling
horse. Then she saw a pale gold belly,
and hoofa that worked and flashed in the
air, and St. Mawr writhing, straining his
head terrifically upwards, his great syes
gstarting from the naked lines of his nose.
With a great meck arching eruelly from the
ground, he was pulling frantically at the
reing, which Rico #6ill held tight. --Yeas,
Rico, lying straagely sideways, his eyes
algo starting from his yellow-vhite face,
among the heather, still elutched the reins.

Young Edwards was rushing forward, and
eireling round the writhing, immense horse,
whose pale-gold, inverted bulk seemed to
£ill the universe.

"Let him get up, Carrington! Let him
get upl® he was yelling, darting warily
near, to get the reins, -—-Another spasmedic
convalgion of the horae.

Horror! The young man reeled backwards
with his fece in his hends. He had got a
kick in the face, Red bloed rumnning down
his ehin!

Lewis was there, on the ground, getting
the reins out of Rico's hands, St. Mawr
gave a great curve like a fish, spread his
forefeet on the earth and reared his heed,
looking round in & ghastly fashion. His
eyes were orched, his nostrils wide, his
face ghastly in a sort of panic, He rested
thus, seated with his forefeet planted and
his face in panic¢, alwost like some terrible
lizard, for several moments, Then he heaved
sickeningly te bis feet, and stood convalsed,
trembling, (94-95)

It is apparent that the impact this passage has upen our

emotions is not the effeect of iseolable devices but of a whole

quality of perception. We are aroused by the vitelity that
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informs his conceptioms. The emergy of the passage is the enorgy
of Lawremce's thought. The discipline of his style is the diseipline
of his immediate inbtelligence; and it enlarges the language of
liverature.

The ereative freedom with whieh Lawrence wrote is omne aaspect
of the total imaginative freedom of his comeceplions. He displays
“the gquality of seeing things sharply, clearly, immediately,
apparently for the firat time."14 Ramon Sender, the Spanish
novelist, has remarked, "At his best, Lawreuce is like the firast

15

man on earth,"

And his prose is like wind upon damp mornings.

14Rogor Dataller, "Elemeants of D, H. Lawrence's Prose Style,"

Egsays in Criticism, Vol. 8, Ne. 4 (Octeber, 1953), 413, Mr.
Dataller speculates that the sources of Lawrence's guality of
perception are 1) his youthful experience of the dark mines and
his associations with perception~freshened miners, and 2) his
early diseipline of housework.

16A remark made in a conversation with Professor E. W. Tedloek,

Jre. and transmitied by him to a group of students including the
present writer.







CHAPTER TWO: THE RHYTHMIC INSTRUMENTS OF PLOT
AND THE PLOT OF ST. MAVR

The power by which we multiply distinctions may properly
help to illuminste a unity. The subtle interrelatedness of a
work of art can hardly be perceived except by making categories
with which to analyze its wholeness. But the categeries are,
after all, only figures of thought, and the wholemess of St. Mawr
will not be encompassed by them. Some matters discussed in the
preceding chapter under the heading of prose style might be
discussed as well under the heading of narrative teechnique—

a category is but a lens to focus our umderstanding. But by
narrative technique one means the craft of story-telling, and
8o it is different from prose style, which is like the sound of
a story-teller's voice,

A novelist, though, does more than tell us a stery, which
ie a mere "narrative of events arranged in time aoquonea."l He
tells us a story with a plot. E. M, Forster in his eritical
study of the novel®—a piece of criticiem far more delightful te
read than most novels are——distinguishes plot from story by the

way we anticipate the progress of the narrative, If we ask of the

g, u. Forster, Aspects of the Novel (New York: Harcourt,
Brace and Company, 1927;; ps 51,

Ibid.
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novelist "and then?--and then?" we are attending to the story;
if we ask "why?" we are moving away from the story and entering
that web of causality called plot. 'Plot is also a narrative
of events," Forster writes, "the emphasis falling on causnlity."a
A plot cannot be told to a gaping

audience of cave men or to a tyrannical

sultan or to their modern descendant the

movie-public. They can only be kept

awake by "and then--and then~-". They

can only supply curiosity. But a plot

demands intelligence and memory also.

Plot, the causing of what has had to happem;, has a rhythm.
Causality appears im fiction in a pulsing way, sometimes hardly
showing under a dazzling round of experiences, sometimes drawing
us into an agony of mystery-solving. The rhythm of a plot is
articulated by the repetition and variation of the incidence of
caunality.5 In a novel everything has some hearinmg om everything
elu,6 but we feel that some things have more bearing than other

things, and in different ways upon their different objects.

T Sy T UB Y

slbégo » P 130,

*1vid., pp. 180-81.

®fhis definition of plot rhythm is formulated as & corellary
to Forster's statement, "Rhythm in fiction may be defined as repe-
tition plus variation." Ibid., p. 240,

6"The novel is the highest example of subtle interrelatedness
that man has discovered. Everything is true in ite own time, place,
circumstance, and untrue outside of its own place, time, circumstance.
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 nmail.” "Morality
and the Novel," D. H., Lawrence: Selected Literary Criticism, p. 110,







17

The repetition and variation of the felt amounts and qualities of
"bearing" pronounce the rhythm of causality.

The rhythm of a plot is important because it keeps the illusion
of causality from becoming lifelessly consistent. A nmovel in whieh
everything thet happens is direectly the outcome of some prior event
or condition would strike us as a "thin" book, stupidly far from the
truth of life. Causality wmust not presume teo steadily upon our
interest: or we will suspeet the author of living met quite in
this odd world. Rhythm gives the weave of plot an interesting unpre-
dictability, a satisfying liveliness.

The instruments of rhythm are the bhasic elements of plot:
character and setting are recurrent and various, A plot im which
no character appears twice, in which every action proceeds from
someone not encountered before (if such variety could reveal a
plot), would be as unrhythmieal as the inside of a cloudbaak,

The recurrence of familiar characters establishes a connectedness
among inecidents--and leads us to think that experience is partly
caused by the people whe have it, that twitterings really are
connected to little birds,

Setting, and there is setting even in a microscope peep-
sight, vegetates in our comsciousness. It must grow distinct
there by recurring familiarly. And both setting and character
must display variety in their recurrence or we lese interest ia

them. After a time or two the miscroscepe's round beam of light

loses its perfect surprise.







———— T

18

But there are refinements for the expression of character and
setting whieh have such special uses that they may be considered
as distinet rhythmic instruments in the plet: theme; symbol, and
motif are flexible devices for expressing the apparent causality
in man's experience of his world and himself. A symbol, for
instance, may seem to cause men to kmneel down, to stand at atteation,
to ecower in fear, to indulge, to abstain, to climb Mt. Everest.

It is the nature of a symbol to arouse a feeling which gives it
pover over men's lives. DBut a man's awareness of and response to
symbolic significance is still an expression of his character.
Sir Gelahad was not actually fmpelied by the Holy Grail, but he
certainly seemed to he.

A theme is also an expression of character. It is attitude
raised to the level of a preoccupation, either the movelist's or
his characters' preoccupation. But in either case, it is simply
a fairly rigid attitude which leads characters to experience their
world in peculiar ways. A motif is an aspeet of the human condition,
of man's "setting"” in the universe. What is thought to be true
of experience gemerally, is a metif in the development of the plot.
Nearly all imaginable motifs in fiction have also been expressed
in proverbs.

With these analytical concepts in mind it might be well te
review the plot of St. Mawr before trying to bring into consecious~
ness the "feel" of its rhythms. Lom Witt, an "emancipated"

American, has discovered at the age of twenty-five that she is
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guite loat and does not know what to do with herself. Her marriage
with Rieo, Lerd Carrington, has degenerated into an anxious wearing
on one amother's nerves., So they live together in a kind of "friend-
ship", in a little house in Westminster. Rieco does society portraits
and his paintings are becoming fashionable. But Lou and Rico are

not the sort whe really fit im with the heut monde, even though

they are tired of drifting. And Lou seems just inexplicably at

odds with herself.

Lou's mother turns up in London scon after Lou's marriage,
bringing with her & couple of horses and an Indian groom called
Phoenix. Mrs. Witt is an spnihileting female, an American Gorgon
with sardonie snakes. She must ride in Rotten Row in the mornings,
to see the world, and Lou wusgt accompeny her, Omne day, at the
stables neer their house, Leu is shown a greet bay stallion,

St. Mawr, and immediately it casts some spell over her. St. Mawr
seems like a god, demonish with a great burning 1ife in him,
looking et her from out of apother world, The horse must belong
to her; she must buy him. Rieco will ride 8t. Mawr for her, and
the little Welsh groom Lewis will care for him,

They are somewhat two of a kind, St. Mawr end Lewias: nedither
of them will have anything to do with the other sex, They keep
to themselves, in some inviolable potency,

Rieco cannot manage St, Mawr. The horse rears and plunges
in the Park one day and the anthorities deelare him & public menace,

The fiaero ia another oceasion for bitter eniping between mother
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and son-in-law, which ends in & sore weight upom Lou's distraught
nervea, She must escape this tension, this battle of wills that
is the mainspring of everybedy's round of life. Only deep within
the dark fiery eyes of S5t. Mawr was there an intimation of a
freer; more splendid world than this miagma of cleverness and
"Lots of funl!" The pure animal wildness had gone out of man and
left him nothing but nerves and a brittle mind. A derk, wild
vorld heyond "attitudea" beckons from St. Mawr to her,

At the end of the London season Lou end Rico go down to
Shrewsbury, where Mre, Witt has remted a country house, just beside
a graveyard, During a riding party one day, St. Mawr shies from
a dead snake and Rico, fiercely restraining him, pulls the horse
down upon himself. The terrified stallion kicks a young man in
the face and breaks Rico's ribs and ankle, St, Mawr's "breek"
looms large in Lon's imagination as a spectacle of evil. The
fiercely restraining mind of man would destroy all natural feeling,
all wild and spontaneously flowing inner life, And so our natural
impulses turn perverse and the whole world is enveloped in a
flood of desperate meanness.

Lou's vision of evil coincides with Mrs, Witt's lapse
inte a despair of life., Funerale just outside her drawing-room
windov had roused her te a fear that death too might enly be
apother unreality, merely the last of many, She longs for some-

thing positive, at least in death.
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When Rico and his Shrewsbury friends scheme to geld St. Mawr—
to kill the wildness in him--neither Lou nor her mother cam bear
the suffocating pettiness of people any longer. Mrs. Witt, with
Lewis riding St. Mawr, takes the horse away to safety by starting
imnediately for America. Iliding cross~country with Lewis and
dejected past all allegiauce to her sccial self, Mrs. Witt makes
one last effort of emormous futility: she propeses to the odd
little groom who wainteins such au igolate composure, After he
stonily rejeetas her, her spirit collapses on its own emptiness.

Lou leaves Rico convelescing in the care of his adoring
Flora Manby and joine her mother in Lendon. Together, Mrs. Witt
wearily and Lou numb with ceaseless pain, they go te America.

Lou wants only to be at rest, to get her wholeness back,

On Mrs. Witt's Texas raunch, 5t, Mawr is roused in his life
as & stallion and he is left behind while Lom, her mother, and
Phoenix go on to New Mexice, DBut nothing can heal Lou's feverish
soul until she discovers & primitive little ranch high in the
mountains above Sante Fe., It is an untesed place, untameable in
its cycles of life and death, blossoming and withering inm undis-
tortéd naturaluess. It is a place to preserve the integrity of
her spirit. B8She buys the ranch and moves there with Mrs, Witt and
Phoenix, intent now upom serving "the spirit thet is wild, and
has waited mo long here:s evea waited for such as me."

Plot susmaries make one fact apparent; so apparent as to seem

a truism., A plot summary never has the aura of fiction; it is






only a description of events, We do met feel we are in touch with
that imagined world we are trying to reconsider briefly., In a
sumwary, character and getiing secem te us just s0 many empty names
of persons and places, and we do not feel the presence of those
characters and places in our imaginaticom. The "fiction™ bas been
left out of our guiek sketch. Fiction begins with the transforma-~
tion of the appearances of events into an appearance of felt ex—
perienees,7 and a swmary does not accomplish that transformation
for us. The sense of siguilicant experience alone gives human
substance to characters' names and the potency of eanvironment te
described settings. The transformation to fictioen can oceur
effortlesaly, on the simplest conversational level, whenever one
begins to say, "There we were, stending at attention in the

widdle of the parade-ground, when it suddenly began te rain and
the day turned dark and windy and biting cold." A military report
upon such an occasion would be, like the summary of a plot, simply
o desceription of events. The soldier telling of his ordeal, how-
ever, transforms those events and, as long as his story is a true
one, algo his experiences of them into one semblance of experience.

He creates an “"image of life™; he is engaged in ordering reality.

Tn he appearances of evenis in our actual lives are fragmentary,
transient and often indefinite, like most of our experiences——like
the space we move in, the time we feel passing, the humen and inhuman
forces that challenge us. The poet's business is to create the
appearauce of 'experiences,' the semblance of events lived and felt,
and to orgenize them so they comstitute o purely and completely
experienced reality, a piece of yirtual life.”" Suzamme K. Langer,
Feeling and Form, a Theory of Art (Wew York: Charles Seribmer's
Sona, 19357; p. 218,
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Whether his experience was an actual or an imagined one has in
itself little to do with the fictional nature of his story. If
his experience was actual the soldier will perhaps be less able to
nick from it those elements which are expressive of experiemee and
separate from them those elements which are emotiona]iy mute, 80
that in fact his story may be less fictional if his experience was
real but only beeause of hig difficulty with artistic selection
of detail, The fictional nature of his story depends entirely
upon his ereation of an sppearence, an illusicn, & semblance of
experionce~—o defined and ordered piece of virtuel 115333

But a plece of virtual 1life might very well not atrike our
fancy. (You cen shov a horse water but you can't make him drink,
as the saying goes.) ©One mark of a good literary ertist is the

economy with wvhich he wineg his reader over into the reelm of

shatracted 1ife which i3 his povel or short story or simple anecdote.

He must creste o setting end characters te inhabit it-—and they
must be easily and quickly believable so ve can get on with the
enterteimment, The way he winas our aceceptance of them seema often
to be & childishly asfmple ruse. "Onee upon a time there was an
old woman who lived in a shoe™ is ap absurdity which no ome is in-
observent enough te accept as a picture of reality. Yet, for
decades children end adults also heve heen led into the virtnal
world of fantasy by that fairy-tele device, "onee upon a time,"

. AL v e G AT e

8Langer, lecs eit,
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Any man who enjoys & reputation for telling funny steries has many
similar devices which he uses to put his sudience into the "spirit"
of his joke. "A friemd of mine in Pittsburgh says there's a
fellow over there whos...” IV is difficuli to establish exactly
whet such devices achieve in the mind of the listener without
dealing et great length with non-literary comsideratioms, but it
is apparent simply because of the prevalence and the seeming neces=
sity of them that they serve somchow to separate the sctual from
e virtual world which is about to unfoeld, that they are in
effect the creative word which is in the beginning of a new world.
They serve a more-than-literal purpose, for their effect is not
simply to "place" the story they introduce but alse to turn on
in the audience the kind of awareness that hears fiction. They
allow the suspension of dishelief; they "cause" the aura of
semblance.

The proems and invocations ot the begimnings of classical
literature are esseatial to the works they inireduce because they
formelly lead mortal intelligences into a serious make-believe, and

not because they win the favor of the gods, In modern novels the

initiating devices are more complex than Jnce mpon a time, or Simg,

goddess, the wrath of Achilles, Peleus' sen., Partly because the
novel is so "realistic,” the novelist must find some realistic
referent for his ereative promouncement. His task is extremely
compliceated, for he must perform the delicate magic of transforma-

tion as though he were an engineer,
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In St. Mawr the initiating device iz & refinement of Once upom
& times Lawrence establishes the authenticily, the yvirtual gquality,
of hisg characters and setting by originating them in a foregene
time., At the beginning of St. Mawr we are told things that have
elready happened and their priority is the instrument of ovur
initiation to the fiction. We are firsi told the pastamess of what
has happened so that we ean come to perform the more difficult
make-believe of accepting a preteuded preseut time. Lawrence
uges a sense of time-already-having-passed {e establish the authen~
ticity of the present. Time is an inescapable element of man's
setting, and by showing some part of time to have already passed
the fietional setting is given am sura of reality,

The first page of St. Mavy is voiced in the past perfect tenme
and the striking economy of that gremmatical turn is thet it builds
up in the reader an expanding emiicipation of the present all the
while he is being historically informed. Ve can seldom listen to
a bit of alluring gossip without wondering what has become of the
roué or the cocotte, The pest can remain interesting omly if the
present ig seen to be significant with it, ead history itself
would be an enervating study if we could not at will secratch the
iteh in our minds with a composing glance about us., A4t the begin-
ning of St. Mawr, the echoing insistence upon a time that is prior
to the umrevealed present, fashions in the reader an anticipation
of that present, an antieipation which amounis to an acceptaunce

of a virtual reality.
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Lou Witt had had her own way so long
that by the age of twenty-five she didm't
know where she was. Having one's own way
landed ome completely at sea.

To be sure, for a while she had failed
in her grand love affair with Rico., And
then she had had something really te despair
about. DBut even that had worked out as
she wanted. Rico had come back to her,
and was dutifully married to her. And
now, when she was twenty-five and he was
three months older; they were a charming
married couple. (7, italiecs mine)

The variation of tenses within the completed past keeps the
guoted paussage from becoming archival. Lawrence here depends,
as he often does, upon a juxtaposition of tenses to enliven his
exposition with a sort of time-coupling spontaneity of impres~
sion, as in:

Rico had come back to her, and was dutifully

- married to her. And now, when she was twenty-

five and he was three months older,; they

vere a charming married couple, (7)
The transposition of sentence~time does not, however, weaken
the illusion of prierity. Our anticipation of eventually
slipping into a current time is sharpened by our immediate fasei-
nation with the past,

The illusion of priority, effected primarily through the
action of the past perfect tenses, is maintained fof the first
seven and ome-half pages of the novel, but after the first page
of it the illusion becomes so subtle that the reader is hardly
gensible of having remained in the past until his awareness ie

quickened by the transition which 1lifts him out of it. The
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exposition of the past, accomplished in those first several pages,
establishes the disharmonies which are to suppert the movement of
the plot, The exposition is the full firat cadence of plet rhythm,
the firat eoherent "period" of causality.

St. Mawr opens upon a view of serious trouble; there is some
unbalance in life which really seems to matter to Lou and which
evidently must be resolved. Yet that unbalance seems to be only
a vague violation of Lou's young hopefulness, a dissatisfaction
with the feelings of life; a matter largely of "nerves"; Lou is
"at sea." She doesan't "belong." Her affair with Rico had made
her "ill."™ Then Rico had been "got,™ but their marriage disintegrates
strangely; it cannot be said to have really failed: it had hardly
happened. Rico is very intent upon being an artist,’ a society
artist, and is unstably "sudden” in all his medes of nnlnccgns.lo
And obtrusive as a Greek chorus at a poker game, there ias Mra.

Witt, whose single vocation for some fifteen years past has been

to demonstrate the fecklessnessg of the rest of mankind.

“For o detailed discussion of Lewrence's attitude towards
those who would be an artist, see "Note: Being an Artist,"
F. R. Leavis, op, cit.; pp. 373-81.

1“"ne was anxious for his future, and anxious for his place
in the world, he was poor, and suddenly wasteful in spite of all
his tension of economy, and suddenly spiteful in spite of all his
ingratiating efforts, and suddenly ungrateful in spite of all his
burden of gratitude, and suddenly rude in spite of all his goeod
manners, and suddenly detestable in spite of all his suave; courtier—
like amiability.” St. Mawr, pp. 8-9.
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Mrs. Witt, who is "full of uncanny energy," begins the present
action; she is a kind of "efficient cause" in the movement of the
plot. In our experience of reading through it, the transition to
present time is marked by a gentle relaxing of our antieipatory
tension, a feeling of having emerged to some newly-bright spacious-
LTI

Some time after Lou's marriage, Mra.
Witt reappeared in Loudon, from the
sountry, with Phoenix in tow, and &
couple of horses., She had decided that
she would ride in the Park in the morning,
and see the world that way. Fhoenix was
te be her groom.

So, to the great misgiving of Riece,
behold Mres. Witt in gplendidly teilored
habit and perfect boots, a amart black
hat on her amart grey hair, riding a
gray gelding as smart as she was, and
looking down her conceited, inquisitive,
geornful, aristocratie-democratic
Lovisiane nose at the people in
Piceadilly, as she ecrossed to the Row,
followed by the taciturn shadew of
Phoernix, who sat on & chestout with
?hrgo white feet as if he had grown there.

14

The importance of Mrs, Witt im the whole of the novel is not
iizited to her role as a rhythmic figure im the plot development,
yet she has such a significant role in that capacity that the
impetus to each major advance im the plot of St. Mawr is en
action by or within Mrs, Witt. It is her tastes, her behaviour,
her musings, her depth of bitter experience and, for a time,

her fierce hope to make life still count thaot form the apparemt

edge of an expanding Necessity. The whole quality of value-perceptiom
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which grows to a moral passion im Lou has its origim in her
mother's "shattering sort of sense"; for in both the relation-
ship between mother and daughter and in the actual tome-building
of the fiction, Mrs. Witt's perceptions foreshadow and add
resonance to her daughter's. Lou's initial and profound response
to the flaming life-integrity in St. Mawr would not be as artis-
tically sound if Mrs. Witt had not already demonstrated at

large the shortcomings of humanity.

Mrs., Witt, like many other people,
always expected to find the real beau
monde and the real mm some=
where or other. She didn't quite give
in to what she saw in the Bois de Bou~-
logne, or in Monte Carlo, or on the
Pincio; all a bit shoddy, and not very
beau and mot at all grand, There she
was, with her grey eagle eye, her splen~
did complexion and her weapon-like
health of a woman of fifty, dropping
her eyelids a little, very slightly
nervous, but completely prepared to
despise the monde she was entering in
Rotten How,

In she sailed, and up and down that
regatta~canal of horsemen and horsevomen
under the trees of the Park....Mrs. Witt
seemed to be pointing a pistol at
the bosom of every other horseman or
horsewoman, and announcings Your virility
or your life! Your Iomingg%tz or your lifel
She didn't know herself what she really
wanted them to be: but it was something
as democratic as Abraham Lincolmn, and as
highbrow as Arthur Balfour;, and as taci-
turn and unideal as Phoenix. Everything
at once. (14-18)
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Mrs., Witt's damning expectations tro& a world which has never
risen to fulfill them result in o dominani attitude, a thematie
pre—-occupation. And the pre-ocecupation is with "integrity,” omly
a less profound integrity than that which Lou perceives in St. Mawr.
The progress of this thematie pre—occupation from mother to
daughter is an illuminative as well as a unifying rhytim; it adds
to the validity of Lou's young impressions by lighting them with
Mrs, Witt's trustworthy vision., Mre. Witt's ache for an “every-
thing at once"™ is a feeling which participates like a metaphor
in Lou's anguish of self-discovery after she has seen St. Mawr.

But now, as if that mysterious fire
of the horse's body had split some rock
in her, she went home and hid herself in
her roomy and juet crieds The wild,
brilliant, alert head of St. Mawr seemed
to look at her out of another werld. It
wes as if the walls of her own world had
suddenly melted away, leaving her in a
great darkness, in the midst of which the
lerge, brilliant eyes of that horse looked
at her with demonish question, while his
naked ears stood up like daggers from the
naked lines of his inhuman head, and his
great body glowed red with power.

What was it? Almost a god looking at
her terribly out of the everlasting dark,
she had felt the eyes of that horse;
great, glowing, fearsome eyes, arched
with & question and containing a white
blade of light like a threat. What was
his non-human guestion, and his uncanny
threat? She didn't know. He waa some
splendid demon, and she must worship him.

She hid herself away from Rico. She
could not bear the triviality and super-
ficiality of her human relationahips.
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Looming like some god out of the darkness
was the head of that horse; with the wide,
terrible, questioning eyes. And she felt
that it forbade her to be her ordinary,
commonplace self., It forbade her to be
Jjust Rico's wife, young Lady Carrington,
and all that. (23)

Lou's self-discovery is alse the occasion of our discovery
of her; that moment is the begiunning of our intimaey with her
private self,!! When St., Mawr becemes for her the clarifying
symbol of what is gone out of life, Lou grows as a fictional
charaeter from o slightly offonsive, unexplained and "mixed-up"
girl into an emotionally articulate, sensitive persom. As she
suddenly gives order and meamingful complexity to her own immer
1ife, she reveals what we as readers can immediately accept as
soul rather than only nerves., MHer emotional responses to the
outside world can now have noticeable, even proportionate, jus=-
tification, and therefore only now can Lou become, at least for
us, truly alive with secret energies.

Her aura of alivenecss~-her power to respond, not merely to
react—-is attributable to her new r8le as & causer of her owmn
experience, The attractiveness of fiction is its consistent sug-
gestion that man iu at lesst partislly free, able to decide within

himself and to attempt action, Louw coumes alive for us when she

Yurne hidden 1ife is, by definition, hiddens The hidden

life that appears in external signs is hidden ne longer, has
entered the realm of action, And it is the funection of the
nmovelist to reveal the hidden life at its source." E. M. Forster,
92. s_u.; Po ™.
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demonstrates an ability to shape her future. St. Mawr hag given
her & new moral dimension, and new questionings rise out of it.
Her firgt significent free act is to conceal those questionings
frem an outer world which would scoffingly gloss them over and
leave her once again emptied and at loose ends. What Lou cannet
willingly communicate in Westminster is, for e while, the measure
of her vitality to us, for we are the secret sharers of her con-
sciousness, where content is potency. £St. Mawr's revelation of
a purer mode of existence is a preciously guarded bit of effective
knowledge; and for us Lou's comnsciousness is & deeper, firmer,
more perilous and private place because of the secrecy.
She kept it utterly a secrei, to herself.

Becouse Rico would just have lifted his long, A\

upper lip, in his bare face, in & condescending

sort of "understanding®. And her mother would,

es usual, hove suspected her of sidestepping.

(40)

All the subsequent complications of the plet are buoyed with
import by the revelation's continuous pressuring against the in-
tractable world and the remments of Lou's former coneciousness.
The revelation is "truth" and we impute an effiecacy to truth: <
we assume its efficacy as an aspect of man's setting, a universal
motif. In St. Mawr we await our reassurance. The total rhythmie
pattern of St. Mawr may heve for us just that symbeliec significance:
we enact emotively the victory of our insights over a aitbbo;n
externality, For the while a vofld geems to adjust itself to our
wretchedly incommunicable intimation of "the wey things ought te

be."”
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The Westminster episodes establish the basic conflicts in the
complication of the plot. St, Mawr arouses a new moral awareness
in Lou that will inevitably destroy her, or be itself destroyed
by the moral-deadening effects of society Fngland, or will éntiroly
traneform her 1ife, A purer mode of life seems possible for lLou
aud at the same time forbidding in its aspect. Al.tht seene
nerrovs from Londom to Shrewsbury, the motivational complex of
the story seems to tilt from a hroad axis te a deep one, from
synthesis to analysis. The change of rhythm aceompanying the
change of scene is a modulation to & simpler and tighter weave
of causelity. The basic conflicts ef the plot bhecome clsarer and
richer with implication as Lou leaves London and some of the
static of life is tuned out,

The tilting deepwards of the plot as the sceme changes to
Shrewsbury is also attributable to the added weight of a new
motif, the imminence of death. The motif enters the rhythm of
the plot when Mrs, Witt is discovered sitting at her drawing-room
window leoking oat upon the graveyard from which she is served
"funerals for lunch." (42) The view from her window and the
entrancing "boom! hoom! of the passing-bell™ uncover 4o her a
new relatedness in 1ife and 1ift her %o secing that the inminence
of death can make life seem very unreal, Mrs, Witt's absorption
with death is not an immediately completed invelvement: she grows
only slowly to resognize her desperation in the face of death,

and the progress of her pre-occupation and silently despairing
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final surrender to it is one of the wost beautifully represented
experiences in Lawrence's fiction, As Mrs, Witt withers in a
horrible understandinmg of the futility is her aunmnihilating
domivance of people, which waeg the only bright edge she still
waved toward life, Lou grows through her wother's despair and up
away from it:s 80 the plot of the novel rises like a great blos-
soming stalk.

All the five iustrumenis of plot rhythm--character, setting,
theme, symbel, and metif-—are expensive in St. Mawr. At each
recurrence each discloses more of itself and rises to a higher level
of wmeaning. This principle of expansion is iumediately appsrent
in the developuent of the characters. Dut it operates also in

the career of the expaunding -ymbolle St. Mawr. In the horse

2The concept and function of an "expanding symbel" are dis-
cussed by B, K. Browa, Rbytha in the Nevel (Toronte: University
of Toroate Press, 1950); pp. 00-50. Drown's dincnasion u ba.nd
on the remarks aboul rhytlw made by ferster in
and is developed by asnalysis of the symbol Vinteuil's nsie ‘h

Remembrance of Things Past and of the symbol hay im Howard's

"The expanding symbel is a device...appropriate for
rendering an emotion, am idea, that by its largemess or its subtlety
cannot beceme wholly explieit, The fixed symbol is almost entirely
repetition; the expanding symbol is repetition balanced by variatien,
and that veriation is in progressively deepening disclosure. By
the slow uneven way in which it aceretes meaning from the sucecession
of contexts in whieh it occurs; by the mysterious life of its own
it takes on and supports; by the part of its meaning that even on
the last page of the novel it appears still to withhold--the expanding
gymbel responds to the impulses of the novelist who is aware that
he cannot give us the core of his meaning, but strains to reveal now
thies aspeect of it, now that aspect, in & sequence of sudden flashes."
PP 8657,






35

St. Mawr Lou discovers what seems to be fire at the core of life.
Because it is only in him that she sees the quiek of it, St. Mawr
becomes the image of the conception itself, the symbol of life
flowing in a pure flame of integrity. Vhat happens thereafter

to the horse St. Mawr assumes some of the significance of the
symbol. Because St. Mawr is the image of a conception of life,
the adversities he suffers as a horse participate in his symboliec
meaning also and become images of evil threateming te distert or
quench the "great burning life im him, which never is dead.”

Once the image of St. Mawr has acquired for Lou and the reader

a substantial symbolic identity, the subsequent events in his
animal career become dramatizations of moral confliet im the

very nature of human life. NRico's harsh restraining of him

is not just meanness to an animal; it is action committed against
a life-symbol, a momentarily sacred object. Rico's peculiar

kind of destruction of life, his particular and active evil,

is expressed dramatically by his treatment of St. Mawr.

When Rico and Flora scheme to geld St., Mawr their plot seems
like & hideous betrayal of some excellence once in themselves,
for everything that happens to the horse has come te have the
dramatically representative energy of a mythic event. The plot
of St. Mawr achieves extraordinary intensity and richness simply
bhecause so much of it takes place on the symbolic level; se much
of the apparent causality is established in terms of the descrip-

tion and life-history of am umnruly stallion. It is effective

e
e



o 1



a6

technique, for the career of the symbol St. Mawr opens up depths
and nuances of inuer life in all the charectera.la It allows

a profundity in the motivational complex of the movel that ne
other techmigue could maimtain with similar compactaess. Moral
values can be authentic and intense apparent causes im the plot

of 3t. Mawr because those values wre not merely sentimentis ex-
pressed by characterss they are participeants in the drama. Lou's
vision of evil after 3t. Mawr's "break" is imaged forth to Lou
herself and to the reader iu terms of the double r8le of St., Mawr:
he ia councurrently horse and symbol, a dangerous animal end also
the image of a painfully formiung comception, real object and

real vision. DBeceuse as a fictional element he operates on both
levels at once, the moral values which comprise his symboliec iden~
tity share the objectificution sud independent vitality of his
animal réle. The krutha which Leu comes to understaund seem to
have sn objective life of their own-—simply because they are
embodied, symbolized, and so they take on the autonomy of self-

willing, free participators in the plot.

laIt opens up, in fact, startling suauces in the inner life of
the reader also. When St. Mawr "makes his break" the descriptions
of the behaviour of a terrified horse are strangely luaminous.
Literally, they are detailed and simple--one can %gg.st. Mawr;
emotively, they force the reader inte a momentarily "phantasmagorie"
quality of perception (to use a Lawrence term). "The writhing,
immense horse, whose pale~gold, inverted bulk seemed to fill the
universe” is a horrific image, charged with obseure significance.
The helplessaness and defeuncelessness of something so strong and
pure as St., Mavr communicates tenally with certain of our instine-
tive fears,
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F. R, Leavis speaks of St, Mawr as a "“dramatie poen."l‘ The
dramatic representation of poetic material is the result of this
objectification of moral values as embodied, causative agents.
If St. Mawr and Las Chives and Rico and Lewis and "people™ did
not all have symbolic identities, the values they represent
dramatically could be expressed only as sentiments. 8t. Mawr
would them be, if it womld be at all, a dreary novel of ideas.

But Leavis's implication that "the 'drama' in the ordinary

sense" ends when Loun leaves 310015

is a misleading observation.
The drama in St, Mawr is not a domestic ome. At mo time is the
reader terribly interested in what will become of the Carrington
Marriage, At no time doee the confliet in the "drama” (in any
sense) seem to be an opposition between Lou and Rico. Lou and
Rice simply do mot exist as substantially as that for ome amother.
The marital trouble is only a skirmish, hardly a conflict. The
absorbing aand eentral conflict is within Lou alome, in the painful
splitting apart and final coalescing of her spirit. It is drama-
tized a® o confliect which extends over the exterior werld among
sywbolic figures. But apart from our fascination with the infinite
variety in people, our interest in those figures is not for their

intrinsiec worth but for their symbelic expressiveness, their ampli-

Tication of the spiritual conflict within Lou, We are net really

Mp, R. Leavis, ops sit.; p. 279,

151pid., p. 303,
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vitally concerned about anything exeept what happens to Lou, and
even then we are happy to sacrifice her social existence for
the severe freedom of her inner life.

The transformaticn of & single person, with all the habit-
tearing and far purpose and uncertainty atiendant upon such a
change, is bhe real subject of St. Mawr. The rhythmiec sweep of
the plot, and there is a decided sweep to the way thiugs happen
in the boeok, carries us from {the opening scene of vague unrests,
"nerves," and ambiguous failings ateadily towards & moment of
trimmphant and dediecated wholeuess. It is & moment that feels,
even to the recader, unmistolably like a yictery. It is, and a
fiercely satisfying one to Lou. Lou's wheleneas, her integrity,
is what the battle has been fought for. The conflict of values
which has been represented dramotically with asyubolic figures
ends only with Lou's spiritual "deliverance® on the mountain-~
top renech,

Now I've come! Now I'm here. Now I

am where I want to be: with the spirit

that wants me. (221)
Lou Witt is a twice~bern wouman, and the guickening plot-rhythm
of St. Mawr is the movement of her nativity.

But that is matter betier looked at through aflother category.







CHAPTER THEEE: WHAT ST. MAWR IS, AND THE WAY THINGS ARE

$t. Mawr is a novel of sensibility., In its relation to the
rest of literature it can be placed in "the great tradition” of
the English novel, as a comcept of that tradition is established
by F. Re Leavis.} Sts Mawr is a novel of psychological realism
in which the central concern is the growth of an individual,
the development of & character's point-of-view through suffering
and persomal crisis. Lou's sensibility is what the book is
about.

One nearly feels like insiasting that this is s0, for the
story of Lou Witt does not immediately display its familial
similarities to Buma and The Portrait of a Lady, whiech are so dis~
tinctly novels of sensibility. St. Mawr seems to contain too
much tumult for that soft-spoken epithet, its philesephy asceme
heretical, and it seems unadvisable to leave Lou Witt in the
company of Emma Woodhouse and Isabel Archer. Yet the differences
between these pillars of a tradition and St. Mawr are the result
of Lawrence's unique conception and portrayal of/;hur.etcr.

The similarities, on the other hand, are those irrefragable

lr, R, Leavis, The Great Tradition (New York: George W.
ste‘&rtv, Inco’ 1949,0
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relations which make Art stand at111.2 We do not immediately
place St. Mewr im line with other novels of its kind because we
do not see Lou Witt as we are used to seeing & protagonist in
fiction or "am interesting person" in life.

We come to know Lou Witt and all of Lawrence's “good"
characters by feeling the life~force thet possesses them and
comes through to us {ef. above, page 11). But we are not

acguainted with tho-ss

image is not made up for us out of habits and quirks and appear-

we hardly know Lou visually at all. Her

ances but of some human material more honest than all that:

out of her character and not her personality. What little per=-
sonality she had at the beginning of the novel is quiekly lest,
broken like a putrefying shell around her real self, Amnd Lou,
taking a kind of stand in character, voices her own and Lawrence's
scorn for the world's grim fascination with psychiec appearances.

Always this same morbid interest in other
people and their doings, their privacies, their
dirty linen, Always this eair of alertness for
personal happenings, personalities, personali-
ties, persomalities. Always this subtle eriti-
cism and appraisal of other people, this
analysis of other people's motives. If anatomy
presupposes & corpse, than psychology presup-
poses a world of corpses. Personalities,

2wiistory develops, Ard stands still.” This motto is made
use of in the Introduction of Aspects of the Novel: Forster,
P Cito, ps 39,

sLawronce has written more pages on Ursula Brangwen, for
instance, than Tolstoy devoted to Natasha, but Ursula is a
dark and elusive creation and Natasha a captivating creature
vhom we know and poignantly watch grow eld.
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which means personal criticism and analysis,

presupposes & whole world-laberatory of human

psyches waiting to be vivisected. If you cut

& thing up, of course it will smell., Hence,

nothing raises such an infernal stink, at

last, as human psychology. (45)
We cannot expect therefore to approach Lou's sensibility through
the screening of her social image——as we are; for the most part,
made to see Emma and Isabel. We are more directly in touch
with Lou's privacy, for Lou looks at herself directly from within
herself,

Lawrence takes notice of the common outer—-perceived qualities
of a person ounly im his satiric view. His "bad" characters have
deliciously soured; unforgettable "personalities." We seem to
stand next to Rico and Flora Manby and Laura Ridley and see
them. We watch them and smirk amusedly: "they are such obvious
personalities! hybrid payches!" In Lawrence's work gemerally,

a personality is an inadequacy of character, and in St. Mawr
we do not encounter one in Lou Witt,

But there is something else we do not encouater in §St. Mawr
and the omission of it creates the greater obstacle to a quick
recognition of St. Mawr's place in the tradition. A noevel of
sensibility ie one in which the central figure grows te recognize
& value system that is independent of his own whims and preference
and which has the divine power to order life inte a rather compre-

hengive olarity.4 But the novel of sensibility has always seemed,

4This definition has been formulated with partieular reference,
within English literature, to Buma, Daniel Dero dl ¢ch
Great Expectotions, The Portrait of a Lad ,m%g_%: ]
] 5%%.; of

The lainbow, and the archetype of them all:s Wordsworth'
sensibility," The Prelude.
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for some odd reason; to be a novel of social fusion as well; a
novel in which the protagonist learns to assimilate or at least
to cope with the values upholding soeciety. The receguition of
value he achieves generally supports the sentiments of active
Christian acceptance of a righter~than-I-am world, It is mankind
that always seems to come out on top and man's society that is
reordained: justified to the reader, Characteriatically but
not essentially, in a novel of sensibility the impersonal con-
tinuity of society seems to be the perennial coress that young
heroes learn to kiss. Lou Witd$, however, does mo such thing.

Lou Witt dees not accept the burden of society aud the values
which support it. She just drops her cross and rather wearily
valks away from it. And the reader must grant her a triumph in
her freedom to do this. To see St. Mawr as psychelogical realism
and not just comie¢ or pastoral eriticism of society, one has te
allow the view that if soeciety does not nourish the individual
life then let society be scrapped. St. Mawr demands from the
reader his recognition that value systems support our separate
realities and value systems can possibly exist and be coherent
apart from current society's hand on them, In St. Mawr mankind
does unot come out on top, and one has to be willing to be shown
that it did not deserve to, or else Lou will appear absurd. The
reader must grant her complete freedom to be herself, even
though her freedom is a weaponr against society and her values

are the expression of an inteuse inner life which is inimical to
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social norms and "life-adjustments.” Few readers can grant such
freedom in life, and so there are critics who cannot grant it
even in fiction,
If we find curselves feeling that a vicious
horse, bhe he never so beautiful, 'represents
deep forces of life that are thwarted in the
modern world', we should surely ask ourselves
three questions: Is this & reapectable
feeling? What are these (vaguely named) forces
of life? Isn't it, perhaps, just as well that
they are thwarted in the modera world?®
Thies appalling eritical statement demonstrates exactly the kind of
anti-life values Lawrence was trying to destroy. The eritic's
atter failure to encounter the fact of Lou's comnsciousness illus-
trates an inability to step outside the value systema which
support his own-—and vhich may suppert ours,
Granting Lou her freedom then to do as she must, St, Mawr
is clearly a novel of semsibility. Its similarities to HEuma,
for instance, are surprisingly distinet. In both novels we en-
counter two concurrent points—of-view and emjoy the iromny of
seeing usually as the prineipal sees but alse seeing much more.
HBuma Woodhouse, like Leu Witt, must suffer to escape the ennui
of having had her own way teo long and for mo purpose.
The real evils, indeed; of Emma's situation

were the power of having rather too much her
own way, and a disposition to think a little

BRobert Liddell, "Lawrence and Dr. Leavis: The Case of St.
Mavr,” Bssays in Criticism, Vol. 4, No. 3 (July, 1964), 325.
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too well of herself: these were the 4 :

which threatened alloy to her many enjoyments.

(ef. firet paragraph of 8t. Mowr, quoted on page 26,

abeve )
fmme goes through the rhytha of & "conversion” %o a uew wheolencss
sad captures an integrity of charseSer she did not have before.
There ia a necessity for her %o recoguize her real desires
and identity umderuesth the artificial image fashioned by her
ego. For both Hmms and Lou, this development of sensibility
is a matter of their relation to the rest of sceciety. Inma wust
learn that the world is nol peopled with figments of her imagine~
tion, counters to be woved around however she wishes. Lou
discovers that the people she kmows are bardly more substantial
than just thaty they are “noa~entities.” But for each principal
the realization comes only sfter a painful ond to her egoism,
of remsining bound up in her own whims. The destruction of the
old ego causes the persemal erisis in both chavacters and for
both of them the ege-~destroying agemt is a vision of evil. Llou's
vigsion is of en evil active in the wery mature of man; Husa
Woodhouse is tormented by & vision of her own “insuffersble

vanity™ asd "unperdomable arregandes nt

8 3ane Austen, Dema (New York: Frank 8. Helhy, 1906)3 Vel. I,
pe 2. Further references to this edition will be eited Ly volume
and page numbers in the text.

Vauma's vision of evil oecours im chapter 47 (I} pp. 208-58

in the sited edition), which is just hefore the conclusion of the
novel, Lou Witi's corresponding experience ecours comparatively
oarly in St. Mawr (pp. 68~78). This positioning of a commen
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Her own conduct, as well as her own heart,
was before her in the same few minutess She
saw it all with a clearness which had never
blessed her before. How improperly had she
been acting by Harriet! How inconsiderate,
how indelicate, how irrational, how unfeeling,
had been her conduct! What blindness, what
madoess had led bher on! It struck her with
dreadful force; and she was ready to give
it every bad name im the world. (II, 247)

The vision of evil has a liberating effect upon the sensi-
bilities of both, and each young woman is re-bern $o a purer,
larger self. They are freed from their egos and are able te
live within a new subjective reality, in which they see the
possibility of their individual fulfillments. 1In each case,
the entry to a new subjective world is accented by am initie~
tion to a new outer reality as well:, Eme marriesj Lou ends
up on a mountain top im New Mexice, dJane Austen transforms an
individual soul within seciety--she succeeds in Christianizing
Eema--while Lou Witt is plucked out of a decadent soeciety and
shown her own integrity apart frem it., St. Mawr is a novel
of sensibility with a heretical opposition te the tradition

motif of soeial fusion.

7(°°nt')critioal moment indicates the different emphases and
problems of the authors. For Jane Austen it was a matter of making
the erisis oceur: its validity when it did oceur would be
immediately recognized and its outcome pleasingly predictable.
Lawrence had to establish the authenticity of his character's
uncommonly~felt experience and demenstrate at great length its
general significance. A wide community of experiemce and belief
among readers was not at Lawrence's service in 1925 as it wam
there for Jane Austen in 1818,
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The motif of soeial fusion is abhorrently rejected by Lawrence,

and not simply left out of his novel. Part of Lou's vision of Qvii

is her horror at man's perverse attempts to heap up life upon life

in o widening and sticky accumulation of idealities. It is man-
kind's rage for individual and social immutability that at last
destroys the natural man.8 Society's wish to make life stop ita
perilous uafolding appears to Low in all ite guises like a "smooth—
faced, evil rider...riding mankind past the dead snake, to the

last break." (100)

Mankind no longer its own master, Ridden
by this pseudo-handsome ghoul of outward
loyalty, inward treachery, in a game of
betrayal, betrayal, betrayal. The last of the
gods of our era, Judas supreme!

People performing outward acts of loyalty,
piety, self-sacrifice. But inwardly bent
on undermining, betraying., Directing all
their subtle evil will against any positive
living thing. Masquerading as the ideal, in
order to poison the real. '

Creation destroys as it goes, throws down
one tree for the rise of another. But ideal
maonkind would abolish death, multiply itself,
million upon million, rear up eity upon ecity,
save every parasite alive, until the accumu-
lation of mere existence is swollen to a
horror. But go on seving life, the ghastly
salvation army of ideal mankind, At the same
time seeretly, viciously, potently undermine

SF. Re Leavis speaks of the universal motive Lou perceives
as a "determination to eliminate every element of danger aand
wildness from life." D, H. Lawrence: Novelist, p. 301,
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the natural ereation, betray it with kiss
after kiss, destroy it from the inside, till
Yyou have the swollen rottenness of our teeming
existence. (100)

Lou's vision clarifies what Lawrence considers to be insanely
wrong with her contemporary eivilization. That elarification,
however, is neither the beginming mor the end of her growth. The
development of her sensibility is achieved in the span of a
revelation not of evil but of good. Lou's vision of evil is
merely a cesting off of old walues in the midst of her reach
toward new ones. The imminence of new values was demonstrated
to Lou and to the reader as early as her moment of self-discovery
(ef. above, pages 30-31), and her conversion to them is from the
first a positive turning towards & mew reality rather than a
simple withdrawal from the old. Before Lou comes to understand
the nature of evil, she responds to the beckoning mystery of St.
Mawr. Her response to the horse and the "great burning life in
him" is the beginning of her erucial experience.

In his dark eye, that looked, with its cloudy
brown pupil, & c¢loud within & dark fire, like
a world beyond our world, there was a dark
vitality glowing, and within the fire, another
sort of wisdom. She felt sure of it: even
when he put his ears back, and bared his teeth,
and his great eyes came bolting out of his
naked horse's head, and she sew demons upon
demons in the chaos of his horrid eyes.

Why did he seem to her like some living

background, into whieh she wanted to retreat?
When he reared his head and neighed from his
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deep chest, like deep wind-~bells resounding,

she seemed to hear the echoes of another darker,
more spacious, more dangerous, more splendid
world than ours, that was beyond her. And
there she wanted to go. (40)

From their first encounter St. Mawr has a symbolic significance
for Lou, aund the mew level of life which she eventually achieves
is got at through the influence of the symbel. The horse arrests
her deepest awareness by stirring her with a seunse of something
made clear.

She paused, as if thinking, while her hand

rested on the horse's sun-arched neck. Dimly,

in her weary young~-woman's soul, an ancient

understanding seemed to flood im. (22)
Behind the image of St. Mawr there is o core of uaformmlated
meaning whieh Lou gropes for as she struggles to discover what
in the world is real, what in human life is wvaluable. Her
contact with life had been; on all sides, a nightmarish intimacy
with mere "attitudes." St. Mawr awakens her to the wild and
dangerous but absolutely compelling reality of living.

Now she realized that, with men and women,

everything is an attitude only when some~-

thing else is lacking. Something is lacking

and they are thrown back om their own

devices, That black fiery flow in the eyes

of the horse was not "attitude." It was

something much more terrifying, and real,

the only thing that was real, Gushing from

the darkness in menace and guestion, and

blazing out in the splendid body of the

horse, (25)

St. Mawr is "like a god™ (23) because he is in fact an image

of divinity, of life mo unwaveringly real that it seems sustained

by more than only chemistry. He is actually sacred to Lous
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“He was some splendid demon, and she must worship him." (23)
His god-like mightiness consiets in his special power to express
a conception of life whieh Lom is not yet able to sustain without
the suggestion of his image. Her consecious m‘. cannot free the
import of St. Mawr from the physical fact of him, The symbol
St. Mawr is an image that peints to a comception, and until Lou
can get at that conception without his suggestion the horse will
remain a sacred object, a symbol of "life" as life is yet to be
understood by Lou. When the symbol delivers its meaning, its
own career is ended and St. Mawr is mersly a horse again.
The conception of life which wos his symbelie identity eventually
expands far emough into Lou's consciousness to demand a larger
symbol, The growing richness of her conception must have a
more various and serviceable 1m¢e.° 8t. Mawr is actually
relieved of his meaning, and, his holy office completed, he
quite properly shows interest in & black Texan mare and is
quietly dismissed from the novel.

The value system which Lou grows to recognize and which has

power to order her own life into meaningfulness is no simple creed.

9‘rhm discussion of the erigin, function, and career of a

symbol is based on an understanding of the process of "symbolie
transformation,” as it is dealt with at length in Suzanne K.

Langer, Philosophy in & New &‘z‘t A %dx in the S )

Reason, Rite, and Art {Wew York: The New Americen rcry,-{b&é).

Chapter Six, "Life~Symbols: The Roots of Sacrament," is parti- |
cularly pertinent. |







The triuwaph of Lou, the thing that really gives her moral statare
as wvell as intellesiual acumen, 18 that she does mot Lrimg her
intimetions to the level of sonseiousness snd keep them there as
"beliefs,” 1dly, as a sort of moral badge. Her new moral disensiecn
introduces a compulsion to aset in acoerd with & pringiple of
reality, GShe maet live from her ftruth, net merely live with it.
The values onod embodied deep withia the image of & horse are
re-onbodied in a way of 1life. Ultimately, Lou's owa life assumes
symbolic significaace in her eyes, and that is a very special

atate of censsicusmess. It iz the rsligious level of existence.

's recogaition of what is abwelutely real and truly neble,
the dangerous amd unviolated flewiug of 1ife, demands her absolute
devetion. To preserve the purity of her own spirit she twrns
avay from the static ideals of mankind and the falsifying foras
of modern life. Soeial existence cammet contain her, it offers
hor no place to be in constent touch with an ultimate reality.

S¢ her life Leoomes & dediceted separatencss: each asct of it is
to originate in o pasalon of service te the power which sustains
iife, The iselated ranch in NHew Mexico becemes for her & kind of
natural temple where her flame can burn inviolably within the
greater flame of the world's apirit.
"I an wot & marryiag woman,” she said to
herself, "I am mot o lover ner a sistress
o wife. It ia no goods Love can't resl
into me Lrom the outaide, amnd I can never,
never male with any man, simee the

&
man will never come o me. Neo, no; lot me
myself aad my role. I am= ome of the eternal

55
§s
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Virgins, serving the eternal fire, My dealings
with men have only broken my stillness and
messed up my doorways, It has been my own fault,
I ought to stay virgin, and still;, very, very
still, and serve the most perfect mervice. I
want my temple and my lomeliness and my Apelle
mystery of inner fire, And with men, only the
delicate, subtler, more remote relatioms. No
coming near, A coming near only breaks the
delicate veils, and broken veils, like breoken
flowers, omnly lead to rettenness,®

She felt a great peace inside herself as
ghe made this realization, And a thankfulness.
Because, after all, it seemed to her that the
hidden fire was alive and burning in this sky,
over the desert, in the mountains. She felt a
certein latent holiness in the very atmosphere,
a young spring-fire of latent holiness, such
as she had never felt in Furope, or in the East.
"For me," she said, as she looked away at the
mountains in shadow and the pale-warm desert
heneath, with wings of shadow upon it: "For
me, this place is sacred, It is blessed."
{(195-08)

Lou's turning--in hoth her spirit and her mode of life-—is the
fulfillment and continuation of a vision of reality. She fore-
sees her life at Las Chivas as "service," which is a kind of
redeeming of self into another object. The other objeet in this
case is her coneeption of what constitutes the core of life,

For Lou, there is at the very center of reality "a wild spirit,®
and this spirit compels her worship. Her whole existence becomes
an act of worship, "the most perfect service." The world is

a gesture of her soul, the representation of her conception of
reality. She has become-~-and the phrase might still be redeemed

by service-—at one with her universe, The unity of her life at
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Las Chivas is her own larger symbel to clarify an intimation of "the
way things are."”

One really feels like asking, after such proncuncements, "Welll
just how are things, after sll?" Ve kaow hov thinga were at
iast for Hmma Woodhouse. They were, in & word, givil. But for
Lou ¥itd the quality of liviang is more like s struggle: wnet the
sort of struggle Moll Plandera or Backy Sharp knew, but the sortd
the little New England weman, in her defeat against the wildness
of Las Chivas, aluwest understecd to he at the heart of every matter.
The histery of lLas Chivuas is Lawrence's eablem of ereatien. In
the portrayal of the ranch he has written & kind of De Herum
Naturas pootie, philosophical; im Lts seope and completensss
utterly astounding. The natural flow of life, untimkered with by
san in his horrer of dissclutdon,; is aa esvolutionsry cycle of
ereasting and destroying. Thers is & releniless deatroying at the
base of all mataral life that keeps erevtion sew; and the un-
folding of ercation from ome level of existence upwards io amother
ie paid for in the expenze of bitter struggle: or the wnfolding
is thwsrted in sordid reversion t¢ & lower;, older level. The
ecstatic burst of energy in each red flower is soon consumed by
the same oreative destroying o8 in human weariness. Pazt love,
past hate, encoupnssing love and bate end all the energies of
nature, the cyclic preeess continues, revealing the ever-mew
acd unfizable erection. Man's idealls of Love and au unchanging
God have no mers te do with the eraative pulse of life than
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numerals may be said to cause & guantity. The infinite quantity

is beyond any ideation: it is a continuous revelation of existence.
The little New England woman understood her God of Love had

been conguered by the shaggy, shrieking demons of the mountains

and the desert sky.

Nay, it wes a world before and after the
God of Love, Even the very humming-birds
hanging about the flowering squawberry-
bushes, when the snow had gome, in May, they
were hefore and after the God of Love, And
the blue jays were crested dark with chal-
lenge, and the yellow-and-dark woodpecker
was fearless like a warrier in warpaint, as
he struck the wood. While on the fence the
hawks sat motionless, like dark fists clemched
?nde§ heaven, ignoring man and his ways.

211

And for a while the woman liked it better that way. It was “more
awful and more splendid.” (209) But it really hurt her in her

soul that the old New England God was dead, and she eould not
recover her hope in a werld that was not ultimately all for love,
So she failed in her ranch. And the untameable livingness of
Lag Chivas reverted into a sordid undergrowth.

The strength that Leu brings to it is a new impulse of
ereativity, sustained by a vision. And the necessity of that
vision——of a vision to any endeavor-—igz Lawremce's great theme.
In St. Mawr the theme has its simplest and mest gemeral expression.

Every new stroke of civilization has ecost
the lives of countless brave men, who have
fallen defeated by the “dragon,” in their

efforts to win the apples of the Hesperides,
or the fleece of gold, Fallen in their efforts
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to overcome the old, half-sordid savagery
of the lower stages of creation, and win te
the next stage.

For all savagery is half sordid. Aand man
is only himself when he is fighting on and on,
to overcome the merdidnesa.
And every civilization, vhen it logea its
inward vision and its cleaner energy, falls
into a new sort of gordidnezs, more vast and
more stupendous than the old savage sort,
An Augeen stable of metallis f£ilth, (214)
The great affirmation of Lawrcneo'a‘artlo is that his art is
shaped upon and takes the shape of an inward vision (which is
the "ecleaner emergy"), He demonstrates the gueer fact of humen
v
consgiousness as an intricate growth impelled by a force that
is both within it end surrounding it. The energy of one's
subtlest moments is the energy of creation, and man is somehow
linked in the quality of his existence to the unfolding of the
universe,

It is something like that relatedness of man and world

that E. M, Forster refers to in speaking of "propheecy" in

Wnpne power of the Lawrence's] affirmation lies, not
in any insistence or assertiom or argument, but in the creative
facty, hias art; it is that which bears irrefutable witness.
Whet his ert doesg is beyond argument er doubt. It is not a
question of metaphysics or theology~-though ne doubt there are
questions presented for the metaphysician and the theologisn.
Great art, something erented and there, is what Lawrence gives
us. And there we undeniably have a world of wonder and reverence,
where life wells up from myaterious sprimgs. It is ne merely
imagined world; what the creative imagination of the artist
makes us contemplate bears an unanswerable testimeny." Leavia,
ops eit., p. 203,







85

i‘ictiou.l1 In a prophetic movel there is a voiee, like "song
arising in the halls of fiction," which summons infinity teo
attend each ehuracter.l2 Lou Witt is not a prophetiec figure:

she simply does not feel big enough to the reader; as for
instence all the Karamazovs feel big to us. They stand up in
their hussian village and are seen like giante against the
horizon., Lou Witt does not loom large at all, but St. Mawr

ie a prophetic movel., In Lawremnce's thought individual charac—
ters are important only as vehicles for great; impersonal life-~
forces., In St. Mawr the characters are not attended by infinity,

but the life within them is. OUne feels the life which flares up

or dies out in that fictional world is part of a larger fire
in whigch it burns and whieh in fact it is. And the brightnessz
of it--the human integrity of it—-has something to do with the
fuifillment of creation.

Something unknown, but a relatedness that is eoverwhelmingly

real.

-

1lForster op. eit., pp. 181-212,
loe,

gite

-”—

12,
Forster,







66

SELECT BIBLIOGRAPHY

Augten, Jane. Bmma, Vols. VII and VIII of % 1z and
Letters of Jane &g&g%. Edited by R. Brimley Johnson.

Chawton edition, New York: F. 8. Holby, 19086,

Beach, Joseph Warren. The Twentieth Century Novel, Studie
in Technique, New York: Appleto ntury-croft.',m‘!&.,

1932,

Brown, E. K. Rhythm in the Novel. Toronte: University of
Toronto Press, 1950,

Dataller, Roger. "Elements of D, H. Lawrence's Prose Style,"
Essays in Criticism. Vel, 3, No. 4 (Cctober, 1953),
413~24.

Dobree, Bosamy. Modern Prose Style. Oxford: The Clarendon
Press; 1934,

Forster, B. M. Aspects of the Novel, New York: Harcourt,
Brace and Company, 1927,

Kazin, Alfred. "Lady Chatterley in Amerieca," The Atlantic
Monthlz. Yol. 204' No. 1 (Jﬂly’ 1959)’ 33-36,

Langer, Suzanne K. Feeling and Form, A Theory of Art, New
York: Charles Seribner's Sens, 1053,

» Philosophy in a New Key: Asgg%gm %ﬁ;;g
of Heason, Rite, and Art. Mentor Books, New York: The New
American Library, 1956,

Lawrence, D. H. “Morality and the Novel," D, H. mwz

Selected Lite Critieism. Edited by Anthony Beal.
New York: The Viking Press, 1956. pp. 108-13,

» St. Mawr., New York: Alfred A. Knopf, 1828,

s "The Novel," Reflections on the of a Pofggg;go,
aund Other Lssays. London: Martin Secker, 1934, pp., 103-28,







57

Lawrence, D, H. "Why the Novel Matters," D. H. mr_Fgg_l
Selected Literary Critieism, Edited by Anthony Beal.
New York: The Viking Press, 1956. pp. 102-108,

Leavis, Frank Raymond. D, H, Lawrence: Novelist., New York:
Alfred A. Knopf, 1958.

» The Great Tradition. New York: George W. Stewart,
Inc., 1949,

Liddell, Robert, "Lawrenes and Dr. Leavis: The Case of St.
Mawr," Essays in Criticism. Vel, 4, No. 3 (July, 19627;
321-27,

Maud, Ralph N, "D, H. Lawrence: True Emotion as the Ethical
Contrel in Art," Western Humanities Review. Vol, 9,
No. 8 (Summer, 1955), 233-40.

Moore, Harry T. The Intelligent Heart: The Story of D. H.
Lawrence. New Yorks Farrar, Straus; and Young, 1954.

Read, Herbert. English Prose Style. Boston: DBeacon Press,
19565,

Thomas, T. W. "Mr, Liddell end Dr. Leavis," Essays in Criticism,.
Vol, 8, No. 1 (January, 1955), 76-79.






















IMPORTANT!

Special care should be taken to prevent loss or
damage of this volume. If lost or damaged, it
must be paid for at the current rate of typing,






..,,,...-,....u._n. ‘ﬁb<~&“ T

A g ’<'d’u--¢--v‘¢v-\v.ﬁ¢~§ T e

R
“?3&; e

A B R b S A
- G e Tar i

e ﬂ‘*’”"m

g s

x,.r..-...-w 5 e’l‘-ﬂ(‘(‘z(w’
D;th.". L

A P

5 Sy
G e
IR f‘w.*‘. A
S Rt

< i M L M~».‘L.";“;‘."“‘

- - B s e
A A TN o oy w 5 nﬁ:g_k, iy e
i ot 4,,.-.,., LG

e Lot e A‘ —ut f" =

a5 S oA _\

S s

e Ay s Lo
o

S e W
2 e o ety ‘-\.».
fos
e 'EJ,Q e ~.,',

Rt S o -,(»N
m‘.,r,. oA e

e R
-n—.»-v-/

i3
i
e

.
o,

B gl TR s
e
s 5-, rm_ £

ma
A ..,, &
e i 2o -5

ra.-.u-

A e
e

S,
PSP g
s

§d
o e .—u—,wwr-f;rw.wz\.d

ir

R o ke
Bty ket P
Arsisd -lr-

RN e

'r"::

e
x—»ma‘@“ & W‘” ;:_z B s
R Cf" L
{ S ‘-.‘..m m‘:‘w‘, o s
s e

b w\r.?-m 2
D e S R B it

s

. »-(n
o e 22

i A PN P o

AT
e e s

vama

oo Mvm:;::vﬂl.-

:g,_ o ».,-..,,, T

=
i 4..,.1,,, -

So e Aeiby s
e

S ialtes o
s
S S

s
g ‘w»». e s

Z
S e L
SN e S

s e wa I S

o _.J-x,-“j‘.uf
e ,&k ;. "i

uw«,—.. R e s

oo T s e
SN e e i et e
el aim L o
s o 4 e R g Pt
Rl B e,

-z- s

i iy ot
b st e

A e D
TS
v 4 o2 e

e

N N I S A 4 i s s o o s
ey ..-m.» O Tt Gt
":v-n-l—- O N P iy

TR A

A S b (e mma 7 b i
o AL P e ,-.\
e

ey e
e .\-.,-e. i e
Yoiiapallh i g 2oipe
P St 3 r-r-q\-'f.‘ld..-_ P
S i s b L vy e,
s

-mv».-‘m&’

U g s ess

S b

i n««.w.,‘,.,._,,___,.,_‘.‘,_}_x i
o AN, g 5w

A e e ot P “"‘““"‘

v e -—;‘&'\"l:---AN‘

o o R

v
“Aun

i
R e s

PR SA)
e -~.
st e ,.,: o
g T n e et ey A s e bt LA

~wM . mn Jemea "2""""""“:‘3" sty

?MT e -«wmnm 1-..~L-m -,;-5'

s g

e A A
A e R
R A i

s NS
TELry e i .r-)"o‘ P ”.y‘ RS
iy M i e
e "#'-;. BN gt Sl 4
& e s i
ST e

i
o

o S e
e s Fre ..«/,
i s © gk St oo

i e »)-,

S ErpE o
va.&.m}.—,, i
e bEh

Pt

i
B ‘,‘"“;"" s

. w‘f"rdu'—v‘ S

R ,,u;:«’*"“"'-
o

Do ey T i oy

2 Fl o ae ol

,»;':.T.’;'XZ«Z
bAd g

AR e A‘:L
A SR e

o N e P,
L U A AR e

e S
i A s
SRR e

At i,
,_.,.-,.

ity e i It e
e R T it

P e ey Ak eI

e e P o
St e R

SRR R P

P s i LA

e i o S

S T e, ot it Fruey

T hi e, N"F"lu\“ru’-‘l.y"
e e

e i
e oy Fl ot gt o
o one s ,L-‘. S

e i

st

B L e seaca?

e

e

o Al
A

SR et

s e
S e
e,

S S e
v R,

o, \4 ‘Kfjé— s
i

el .\’4-.\«—. 4/2

};r- e f‘ »»- ey

.'..-..-,, e 5
S

e

r-n.--v‘aﬂ‘uvv\ S
= o

WS

s T e Ao e TS e

e .«.-..\.M»JJ
s

e
i m—um.. -.mr..-« e

b ay ...g,m- t.-r\ru
Wl pr s sz

chmy=ie
i ».m—,‘-.u_
e e

R S i R £
2y e PRI &
R i £ A = S o
rar s ey

raicre
4.#1

S

e A e R ek ST E L A
S g st
bR A

g
i e

e e e i Tl o
& ) o e A

fp=Rodid
R g P sl AT

S e e St P _s-nn,sv
et e

£°7 vk
Rt g P e R

TRE, -;‘* B e e i
T A U
e A X R R
AU e o oy s S i

D el 4},&«.» P ST

s

s

i
P ke T v,
e —,«»,1-'. S

Ty »-u-'.-,.. R e ey

ety ..'J;nr-_n‘v\-» S
e

S A o s
P S i .’.-«.-, R e

o~
ﬂ-.-.r.~~.r =

s
FOa ey o _,...,.,,.,.,a:-, L -
oy i ol 8 "‘P‘A‘r-‘(wv
-k-, iy ,m-,.— A..-.M“.uw.- o —
Ceet L2 a6 3o i IM e s
AT et S

e e
DA

s i e
r«\;\.d,\-—-»yu‘“ By e o
. e

Xe ..\4-‘rr“"

e Gy
- rln-it-c/ 'p—.*sru'. et
e .

o

PTG 15 PP it DR o0

e e e
b -




	University of New Mexico
	UNM Digital Repository
	11-18-1959

	St. Mawr: A Critical Study
	David Cavitch
	Recommended Citation


	tmp.1479253295.pdf.OoTVT

