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David Herbert Lawrence (1885—1930) is a writer whose high rank 1n
twentieth-century English literature is generally acknowledged. There
may be some disagreement about the greatness of his poetry but as a no-
velist he has been but in the same class with Joseph Conrad and James
Joyce, at least since the epoch-making study of his fiction was published
by F. R. Leavis in 1955. This may be regarded as evidence of somewhat
unusual judgement of the English critics, because — unlike Conrad or
Joyce — Lawrence never revealed a specially keen interest in the form
of the novel and never undertook technical experiments on a large scale.
True, one of his novels, Women in Love (1920), now often regarded as
his finest achievement in fiction, departs radically from the conven-
tions of nineteenth-century realism, to which he had, by and large, remain-
ed faithful in his earlier works, but even this mature novel cannot be
compared in the originality of form to Joyce’s Ulysses. On the contrary,
it fits easily in the modernist tradition of the novel as a series of scenes!

* Page references to the three novels discussed are to the following editions:
Aaron’s Rod, A Guild Paperback, n.d. London, Kangaroo, Penguin Books 1950, re-
printed 1972, The Plumed Serpent, Penguin Books 1950, reprinted 1963.

1 Cf. M. Glowinski: Powie§é mlodopolska. Studium z poetyki historycznej,
Wroclaw—Warszawa—Krakéw 1969, ch. V.
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which replaced, at the beginning of the twentieth century, the older
model with its regular plot developing from the Vorgeschichte through
a series of chronologically arranged episodes to reach a climax and a reso-
Tution.

Clearly, even a casual reading of Lawrence’s novel makes it plain
that he is not remembered principally as a formal innovator. His aesthetic
concerns were never sufficiently strong for that. His achievement rests
rather on the imaginative power of his vision of the modern world as one
heading for a catastrophe, a vision that has had a remarkable appeal in
this century. Criticism of social values was often encountered in the novel
of his time but his denunciation of industrialized society for its neglect
of instinct and its exclusive stress on the rational faculty in man was
uncompromising indeed and it stamped his novels with a mark of original-
ity.

Yet the highest imaginative intensity lent to his fiction by the apoca-
lyptic vision of the future of humanity occurred during the war years
and went into the making of Women in Love. After that Lawrence was
not any more merely a prophet of the catastrophe; he also became an
advocate of the faith in a powerful individual who was to save humanity.
This was a belief that he shared with fascism which was gaining influence
in Europe at the same time. The affinity between Lawrence and fascism
in this respect has been pointed out and he cannot be quite cleared of the
charge notwithstanding numerous differences between him and fascism. 2
But an admission of certain similarities does not necessarily help to under-
stand what Lawrence wanted to achieve in the "leadership” novels nor
why they are imperfect as fiction. In order to assess their artistic merit
it is necessary to examine both the theme and the structure of each of
these novels.

The first thing that the three novels have in common is that the
theme is stated in all with ambiguity. The ambiguity seems largely due
to the fact that Lawrence, while retaining his belief in the approaching
crisis of the Western civilization wanted at the same time to show in his
novels a way of averting this crisis. Hence the fictional world in each
of the so-called "leadership” novels contains both elements of criticism
and glimpses of a new order postulated by the author. The mutual propor-

tion of criticism and postulated changes varies; the first two novels are
2 For admission of certain similarities between fascism and Lawrence’s post-
-war ideas see Harry T. Moore: The Plumed Serpent: Vision and Language
[in:] D. H. Lawrance A Collection of Critical Essays, ed. by M. Spilka, Englewood
Cliffs, New Jersey 1963, p. 61, also J. I. M. Stewart: Eight Modern Writers,
London—Oxford—New York 1963, p. 519. When Lawrence is defended against the
charge, the religio-mystic character of his political convictions is emphasized.
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mostly critical in tone, whereas the last one also proposes remedies. In
order to accomodate both elements Lawrence adapted to his purpose
the old conventions of the travel novel and repeatedly made his protago-
nists undertake a journey to a foreign country. Such is the plot in Aaron’s
Rod (1922), in Kangaroo (1923) and in The Plumed Serpent (1926), but
whereas the first two novels in this group criticize Europe, propose an
ideal that Europe should adopt and show the protagonist’s unsuccessful
search for a country that would embody this ideal in its social and politi-
cal institutions, the last one comes close to a literary utopia as it presents
much more fully the ideal order proposed by the author. 3

Aaron’s Rod and Kangaroo were evidently written while Lawrence
was only exploring the implications of his newly acquired faith in individ-
ual leadership and in the willing submission of the masses to a born
leader. This is why both novels have inconclusive endings and the postu-
lated new order is not presented fully in either novel. Yet the first one
is the more important of the two, because it at least states its main
problem clearly through its episodic plot in which the most important
part is played by two male characters. One of them is Aaron Sisson,
a secretary of the Miners’ Union who, after abandoning his family in a fit
of disgust with his existence goes to live in London and then to Italy.
The other is Rawdon Lilly, a writer and the authorial porte-parole who
preaches the need of submission of the masses to a superior leader. After
initial misunderstandings the two men meet again in Italy, which is plung-
ed in the political turmoil preceding Mussolini’s coming to power. Emerg-
ing from an unsatisfactory love affair Aaron comes to realize that love
no longer has any saving power either for the individual or for humanity
and, shaken by a bomb explosion in a café, where his flute has been
broken he listens again to Lilly’s offer of a relationship in which the
writer would be the dominant partner. Whether he will accept the offer
this time is not revealed, because the novel closes on an inconclusive
conversation about Aaron and Lilly about human relationships in general.
But it is at least implied by the narrator in his description of Aaron’s
response to Lilly’s fiery speech that the weaker of the two men feels
a strong fascination for the powerful personality of the writer:

”All men say they want a leader. Then let them in their souls submit to
some greater soul than theirs. At present when they say they want a leader, they

mean they want an instrument, like Lloyd George [...] But it’s more than that. It’s
the reverse. It’s the deep, fathomless submission to the heroic soul in a greater man.

3 Harry T. Moore stressed the radical character of Lawrence’s attack on
Western civilization as something that distinguishes it from the earlier novels of
the same period (op. cit., p. 65).
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You, Aaron, you too have the need to submit. You, too, have the need livingly to
yield to a more heroic soul, to give yourself [...] And you know it isn’t love. It is
a life-submission.” (p. 6)

The only clue given by the narrator about the response of Aaron to
this is a terse statement that when he looked at the face of his friend
it seemed to him "like a Byzantine eikon”. As one of the meanings of this
world in the OED is: ”a representation of some sacred personage, itself
regarded as sacred, and honoured with a relative worship”, it can be
concluded that the image carries with it some suggestion of Aaron’s
readiness to accept the words of Lilly as an almost religious truth. In
view of this, the last words of Lilly, telling his friend that his own soul
will tell him to whom he ought to submit are, perhaps, not really open
to many interpretations. For the plot of the novel has already shown the
bankruptcy of Aaron’s marriage, then of his love affair and even of his
music, when his flute is broken in the bomb explosion at a café. He is
evidently the character in need of guidance and Lilly’s superiority as
a fictional character was earlier suggested by the narrator in a description
of his appearance:

"His dark eyes were quick, his dark hair was untidy, there was some'triing
rilent and withheld about him. People could never approach him quite ordinarily.”
(p. 86)

The mutual relationship of the two main characteres one of whom
discovers his need to submit to the other, who has the qualities of a born
leader, is of great importance in the novel. It is through this relationship
that the main theme of the novel is presented. The novel is an open rejec-
tion of the democratic notion that all men are equal. When Lilly consistent-
ly asserts that this notion is false he merely expresses a belief that Law-
rence formulated directly in one of the letters written in the year when
the novel was published. There he wrote: _

"] don’t believe either in liberty or in democracy. I believe in actual, sacred,
inspired authority: divine right of natural kings [...].” (Collected Letters, p. 700)

Aaron’s Rod is thus a fairly accurate statement of the conviction which
Lawrence formulated for himself fully in the ’twenties and which assum-
ed that the weakness of twentieth-century Western civilization had its
source in the belief in equality. It is this belief that is shown in the novel
to be utterly wrong and what is postulated instead is a relationship in
which the superiority of one individual is acknowledged, as is also the
need for submission of others to him.4

* Yudhishtar argued that Lilly’s views are merely reported and do not receive
narratorial support {Conflict in the Novels of D. H. Lawrence, Edinburgh 1969, p. 225),
but this opinion was not substantiated by any evidence from the text.
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It should be stressed, however, that in this earliest ”leadership” novel
Lawrence restricted the postulatory aspect of the fictional world very
much. What is proposed comes only at the end and merely in the form
of an indication that the protagonist has adopted a new system of values.
This can be concluded from his long meditation on submission reported
by the narrator in the closing chapter:

"If he had to give in to something: if he really had to give in, and it seemed
he had: then he would rather give in to the devilish little Lilly than to the beastly
people of the world. If he had to give, then it should be to no woman, and to
no social idea, and to no social institution [...] he would rather give himself to the
little, individual man than to any of the rest.” (p. 336) .

The decision to accept Lilly as his guide and leader is the consequence
of Aaron’s sudden realization that "All the time, freak and outsider as he
was, Lilly knew. He knew, and his soul was against the world”. (p. 336)
wnat is it that Lilly knew can only be inferred from the next sentence
stressing his rebellion against all the world, of whose rottenness he has
probably become aware. This conclusion which the protagonist reaches
at the end, is meant to be valid for the Western man; for Aaron is con-
sistently shown as representative of his time by virtue of his sensitiveness
and his readiness to seek new values. Yet the novel ends when he has
just made his discovery and there is nothing in it to show how his ulti-
mate acceptance of the relationship founded on submission transforms
him or makes his life richer. Nor is Italy shown as a promised land. On
the contrary, Italy is as bad as England: plunged in disorder and material-
ism, torn by political dissent, with no leader and no sense of direction.
All in all, there is little in the fictional world of Aaron’s Rod that can
be regarded as a proposed norm; most of the novel is bitterly critical in
tone and the only thing that emerges at the end on the positive side is
a proposed change in the system of values accepted within the Western
civilization. Equality as a social and political ideal is rejected and is to
be replaced by the acknowledgment of the superiority of born leaders.

The next novel in order of composition, Kangaroo, is thematically
related to Aaron’s Rod and continues the critical examination of the ideals
which have become the heritage of Western civilization. Unfortunately,
because of its excessive length it presents its criticisms in a very ambigu-
ous manner. The main character here is Richard Lovat Somers, an English
writer coming to Australia with the hope that in a country with a small
population society might be more open to his reforming ideas. However,
what he sees of its political life, having met both a socialist and a fascist
leader, makes him disillusioned about the chances of forming a model
community on that continent and he leaves Australia for America. His
search for a place in which he might find or help to establish a new
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political and social order is accompanied by the marital strife that he
and his wife Harriet conduct throughout the novel. Possibly, Lawrence
considered the problem of supremacy in marriage to be closely related
to the problem of re-introducing hierarchy and obedience in society, but
this is by no means made clear in the novel, which is a curious mixture
of the monologues of the protagonist on world problems, his memories
of the war, descriptions of Australia, and intrusions by the narrator reach-
ing almost the length of independent essays.

Even in the case of a novel so ambiguous because of its faults of com-
position it is worth trying to understand its main idea and the best clue
to it can be found in the remarks of the narrator, who plays an important
role in it. As was the case in Aaron’s Rod, the narrator in the later novel
hardly ever speaks in support of the opinions of the fictional characters
limiting himself to interpreting and elaborating their thoughts and utter-
ances. But as Somers is both the protagonist and the author’s porte-parole,
as the narrative is conducted mostly from his point of view, his ideas are
also presented at greatest length and they convey the real message of the
novel by their sheer dominance over any other view expressed in dia-
logue.® Somers is really the hero of the novel, and as he is presented only
with very slight irony that does not essentially diminish the implied ap-
proval given to him by the narrator, his ideas must be regarded as coming
closest to the norm proposed by the author. True, the novel contains
mostly criticism of Western civilization and hardly any suggestion as to
what should replace it, yet a few positive postulates can be found even
there. They can mostly be found in fragments of Somers’ reflections
which are only amplified here and there by the narrator. The essence
of Somers’ message is this: whatever is wrong with the modern world
results from its persisting in the service of a dead ideal. This dead ideal
is the Christian ideal of love and an escape away from it is not a denial
of the existence of God, but an acceptance of a totally different idea of
God, the God of darkness that affirms man’s right to the hatred of one’s
neighbour. 8

As Aaron’s Rod postulated the replacement of the ideal of equality,
so the next novel wants to see the ideal of brotherly love supplanted by

5 8. Eile stressed that the very fact of presenting a theme shows its significance
writing: ,,W sensie najogblniejszym znaczy juz co§ sam dobér tematyki, o ile nie
ma charakteru pretekstowego, gdyz wyodrebnienie jej z nieskonczonego szeregu
innych mozliwo$ci akcentuje implicite jaka§ wage ukazanych zagadnien.” (Swiato-
poglad powie$ci, Wroctaw—Warszawa 1973, p. 173).

6§ In his discussion of Aaron’s Rod Eliseo Vivas argued that already in the
carly ’twenties Lawrence was formulating an ethical system which was unacceptable,
because it glorified selfishness’ (D. H. Lawrence, The Failure and the Triumph
of Art, London 1961, p. 45).
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an open admission that there is a desire for evil in the human nature and
that it must finally be permitted to reveal itself. This is stressed in a specu-
lation by the narrator on the denial of the power of evil in humanity in
chapter XV:

"The Lord thy God is the invisible stranger at the gate in the night, knocking.
Ye is the mysterious life-suggestion, tapping for admission. And the wondrous
Victorian Age managed to fasten the door so tight, and light up the compound so
brilliantly with electric light, that really there was no outside, it was all in. The
unknown became a joke [...].” (p. 313)

The chapter that follows this speculation of the narrator presents an
eruption of violence at a political meeting in which people get killed.
This is exactly as Somers foretold in an earlier chapter, "Revenge! Timo-
theus cries”, where he claimed that the ideals of "Love, Self-sacrifice,
and Humanity united in love” are the dead ideals still preserved and that,
once people discover the deadness of these ideals, they will feel betrayed
and will seek revenge. This argument is supported with examples in
Somers’ reflection on history: '

"Men revenged themselves on Athens, when they felt sold. When Rome, persist-
ing in an old, defunct ideal, gradualy made her subjects feel sold, they were reveng-
ed on her, no matter how. Constantinople and the Byzantine Empire the same.
And now our turn.” (p. 292)

The looseness or rather vagueness of Somer’s interpretation of history
is evident but then this fragment is only used here as a starting point
for his reflections on the ways in which human conduct ought to be
guided. And in this respect the protagonist concludes that man can be
freed from the tyranny of his own mind only when he becomes a part
of the mass and when his action is directed by the collective subconscious-
ness. Yet it is characteristic of this novel that no conviction of the protago-
nist is presented as ultimate truth, because the narrator’s support is never
given to any statement either directly, or through the manipulation of
the events of the plot. On the contrary, the dialectic pattern is evident
throughout and as soon as the condemnation of the mind has been for-
mulated by the protagonist there follows a dramatic presentation of the
power of the mind: Somers becomes involved in a disturbance at a polit-
ical meeting and feels a sudden urge "to let go” — to become part of the
violence and madness around him — but even then the guidance of his
mind persists and the next sentence contains brief information that "since
he didn’t really know whom he wanted to let go at, he was not quite
carried away.” (p. 347)

As this important scene goes on, it reveals the final reaction to the
collective madness that Somers had witnessed: he felt "a kind of grief,
a bitter, agonized grief for his fellow-men.” (p. 348) Eventually, he decides
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to disentangle himself from the chaotic Australian politics and to leave
the continent, even though he admires it for its “emptiness”, its “natu-
ral” state uncorrupted by the old architecture of Europe which he regards
as mere “encumbrances of stone and steel and brick, weighing on the
surface of the earth.” (p. 380) In a statement that he makes immediately
bhefore departing he again asserts:

"I'm the enemy of the machine civilization [...] But I'm not the enemy of the
deep, self-responsible consciousness in man which is what I mean by civilization.
In that sense of civilization Id fight for ever for the flag and try to carry it on
into deeper, darker places.” (p. 383)

There is evidence that Lawrence professed at the time the same be-
liefs as Somers expresses in Kangaroo and it led him to a paradox: he
attacked the Western civilization in the novel for upholding dead values
but simultaneously affirmed, through the protagonist who is in essence
supported by the authorial narrator, that one ought to remain faithful
to the "self-responsible consciousness” which is the heritage of that civili-
zation. Naturally, with these contradictory statements of the main charac-
ter, accompanied by sudden turns in the plot, the overall meaning of
Kangaroo is puzzling and the author remains uncommitted on the problem
of what precisely ought to be abandoned and what ought to be retained
in the civilization to which he belonged. In Aaron’s Rod he already reject-
ed the idea of equality as false, in Kangaroo he condemned with equal
vigour the Christian ideal of love. But the implications of this rejection
of the ideal of love are not followed to their logical conclusion in this
later novel: the acceptance of hatred is not shown as desirable. Somers is
allowed to have merely a glimpse of mass violence and the violence is
certainly not shown as a postulated beginning of a better order. It is
rather presented as a warning that that may be the line that humanity
will follow if a long overdue revision of values is not made.

In this way the ending of the novel brings out its tentative or hypo-
thetic quality. It is not a story of what happens to Somers, but what he
feels is going to happen to the world. The role that Australia plays in this
speculation of the main character is minor: he simply comes to it with
a hope that this is the country where the Western civilization may be
reborn but finds that it is as corrupted as the European continent and past
saving. Yet, apart from this discovery, little of what happens in the novel
confirms Somers’ premonition of the catastrophe that is to happen to the
West. Nor does the fictional world reflect with any clarity the new order
postulated by the author. Indeed the novel can be said to cover the same
ground, in problems, as did the second part of Women in Love, where the
abstract ideas were much more firmly a part of the fictional world. In
Kangaroo they are just a series of hypotheses that the main character



D. H. Lawrence’s "Leadership” Novels... 171

formulates. Nothing really happens to him and he remains throughout
merely a “thought-adventurer” toying with the possibility of joining one
political party or the other and remaining a critical outsider. The plot
is thus restricted mostly to the presentation of the ideas of the main
character. What is more, these ideas are largely negative: condemnation
of egalitarian democracy, rejection of the Christian ideal of love, fear
of the consequences of the suppression of man’s subconscious needs.
Nothing really positive emerges, as J. I. M. Stewart stresses in his brief
analysis of the novel. 7 But equally nothing like a total condemnation of
Western civilization is made, since Somers ultimately stresses his loyalty
to the "self-responsible consciousness” that is an integral part of the
Western tradition.

It was only in the next novel, The Plumed Serpent, that Lawrence
created a fictional world which was both an uncompromising condemna-
tion of the Western civilization and an embodiment of a proposed norm.
In one stroke the novelist replaced there Western egalitarian democracy
with theocratic totalitarianism eliminating Christianity and installing in
its place a primitive religion that reverts to human sacrifices. Finally,
machine economy was replaced in that novel by work of the human hands
in a manner truly reminiscent of Morris’ News from Nowhere. Lawrence
himself thought highly about his intellectual achievement in the novel,
but his critics have rarely shared his enthusiasm. Indeed, the reverse
is true: of all his works of fiction this is the one that has most often been
condemned for its ideology 8.

The plot of this last "leadership” novel follows essentially the pattern
used earlier used in Aaron’s Rod and in Kangaroo: the main character, this
time a woman, Kate Leslie, sets out on a journey in search of spiritual
values that have been lost in Europe. While staying in Mexico, she
comes under the influence of Don Ramon Carrasco, leader of a revolutio-
nary movement, and his Indian-born general Don Cipriano Viedma. The
two men start a revolution which is to be not a mere political movement
but also a religious revival aiming at discarding Christianity and going
back to the old Aztec religion. Though Kate has earlier been disillusioned
with politics and though she is at first repelled by acts of cruelty committ-
ed by both men, she eventually decides to marry Cipriano and stay in
Mexico. This is because her experience in the country helps her to shed
her predominantly intellectual attitude to life and adopt a new one which
consists in abandonig her desire for individual freedom and in trying
to satisfy her unconcscious needs. The transformation of Kate from a civ-

7 Ibid., p. 550.
8 Cf. Moore: op. cit.,, p. 67.
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ilized woman living by intellect into a primitive one living by instinct
is not a completed process even at the end of the novel. Nevertheless it is
clear to her by then that she has discovered a way to a meaningful life
which she was unble to achieve in Europe. ?

That this is in essence the change that Kate undergoes in Mexico is
conveyed by different devices: by recurrent images, by the titles of the
three final chapters and by a staightforward narratorial comment. The
recurrent images which intimate that Kate gradually achieves a state
of union with nature are those of the tree and of the serpent. When she
feels that she is giving up her former ambitions and aspirations because
Mexico is "pulling her down” Don Ramon, largely acting as the authorial
porte-parole in the novel, explains to her:

"Mexico pulls you down, the people pull you down like a great weight! But
it may be they pull you down as the earth’s pull of gravitation does, that you
can balance on your feet. Maybe they draw you down as the earth draws down
the roots of a tree, so that it may be clinched deep in soil. Men are still part
of the Tree of Life, and the roots go down to the centre of the earth.” (p. 87)

The image of the tree is to show that human life needs stability more
than it needs liberty and Kate soon realizes it. Gradually she ceases to
miss her former ”soaring sense of liberty” (p. 79) and at the end of the
novel she accepts as true Don Ramon’s words: "There is no such thing as
liberty” (p. 79). The full realization of the truth of these words comes to
her in figurative form at the end of the penultimate chapter when she
sees a snake and asks herself if it is "disappointed at not being able to
rise higher in creation” and, after a moment of doubt, answers herself:
"Perhaps not. Perhaps it ‘had its own peace.” To make the analogy
between the heroine’s condition and that of the snake even more emphatic
the narrator then adds: she felt a certain reconciliation between herself
and it” (p. 414). The heroine’s acceptance of the humble reptilian condi-
tion marks the opening of a new stage of her consciousness. As has been
seen, it is Don Ramon who formulates the author’s postulates and Kate
gradually discovers their truth. The philosophy of life that he teaches her
is fairly simple and could be conveyed in direct language but the imagery
gives it a poetic dimension.

However, to make his meaning more explicit Lawrence expressed it
also through the titles of the closing chapters. One of these is ”Teresa”
and it is devoted entirely to the presentation of the portrait of Ramon’s
second wife. Her sole function in the novel is to show what a perfect wife
should be like: loving, unselfish, submissive. Kate is shown as finally
acknowledging Teresa’s superiority and in the next chapter, entitled ”"Kate

9 Tt is stated explicitly in one of the early chapters that ”the flow of her life
was broken and she knew she could not re-start it in Europe.” (p. 85).
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is a Wife”, she makes a conscious effort to come close to the ideal. She
comes a step closer to her complete transformation when she gives up her
critical faculty and refuses to judge her husband for his acts of cruelty.
On that occasion her thinking is reported by the narrator without any
comment:

"Why should I judge him? He is of the gods. And when he comes to me he
lays his pure, quick flame to mine, and every time I am a young girl again...
What do I care if he kills people?” (pp. 409—410)

This brief passage shows that when it came to ethical problems the
novelist found it convenient to present only the subjective view of the
main character. Her complete ethical indifference is never explicitly en-
dorsed by the narrator. But neither is it any way contradicted or at least
provided with a contrast which could be regarded as an oblique expression
of an opposed point of view. In addition the context makes it plain that
Kate, transformed into a passive, uncritical specimen of womanhood, is
presented as a desired norm by the narrator.,Indeed, the last chapter has
only a brief exclamation in the title: "Here!” Surely this title can be
understood as indicating the heroine’s resolution to stay in Mexico and
though again the narrator does not openly express his approval of her
decision he does it with only a slight disguise in a passage describing the
success of her return to the primitive condition of humanity:

”Sometimes, in America, the shadow of the old pre-Flood world was so strong,
that the day of historic humanity would melt out of Kate’s consciousness, and she
would begin to approximate to the old mode of consciousness, the old, dark will,
the unconcern for death, the subtle, dark consciousness, non-cerebral but ver-
tebrate.” (p. 431)

These are not sentences that are meant to simulate the thinking of
the main character, either in syntax or in vocabulary. It is the narrator
speaking for the author. Lawrence evidently endowed Kate with his own
American experience which he revealed, among others in an essay New
Mexico where he wrote’ ”[...] it was New Mexico that liberated me from
the present era of civilization [...]” 1® and added that in Taos “you will
feel the old, old roots of human consciousness still reaching down to depths
we know nothing of...”” 11 (p. 185).

These two quotations indicate, it is hoped, that it was Lawrence’s
intention to show, through the experience given to Kate, his own attitude
of rejecting, at least temporarily, the European civilization which he had
criticized with sufficient sharpness already in the two earlier "leader-
ship” novels. However, if the criticism of Europe is something that all

10 Essay reprinted in Selected Essays, Penguin Books, 1968, p. 181.
1 Ibid., p. 185,
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the threa novels have in common, The Plumed Serpent stands alone by
virtue of the full presentation of a fictional world which shows the pro-
posed changes. _

There can be no doubt that Kate has full narratorial approval. There
is also ample evidence in the novel that after she becomes transformed
by her Mexican experience she becomes a model character and exem-
plifies the changes proposed by the author, through the intermediacy of
Don Ramon, as a cure for modern humanity. True, initially she is shown
as overintellectualized and arrogant in her trust in intellect, but even
then she is a character keenly aware of her own limitations as well as
possessing a sense of the crisis of the Western civilization. Her individual-
ism is also stressed early by the narrator who says of her already in
chapter II that she ”"was never in any society: too Irish, too wise.” (p. 48).
In the closing chapter she is also described by the narrator as a person
able to learn from experience: "Kate was a wise woman, wise enough to
take a lesson.” (p. 456). But this direct form of narratorial approval is not
frequent. More often Kate’s role in expressing the author’s ideas, along
with Don Ramon, becomes evident simply because her point of view dom-
inates in the novel.

The shaping of the character of Kate is the result of her function in
the novel, which is to go through a series of experiences illustrating Law-
rence’s ideas. This is why F. R. Leavis’ remark that ”she is the one char-
acter of major intrinsic interest” 12 seems wide off the mark, because it
suggests that The Plumed Serpent could be regarded as a psychological
novel. Nothing could be further from truth; it is no more a psychological
novel than Aaron’s Rod or Kangaroo. J. I. M. Stewart is nearer the truth
when he calls it a "fable” 13. If it differs from a fable it is mostly in its
intended lack of clarity in the presentation of ideas, but this was, very
possibly, the consequence of Lawrence’s theory of fiction. As J. Paterson
pointed out, Lawrence assumed that the artistic process must be un-
conscious and if it was that, it also had to be spontaneous.!* As long as
he was interested in the drama of human relationships this trust in spon-
taneous writing served him well, but when, after the war, he became
interested in ideas rather than in character, reliance on spontaneity in
their presentation made the fictional world in these novels confusing.
As John R. Harrison put it, "the difficulty of interpreting Lawrence’s

12 Thoughts, Words and Creativity. Art and Thought in Lawrence, London
1976, p. 57.

13 Ibid., p. 557.

14 The Novel as Faith, Boston 1973, p. 174.
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work is that he was trying to communicate something to the intellect
which, he was always stressing, was beyond the intellect.” 15

The weakness of the three ”leadership” novels is largely due to the
fact that, as Lawrence’s ideas about history, politics, religion were in-
creasingly complicated, he became impatient with the requirements of
the form of the novel ® and adopted a pattern almost crude in its sim-
plicity, with a protagonist undertaking a journey in the course of which
he (or, in the case of the third novel, she) was making discoveries about
the causes of the decline of Western civilization and about the ways of
saving humanity from catastrophe. Not only was the main character mo-
notonously the same in the different novels, but the narrator is given
as great prerogatives as he had in early Victorian fiction and can inter-
rupt the story to discuss any subject of interest to the author; finally,
any problem that is not discussed by the narrator, may be presented in-
stead by the authorial porte-parole. As a result direct discussion or spec-
ulation dominates in the three novels, but ideas are never presented with
clarity. !

The last but also the most important flaw of Lawrence’s three post-
-war novels is the violently negative character of the ideas themselves,
the uncompromising rejection of all the European heritage and an attempt
to replace liberty, love, equality by submission, right to hatred and a re-
lationship between the born leader and those who obey him. The attack
on the European heritage reached its highest point in the last novel which
presents as desirable everything that runs counter to the tradition of
European civilization. It is in this novel that the postulated order has the
largest share in the fictional world, but because this fictional world is
so radically different from everything accepted in Europe, it implies the
novelist’s harshest criticism of his own civilization. It is difficult to agree
with the opinion of F. R. Leavis that the book fails as a novel but contains
redeeming "felicities of thought formulation”.1? If it fails as a novel, it is
because its ideas are inadequate and are often expressed by means of
inadequate novelistic devices. This is by and large true of the earlier
novels of this group, too; they all offer some very pertinent criticism of
twentieth-century Western civilization, but they do not stop at that and
when Lawrence proposes remedies, the remedies are as bad as the evils
which they are meant to cure. In a novel criticism cannot be separated
from postulates because together they form the fictional world and this
is why, once Lawrence’s vision of the salvation of the world turned out

15 ‘T'he Reactionaries, London 1966, p. 187.
16 Cf Stewart: op. cit,, p. 538.
17 Ibid., p. 57.
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to be both naive and expressed through inadequate novelistic means, the
novels could not become successful. Critics of Lawrence’s novels often
pointed out the naivete or perversion of Lawrence’s ideas 8; they also
remarked on the careless and simplified form of these novels but it is
worth while to emphasize that the two are inseparably connected: when
Lawrence became a prophet more than an artist, his novels degenerated
into something like thinly disguised political pamphlets.

STRESZCZENIE

Dawid Herbert Lawrence (1885—1930), uwazany obecnie za jednego z czolo-
wych powie$ciopisarzy angielskich okresu I wojny $§wiatowej i dziesieciolecia po-
wojennego, zawdziecza swojg pozycje bardziej katastroficznej wizji §wiata, zawartej
w jego utworach, niz eksperymentom formalnym. Juz w powieS§ciach z lat 1915—20
dal sie poznaé jako bezkompromisowy krytyk cywilizacji europejskiej. Jego po-
wieéci pbéiniejsze, pod wieloma wzgledami podobne tematycznie, sg jednakie uwa-
zane za utwory stabsze, przez jednych ze wzgledu na uproszczong kompozycje, przez
innych za$§ z racji wyrazonych tam pogladéw politycznych i moralnych.

W artykule wysunieto teze, Ze artystyczna slabo§¢ trzech powie§ci z okresu
1920—26 wynika nie tyle z ich uproszczonej kompozycji, ile z celowo niejasnego
wyraZenia tam S§wiatopogladu pisarza przez fabule i uksztaltowanie postaci. Swiat
przedstawiony kazdej z tych powie$ci dzieli sie wyraZnie na cze§¢ krytykowang
i cze§¢ postulowang. Dwie pierwsze powieSci odznaczajg sie jasnoscia w czeSci kry-
tycznej, podczas gdy postulaty autora, do§é jeszcze nieliczne, przedstawione sg nie-
jasno, najczesciej przez spekulacje postaci fikcyjnych, ktére nie zawsze otrzymuja
wyrazne poparcie autora. W powieSci ostatniej utrzymana jest réwnowaga po-
miedzy krytyka a postulatami, jednakze i tam ze wzgledu na radykalny charakter
postulatéw przedstawione sg one czesto jako wynik subiektywnych do§wiadczer po-
staci fikeyjnych, ktére autor aprobuje jedynie poérednio przez metaforyke i tytuly
rozdzialéw, rzadziej za§ przez wypowiedzi narratora. Tak wiec niejasno$ci we
wszystkich trzech utworach sg nastepstwem zabiegdéw pisarskich, nie za§ brakéw
warsztatu.

PE3IOME

JaBup Tepbepr Jlopeuc (1885—1930), KOTOpLIH A B HACTOSLIEE BPEMS CUUTAETCHA
OIHMM M3 BeAyIRMUX aHrJIMMCKMX DOMAHMCTOB IiepmMofa I MHUPOBOM BONMHBI M TIOCHe-
BOEIIHOrO AEeCATHJIeTHHA, CBOE Io3uuueli B Jurepatype obA3an HE CTOJBKO (hopMalib-
HBIM SKCIIEPMMEHTAM, CKOJBKO KaTacTpotuueckoil KapTuHe MMpa B CBOMX INIpPOMU3-
BeleHUAX, Yike B pomanax 1915—1920 rr. mucaresp BBICTYIMJI Kak GeCKOMIIpOMMC-
HbIA KPMTMK €BPOMEMCKOM uuMBuAM3auuu. Ero nosjdeiiime poMaHbl, TEMATUHECKU
CBA3allHble C IPeAbIAYILIMMM, CHMUTAKOTCA KpuTHMKamyu Oojiee cnabbIMyu npousBeneHusA-
MM K3-33 CBOEJM YIPOUIEHHO) KOMMO3MLMM, 110 MHEHMUIO OAHMX, M MU3-3a BbIpaXKEHHBIX
TaM INOJUTUYECKMX M MODPaJbHBIX B3rJfAJ0B, 110 MHEHMIO APYTHUX.

18 Cf J Moynahan: The Deed of Life. The Novels and Tales of D. H. Law-
rence, Princeton, New Jersey—Oxford 1963, pp. 112—113, Vivas: op. cit, Part I
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B craThbe BhigBUTaeTCHA TE3MUC, YTO XYAOXKECTBEHHble HEAOCTATKM TDPEeX DOMAaHOB
JlopeHca nepuojaa 1920—1926 rr. BhITEKalOT He TOJBKO M3 MX YIPOLIEHHO} XOMIIO-
3ULUM, HO M3 MX HAMEPEHHO HEesACHOTO MMPOBO33PeHMs MMUcaTelld, BbIpaXKeHHOro da-
bynoit M c¢popmupoBanuem 00pa30oB. Mwup, NpPeACTaBJEHHbIA B 3TMX pOMaHax, ne-
JIUTCA HA 2 YACTH: KPUTUKYEMYIO M MOCTyJaupyemylo. J[Ba nepBbIX pOMaHa XapaxTe-
PHU3YIOTCA ACHOCTBK KPUTUYECKOM 4YaCTH, XOTHA IIOKA eIllje HeMHOrOYMCJIEHHBblE NOCTY-
JaTbl aBTOPAa TYMaHHBI, a MX BbIPa3UTENAMM ABIAITCA (HDMKTHUBHBIE TepoOM, KOTOpbIE
He Bceraa HaxXOAAT y aBTOpa NOAJEpKKYy. B mocnepHeM poMaHe nmucaTesid paBHOBe-
cue MeXXAY KDUMTMKOM M NOCTyJaTaMM COXPaHSAeTCs, XOTA M 3AeCh OHM IpelCTaBJeHb!
KaK pe3yabTaT Cy6beKTMBHBLIX ONbITOB (PAaKTHMBHBIX repoeB, KOTOPbLIX aBTOpP amnpo-
bupyeTr nuillb MOCPEACTBEHHO — uepe3 MeTadOPUKYy M HA3BaHUA pPa3geyioB, PeRKo
yepe3 BbICKa3blBaHMA nOBecTBOBarend. (CleaoBaTeNIbHO, HEACHOCTH, BhICTyNaplnue
BO BCEX TpEeX IPOU3BEJeHUAX, ABJIAIOTCA JIUTEDATYDPHBIM IIPUEMOM, a HE OTCYTCTBUEM
y nucatens XyAOXKECTBeHHOTO0 MacCTepCTBa.

12 Annales, sectio F, vol. XXXII



