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ABSTRACT

This paper has as one the main objectives to ilpastthe particular reading of the modern
short novelThe Fox(1976) by the English writer D. H. Lawrence in Mark Ryidelfilm,
analyzing the theme of completeness, its rewritingscreen through the characters’ love
affair, and its fit into the parameters of the cmaographic system, with a new narrative
configuration closer to the social and culturalcdisive claims of the reception context. As
theoretical background, we have taken into consatder ideas on literature and film
adaptation in Cattrysse (2014) and Lefevere (1982)vell as some criticism on Lawrence’s
work in Janaki and Sumathi (2019), and Greiff (2001

Keywords: D. H. Lawrence. Adaptation. Narrative. Short Hove
RESUMO

Este artigo tem como um dos principais objetivogestigar a leitura particular da novela
modernaThe Fox(1976), do escritor inglés D. H. Lawrence, no &lrde Mark Rydell,
analisando o tema da busca de plenitude, sua iteesartela por meio do relacionamento
afetivo entre as personagens, seu enquadramenfmarérsetros do sistema cinematogréfico,
com nova configuragdo narrativa, mais alinhadaeisathdas discursivas sociais e culturais
do contexto receptor. Como fundamentacéo teovanhos em consideracao as ideias sobre
literatura e adaptacao de Cattrysse (2014) e Leddi®92), bem como a critica sobre a obra
de Lawrence por Janaki e Sumathi (2019), e Gra@oQ).

Palavras-chave D. H. Lawrence. Adaptacédo. Narrativa. Novela.
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1 INTRODUCAO

The modern short novéhe Fox(1923), by D. H. Lawrence, following traditional
patterns of the genre, has a linear plot with teéndion of time and space, and delineated
characters. However, it is quite innovative in présig a range of complex themes and
controversial discussions, which defy beliefs aadia conventions, and in questioning the
concepts of gender and sexuality as a source tidisnn on the British political and cultural
system. The narrative tells the story of the chierad\ellie Marsh and Jill Banford who share
an ordinary life together in the region of Berkshiduring the World War I. They do
housework, take care of animals, and farm the fantheir survival. Then, Henr@renfel, a
former soldier who was in the army in Canada, retuand realizes that the place was no
longer his grandfather’s propriety. He is welconfydthe new owners and stays there for a
period of time. From then on,reew order in the narrative is established withliheak of the
previous harmony observed in the relationship efrsidents. The plot shows the complexity
of their emotional involvement, which highlightscantral theme in Lawrence’s work that is
the deep and wide concept of love in modernitynfoecing, then, a classical unity in his
vision of man (GONCALVES, 1997, p.105).

This paper aims at investigating the short novel ds film adaptationThe Fox
(1967), by Mark Rydell, analyzing the way the theofieself-fulfillment was written through
the characters’ relationship, constructed to & plarameters of the new language system. We
start from the point that, by effacing ambiguitytive representation of an alleged homoerotic
relationship between Marsh and Banford in the baoliking it more explicit on screen, the
movie simplify the question to establish a dialogugh new discursive claims of the
production and reception contexts. As theoreticackiground, we have taken into
consideration ideas on film adaptation and rewgitoy Cattrysse and Lefevere, as well as

some criticism on Lawrence’s work by Beynon, anceifa

2 ADAPTATION AS A TRANSLATION PROCESS

The process of translating books into films hasnbaesource of discussion in
different theoretical and methodological perspedivAdaptations as any sort of rewriting
have the power of introducing new concepts, gersad, mechanisms in a certain social
system. As part of their constitutive traits, thampulation process arises. In order to clarify
the way it happens, Lefevere has established arortant difference between common
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readers and specialized ones. To him, specialeaders have an important role in the image
creation of texts to general publics, once theyrasponsible for the reception and survival of

these texts, as he asserts:

That construct is often loosely based on some t®elqrassages of the actual text of
the book in question (the passages included inotogles used in secondary or
university education, for instance), supplementgdother texts that rewrite the
actual text in one way or another, such as plotrsaries in literary histories or
reference works, reviews in newspapers, magazioegpurnals, some critical
articles, performances on stage or screen, and bastnot least, translations
(LEFEVERE, 1992, p.6-7).

It is seen in the above statement the great vaoietyeans by which a text may be
rewritten, and the power rewriting exerts over likerary system by introducing, spreading
and consolidating new parameters, responsiblehiodisplacement of the works’ function in
the reception system. So, translations also assieneondition of creators of images of a text

or a set of texts, amplifying interpretative potalst as the author has emphasized:

In the past, as in the present, rewriters createdyés of a writer, a work, a period, a
genre, sometimes even a whole literature. Thesgdmeaxisted side by side with the
realities they competed with, but the images alw&ysgled to reach more people
than the corresponding realities die, and they mosttainly do so now
(LEFEVERE, 1992, p.5).

In this sense, questions involving rewritarg greatly linked with the poetics of
the target literary system, once projections ardeama two ways, promoting or rejecting the
literary prestige of a certain piece of work. 3w images created are of great relevance to the
spread of a literary universe, a writer, or a $etriters over the cultural system.

This is what adaptations usually do as an end mtods Cattrysse (2014, p.236)
reinforces their nature and functioning in the i contexts. To him, a film can be seen as
an adaptation to the extent that its source mdgeioam a more or less overt part of its total
presentation, and the more the source materialgighéighted in a filmic narrative, the more
it may be said to be presented as an adaptation.

In order to set how much the adapted text is caedewith the source text,
Cattrysse (2014, p.237) has showed possible cues tound in the adaptation that make one
see how close it is or is not to the original, ngmeextual, peritextual, and paratextual. The
first set of cues refers to the appearing of theas®text in the text itself, as the case of the
film AtonementbyJoe Wright (2007), upon which the novéitonement(2001), by lan
McEwan, is based. The author discusses the pratessting, and the filmmaker chose to

highlight the handling of the creative processhia tim. The second occurs when indications
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of that an adapted text have been physically arthéx¢éhe adaptation, for example, the book
cover, film’s title, credits, or voice-over commant on DVD, as the movidhe Fox by
Mark Rydell, in which is made clear since the begig traits of Lawrence’s book to viewers.
And the third set refers to those cues which applagsically in separated texts as trailers,
posters, pressbooks, presentations at press cooésreinterviews etc, highlighted as an
adaptation made by a famous director; for examphe Color Purple(1986), bySteven
Spielberg adapted from the homonymous book by Alice Walker.

As we can observe, independent on differencesnailitsides towards the source
text, in the reception of film adaptations, and itheecognition as such within the
cinematographic system, viewers may receive images) various literary universes
produced in different literary systems and histarmontexts on screen. So, these productions
consolidate new possibilities of readings, whick greatly affected by both filmmakers’
interpretative potentials and the dialogue estabtiswith the social structures of the cultural
system. These assumptions will be of great impodan the following discussions drhe

Fox, by D.H. Lawrence, and its adaptation to the ciaem

3THE FOX AND D. H. LAWRENCE'S LITERARY UNIVERSE

Lawrence is known as one of the most creative mmodeiters in English for
producing literary texts, which encompassed sewggales, and a range of complex themes
that defied conservative values of England at #giriming of the twentieth century. His very
particular way of writing and vision on the liteyawnriter claimed that the process of creation
should be affected by the individual perceptionscafventional aspects of the social daily
life, such as language, religion, family, politiesc, to show how complex and mutable
relationships are.

A remarkable trait in the author’s writing is thaditional narrative structure used in
his works. Unlike other modern texts that show mexperimental and impressionistic
characteristics, as observed in the works of higesoporaries English writers, he made the
choice of constructing his narratives with a manedr development, showing more realistic
situations. But, at the same time, Lawrence alsegbrinnovation to his texts through the
depth of the discussions raised by the presencerdfoversial themes.

This is the case of the short novigle Fox which was written between 1917 and
1919, revised and published in 1923. Marked bylgaabive style at first sight, it unfolds in a

quite straight presentation of situations and trenkéowever, it also creates a particular
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narrative pace with subtleties in its developmantvhich the reader is constantly defied to
understand ambivalent points and motivations fonesmarrative movements, as the nature of
the main characters’ relationship, Banford and Marc

At the beginning of the narrative, the girls aresatdbed by their surnames. The
reader has the piece of information that they betfarm, with the purpose of taking it as a
source for survival, but there is also an indiaatibat this previous plan was not completely
successful. Then, the delineation of each charattets, and the reader begins to visualize
traits and definition of their personalities andiabroles in that place. By describing Benford,

the narrator affirms:

The two girls were usually known by their surnant&snford and March. They had
taken the farm together, intending to work it aflthemselves [...]. Unfortunately,
things did not turn out well.

Banford was a small, thin, delicate thing with dpetes. She, however, was the
principal, for March had little or no money. Barday father, who was a tradesman
in Islington, gave his daughter the start, for health’s sake, and because he loved
her, and because it did not look as if she wouldryn&arch was more robust. She
had learned carpentry and joinery at the eveniagsels in Islington. She would be
the man about the place (LAWRENCE, 1976, p.1).

As we can see above, traits of each charactersavimh and of their visual
appearance show to the reader a new way of lianghich the traditional family structure
towards social conventions of the time has beerstoqpreed. The text puts emphasis on two
independent women who manage their own busines®outithe interference of their parents
or brothers, as it usually happened in that contaxte they are not married, although before
dying, Banford’'s grandparent had lived with thermn gmme time. However, despite their
sharing of activities in the house and in the faitmis showed an unbalance in their
relationship, for each of the girls plays a steypetof domination: Banford represents power
and domination over March for her financial coratis; and March represents in a way
domination through her physical abilities for handlwith carpentry, and pragmatic attitudes.

It is noticed, therefore, one of the first ambigstin the development of the
narrative, concerning the presentation of innowathemes. These characters are placed in a
context of isolation, fighting for survival in thdimited place, without any external
interference, but, at the same time, this givethém an extraordinary power of choice and
autonomy in the way they lead their own lives. Y&ten with this sense of freedom towards
social conventions, it can also be observed thaheair relationship marks of a patriarchal

familiar structure remain for each character plgyanspecific gender role, including the male
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figure suggested by March’s description, showedsas looked almost like some graceful,
loose-balanced young man” (LAWRENCE, 1976, p.3) .

Banford, in turn, as a tradesman’s man daughtdslington, had his help to this
beginning of the new life in the farm, because desibeing beloved by him, her father also
had realized that she would not be inclined to rage:. This fact reveals an important aspect
of the writer’s discussion in the narrative thathie character’s independence on marriage.

As the story unfolds with the delineation of chaea€’ social roles, some hints on
the way reality is perceived by them starts beiraglenclear to the reader. Whereas Banford
seems conformed with the dynamics of a simple kiEeping worried about setting things
around, as going to the village to buy food, foamyple, March, in another perspective, is
seen as the one with unsatisfied tendencies whiatsrizer vulnerable to transcend the limits
of that isolated world.

So, opposite viewpoints of their attitudes towdifgsare showed, bringing tension to
the relationship, as the narrator asserts:

Although they were usually the best of friends, saese Banford, though nervous
and delicate, was a warm, generous soul, and Mé#noligh so odd and absent in
herself, had a strange magnanimity, yet, in theglsnlitude, they were apt to
become a little irritable with one another, tirddoae another (LAWRENCE, 1976,
p.5).
The discrepancy between their perceptions on lifegb the sense of incompleteness
that may be associated to the concept of integead, rand to the possibility of reaching out

towards the sources of vitality discussed by Lawean his novels, as he states:

The whole is greatest than the part. And therefpr@ho am man alive, am greater
than my soul, or spirit, or body, or mind, or cdnssness, or anything else that is
merely a part of me. | am a man and alive. | amaa,mand alive. | am a man alive,
and as long as | can, | intend to go on being miare {dLAWRENCE apud
ABRAMS, 1974, p. 2148).

Following Lawrence’s principles, relationships mhsttaken as a way of making the
individual reach down into the mindless centersisfpersonality through the exploration as
an attempt to fulfill one’s own self. It brings The Foxthe idea of instinct or natural energy
with sexual connotation.

In March’s case, the search for the unknown displeyergy towards a sense of
reaching out new values and experiences as a i&shéir unconscious need for fulfillment.

Two important events in the narrative trigger sdnmgg as a sort of planes of consciousness,
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what greatly affects the character, leading heraw insights: the encounter with the fox and
Henry’s arrival in the farm.

Since the beginning, the presence of the fox imidhség, bringing instability to the
place for being described as the one responsiblehi@os, as the narrator says: “Since the war
the fox was demon. He carried off the hens under nbses of March and Benford”
(LAWRENCE, 1976, p.4).

This situation makes March react and attempt td thenanimal. Then, one evening
at the end of August, she was standing with herguer her arms, and hair pushed under

her cap when she saw the animal:

She lowered her eyes, and suddenly saw the foxvas$elooking up at her. His chin
was pressed down, and his eyes were looking upy et her eyes. And she knew
her. She was spellbound — she knew he knew heheSooked into her eyes, and
her soul failed her. He knew her, he was not daufitAWRENCE, 1976, p.7).

As we can perceive, the fox brings a new force w&iguggestion of domination over
March, for he faces her, exerting a certain fagmnaover the character.
Another situation that shows evidence of this newd is when Henry arrives. He is

the young guy greatly described by his youth aneingth, who also makes her feel affected
by new impulses. Let us see:

The young man — or youth, for he would not be ntbe: twenty — now advanced
and stood in the inner doorway. March already unterinfluence of his strange,
soft, modulated voice, stared at him spellboundWRENCE, 1976, p.12).

But to March he was the fox. Whether it was theusting forward of his head, or
the glisten of fine whitish hairs on the ruddy dkéenes, or the bright, keen eyes,
that can never be said: but the boy was to hefadkheand she could not see him
otherwise (LAWRENCE, 1976, p.13-14).

These passages above are important, not only edheg anticipate the coming
discussion on the connections between the anintatrenboy, but also to introduce one of the
most important aspects of Lawrence’s themes toaersadr rather, the sense of vital forces. In
this sense, the fox may be seen as a symbol ofulr@senergy that catches the character’s
attention, and makes her aware of something prifrieviaer. The exploration of this energy

gets an ultimate point when March dreams of thenahin that day she had met the guy:

That night March dreamed vividly. She dreamed skerdha singing outside which
she could not understand, a singing that roameadrthe house, in the fields, and in
the darkness. It moved her so that she felt shet mvesp. She went out, and
suddenly she knew it was the fox singing. He way yellow and bright, like corn.

She went nearer to him, but he ran away and cesisgthg. He seemed near, and
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she wanted to touch him. She stretched out her,Hartdsuddenly he bit her wrist,
and at the same instant, as she drew back, thetming round to bound away,
whisked his brush across her face, and it seenigdithsh was on fire, for it seared
and burned her mouth with a great pain. She awokie tive pain of it, and lay

trembling as if she were really seared (LAWRENC®/74, p.22-23).

From then on, March, who is the most restive ef tivo girls, starts moving to a
new direction towards her own life. Since the bagig, the analogy to the natural fox is
established through the vivid description of natmd of the animal in his vital state.

By discussing the role of nature in Lawrence’s wal&naki and Sumathi (2019,
p.61) have pointed out that the author has usexqtisitely in his novels by the intermixing
of fecund earth and love sick minds. For them, “tdeatment of nature is simple and direct,
mingled with an aura of sensuousness [...] His lo¥eltshat nature reechoes their physical
and mental vibration” (JANAKI AND SUMATHI, 2019, f1).

This is what may be observed in the above caseativis dream of the fox. The
vividness in its description, and its power burststhe readers’ consciousness that for March
“the fox represents an escape from her presentedesyl life, an escape conceived in
increasingly sexual terms”, as reinforces EngeV81$.106).

This narrative strategy makes clear interestindgopgbphical principles discussed by
Lawrence in his works, as he reacts against thieaegf the modern man to the preservation
of one’s own self. In order to so, the author folaes a kind of theory to set the terms for the
individual psyche in which each individual has arkl self’, an “active consciousness”,
which exists independently, and is prior to themady mental consciousness.

By explaining this theory, Jacobson affirms thathnay matters but the health of the
psyche:

When the psyche is healthy, the dark self, whicthéstrue source of the passions,
the true center of response to the outside word, pfrimacy and power over the
mental consciousness, which should properly do rttmae transmute the “creative

flux” of life into what Lawrence called the “shoahd” of ideas, abstractions,
principles, ideals (JACOBSON, 1973, p.137).

It is then observed that the main problem raisadesdisturbance in the relationship
of forces within the individual, and the mental soilousness with its ideas and ideals. This
breaks the tripartite aspect of integrality in whieason, body and emotion should take their
own place in the process, being so the source loélance that may interfere in the creative
life, and in the search of completeness.

So, althougiThe Foxis a text with an apparently simple plot and Imearrative

structure, we have seen that it also brings lotsepfesentative elements of Lawrence’s
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complex literary universe, as demonstrated elsesvttepugh the analysis of the noveldy
Chatterley’s Lover(SILVA, 2017). Just like this novel,he Foxalso “opposes, not only to
the social and political system, but also to thetaldlization of a whole paradigm of the
modern rational civilization” (SILVA, 2017, p.58)yhat have certainly represented a great

challenge to directors who intend to translataetid iscreen, as Mark Rydell did in 1967.

4 THE FOX ON SCREEN

The film adaptation oThe Foxat the end of 1960’s starts a cinematic outbufst o
Lawrence’s works and was released close togetheérdanng a renaissance period for the
writer in the cinematographic system. In the yefdtowing this production, two other
important appearedomen in Lovén 1969, by Ken Russell, ariche Virgin and The Gypsy
in 1970, by Christopher Milles.

To understand the rewriting of these works on scraed functions taken in the
cinematographic system, one should take into addtxenmajor change in critical status and
reputation that affected Lawrence during the 198@'sugh the re-appraisal and revival of his
main themes. This phenomenon brought about a shithe social attitude towards the
writer's work, and a change in both the publicatpractice, and attitude amongst critics and
academics.

As an attempt to justify the shift @nitics’ position which started a process of
renaissance in Lawrence’s literary production, Beyr{1997, p.54) has presented some
reasons to explain why Lawrence’s ideas seemed s&reus and acceptable to mid 20th

century readers than they used to be at the matiemnexts were published. For him:

Also, western society by that time had developedrempermissive standards
regarding sexual behaviour so Lawrence’s writinlgsud sex no longer seemed as
shockingly “licentious” as they had to earlier reesd [...] Concurrent with and

more important than all the writings about Lawreriben was the large-scale
reprinting of his own works in England and Amer{B&EYNON, 1997, p.54).

This statement shows the new positioerahky the writer and his works, and provides
an overview of the social and historical circumstmin which the film adaptation ©he Fox
was released, being the first American productiaseld upon Lawrence’s texts.

This new social and historical context moduction and reception of the film
contributes to the setting up of its new narratieafiguration, showing particular traits in the
rewriting of Lawrence’s literary universe. The filiells the same story of the book with two

girls living together in a farm, working and tryirg set things right in their daily routine.

Rev. FSA, Teresina, v. 17, n. 7, d®2, p. 239-252, jul. 2020 www4.fsanet. domnevista KA00S



A Paolitica Externa Brasileira nos Anos 30: Nazismd\acionalismo e o Jogo Internacional 249

Then, at the end of the wintex,former soldier who was in the army in Canadarnstand
realizes that the place was no longer his grandfattpropriety, and that it belongs to the
girls. Oncehe has nowhere else to go, the women allow hinetpwsith them in exchange for
helping with the work.

As a way of connecting images of a rataetting with those from the book, and of
anticipating Lawrence’s relevant themes to spedatat the beginning, the filmic narrative
shows the landscape ah isolated farm in rural Canada in the winter gebrwith the house
and lots of snow. The place is depicted in an agygachaotic situation in which characters
struggle to support themselves by raising chiclersdealing with heavier works.

Although it depicts the same storylirfigh® book, one can also see important shifts to
the way the filmic narrative focuses on charactenstruction, and their search for self-
fulfillment. For example, the ambiguity in the peegation of the girls’ relationship in the
book is effaced what makes it explicit to spectibnis fact becomes relevant to understand
the functioning of the film adaptation in the newcial context, because rather than going
deep into Lawrence’s complex discussion, it tdndsecome more superficial.

A piece of evidence of that occurs at\kry beginning when characters are still being
presented on screen. Jill Banford (Sandy Dannish@ved massaging Ellen March’s back
(Ann Heywood). Then, she goes upstairs, entersdoen and undresses herself, standing still
in front of the mirror. She looks at herself, turtie light off and starts masturbating.
Immediately after, the two of them are seen layangtheir bed as a couple, and the camera
moves towards the window as if it were in searchavhething outside.

By showing the nature of the bond betw&amford and March as a homosexual
relationship on screen, the movie also addresstgettheme of sexuality from the book, but
not in the same perspective. Whereas in the bogkomly part of a broader discussion on the
sense of exploration of one’s own self, in the fillbecomes one of the central arguments for
the narrative construction. As a consequence,ikmécfnarrative gains a more erotic appeal
on screen.

Another example that reinforces this mesgction in the filmic narrative perspective is
the way the character Paul Grenfel (Keir Dullea)canstructed on screen. Unlike his
description in the book in which sources of vitaliire greatly marked, in the film he is no
longer the young guy with no more than twenty, intdtve and aloof, but, instead, he is
represented as a mature, more experienced manaladdeels spellbound by March, as he is
also able to rationalize feelings, and sets sedmgilans. He devotes her attentions, and

proposes marriage to her, what arouses Jill's nesgt and jealousy. So, as in the book, the
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character’s representation to spectators alsolestab a clear analogy with the fox, although
some differences may be observed. Henry Grenfeh, swmamed Paul Grenfel in the film,
probably as an analogy to Paul, character fromfitse adaptation based upon Lawrence’s
work in the cinem&he Rocking Horse Winnémn 1949, by Anthony Pelissier, shows himself
off more for his intelligence and slyness thantm youth and spontaneity, as the short novel
reinforces.

Although this shift of perspective brougbtthe narrative, by putting emphasis on both
physical and intellectual character’s traits, thmoving away from that of the book that
focuses more on the physical one, it also makestaresting dialogue with Lawrence’s work
in the reception system. Firstly, it recovers theematographic memory of a character from a
previous film adaptation, consolidating images loé titerary universe to spectators, and
secondly, it reinforces an important theme of tmsverse that is man’s unbalance for the
excess of reason over instinct, as Janaki and $uhmate summarized Lawrence’s ideas: “He
wants to create an awareness to live in harmonly mature and utilize the resources for the
satisfaction of basic needs without harming theratwvorld” (2019, p.65).

By discussinghe Foxas a movie which sweeps aside conventional cosaépthat can
or can not be articulated on film, Greiff (200123). asserts that it can be analyzed as
something new to the parameters of industry. Far, hi

The heavy-handedness in the film, finally even y@&l himself, result partly from
his attempt to turnThe Foxinto an erotic show-and-tell of sorts, a graphic
demonstration of several sexual options availablehimankind. The on-screen
catalog includes heterosexuality (Henry and Dulléa)the barn), lesbianism
(Heywood and Dennis in bed or in the snow), andtanbation (Heywood and her
bathroom mirror) (GREIFF, 2001, p.52).

As we can see, the film expanded sdmeenatic possibilities from the literary text,
exploring subtexts, and making explicit ambiguitesl situations regarded problematic at the
moment it was published.

This cinematic strategy highlights thealkenges to adapt Lawrence’s short novels to
the cinema, and the possibilities they offer as tarting point for cinematographic
transformations. It boils down to the fact that ¢femre may give the opportunity for a balance
between two difficult extremes for filmmakers: oneohand, they have to overextend the
universe in order to fit it into the cinematograplanguage, and, on the other, to condense

aspects of the texts.
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5 FINAL REMARKS

As we have observed throughout our discussiondapting the short novdlhe Fox

by D. H. Lawrence to the cinema in the contextthef1960°s, Mark Rydell, although taking
relevant aspects from the literary universe of bloek, expended its universe to suit the
reception context. The case of the explicitnesth@fambiguity showed in the short novel on
the representation of an alleged homoerotic reiatipp between Ellen Marsh and Jill
Banford, for example, may be taken as of greatvaglee to understand the new narrative
construct on screen. With this more sexual appgalomponent depicted to spectators, the
film, unlike the book that discusses sexuality itlegper sense as a source of vitality, in which
instinct becomes a vital energy for the searchetitfalfillment, simplifies a fundamental
guestion raised by Lawrence in the book, his c¢sitic on the excess of modern man’s
rationalization of body instincts.

Despite the new narrative configuratiore fiim makes an interesting dialogue with
Lawrence’s literary universe, by giving emphasis some of its relevant themes, by
connecting with the social and cultural aspectshef reception context, and with the new

discursive claims and new perceptions by critics.
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