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2 3 0 Recensioner

Från vetenskapligt metodisk synpunkt, slutligen, måste man ställa sig frågande inför 
Levanders sätt att utnyttja tidigare forskning. Varför välja just Eichners och Lions —  i 
och för sig förträffliga —  studier över Mann som utgångspunkt med förbigående av 
standardverk som Lessers och Mayers? Men om man tar hänsyn till Levanders egna in­
tentioner är detta dock av underordnad betydelse. Som helhet är hans monografi ett 
gediget arbete, en utmärkt presentation av ett betydelsefullt författarskap och samtidigt 
en bekännelse till de humanitetens ideal som Thomas Mann förkunnade.

Gunilla Bergsten

KINGSLEY WlDNER: The Art of Perversity. D. H. Lawrence’s Shorter Fiction. Univ. 
of Washington Press 1962.

Eu g e n e  G o o d h e a r t : The Utopian Vision of D. H. Lawrence. The University Presses 
of Chicago. 1963.

Ju l ia n  M o y n a h a n : The Deed of Life. The Novels & Tales of D. H. Lawrence.
Princeton University Press. 1963.
In 1957 John Middleton Murray, at one time D. H. Lawrence’s closest friend, though 

they parted as bitter enemies, summed up “the case of Lawrence” in the following way.
“D. H. Lawrence has been the most controversial figure in English literature in the 

twentieth century. But, since the end of the Second W orld W ar, there has emerged a 
growing consensus of opinion that he is the most significant writer of his time. Con­
troversy continues about him; but in the main it is about which of the two conspicuous 
elements in him is the more important— the artist or the prophet.”

W hat makes many readers dislike Lawrence is his preaching to them. To him, an 
artist must be prophetic, “ahead of the times”, in order to be a good artist, and by read­
ing him people should correct their lives and realize that the only salvation from the 
devastation of industrial civilization is in Lawrence’s vision of a human community built 
mainly on a reverence for life and new patterns of behaviour. The creative writing, like 
his philosophy, springs directly from problems of living, and becomes for him a human 
centrality. The cliché that a writer’s work reflects his own problems and struggles, is 
particularly true in the case of D. H. Lawrence.

The critic who “discovered” Lawrence as primarily an artist, was F. R. Leavis. In a 
series of Scrutiny articles between 1950 and 1953 he began a “revaluation” which cul­
minated in a stimulating though often controversial book, D. H. Lawrence: Novelist 
(1955). Whenever a new study of Lawrence appears, one is sure to come across Leavis’s 
name on its pages, and though it is impossible to subscribe to all his views, his outstand­
ing analyses cannot be overlooked in any serious discussion of Lawrence’s fiction.

Kingsley W idmer sneers at “moralistic, academic, pedantic writers, sentimental mora­
lists, genteel authoritarians” in The Art of Perversity, a discussion of Lawrence’s tales. 
It is thus clear that W idmer is no adherent of Leavis. To W idmer, Lawrence’s cosmos 
is nihilistic, whereas Leavis stresses that “full spontaneous living” is Lawrence’s foremost 
concern, his quest for life. In aid of his thesis of perversity as “our most fundamental 
religious heritage” W idmer selects among the short stories those which seem to fit in 
with his private bias. It is quite clear that characteristics such as obsession, violence, 
misogyny, rebellion, and heresy, to mention a few of W idm er’s preoccupations, can 
profitably be followed in Lawrence’s fiction— in the novels just as much as in the 
tales— but the negative aspects are too heavily stressed. There are in Lawrence’s world 
islands, deserts, and icy mountains, but also flowers, birds, and green copses.

After reading W idm er’s book, the title strikes me as misleading. Surely, “perversion” 
in W idmer’s terminology seems to mean the paradoxical tension between positive and 
negative values, salvation and destruction, regeneration and annihilation, optimism and 
nihilism. Lawrence’s characters become really vital only when they reach “the reality of 
nothingness”, W idmer asserts, but it might be retorted that by doing so they cut 
themselves off from “the living cosmos”, from true human relations.

W idmer follows persistently a single theme, and this singleness of approach na­
turally brings with it a certain stiffness in organization. A reader acquainted with Law­
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rence’s own books is often tempted to challenge his results, but no doubt the book has 
brilliant parts. One profits particularly from his exhaustive notes where, for instance, he 
discusses briefly the affinities between Lawrence and Nietzsche. Besides, he gives valu­
able references to further reading, especially in Lawrence’s less known non-fictional 
works.

A study that concentrates on Lawrence’s “thought-adventures” is Eugene Goodheart’s 
JThe Utopian Vision of D. H. Lawrence. Nobody claims that a book on Lawrence should 
cover all sides, but here as in W idmer’s book one feels a certain lack. Even though 
Goodheart sticks closely to Lawrence’s ovn statements, his interest in ideas makes him 
concentrate so much on the “prophetic” works, A Fantasia of the Unconscious and 
Psychoanalysis and the Unconscious, that the artistic values are lost. The novels are used 
for abstracting the phrophetic elements, and Lawrence’s almost uncanny gift for re-creat­
ing vital experience, passing beyond the “old stable ego”, is neglected, for one thing.

Whereas F. R. Leavis has tried to put Lawrence in a tradition beginning with the 
English nineteenth-century novelists, Goodheart stresses his place in European literature 
and attempts to put him in relation to the intellectual and cultural movements of his 
time. Nietzsche, Rilke, and Freud— “the tablet-breakers”— are mong the writers most 
frequently mentioned. Goodheart forces one to look with new eyes on much of Law­
rence’s production, but one has a feeling that the attempt to make him a European is 
somewhat exaggerated. Lawrence is, I feel, more “English” than Goodheart seems to 
think, even though his vision is considerably broader than for instance George Eliot’s 
“little England”.

Goodheart finds in Lawrence two impulses that coincide: 1) towards self-responsibil- 
ity, 2) towards true human community. Whereas Lawrence’s individualism, his wish for 
integrity, have often been called extreme (cp. W idmer’s “perverse”), the latter aspect, 
the impulse towards community with others, has generally been overlooked (“Myself, I 
suffer badly from being so cut off”). This wish led to visions of a cleaner, better world 
far away from the impersonal forces of machinery and society that were breaking down 
“the life forces”. Goodheart finally suggests— quite rightly— that Lawrence was unable 
to solve the contending elements of his dualism.

A danger about a book of this kind is that by keeping away from the literary texts 
the author may create an impression that Lawrence’s “prophetic” side is uppermost in 
importance. Also, by selecting the material he wishes, the author is able to use Law­
rence’s often incoherent “philosophy” in support of his own theories, just as, by the way, 
those who have charged Lawrence with fascistic tendencies, have done. Nevertheless, 
if Goodheart’s book is read with care and not always taken at its face value, it can offer 
a host of interesting suggestions.

Goodheart’s attempts to make Lawrence intellectually respectable may be taken with 
a grain of salt. Another critic, Julian Moynahan, refuses altogether to see Lawrence as 
a prophet but calls him “a professionel artist”, a “novelist and writer of tales first and 
last”. Nor does he agree with Goodheart as to Lawrence’s cultural background. The 
novels are “continuous with the richest traditions of English fiction”. But whereas Leavis 
defends Lawrence’s thought, Moynahan cares exclusively for the art, “the creative re­
sults of Lawrence’s sustained creative practice over two decades in the art of fiction”. 
He states that he is seldom concerned with Lawrence’s personality or his doctrinal for­
mulae, though, like Leavis, he admits that references must be made to personality and 
biography; he does not subscribe to “the biographical fallacy” nor to the “intentional 
fallacy”.

Moynahan’s method of criticism is intended to be “as unsystematic and as flexible as 
possible”. This is fortunately not fulfilled all through the book, though the looseness 
of one or two of the five sections limits their value. Like most recent critics he follows 
Leavis in the view that W omen in Love is “one of the half dozen most important novels 
of the present century”, and his examination of Lady Chatterley’s Lover— the best part 
of the book— displays a sound knowledge and an unusual insight in Lawrence’s fictional 
world.

W idmer would no doubt call Moynahan a “sentimental moralist” on strength of the 
latter’s judgment of the “leadership novels” (Aaron’s Rod, Kangaroo, and The Plumed
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Serpent). They are dismissed as “failures” instead of being subjected to a careful ana­
lysis. The weakness of Moynahan’s book seems to be the inability to judge Lawrence’s 
importance except from a point of view resembling modern liberalism. According to 
this moral standard Moynahan praises and condemns, which naturally often brings him 
into a polemical position where he summarizes and judges values defined by previous 
critics.

However, in my opinion Moynahan’s book is easily the best of the three commented 
upon here. A flexible critical approach is combined with clear-sighted comments on the 
Laurencian psychology and coneption of man and society, and the result is an outlook, 
broader than W idm er’s and Goodheart’s, and more rewarding for the general reader 
who is probably more interested in Lawrence’s art than in his ideas.

Lennart Peterson

R e n a t o  POGGIOLI: Peoria dell’arte d’avanguardia. B o lo g n a  1 9 6 2 .

Den florentinske slavisten och litteraturhistorikern R. Poggioli, som f. n. är verksam 
vid Harvard-universitetet i USA, har åstadkommit en vidsynt överblick av avantgardis- 
men. Förutom anglosaxiska poeter och konstnärer har glädjande nog romanskt (franskt- 
spanskt-italienskt) och ryskt avantgarde lämnats stora utrymme. Att exempelvis den tyska 
expressionismen kommit i strykklass gör ju en svensk läsare mindre. De många defini­
tionerna och den bitvis mycket abstrakta stilen gör verket något svårsmält, men detta 
uppväges av den överskådliga dispositionen och de förnämliga registren verket inne­
håller.

I verkets tre första kapitel undersöks avantgardet som »mytologi», medan det i de fyra 
centrala kapitlen studeras som en psykologisk och sociologisk företeelse. Slutligen place­
rar förf. in avantgardismen i ett estetiskt och historiskt sammanhang. Det är vårt att under­
stryka, att förf. behandlar sitt ämne som ett socialt och sociologiskt fenomen i vida högre 
grad än som ett estetiskt. Poggioli visar upp en personlig profil i sin behandling och be­
dömning av avantgardet, men det är tydligt, att exempelvis José Ortega y Gassets teorier 
om konstens »avhumanisering» och densammes uppfattning av generationsbrytningens 
centrala roll spelar en viktig roll i Poggiolis resonemang liksom Bontempellis »Avven- 
tura novecentista». Man märker också, att författaren i allmänhet värderar vänsterkriti­
kerna mer än högerkritikerna, även om båda grupperna i block fördömer avantgarde­
konsten som företeelse.

Efter en granskning av begreppet »avantgarde», som först omkring 1850 fördes över 
från revolutions jargongen i Frankrike till artisternas värld, där det fram till sekelskiftet 
genomgående hade en negativ klang, och efter att ha kontrasterat avantgardet som »rö­
relse» (movimento) mot olika, statiska »skolor» (akademier), framställer förf. sina krite­
rier på avantgardismen: a t t  i v i s  m o  —  en känsloladdad entusiasm för handlingen som 
sådan, a n t a g o n i s m o  —  fr. a. mot traditionen och publiken, n i c h i l i s m o  —  gläd­
jen att bryta ned, kampen för dess egen skull, ett slags »transcendental antagonism», 
och a g o n i s m o-tendensen att sträva vidare, även på sin egen undergång, vilken be­
traktas som ett nödvändigt offer för framtida rörelsers framgång. Förhållandet mellan de 
båda första momenten, avantgardets ideologi, och de båda sista, dess logik med starka 
irrationella drag, utgör »la dialettica dei movimenti». Författaren granskar nonkonfor- 
mismens olika utslag från romantiskt bohème via futurismens och surrealismens mest 
skandalösa framträdanden till vår tids arga, unga män. Sambandet mellan romantiken 
och avantgardet sammanfattas —  romantiken ses som en potentiell avantgardism. Termen 
»nihilism» definieras med orden »att nå icke-handling genom handling», men förfat­
taren uppehåller sig huvudsakligen vid rörelsens »agonism», vilken omfattar innebörden 
i såväl »agone» som »agonia», dvs. såväl dyrkan av sport som den tragiska känsla livet 
kännetecknas av enligt exempelvis Kirkegaard, Nietzsche, Dostojevskij och —  varför 
inte? —  existentialisterna. »Agonismen» är ett aktivt känsloläge, som driver konstnären 
att förvandla sin känsla av en nära förestående katastrof till mirakel, att offra sig och sitt 
verk för eftervärlden. Kanske skulle man kunna beteckna »agonismen» som rörelsens 
masochistiska impuls och »nihilismen» som dess sadistiska. Medan en klassisik epok be­


