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personal, is freakish and delusory. In ZCL, Lawrence wins back the profane body to
the light of goodness, and casts the spiritual element in the darkness of evil. The
offspring of Oliver Mellors and Connie Chatterley is a harbinger of hope in a mod-
ern world that grows increasingly mad and invalid.

And then there’s the triune love mess of Paul Morel. (Talk about freakish and
delusory!) His abstract, disembodied love affair with Miriam Willey swings between
emotional sadism and a repression that is religious. In a birthday letter to her, Paul
writes, “See, you are a nun. I have given you what I would give a holy nun—as a
mystic monk to a mystic nun” (292). His relationship with Clara Dawes, although
passionately physical, does not secure for Paul a clearer sense of identity. “After all he
was not himself, he was some attribute of hers, like the sunshine that fell on her”
(351).

The greatest love of Paul’s life, however, is his mother. This is taboo love is neces-
sarily of the spiritual/sacred category and, therefore, maddening. Paul Morel seeks to
solidify his identity in terms of an unnatural fusion with his mother, one that can
never be consummated. The scene at the end of Chapter 8, “Strife in Love,” epito-
mizes all the “katabolistic” qualities Lawrence warns against. Mrs Morel, equally
enamored with her son as he is with her, lobbies at length against Paul’s relationship
with Miriam. Paul is moved by her remonstrations.

He could not bear it. Instinctively, he realized that he was life to her. And
after all she was the chief thing to him, the only supreme thing . . .

“No mother-I really don't love her. I talk to her— but I want to come home
to you.” (252)

Paul repeatedly (and truthfully) denies his feelings for Miriam, and repeatedly
confirms his love for his mother. All of it, according to Lawrence, doomed to insan-
ity and waste.

In this pivotal chapter of S&L, Paul Morel winds up stroking his mother’s hair
while his mouth is on her throat. And the mother winds up kissing her son with “a
long fervent kiss,” and confessing ““My boy!”. . . in a voice trembling with passionate
love” (252). Needless to say, the intrusion of Mr Morel into this scene causes an
uproar on numerous levels. Morel, finding mother and son in this embrace, indicts
his wife. (“ ‘At your mischief again?” he said venomously.”) This soon precipitates to
a fight between the father and son which doesn’t get under way in earnest because
Mrs Morel faints. It's unhealthy, this spiritual love. This frenzied dance of personality
is nothing if not pathological. Death sets in.

Mr Morel slinks off to bed and Paul pathetically pleads with his mother not
to sleep with her husband, but with him. Mrs Morel does not comply.

Lawrence writes: “Goodnight mother.”
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“Goodnight!” she said.

[Paul] pressed his face upon the pillow in a fury of misery. And yet
somewhere in his soul, he was at peace because still he loved his mother best.
It was a bitter peace of resignation. (254)

So, what does such a katabolistic love get you at the end of the day?
Fury and misery. Frantic, impossible dreams of consummation. Resignation to a
death in life. Take your pick, says Lawrence, that’s what it gets you.

Bonny Solitude vs The Void

John Thomas says good night to Lady Jane, a little droopingly, but with a
hopeful heart. (LCL, 328)

From his breast, from his mouth sprang the endless space—and it was there
behind him, everywhere. (S&L, 464)

“It’s no good trying to get rid of your aloneness. You've got to stick to it all
your life.” (LCL, 129)

In the final scenes of their respective novels, both Oliver Mellors and Paul Morel
are alone. But Mellors is the picture of health and hope. John Thomas might be
drooping for the moment, but the promise is that he will stand tall at some definite
moment in the future, when he will again enjoy the “pure contact” with Lady
Chatterley. Paul Morel, however, like a stumble bum, moves through a night that
promises never to relent; he moves to follow his mother who is eternally “inter-
mingled” in death. It is this “intermingling” that makes all the difference. Mellors
has always been fiercely protective of an isolation which is the first and last lesson of
identity and survival in Lawrence’s world. Paul Morel has sought his identity in his
doomed loves for his mother (now dead) and Clara Dawes (now returned to her
husband) and Miriam Willey (who has finally freed herself of his stunted develop-
ment and emotional torture). And now, Paul Morel knows himself only as the empty
hub of a cold empty universe. He is “infinitesimal, at the core of a nothingness, and
yet nothing” (464).

Oliver Mellors has loved profanely and has a future on account of it. Paul Morel
has loved spiritually and, in Lawrence’s fictive vision, that is a one way ticket to
nowhere. No future, no connection possible. A murderer of his own identity, that’s
Paul Morel. A suicide who gets no sympathy from the writer or the reader, that’s Paul
Morel. His first tentative steps in this modern world have taken him forever off the
edge. There’s no snatching him back. Let that be a lesson to you, Modern Man.
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