25.

26.

27,
28.
29.
30.
31.
32.

33.
34.
35.
36.

37.
38.
39.

40.

41.

42.
43.
44,
45.
46.
47.

82 Steve Taylor

V. Elwin, The Kingdom of the Young, Bombay: Oxford University Press,
1968.

E.E. Evans-Pritchard, Nuer Religion, Oxford: Oxford University Press,
1966.

C. Turnbull, The Forest People, London: Pimlico, 1991.

J. DeMeo, Saharasia, Oregon: OBRL, 1998.

E.E. Evans-Pritchard, Nuer Religion, op. cit.

C. Turnbull, The Forest People, op. cit.

N. Smart, The Religious Experience of Mankind, London: Fontana, 1971.
L. Levy-Bruhl, The Soul of the Primitive, London: Allen and Unwin,
1965.

In Magesa, African Religion, New York: Orbis Books, 1997, p. 73.

M. Eliade, From Primitives to Zen, London: Collins, 1967, p. 6.

E.E. Evans-Pritchard, Nuer Religion, op. cit., ) o TN

R. Lawlor, Voices of the First Day, Rochester, Vermont: Inner Tradi-
tions, 1991, p. 173.

B. Malinowski, The Sezual Life of Savages, op. cit., p. 47.

V. Elwin, The Kingdom of the Young, op. cit. V. The Muria.

A.A. Holmberg, Nomads of the Long Bow: the Seriono of Eastern Bo-
livia, Washington D.C: US Government Printing Office, 1950.

D.H. Lawrence, The Collected Letters, London: Heinemann, 1962, p.
1124.

K. Sagar, ‘Introduction’, D.H. Lawrence, London: The Penguin Poetry
Library, 1986, p. 15.

D.H. Lawrence, Selected Essays, London: Penguin, 1950.

Ibid, p. 181.

D.H. Lawrence, The Collected Letters, op. cit., p. 282.

D.H. Lawrence, Complete Poems, op. cit., p. 667.

Ibid, p. 514.

D.H. Lawrence, The Rainbow, London: Penguin, 1975, p. 495.

Matches and Mismatches: Patterns of THOU and
YOU in The Merry-go-Round!

Hilary Hillier

Introduction

The Merry-go-Round seems to have received comparatively
little critical attention — notable exceptions being substantial
papers by Sklar? and Davies.? It is a sprawling play which
appears to present real staging problems, not least arising
from the presence in the cast of a live goose, Patty. (Sklar
and Davies discuss various possible strategies.*) Nevertheless
it is a hugely enjoyable romantic comedy which uses a series
of complicated entanglements, set against a background of
social and family relationships in a pit village, to touch upon
a number of familiar Lawrentian themes.®

Many of these themes can be fruitfully examined via close
examination of Lawrence’s use of the local dialect, and it
seems to be a notable omission, therefore, that Sklar does
not even make reference to the dialect in her otherwise very
insightful consideration of the play. Sklar is not, of course,
writing from a linguist’s perspective, but I would suggest
that a linguist’s close attention to the dialect and the way it is
used can greatly increase our understanding and appreciation
of the various characters’ motivations and manoeuvrings. I
will argue, indeed, that Lawrence’s careful and creative use
of dialect provides the underpinning to the play’s dramatic
patterning.

The characters and their relationships

Figure 1 shows diagrammatically the basic situation of the
play. Most of the characters can be seen to be riding on
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MR HEMSTOCK.
BARON
BARONESS

MRS HEMSTOCK

HARRY HEMSTOCK

[~uUrsE BrROADBANKS |

JOB ARTHUR BOWERS
(BAKER)

SUSY SMALLEY
(nee Hemstock)

DR FOULES

MR WILCOX

Figure 1.

the romantic and/or would-be marital merry-go-round, and
the diagram gives an indication of their complicated rela-
tionships and aspirations. It shows their respective mutual
attractions (indicated by reciprocal arrows) and their com-
peting (also largely reciprocal) attractions. We can therefore
briefly summarise the various relationships by progressing

round the merry-go-round, beginning with Susy Smalley (nee
Hemstock), at bottom left.
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e Susy is a widow, a farmer left to cope with her late hus-
band’s debts. She hankers after Job Arthur Bowers, the
village Baker.

¢ The Baker is considering the possibility of marrying
Susy, but only if she were to inherit money when her ail-
ing mother, Mrs Hemstock, finally dies. In the mean-
time he is courting Rachel Wilcox. (He is in debt to
Rachel’s father Mr Wilcox: Sklar’s ‘unveiling’ of the
Baron as the villainous usurer® is surely a misreading,.)

¢ Rachel (in service to the Baron and Baroness) is a flighty
young woman who is carrying on with the Baker but
really wants Harry Hemstock.

e Harry (a miner) is shown as tied to his mother’s emo-
tional apron strings. (This is the dominant relationship
in his life, hence Mrs Hemstock’s hovering presence in the
diagram.) In romantic/marital terms, however, he is torn
between the sexually vibrant Rachel and the motherly
Nurse Broadbanks (who is nursing his dying mother).

¢ Nurse (an incomer from the south) is attracted to
Harry, but is surprised by the coincidental appear-
ance in the village of an old flame from the past, Dr
Foules. (Their budding romance would appear to have
been blighted by the Doctor’s close relationship with his
mother).

® As a further complication, Mr Wilcox (a miner and
Rachel’s father) is also paying court to the Nurse.

To complete the cast of characters, the diagram shows
the more detached observers of the romantic complications:
Harry’s father Mr Hemstock (a retired miner), the Baron (a
German/Polish immigrant who is vicar of the parish) and his
wife, the Baroness. The Baron and Baroness are presented
as basically farcical characters. (Sklar” accords them a pan-
tomime role.)
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Some themes of the play

It will be clear that the play contains several of the dramatic
ingredients which recur in many of Lawrence’s works, partic-
ularly the ‘colliery’ plays:

e the pervading pit background and the familiar environ-
ment of the collier’s kitchen (including the back-washing
ritual);

e social divisions and the power of money (particularly per-
haps for women);

¢ emotional dependency between sons and their mothers,
and the havoc this can wreak on their ability to form
mature relationships with women (we even have hints of
a fond, and slightly dotty, mother in the background of
the pragmatic and emotionally-uncommitted Baker — p.
156, lines 15-178);

e the ‘set-apartness’ of the incomer, socially distinctive in
an unfamiliar, even hostile, community. This hostility is
particularly evident so far as the Baron and Baroness
are concerned. The Nurse is largely accepted (she seems
to be called upon to mother them all) but she remains
‘different’; indeed both Rachel and Susy regard her with
some suspicion, feeling she may have designs on Mrs Hem-
stock’s money. Nurse is also shown to be emotionally un-
fulfilled: she lavishes a great deal of demonstrative affec-
tion on the goose Patty, who seems to serve as a Harry-
substitute. (Harry is certainly regarded as something of
a goose by several of the other characters, including his
mother.)

The dialect and its use

Having taken a quick whirl on the merry-go-round, I would
now like to examine the dialect from the perspective of a
linguist — and specifically a linguist with local knowledge.?
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The dialect is crucial to what Clarke (in his discussion of A
Collier’s Friday Night) would presumably regard as the ‘cen-
tral defining system’'° of this play — indeed of all the colliery
plays. In this particular setting, and for almost all of these
characters, it is in fact ‘the linguistic norm’.!* Thus Lawrence
makes clear distinctions between his two main groups of char-
acters according to whether or not they use the dialect: be-
tween those who do (the locals) and those who do not (the
incomers). We see that each group has difficulty understand-
ing the other, and Nurse tends to be assigned the role of
interpreter (for example p. 157, lines 3-14), although even
she has to admit defeat sometimes (p. 153, lines 10-13).
The locals use a wide range of dialect features, embracing
vocabulary choices, pronunciation and grammatical patterns.
Furthermore, they display these features in different degrees:
while all the locals have at least some dialect features, several
(for example the Hemstock family) have a great many. Not
only, therefore, was Lawrence able to make fine distinctions
between his dialect-speaking and his standard-speaking char-
acters, but he could also make even finer distinctions between
his individual dialect speakers in particular situations.
Crucially for the purposes of this paper, the locals have
available to them a choice of pronoun when directly address-
ing one another, a choice which is not automatically available
to the standard-speaking incomers. This is the so-called sec-
ond person singular pronoun THOU as an alternative to the
standard YOU. This choice of pronoun potentially gives di-
alect speakers great flexibility in their interactions with oth-
ers, since the choice of THOU or YOU can carry a range
of subtle meanings and implications. THOU can be used to
signal familiarity and intimacy, and reciprocal use of THOU
is usual between members of the same family. YOU tends
to signal lack of familiarity, a degree of social distance, and
it can also imply respect and/or deference.!? A shift from
the usual or expected (‘unmarked’) form between speakers
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in a particular relationship to the less usual or less expected
(‘marked’) form,!3 or vice versa, can be an indication of a
change in a relationship. For example, a shift might be made
from YOU to THOU as a friendship becomes closer and more
intimate, or the shift could be in the other direction, from
THOU to YOU, which would have the opposite connotations.
Such choices or shifts can be relatively permanent, part of the
defining terms of the relationship. They can, however, occur
on a temporary basis, in response to intermittent shifts in at-
titude, affection or disaffection. In this way, dialect speakers
can suggest quite subtle gradations of mood and atmosphere.
Lawrence, in his representation of his characters’ speech, is
able to exploit this flexibility to subtle dramatic effect.

The pronoun THOU can, of course, occur in different
grammatical forms, whether personal (thou, thee), possessive
(thy, thine), or reflexive (thyself )14 There are also many dif-
ferent ways in which Lawrence may represent these various
forms in the written text in order to suggest their pronun-
ciation at any given point — including the degree of stress
implied.'® For example, THOU may be signalled by ‘tha’, by
‘thee’, by ‘ter’ (in questions such as ‘are ter?’), or even merely
by implication (‘dost’, ‘hast’, ‘what’s want?’); a stressed form
of thee can be indicated via ‘thaigh’. In what follows, there-
fore, THOU and YOU (in upper-case letters) should be read
as general terms which include all grammatical forms of ei-
ther pronoun, in all of their written representations.
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Addressee

THOU

YOU

HARRY

Mrs Hemstock
Mr Hemstock
Susy

Rachel
Nurse

Baker

Baron
Baroness

MKk MR

MRS HEMSTOCK

Harry
Mr Hemstock
Nurse

SUSY

Harry
Rachel
Baker
Nurse
Baron

e s E

MR HEMSTOCK

Mrs Hemstock
Harry

Rachel

Nurse

Baron

RACHEL

Harry

Susy

Mr Hemstock
Baker

Nurse

Baron
Baroness

e e N B T S

BAKER

Harry

Susy

Mr Hemstock
Rachel

Mr Wilcox
Nurse

Baron
Baroness

MR WILCOX

Baker
Nurse

el i e R I
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Table 1: Summary of Direct Address choices, THOU and/or
YOU, made by each ‘local’ for each individual addressee.
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Addressee THOU |Y
NURSE Mrs Hemstock X
Mr Hemstock X
Harry X
Susy X
Rachel X
Baker X
Mr Wilcox X
Dr Foules X
Baron X
Patty (goose) X
DR FOULES|Mr Hemstock X
Harry X
Mr Wilcox X
Nurse X
X
X
X
X
X
X
X
X
X
X
X
X
X
X

Baron
BARON Harry
Rachel
Baker

Mr Wilcox
Nurse
Baroness
Unknown (Susy) |X
BARONESS  [Harry

Rachel

Mr Wilcox

Nurse

Baron

Unknown (Rachel)

Table 2: Summary of Direct Address choices, THOU and/or
YOU, made by each ‘incomer’ for each individual addressee.

Overall patterns of use of THOU and/or YOU

Tables 1 and 2 summarise pronoun choices by the two broad
groupings of characters, locals and incomers, according to
addressee. Those in Table 1 are the locals (the dialect speak-
ers) and those in Table 2 the incomers (the standard speak-
ers). Each individual character in each group is shown on
the left in upper-case letters. Thus we have the Hemstocks,
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the Wilcoxes and the Baker in Table 1, and the Nurse, Dr
Foules and the Baron'® and Baroness in Table 2. Each table
then shows, alongside the names of the individual characters,
the ways in which that particular character addresses all of
the other characters during the course of the play, specif-
ically via his or her choice of pronoun, whether THOU or
YOU.!7 All the potential ‘romantic’ pairings as introduced
in Figure 1 have been highlighted in bold, and their partic-
ular addressing patterns are brought together and compared
in the concluding section.

Table 1 shows that although the dialect speakers are able
to choose either THOU or YOU the choices are not equally
distributed across either speakers or addressees. I will cite
just a few examples.

e THOU occurs mainly between members of the same fam-
ily — the four Hemstocks — and for them it can be regarded
as the ‘unmarked’ form — the most expected form — in this
particular context. (Representatives of the other family
in the play — Rachel and Mr Wilcox — appear in few
scenes together, and they do not address each other via
a pronoun. I return to consider the case of Mr Wilcox
below.)

e Harry and Mrs Hemstock always use THOU within the
family, and in certain instances they extend the use of
THOU beyond the family. In particular, Harry THOUSs
Rachel, and both Harry and Mrs Hemstock frequently
THOU Nurse. In contrast, Susy uses mainly YOU to
Rachel and only YOU to Nurse. The latter could be in-
terpreted as showing respect, but it could also be a sign
of a general coolness on Susy’s part towards Nurse, given
her suspicion of Nurse’s designs on Harry’s likely inheri-
tance. Harry and Mrs Hemstock might well be regarded
as ‘natural’ THOU users: it is the most usual form for
them both — outside as well as within the family. Harry
is shown, however, to use YOU to Nurse when embar-
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rassed (p. 130, line 32'8) or when jealous or offended, for
example when he finds Nurse being courted by both Dr
Foules and Mr Wilcox (p. 166, lines 33-4 and 36; p. 168,
lines 13-14; p. 169, line 3). (See below for his dialogues
with Rachel.)

Mr Hemstock also extends THOU beyond the family,
though almost entirely to Rachel. His single THOU to
Nurse seems to be something of an aberration. Mr Hem-
stock is described in the stage directions as having ‘a
certain courtliness in his quiet bearing’ (p. 115, line 40),
and his general use of YOU to Nurse seems to be in keep-
ing with his overall courtesy towards her. His THOU is
likely to have been brought about by the specific linguis-
tic context: in Act I, Scene 3, he chides Nurse gently for
spoiling Harry, using the local dialect word for ‘spoiling’:
‘Tha’rt cading him a bit, Nurse’ (p. 149, line 38). ‘Cading’
seems to demand the use of THOU. (I would interpret Mr
Hemstock’s YOU to Harry, his son, “Your mother often
says. ..., (p. 127, lines 24-5) as having plural meaning!®
intended to include Susy.)

Susy’s ‘marked’ use of YOU to Harry (her brother) oc-
curs in Act I, Scene 2, when she is very annoyed with
him. Harry has hit her child and at first she demands,
‘What dost reckon tha’s been doin’ to my lad?’ (p. 126,
lines 1-2). After an extended and heated argument, which
culminates in Harry’s ‘Shut thy mouth, or I’ll shut it for
thee’, her anger and disdain produce no fewer than five
YOUs: ‘Oh shall you. I should like to see you. It’s as
much as you durst do to hit a childt, you great coward,
you kid’ (p. 126, lines 30-1). (I return to Susy’s THOU
to the Baron below.)

Uses of THOU by ‘non-family-members’ are confined to
Rachel and the Baker, and both are used to Harry. I will
discuss Rachel in some detail shortly, but the Baker’s use
of THOU is also interesting. He is shown using a number
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of dialect features during the play, but the only scene in
which he uses THOU is at the beginning of Act II, Scene
1 (‘An’ tha doesn’t want ’er?’ and ‘... But what hast got
against Rachel?’, p. 133, lines 6 and 13), when he and
Harry are sitting together over glasses of whisky talk-
ing about women (principally Rachel). Lawrence could
be seen to be demonstrating at this point the Baker’s
attempt at male solidarity — even male bonding.

For the standard speakers (Table 2) it is not surprising to
find virtually all pronouns are YOU. The Baron’s single use
of THOU comes in Act II, Scene 2, when he is struggling
with the ‘unknown man’ whom he thinks has attacked him.
The attacker is in fact Susy, and he in turn has struck her
with his stick. Both begin their tussle with YOUs but both
lapse into THOUs as fury mounts, first Susy: ‘Let me get
hold on thee, I'll crack thy little yed [head] for thee’ (p. 145,
lines 14-15), and then, shortly afterwards, the Baron: ‘... Ah,
my sword to thee. Let go my wrists, foul one, base one — fight
thus — ! (He lapses into a foreign fizzle)’ (p. 145, lines 33-5).
The Baron’s THOU shows a nobleman in eztremis choosing
a suitably contemptuous pronoun for the lower orders.20

THOU and YOU in Act IV

Some of the more detailed points I wish to make can be use-
fully illustrated by the citing of brief extracts from Act IV,
the naturalistic heart of the play. The setting is the Hem-
stocks’ kitchen. Mrs Hemstock has finally died - and on the
very day that Harry has gone back to work at the pit fol-
lowing a strike (and, unknown to him, as a result of Nurse’s
intervention). Susy washes Harry’s back while she encour-
ages Nurse to talk about the possibility of her choosing to
marry a collier. Rachel comes looking for Nurse (both the
Baroness and Rachel’s father, Mr Wilcox, appear to require
Nurse’s attention) and for a while she is able to be alone
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with Harry. Later in the scene, to Harry’s disgust, Rachel and
Susy unearth Mrs Hemstock’s hidden will. There are some
notable differences between these four major characters in
their choice of the second person pronoun in this particular
Act, as the following will show.

Susy uses consistent THOUs to Harry, but equally con-
sistent YOUs to both Nurse and Rachel:

(to Harry) Shall ter wesh thysen? (p. 171, line 14)
(to Nurse) Shall you sit there, Nurse. I'd better light
the lamp, you can’t see. (p. 171, lines 31-2)

(to Rachel) Shall you give him his tea, while I go an’
see to my lad? (p. 173, line 32)

Harry uses THOU to Susy, Rachel and Nurse:

(to Susy) Tha nedna. (p. 171, line 33)

(to Rachel) Tha hasna bothered thysen above thy
boot-tops. (p. 174, line 20)

(to Nurse) ... Now Nurse, thee read it. We'n all read.
Now thee read it. (NURSE reads.) — Hast got it all?
— Tha sees? (p. 177, lines 38-9)

His uses of YOU to Rachel after the discovery of the will
may be indications of disapproval — particularly, perhaps,
the following notable shift:

HARRY: What wor ter doin’?
RACHEL: I fell off that table. Oh, and I have bruised
my arm.

HARRY: What wor you doin’? what’s this? (p- 176,
lines 34-6)

An alternative possibility, however, is that his YOU here
should be interpreted as having plural meaning — that is,

YOU Rachel-plus-Susy - in a similar way to his response to
Susy a few lines later:
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There’s a pair of you, more like it — a couple of slith-
erin’ cats, nowt else. No more you think of her, than
if she wor a dead fish wi' the money in her mouth.
— But you shan’t have it, you shanna, if I can scotch
you. (p. 177, lines 17-20)

Nurse uses YOU consistently to Harry, Susy and Rachel:

(to Harry) You must be tired to-day. (p. 171, line ?4)
(to Susy) I am surprised you are nervous. (p. 172, line
29)

(to Rachel) Oh, you are here! The Baroness asked me
to call and see where you were, Rachel. (p. 177, lines
24-5)

Rachel uses YOU to both Nurse and Susy:

(to Nurse) The Baroness wants you to go up — she’s
got a pain. I've been to your place for you. (p. 173,
lines 4-5) )
(to Susy) ... — did you think I'd gone? (p. 175, line
15)

She also begins by using YOU to Harry: ‘And was you at
work — 7 — Fancy, you been at home all this time, then it to
happen the first day you was away. - Things do happen cruel’
(p. 173, lines 29-31). Even when Susy has left them alone she
continues to use YOU for some little time as she expresses
her sympathy and presses him to eat. Gradually she moves
closer to him, takes his hand, melts into tears, and admits her
jealousy of his mother (while still using YOU): ‘...Oh, I was
jealous of your mother, ’cause I knowed you was fonder of her
— (Tears.)’ until, as the stage directions indicate, ‘(RACHEL,
sobbing, goes to him, takes his head on her bosom, and rocks
it.)’ (p. 174, lines 21-2 and 26). It is at this point that she
makes her significant — indeed climactic — shift to THOU:
‘An’ I've been such a cat to thee, Harry — ’ (line 27) and,
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even more explicitly, makes clear her attempt to move into

his mother’s place, both emotionally and linguistically:

Never mind, we s’ll die ourselves some day — we shall:
— I know tha loved her, better than me — tha allers
would - I know. — But let me be wi’ thee. (She sits
down on his knee): Let me stop wi’ thee, tha wants

somebody. — An’ I care for nowt but thee — tha knows
I do - (lines 33-7).

(Significantly, Harry's immediate response is to suggest they
go into the front room together and look at his mother’s

body.)

YOU YOu

Figure 2.1.

THOU

| Harry | | Mrs Hemstock |
k.

Figure 2.1A.

Patterns of interaction: matches or mismatches?

The overall findings set out in Tables 1 and 2, supported by
the illustrations from Act IV, are now summarised in Figures
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Figure 2.2.

2.1 to 2.4. These isolate the range of competing romantic or
would-be romantic pairs or triangles, with Harry poised be-
tween Rachel and Nurse, Rachel between Harry and Baker,
Baker between Rachel and Susy, and Nurse between Harry,
Dr Foules and Mr Wilcox. We can now compare and contrast
the patterns of interaction — the possible ‘matches’ and ‘mis-
matches’ — and since this is a comedy the expectation is that
all the ends should be tied up neatly, both romantically and
(perhaps) linguistically. Each individual Figure, therefore, is
designed to show each character’s choice of THOU and/or
YOU in his or her address to the significant other character
in the potential pairing — and this is indicated by the direc-
tion of the arrows. The outer circle indicates use of YOU and
the inner circle THOU.

Figure 2.1 shows a closer ‘match’ between Harry and
Rachel than between Harry and Nurse. Harry uses both
THOU and YOU to Nurse but receives only YOU in return.
Both Harry and Rachel, on the other hand, have access to
the THOU/YOU repertoire and both use both forms to each
other according to circumstance and situation. They are not
quite a total match, however. As the evidence shows, the
most natural, ‘unmarked’, form for Harry is THOU, whereas
for Rachel it would seem to be YOU. Their dramatic con-
frontation at the end of Act II, Scene 1,2! would support

';
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YOU YOU

Figure 2.3.

this reading. Harry’s violent anger is borne on a crescendo
of THOUs, while Rachel’s genuine fear of him at this point
continues to be expressed via YOUs. In contrast, her shift to
the intimate THOU in Act IV appears to be a consciously
manipulative strategy,?? the reciprocal THOU being deliber-
ately designed in fact to mimic the ‘inner-circle’ of THOU
use between Harry and his mother (see Fig 2.1A). This im-
pression is strengthened when we see that after Harry’s ex-
pressions of disgust at the ‘slitherin’ cats’, she reverts rapidly
to her use of YOU: ‘Oh Mr Sharp-shins, you think you know
everything, do you. You're mistaken ...’ (p. 177, lines 21-2).
If we turn to Figure 2.2, where Rachel is the central
figure, we find a closer match between Rachel and Harry
than between Rachel and Baker. The Baker does have
access to the THOU/YOU repertoire, but on the evidence
Lawrence gives us he chooses to reserve his use of THOU for
male-male bonding rather than the male-female variety.
Figure 2.3 takes the Baker as its central reference
point. Here we have three characters who all have access to
THOU or YOU, but (on the evidence we have) they choose
not to THOU each other. This suggests that in linguistic
terms either Rachel or Susy would provide a suitable match
for the Baker, and indeed that would seem to be an accu-
rate reflection of the Baker’s pragmatic disposition so far as
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YOU YOU

Mr Wilcox

Figure 2.4.

women and/or marriage are concerned. The (fairly) good-
humoured ‘auction’ involving the Baker and the two women
in Act II, Scene 1, would seem to be indicative of his charac-
ter. Lawrence presents Susy as equally pragmatic and hard-
headed in financial terms, which would suggest that she and
the Baker may be well matched in all senses.

Figure 2.4, with Nurse as central figure, is, unfortu-
nately, rather less neatly dealt with. Nurse and Dr Foules
clearly ‘match’ more readily than Nurse and Harry: nei-
ther Nurse nor Doctor has access to the THOU/YOU reper-
toire, so there is no mismatch there in their consistent choice
of YOU. But what about Nurse and Mr Wilcox? They
would appear to ‘match’ linguistically just as readily as Nurse
and Doctor: Lawrence gives us no evidence of the availabil-
ity of THOU to Mr Wilcox, so he would seem to be an
equally suitable linguistic partner for Nurse. How then can
Mr Wilcox be fitted into the tidy overall argument? I would
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suggest that here we have to look outside the pronoun system
to tie up this last loose linguistic end.

Mr Wilcox is a significant character in terms of the plot
(for example, his financial arrangement with the Baker as
well as his attentions to Nurse) but he is relatively minor in
terms of visibility and the quantity of dialogue assigned to
him. In addition, as already indicated, there are few moments
when he and his daughter Rachel appear on stage together,
and they are never required to address each other via the sec-
ond person pronoun. He is, however, described as an ‘elderly
miner’ (p. 161, line 6) (albeit with some property) and in
the scene where he courts Nurse (Act III, Scene 2) Lawrence
shows him using many dialect features. For example, when
complaining to Nurse about the way he is neglected by (pre-
sumably) his current housekeeper, he marks the negative no
less than three times: ‘... She’d ate-n the great piece of cold
mutton left from yesterday, an’ then said I hadn’t left ’er no
money for no meat’ (p. 161, lines 22-4). Given his background
as stated and the (non-pronoun-related) linguistic evidence
of his dialogue, Mr Wilcox would certainly be expected to
have access to THOU as well as YOU - to a degree at least
comparable to that of the ‘courtly’ Mr Hemstock. It would
also be expected that he would choose to use THOU to his
daughter Rachel at the very least. I would like to argue, there-
fore, that if Lawrence had given us an appropriate scene he
would have shown Mr Wilcox using THOU in particular cir-
cumstances. Perhaps we could regard this as a very small
oversight on Lawrence’s part. If this is granted, Dr Foules
would seem indeed to be the preferred linguistic partner for
Nurse.

In conclusion, I would like to applaud Lawrence’s care-
fully contrived happy endings, and offer this paper in support
of the argument that Lawrence was equally careful in ensur-
ing his characters would choose the ‘right’ linguistic partners.
Unlike Sklar®® however, I remain a little sceptical about the
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extent to which Lawrence felt that any of these romantic
matches would live happily ever after...
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