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[FEowe] (The Plumed Serpent) (BT 5
TEZOH Y DR—=ZXIZDONWT
— REFA~D—BER

iR AR

RAEEE LT [DH v L v AFE—/hai - A - RSCRET) 2 WEAER (2022
1A RSz, REBBICETHEL R L2V, Zod TR
BEouE] FwEIY B, F/ASTIE Y (Ramon) A3 5> TWAH Y DA —
Zix [aAoR=Z] (fRH, 180) TiE% <, Y =LA A M- 754 & (James
M. Pryse) @ [#ENE N7 BmREk] (The Apocalypse Unsealed) (RS
Twa [#U%] (“the key of the sacred science”) ®F—X (X, 32) T
HYy, arTLEEREVERBIN TS, Lardbel r 2 [HExrFo
TIHOMNRER KR —ZXOME %2 Lz reEidm < 2wl 31) EfHFmzTh
Wh, BLTEITHAH D,

I3, DHBkoR] OLFEFTZIIHLTAS.

1.  And standing nude and invisible in the centre of his room he [Ramon]

thrust his clenched fist upwards, with all his might, feeling he would

break the walls of his chest. And his left hand hung loose, the fingers

softly curving downwards.

And tense like the gush of a soundless fountain, he thrust up and

reached down in the invisible dark, convulsed with passion. Till the

black waves of darkness began to wash over his consciousness, over his



mind, waves of darkness broke over his memory, over his being, like an
incoming tide, till at last it was full tide, and he trembled, and fell to
rest. Invisible in the darkness, he stood soft and relaxed, staring with
wide eyes at the dark, and feeling the dark fecundity of the inner tide
washing over his heart, over his belly, his mind dissolved away in the
greater, dark mind, which is undisturbed by thoughts. (193)

BINRT T TOTRRLETZANE, TEVOLRBIEIT T4 ADFEHED[HL
gl HFEECHF, AEFETICSTFTR5) IBTWwDEA, H2/87 77
77%W5E, TEVEK (WE»HH) 2 L FTFLTws. £hz [#
HCTHhEZEDLEL] FEMELHYELEFLTIToTE. £929F5
B [BAOWPEOER, KL LESLXH1C%), BEOWME» M
AR EZRLES, HLFELZWOLHIZ. ZLTED L4725
WCHENZREEZ, ZLTHEDEV. ] 20, o LT T2 RS
)BT, BEROREBICR 72wz D, REGHO LD LEBN R EMGOW
R LoD TH S, IATIENY OFETEL OB E S ITIET
(“concentration”) (Viviekananda, 8 Besant, 109) 35 Z & MFEZLwbh
05, ZEZOMYIZFEICZOEFPHETH L. € LT [RH] b [22H ]
LR L RVREDEMEREICEENS. TRIE EOBIHICHKL ST 757 T
RO X IHirNn 5.

2. He covered his face with his hands, and stood still, in pure
unconsciousness, neither hearing nor feeling nor knowing, like a dark

sea-weed deep in the sea. With_ no Time and no World, in the deeps that

are timeless and worldless. (193)

FIEDEML THBEOWIERED X H12] (“like a dark sea-weed deep in the
sea”) R KM ARHREDL ZWVWEVEEOH T (“in the deeps that are
timeless and worldless”) & W) EIHIZ X > THRENTWAE, BRI, I
HTHKED AL —RIZHR > 72 N TIREEOH KD X 5 12] (like the
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still waters of the deep” (Avalon, 184) LZE SN 72Ewvwbits.

COL) RREBOK, RHOBEP R 25RE1»L, TOJIHIDTE
YOFERME, [ME] b [RK] D [BUE] b4, 7272 THGHEZ
DOD] BorHPETERD., TOEMAEMLIIIEZIY & R4 L FHE
WDO—EHEDE. 2F Y, [KEDOFH] O—HELho72HCEZHRIET 5. 3
HTW)TEVOWNLLZ v F)—= (FT74 2D [IRhzkE] ("a
slumbering serpent”) (Pryse, 16) 2MMRZHF L, HEFIH-> THEATVSE L
DDF X7 TRBFEERITITVDLRE, FEVOZID L) REHROELIZTIH
DELINT I 70 [FUHME] ZFTREHTE R, $2135 75 712%
HEBOLTEBZEIT OBEICRY FTEVIZERZMYET I BIIE
TREIZAR L., ZoOH)OBEET I ZADFEIZE RV, oLy A (FEY)
MHOEMEL SRS, TOX) REEZIFNTE—HRWTERVD, iz L
T30 R—X (HBhd5) o5l A3k s 2520 TlE%
wWhtilibhs.

FEEBIH I CldAkig i, Alix FICLTW AR, Wil FICEg <
AT E VA LAENCHi 2T WS, 2 [8UNE] o%L 3R %
WD OKR—ZATH%. L LAHEE]("spine”) &) BEFKRIRT S X I I,
AAMENZ L, FTHEICERLTIZ L.

3. Ramoé6n went into his room and closed the window-doors and the
shutters, till it was quite dark, save for yellow pencils of light that stood
like substance on the darkness, from the cracks of the shutters.

He took off his clothes, and in the darkness thrust his clenched fists

upwards above his head, in a terrible tension of stretched, upright

prayer. In his eyes was only darkness, and slowly the darkness revolved
in his brain too, till he was mindless. Only a powerful will stretched

itself and quivered from his spine in an immense tension of prayer.

Stretched the invisible bow of the body in the darkness with inhuman

tension,_erect, till the arrows of the soul, mindless, shot the mark, and

the prayer reached its goal.



Then suddenly, the clenched and quivering arms dropped, the body

relaxed into softness. The man had reached his strength again. He had
broken the cords of the world, and was free in the other strength. (169)

TITE, TEVIRZOOEZED Lokt RICBFEE, BirEo
FTCIMEIL A ICEP LTS, 372 LMEEIICEINEE MR [0
(“mindless”) X% 2D THh 5. LENBAEEZITNRYEED, LTO2H %
WD ORFIROPT [HE] 2oBA2DTHLD. BENDH LWV HMEN
DF X7 IPHEDTVEDTHAS). TDIHITL TRV LIS
TG 1222872 THIZRZ Z2WEKNOF | (“the invisible bow of the
body”) &1Z7 5V == F055%0I1Ck->C [ EmEIZ] (Cerect”) fil
DHNoTwbILER/RLTWS. 22 LT [BORIWLTHE ST,
H1 0 SIS 5 ] (“the arrows of the soul, mindless, shot the mark, and
the prayer reached its goal”) Wb b X HIZ, #HOOY Y INELENS.

ZLT [R5 BCRY LOZBILIMBA TS E, WHEID L OFIK
SEREDET] 2F), HYORREMWESZ ZICHAIANTVDEEVZ L.
WD LT IFOR— X134 F) 2l Shza nAMErO L v M2t
T, Thx ULV ARIERLZbDOEEbs.

A XY ZATIZ 1800 4EAIC R B &, 4 ¥ IR OEHAIL VF )V Fen—iN—
(Reginald Herber) (1828) &L A + % 1 )bV » (Horace Wilson) (1846)
RENA Y FOFHR I ATOWTHI LD, 11896 4F121d 4 ¥ FARAT 3 -
w44 T F % (Swami Viviekananda) 2% [ — Y v - 3 4] (Raja
Yoga) (1896) ZAAATHELHIChB L, HEAIZIH~NOBLTET > T
7o, BATREHRMICEZMALL T (D F D REMAL) P2 2 =A%
XTLOPEBETHY, TOEMMLLLEPBZET A T4 ZhF 5D
Raja Yoga (48) ®° A 3 + 77~¥F % (Swami Abhedananda) ® [3F
TATHER D] (How to be a Yogi) (54-56) 7 —H%— 77 71a > (Arthur
Avalon, &A% Sir John Woodroffe) @ [WED 1] (The Serpent Power) (202-203)
DM TIKAMTICHRAEN., 2O, SEVOLIRVBELEDIFD
A=W e LTIBAIhTuiw. LaL, RICTHbY EEH
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ATHT B4, BT L2EBEOLCHENGE ICEIL 22T ANLRS &
WEBELRWDS, OL Y ZARFHHEICD - 2T o NRTWIED bR TEM
THLICERLTOARETIIZY, RERIMATwsIF - S<vF v
Z 71 (Yogi Ramacharaka, A% William Walker Atkinson) @ [k ¥ X —#
I HTHE O DOFR] (The Hindu-Yogi Science of Breath) (2 X 5 & ¥4 7z
HREOLrO—2L LT, VHERTHMFL LIZHIF, TLTFIFER-X
TRV (EH) 292 KFESMA 3 Twb (Ramacharaka, 48) (€
FEREERIC X huE TR Z I Zvwivwbhaboo (R 32),
FNEZFICEST, I F v Ik hE [F9—F] (Prana”) BIHH
WZEAET 5 [#itiy = & V¥ —] (“Absolute Energy”) (16) 2 H % % HAH
ETHLDH D) D, ENEIBHERLLZLON [HEoR] [cBiFsul v 2
DAFMR—=R, 94V T7L-I—=2 54 %) (William York Tindal)
D\ [ZRFEE | (spiritual exercises”) (154) TldZwh. A4 T - ¥
~7 (Hiie Saumaa) (& 71 ¥ VoM LI [REo] 3o
BOHY (107), HIFEXYOHVIE [7 5 ) —=+ 3] (“Kundalini
Yoga") vl 3¢5 & T THRRTW5S (110-111). 3 [ o F4~] 12 1903 4,
TAVAEAFYATHMEN TV EZ 5L 550 L Y ZAOHIZH TV
DTIEBVD. HDBEWIE 19224, F—AFF ) TAORKE A 1 v THEI
ILBINTER 7 — V- 7 )V — A ¥ — (Earl Brewster) [C& o720l v A, 7V —
A5 —O [MLEA~OMEB | (“devotion to Buddhism”) 1ZIEEx oW 7225 e
VA —=#HEDEERR] (“forms of Hindu thought”) ZI3FEMZ 5728 v
(Brewster, 49) %5, HAHYTe v XA —HEOEBOMAF 2 E2 W52 L 72
Thr9.

3

WIZH N2 V) — b SEVPEAF T ATHAELZWEH> TW
57 NaT b (Quetzalcoatl) fil & DEERIZOWT R RTHB E 720, [0
o] OhrTaOL Y RAEAF Y IMEEICBLTARDOEZ T Y TV
I7 MVERCICHSAD, AFTaMEFTED) I OTERL, FHFDI v
F)—Z bR U EMED Y 7 v a7 MVIREED FIFTwWa, EHn
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VETHIZENHBROND D, BB (514, 5, 6) 2R TAHLS.

4. “When the snake of your body lifts its head, beware! It is I, Quetzalcoatl,

rearing up in you, rearing up and reaching beyond the bright day, to

the sun of darkness beyond, where is your home at last.” (123)

GAOHFLETAHIZEINE, BIEL1Frv2 T IEH) K& AHEBNT
Wb EW) (T4 A0 [IRNLHE] TH5). 5IH 4 TEZD IR 0E]
ELTCOTrYT7Na7 bVHEABONIREL IZH-> Twab 2 LAk s Sh
TWw5., ZTOWHNIHICHE 2, 3,456 DF v 7 5% HOREFTT L, REICHET
DHEEF Y7 7 1GEL, TENZEOIAVF— (IH TV [Hixty
V¥ —] (“Absolute Energy”) & L T® “Prana”) (Ramacharaka, 16) i
TeEND, 22T [HACHOWHIZEL, OB OKE~] ("reaching
beyond the bright day, to the sun of darkness beyond”) & Sbib 5, [
O F ¥ N7z] (rearing up in you”) EMASHHIAT ¥ 7 IO FTHO %72
WKETRHTHIEZV STV,

ROGIH TFRIBD “coils” 12 & CHEBVW[IRNZME] L LTOT V5 —
—OHFHEERL TV,

5. “There is no Before and After, there is only Now,” he said, speaking in a
proud, but inward voice.

“The great Snake coils and uncoils the plasm of his folds, and stars

appear, and worlds fade out. It is no more than the changing and easing
of the plasm.

“I always am, says his sleep.

“As a man in a deep sleep knows not, but is, so is the Snake of the
coiled cosmos, heaving its plasm.

“As a man in a deep sleep has no tomorrow, no yesterday nor today,
but only zs, so is the limpid, far-reaching Snake of the eternal Cosmos,

Now, and forever Now. [. . ]
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“When the plasm of the body, and the plasm of the soul, and the

plasm of the spirit are at one, in the Snake I Am.
“T am Now.” (175-176)

I ) —ZREMEDDIDTHL00 [5] 2BHAH7Z0 T, THH] & THE
Hl1 b [4H] 2w, [HEGoBAFAE] (T am Now”) 200 TH), H
LA En%E [HEIRE] (plasm”) &z Twa, [IERE CHDJR
WEEIZEL] LIFEAIRY 2HHD, EALEFHBLI L2V oTWA.
TorEFY I [R] 2962 kE TERSHEEL] HED 2IETH
Ry e —RE b, WRTEGO [RAKOBAFE] (‘1 always am”) 1%
NHETHMY L THET 52D TIER L, [KEOTH] O—iED72. T,
ZE [k E DT OEH T HICE N T gl ("the limpid, far-reaching
Snake of the eternal Cosmos”) & bWVWhbNLDTH 5.

T UF) —ZMIEIRICE A EBNTHRE I LIZRD EHICHEBLER
TW5b.

6. “For I am Quetzalcoatl, the feathered snake,

And I am not with you till my serpent has coiled his circle of rest in

your belly. (344)

CHDXHICUaL  RFAYTNAT MVE Y V) -SRI TWASE S

ENGHD.
IACENE, 7 F) == E A SHETEIC A - TT L WKIERN %
R—=AREIZL DD, TR (FTFY) FZEOR=-A2MEICEZ, 7l

MRS XIS, MOICATZEICET, ET2 TSR EBIILTY
LeBbhsd HWRE FOR=IXBTI5L4 2A0FEDO [HBIME] 2P Tw
ATV LY RAETIA4 A0 [FHHE] OR— X% Eikiy 2
MICH L TWa I IciEbizwn. BELLHAALTULETTHS .
RS [RUER] CHEUPOR—-XHE GIH1OHE1/85 75 7) 12k<
B2 75 7IC/D L9, TEVIIMO LT E ) ) o3I -
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TWADENS, FEYOR=RXZEINT T I INLHE2NRT T T TIIE
LH0) OBEEEROR TR ZTE RS R, 2512, FIH3 THZLH IS,
FEVONDIIMFE LSBT TUT) 2L dH D, T, 2L 5 [RE]
DR—=A%GIH1E13F7 77 7128 TED BT TIE, FIHL 2 3ICHS
N5I7EORMORSZIFETE VO TIZR VD,

MYDE—XZMEICEZLTL Y ZADRAIMZZRAD [REEoRE] Ll
A R3INTwDE, BT EL725] (Women in Love) D7ehT/N—F
(Birkin) £ ¥ =50V F (Gerald) 2% “jiujitsu” %3 550 (268) A3 5 75,
ZAPBRIC L o TR MABRVETLDIZHARADOHIZIZE THFEM LI
W LhrLlehral y20%2 %5 [MHEORAEKEMF ] ("mutual

il BT 20 L Y AL S TERELREHTH Y, FMIKICTE 0TI HHYKR—
IR EAEZ RO B 720 OEEREREE 7wz X9,

HEPICRERDOWD X112, FEVOH Y OR— X IMmELERTD [3
HOR=Z] LFVZ0hd LNawD, ITHER—X, IHTOR-X
DO—EFE Vo TV D TRV, T L ¥y 2R [P DR TIFDOR-
AeHBZDICER LT E25, FHEITIEZONYOR—-XF [IATD
R=Z] LEWMT20TELRL [FHTMNER=-X] LnIREES7 Ko
BRI LoD Z ZIWCETIELTB E 2w, 7L, RERE 7514 A%
95 TR 33 T BRBEREVTHA . T4 ADFETIE [HUE]
LAFTOEBICOVTIEMbh s TELT, REKAYOEHETIEITE
YOMYDR=AL AT EDBEBYIIHBEINTENLTHA.

4

BHRICBL VAL I T EOBRICOVWTHELTB X\, 191748 A,
T4y K+ x¥%— (David Eder) 580D FRITENTWSE X HIZ, ZORFM
TETTICT I ADELELFHA, GHDF ¥ 7 FIZOVWTHEATNSL I LD
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5.

7. Have you read Blavatsky’s Secret Doctrine? In many ways a bore, and
not quite real. Yet one can glean a marvellous lot from it, enlarge the
understanding immensely. Do you know the physical —physiological—
interpretations of the esoteric doctrine? —the chakras and dualism in
experience? The devils won't tell one anything, fully. Perhaps they don’t
understand themselves—the occultists—what they are talking about, or
what their esotericism really means. But probably, in the physiological
interpretation, they do — and won't tell. Yet one can gather enough. Did
you get Pryse’s Apocalypse Unsealed ? (Letters iii, 150)

ZNh S 2% 1919 4E1C W7 2 ) 4 CEWE5E] (Studies in Classic
American Literature) O O—#i [ 4 v b= ] ("Whitman”) O ¥AA
HEINZORTT ¥ 7 FIZHETERINTWD (358) oD, Thll i3
frsnTuhwn, 6 L, 20 24EBE 3ERISHELN (RGN & BEHR
(Psychoanalysis and the Unconscious) (1921) & [MEZEFROXIE] (Fantasia
of the Unconscious) (1922) \275n %, ul ¥ A0 3 FEHMHIMEIZET > T
WBZENRGHDL. HIED RN TANE O BET 5 0IZLHDT v 7
FIZOWTIMN T WAL THSE. TNVH05 Bl /RT.

8. The great ganglion of the spinal system, the lumbar ganglion, negatively
polarizes the solar plexus in the primal psychic activity of a human
individual. (#U, 23)

Z O [EMeAREHET ] ("the lumbar ganglion”) & 1% FU DEHE TV — A+ AT £ —
)V (Bruce Steele) 25834 L9 (FU, 212), 3T DOF ¥ 7 5 DO—D% g
LTw5.

Ol ZAEEICHETHBFTICOVTHF ¥ 7 7L OBRTEZ TV,
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9. Education can never become a serious science until the human psyche
is properly understood. And the human psyche cannot begin to be
understood until we enter the dark continent of the unconscious. Having

begun to explore the unconscious, we find we must go from center to

center, chakra to chakra, to use an old esoteric word. We must patiently
determine the psychic manifestation at each center, and moreover, as

we go, we _must discover the psychic results of the interaction, the

polarized interaction between the dynamic centers both within and
without the individual. (FU, 32)

BEORE % WD 57201 IE AN O EE#2HFE L 20N bhweo
LY AW, ZOB, ZnNFhoFx 27 508X 28 L, Zolkf
R Z [RALZTNERO L w] LdRTWwWEREZARDLRLE, Ol
YRX, ENTNDOTF NI, 0% ), E0DF ¥ 7 FITONWTHRY Lo
TwhtlBbhs TNEEVFHAZALP 7977 vy F— (HP
Blavatsky @ [##& D #3%] (The Secret Doctrine) (A TH - TWAIEAL Y
A% (vol. 2: 92, 296, vol. 3: 507-508 & M), TN L ) b T T4 A0 [HENZ fiF#H
NEBREICEIDEZANKRENSLTHA). 794 ARFAEE2ETF v
7OV THEL o T AR5 THhS. SHIHEHTRER, oL vz
DF % 7 FTHBHBRCOIZHAHLXVIZE T L0 TR AL, 1520 KER
DEMNTHH B L 72, [ AN ORI B 2SR OB AR L 2 B A
ANZGVIRDY B SI D Z EIEAWREZ. MEHROMRLZEM LD 5 &,
7z B oo, FY 72 I 0T ¥ 7 INE#HERITNE RO ]
ERRTVWBEZAPLHAMTSE, HEOF Y7 72 HBSEL, TEV
DL RO PORBEEEZAGZDICELTW D TR BV, £ OEKER
HHERZODTHRERD SFARN L S .

Fx 77 ARFLLIPWELZEERTLIIE, IvF ¥ IHICLBE, 17
FRI 2 AR AL ASH R e W EE NI Z N E LR { THWHET, W% 3 515,
BTz EoT LTI F2IED, B2 H0C ET &8 M4
7% | ("Complete Breath”) (Ramacharaka, 31, 34) (0% 0 JERIFRIZ L %)
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235 EHICTRIEwE V). T LD L ) IR EMATEDLSL Z ] (1
suppose I shall be sitting draped in a sheet, cross-legged and smiling at my
own pancia, like Buddha”) (Letters iv, 191) #ME L7720, [k ¥ X —#7E,
75720 hbHHDIOEINTWZ] (“For me, it is the Hindu, Brahmin
thing [. . ] that attracts me”) (Letters v, 613) D L7208 L Y ADI L72Hh 5,
HYbLI~YF v I ABMOMEEZE Y ML, FEXOLHC [V % (o
TR LABOMADOHETHREFMAEMEZ L2 E8HLDTIE R
. oL YR [HEEARETLENDIZAWTE X 5] (“continual rushing
round in motor-cars etc.”) &£ U H.LERAIC [HAHT 2] (“meditate”) (Letters
v, 75) SLEBEHLTVWAERALTHL. RICEDL) IR I TOR-X
ZIRMEEE)ICLACTY, BN THo7zuL 202 LEhs, 4
LAY IR BHBIERE RN S LIk o TF Y 7 SO /2 b 2R L
ezEbtaErbNnS. 8

WIS, b9 —ooEE#RkG [EEROIH] O, TLINITOVTESR
LIARHolbul Y ARFBRTNES.

il

10. But I am very grateful to scholars for their sound work. I have found
hints, suggestions for what I say here in all kinds of scholarly books,
from the Yoga and Plato and St. John the Evangel and the early Greek
philosophers like Herakleitos down to Frazer and his Golden Bough, and
even Freud and Freebenius. (FU, 62)

Ol Y REE L DRELENOA RNEZZEY, ZOH0—>2, ITHh5
By 2B LEALTVWA LI, FIHEELHATF Y I IR0 V7

J—=, R R—ZIZONVTHFERLEIANE 2 H-72TH ).
SOOI HmomERGA NS L, Bl v RAIERM LK MICTH

WD A 2D 5 2 LW h 5. FRICAMOMEE#E2 R RS 50
WCF ¥ 7 FEEELRF T - FELEZ TV EEHALHIATHSH. (Fx
7R V) —ZANOBELEIRED T Y — [BURER] (Apocalypse) F T
Bl DTH 5101, 125, 218)).
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DERZ X911, ab vy 203 F~OB0IE 1910 £/ 0 5 20 41012
DI TTo LV TBY, ZOMLo—Ms [PHEOIE] b ErIhTn
rrEZHNES (FNFFTHL MY A -H- ¥4 VA (Thomas H. Miles)
R xI )V K Fv—F 4 (Gerald Doherty) 2 X IUX [T L2726 b [Fx
V=R ANDOBN] (Lady Chatterley’s Lover) I DETH S Z &
DKL E V) ) JoT, FEVONY DR—X% I I EHRT 5 D1IM
MDBNZ ETE R, RERDOV XHITTT4 20 TRHE] LHES
FToNbETHER—HHAEDD LNGWD, TNEZTTIET T OEEKER
DRSS, MEMEGERBRORSIICHBETELRWESSH., Thida e ol
Pz LIEAReE b s,

ULy RAICE > TINE EEROREKRRE] 2 K] ¥kl T
ETEICEERZML T2 Bbhd. vl v ZDREZRAIZBACIC
BWTbtabesr LI hrn, HDOLS &, £HOANMAETEL OfilG Vi
B SH B btk 2 L ITH A M Z % & —EREHE S b RE Tl ARwvh.

Notes:

1 Newcombe, 291.
Newcombe, 3.
B2 Doherty (111-120) 12X % &, 7 4 & (Kate) &7V 7—_/ (Cipriano)
DRI - AR EIDIZSY > M) v 7 - 34 (Tantric Yoga) 12320V T
PN TVBENS.

4  Krishnamacharya (10) 259 X9 CF*¥ 27 513 10H 5 T 50D DHNIE,
Mallinson and Singleton (136) 25\*9) X HI26 2L 3T 58 H D Fhx 7273,
Pryse 739 X912 (1516,39) 72D F v 7 FHF—MHIWTH 5.

5 19034, PERLAZLFHE P HOTA XY ANCEMEZFEL/- L wbh b,
TAERBIZIE Y = 2 T IIVAR The Text-book of Ju-jutsu HENTW 5,

6  “Whitman” Fy& [H U 1919 £ 123 A 1172 “Herman Melville” &> 88 ZHAH I
BTy, oLy Aid [BURE] oFFEINADPRET S [ERoH.oi
LLTotoo [#]] ("the ‘cities, the centres of consciousness, as seven
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in all") 2V LTIV T HESFHEMAFEZ VI L5 DAT (SCAL,
344-345), S OLODF v 7 7 L OREMEIC T TIIELED TV AV, =D
DEROVTNOLFEET S [T ) o CF#%E] (Studies in Classic
American Literature) DA HIIHIBESNTWS

Abhedananda (54) b Viviekananda (17, 48) %)él:b’(ﬂjfﬂliﬁélz SEWE o
I CIREDHEEII OV TR TV 2

[0 ] 2T 28 L Y 2AOHEMEOBEBINIKRD LD 2006057215 ThH
B3> 191844 HD o 54 Fidka ok, [ LWRERFNF /7Y
YHr I ZHICLLOL YR, TOFHFIC [T LICREATINHMO
BRED L) ZalEolE] ZEEIL, B M EERENELSNDL L)),

This evening we went through the woods—and I found a dead owl at my
feet, a lovely soft warm-brown thing. It seems a sort of symbol of something
—but I don’'t know of what. —Also we found some very lovely big cowslips,
whose scent is really a communication direct from the source of creation—
like the breath of God breathed into Adam. It breathes into the Adam in
me. (Letters iii, 240-241)

HHNIL, (A & [IRAFRALOLGBNLESY | 2EHT 2
HbH 5.

The breath of life and the sharp winds of change are the same thing.

But people who are fallen from the organic connection with the cosmos

feel the winds of change grind them down

and the breath of life never comes to nourish them. (“The breath of life,”
Poems i, 530)

[fxd P 232N [ZTAERLEOEEMLESY | 2508, %5
W IFIR A SN2 ANIEIZAEREDE DXL THVDTH L. [fd bHIT
| EIZERICENRTZIRE W) ZEZAH9H. RO [HEVEN 4] (“deep,
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sumptuous life”) #M T 5 L 132D X ) RERGNTRE2T 52 L 21
LTwk9.

The breath of life is in the sharp winds of change
mingled with the breath of destruction.

But if you want to breathe deep, sumptuous life
breathe all alone, in silence, in the dark,

and see nothing. (“The breath of life,” Poems i, 612)

HCIFR I ok L ERURRB I 200, RIciAzT7 e o TR KT 2]
RERE FEE 320 bDIFZHICIZASR %% ("see nothing”). T L ¥ A H
AT S 2 O ERAE, IAThbe sy e B RBREH L0562 220 X
I BEEET D OTIE R VA

9 TIAROEFEEFEHALZ IFEBROMER BT 5L7-5] (1920) I2BwT, H
LYy AEN=F v 7 —>25 (Ursula) ORIRMNA @RI # B2
VEF)—=DA A=V % ENLTW5DHE Thomas H. Miles 28] 552 LTw»
% (194-212). ¥ 512 Gerald Doherty Ii2 & 5 & [Fx¥ & L= ADEN]
(1929) 2B Tid a2 =— (Connie) & x5 —X (Mellors) 2RIEMA T
WCHREDZE, gLy R 720F v 7 12T E %00 NOMGRE 5
LTwa Ewv) (123-137). Wi/ S ST BENPSINTVWEDOTHY, 1l
VAL I EDBRIZENDTH 5.
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Ramon’s Prayer Pose in The Plumed Serpent
—A Question about Muto’s Theory

Takeo IIDA

In his recently published book, Studies of D. H. Lawrence: Novels,
Thoughts, and Textual Emendation, Hiroshi Muto challenges my
interpretation of Ramon’s prayer pose in The Plumed Serpent. In my book, I
had characterized Ramoén’s pose as a form of yoga. Muto rightly objects to
this interpretation because I should have described it as yoga-like or a
variation of yoga, considering Lawrence’s unique transformation of a
traditional yoga pose in the novel. Muto puts forth a new theory, proposing
that Ramoén’s prayer pose mirrors “the key of the sacred science,” depicted
in James M. Pryse’s book The Apocalypse Unsealed. He asserts that there is
no connection with yoga in Lawrence’s depiction of Ramén, and he doubts
that Lawrence himself practiced yoga breathing or posture. The question
arises: is Muto’s perspective accurate?

I respectfully disagree with Muto’s viewpoint, except for his assertion that
my characterization of Ramon’s prayer pose was incomplete. While the
description of Ramoén’s pose in one paragraph of The Plumed Serpent may
resemble Pryse’s image of “the key of the sacred science,” a meticulous
analysis of that paragraph and subsequent ones, in addition to other
passages describing Ramon’s prayer, reveals a deeper connection with yoga.
Ramoén’s concentrated prayer, as depicted by Lawrence, triggers the
awakening of chakras and kundalini, fundamental concepts in yoga.
Therefore, Ramon’s prayer pose can indeed be considered yoga-like. It is not

Pryse’s imagery but rather Ramon’s yoga-like posture that enables us to
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comprehend his intuitive experience of cosmic life.

Furthermore, a detailed examination of a passage referencing yoga in
Psychoanalysis and the Unconscious implies that Lawrence likely engaged in
yoga-like exercises, tailored to his own method. This notion finds support in
Lawrence’s breath poems, reinforcing the idea of his involvement in yoga-
related practices. Lawrence’s sustained interest in yoga, evident in works
such as Psychoanalysis and the Unconscious, Fantasia of the Unconscious, and
Apocalypse, is intricately woven into The Plumed Serpent, where the
symbolism of Quetzalcoatl is intricately linked with kundalini—a theme

emphasized by Ramon in his Quetzalcoatl hymns.
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The 2011 BBC Adaptation of Women in Love

KAMIISHIDA, Reiko

Introduction

According to Linda Hutcheon, “An adaptation is not vampiric; it does
not draw life-blood from its source and leave it dying or dead, nor is it paler
than the adapted work. It may, on the contrary, keep that prior work alive,
giving it an afterlife it would never have otherwise.” If we follow Hutcheon’s
view of adaptations, then the BBC adaptation of Women in Love produced in
2011 is a brilliant 21%-century revival of D. H. Lawrence’s original story and
Ken Russell's 1969 film version.

This paper discusses the 2011 television adaptation of Women in Love
directed by Miranda Bowen and produced by BBC Four? This TV movie
was written by William Ivory, a screenwriter from Nottingham, who merged
The Rainbow, and Women in Love into a two-part drama.® In his words, “It’s
taken 5 years, it is a very bold adaptation.” This paper attempts a detailed
analysis of the boldness with which the television film adapted the original.

First, it is important to understand the characteristics of Ken Russell's?
preceding and faithful film adaptation of the original novel to effectively
compare the BBC version to it.

Second, the paper offers an overview of the origin of the television
version.

Third, the paper chronologically reviews the ways in which Bowen'’s
version of Women in Love adapts the novel's plot to create an original
narrative. In so doing, the paper will also reference Ken Russell’s films
Women in Love (1969) and The Rainbow (1989).5
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Fourth, the paper will speculate about the intentions of Bowen and
Ivory vis-a-vis the BBC adaptation by comparing the Bowen and Russell

versions.

1. Ken Russell’'s Women in Love

Initially, we examine the features that make Russell's Women in Love
unique. The plot roughly traces the main episodes of the original narrative.
The novel and the film both begin with the Brangwen sisters discussing
marriage.

Alan Bates, as Rupert Birkin, resembles D.H. Lawrence.

Gerald is portrayed in Russell's version as experiencing problems in his
relationship with his mother. Gerald’s mother avoids kissing him on the
cheek on Laura Crich’s wedding day. The fact that his mother does not love
him could have fostered his distrust and rough treatment of women. The
distance between Gerald and his mother is insinuated by her refusal to
approach him and by his attempts to hug her back.

In Russell's film, Gerald, played by Oliver Reed, inspects the work of
miners in a coal mine, blackening his own face in the process. He is
industrious and comparable to a hard machine with a body of steel.

Russell’'s version is also congruent with the novel in featuring numerous
cultural allusions. It depicts a Russian ballet performance during which
Birkin's interest shifts from Hermione to Ursula. Gudrun’'s modern dance
threatens a herd of cattle. Gudrun poses in a Cleopatra costume in response
to a Tchaikovsky record. The film refers to Tchaikovsky as a homosexual
who raised a family to protect the family name and explicitly portrays
Loerke as a homosexual in the company of a young man. Such references
reflect the cultural ethos prevailing at the turn of the twentieth century.

Russell’'s film depicts Ursula as a woman who can use words to
competently counter Birkin's idealism. She tells Birkin, “Well, I shall leave it

to you to send your new, better idea down from the holy altar. When the
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world is ready, of course.” (Russell's Women in Love, 00:29:06, hereafter
indicated by director’'s name and timestamp only) This line represents her
as an intellectual who relativizes Birkin, who displays the tendency of
preaching a peculiar idealism. Birkin's former lover, Hermione, breaks up
with him after pouncing on his idealism with another ideal (in specific terms,
by physically hitting him over the head with a lapis lazuli).

Birkin's need to simultaneously attain love from a woman and a man is
ultimately thwarted by Gerald's death in the snowy mountains. Birkin
mourns, “He should have loved me. I offered him.” “I wanted a man friend.”
Ursula replies, “You cannot have two kinds of love. why should you? [..] You
cannot have it because it is impossible” (2:04:04). “I do not believe that” is
Birkin's response, and Russell's Women in Love ends with Ursula’s shocked
expression as she looks up from her knitting.

The novel does not include this expression of shock, which may be
deemed an effect created for the film adaptation. However, the film
concludes after this discussion in a scene faithfully showcasing the original’'s
disagreement between the partners.

Russell's Women in Love comprehensively embraces a vivid sense of
color through lush depictions of nature and colorful costumes designed by
Russell's then-wife, Shirley Russell. It also aptly recreates the cosmopolitan

atmosphere of the original novel.

2. Miranda Bowen’'s Women in Love
2-1. The Conception of Miranda Bowen’s Women in Love

First, the concept of the BBC-produced television film is explained in an
interview published on the broadcaster’s website: “Director Miranda Bowen
says she wanted to create something ‘very organic and immediate.”” “Billy
(Ivory, the screenwriter) and I spent a long time together going through the
script with a toothcomb, wanting to make it as vibrant, dynamic, kinetic, and

sensual as possible.”
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Actress Rachael Stirling opines about the characterization that “Ursula
is extraordinary and original — she learns through her mother to be
unashamed of her passion and sexual desire[...].”® “She is an awakened
sexual creature. It’s really liberating for 1919.” The resulting work denotes a
thorough adaptation that compensates for something lacking in the original

novel and simultaneously loses something that made the novel unique.

2-2. Miranda Bowen’s Women in Love Part 1

BBC’'s Women in Love is written by William Ivory and directed by
Miranda Bowen and is divided into Parts I and Part II, each with a runtime
of 90 minutes. The extended timespan combines Women in Love with a
previous novel, The Rainbow. Moreover, episodes are reconstructed and
updated in a modern fashion, incorporating developments that were not
included in the original novels. In scrutinizing this adaptation, we refer also
to Ken Russell's The Rainbow (1989) and Women in Love for comparison.

Part I begins immediately after the conclusion of the original narrative
of The Rainbow. The first half depicts Anna and Will's marital relationship
incorporated from The Rainbow and features Ursula’s recovery from a
miscarriage along with Gudrun’s life as an art student, which was not
depicted in the original. It includes the details of Ursula and Skrebensky's
relationship and describes why Birkin and Hermione failed as a couple.

Part I begins with a scene in which Ursula is chased by wild horses,
falls from a tree, and suffers a miscarriage. Unlike the original Women in
Love, which begins with a conversation between the sisters, Bowen's version
of Women in Love begins with the shocking scene at the end of The
Rainbow.

Rupert then appears. Characterized as a bespectacled, nervous-looking,
idealistic man, he delivers a speech about God from a church pulpit in his
first appearance in the film. In the original novel, Rupert is unlikely to set

foot in a church. However, the BBC film introduces him as a man of faith
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who delivers church sermons.

This church scene is followed by an episode in which Gudrun, who lives,
and studies in London, returns home to visit Ursula who is recuperating
from her miscarriage. She plays a recording of Richard Strauss’ Thus Spake
Zarastra in an attempt to cheer Ursula up.

Ursula remains at home while Gudrun lives in London as an art student
and is engaged in an affair with her lecturer Robert. Ursula knows about
her sister’s affair and advises Gudrun, saying, “Men cannot define you. [...]
No matter how modern you are, how much variety you enjoy, you still orbit
them, make them the light by which you are illuminated” (Miranda Bowen’s
Women in Love, Part 1, 0:07:34, hereafter indicated by director's name,
number of part and timestamp only). This conversation describes the
intimacy between the sisters.

Bowen'’s film places Ursula’s damaged body into prominence in the
portrayal of her convalescence: she writhes and weeps on her bed in grief at
the loss of her child. On the other hand, Russell's The Rainbow ends with a
scene in which Ursula recovers after a night’s sleep after her miscarriage,
packs up her belongings, leaves the house, and runs toward the rainbow
with a big smile on her face in an ending that is faithful to the novel.

Anna, the family homemaker, makes her first appearance in the
television film as the eldest daughter of the Brangwen family miscarries her
first child. Anna leaves her newborn baby in the care of her son Billy and
works hard at household chores with the other small children. The camera
closes up on her belly when she first appears, signifying that she has birthed
many children and obviously contrasting Anna against Ursula, who is
cowering in bed and crying.

Later, Anna notices that Ursula's bed is stained red from blood and
washes the bedsheets. Unlike the original story and Russell’s film version,
the BBC film graphically presents a woman's raw physical pain after a

miscarriage and depicts the care and labor of washing bloody sheets. Thus,
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Bowen's version of Women in Love symbolically contrasts with Russell's
version of The Rainbow in its treatment of miscarriage.

In Russell's The Rainbow, Ursula is chased by a horse and holds her
belly with her hand as if to protect her fetus. However, Russel's version,
like the original text, completely overlooks the pain of a woman who has lost
an unborn child. After the miscarriage, Ursula runs out of the house for
London, suitcase in one hand, and no longer holds her hand to her stomach,
impressing on viewers that the fetus has disappeared and that she is now
lighter and therefore more energetic. This portrayal indicates that Russell's
film presents the female body merely as an aesthetic object, a smooth body
to be seen. Conversely, Bowen displays the female body as a realistic,
wounded, and bleeding corpus.

The next scene depicted in the BBC film is not included in the original
story. Gudrun’s father Will sees her off at the train station as she leaves for
London. He blames her for her London lifestyle (and possibly, her affair with
Robert).

The encounter between Ursula and Birkin is also differently depicted.
The two protagonists know each other and are set to meet again at the
church. Birkin quickly backs away in fear of being infected when Ursula,
recuperating from her miscarriage, lies that she was resting from Influenza.
Birkin comes across as a somewhat petulant and nervous man. He knows
that Skrebensky and Ursula are intimate. This scene boldly restructures
the connections between The Rainbow and Women in Love, whereas the
two novels do not display a substantive link in their content.’

Bowen’s film also diverges significantly from both novels in developing
the narrative of Ursula and Skrebensky reconnecting after the miscarriage.
On receiving news of Ursula’s miscarriage, Skrebensky tells her lightly, “And
I am sorry for you. For us, it would have been wonderful. But we'll try
again,” (Bowen, I, 0:18:20). Then, he proposes to her once more. Afterward,

there is a recollection of a bedroom episode between Skrebensky and Ursula,
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in which Ursula is portrayed as a sex-positive woman. Skrebensky has only
a causal, passive view of women, and pulls back slightly at her lust.

Another scene absent from the original novel shows Ursula’s mother
Anna warning her daughter after learning that Ursula admired her

acceptance of life as a woman.

He [Skrebensky] told me that you[Ursula] wrote of me and asking for
his forgiveness, you wrote, that since you become pregnant, you saw me
suddenly in new and true light that I was radically true, having your
father, and my children in my place here under the sun. What was
enough for me, must be surely enough for you. Is that what you said?
[...] Be careful what you wish for. [Bowen, I, 0:22:08]

The original story reflects Anna as a mother who cares very little about
her daughter. However, Bowen's version envisages her as a mother
concerned about a daughter who is about to compromise and enter a
marriage she does not want. Bowen's film thus distinguishes itself from its
source by depicting the inner life of Anna Brangwen and inserting a dialog
about marriage and sex life between the mother and daughter.

The original text of The Rainbow manifests Anna through Will's eyes
via free indirect speech. When Ursula and her father are torn between
whether or not she should accept a teaching post in London, Anna regards
her eldest daughter as a hindrance to her attempts to establish a new life
with her younger children.’®

Part T of Bowen's Women in Love climaxes with four events that occur
simultaneously and are juxtaposed on the day of the Water Party: Anton
and Ursula’s last date, Gudrun and Robert’s breakup, Will's attempted affair,
and the Water Party.

Bowen’s characterization of Birkin and Gerald and their relationship,

which is revealed on the day of the Water Party episode, is also very
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different from the original and the previous film adaptation. Gerald, the heir
of a coal mine owner, values work, and overworks his body; Birkin is an
idealistic and well-spoken man. The two men are thus presented as
contrasts.

The stark differences between them are illustrated in a scene in which
Gerald, who puts up a tent for a Crich family birthday party, is injured when
he hits his finger with a hammer. Rupert is worried, but does not relinquish
his champagne glass as he admonishes Gerald, “You would be careful with
those hammers” (Part I, 0:24:20). Gerald’s reply is antagonistic: “You practice?
Like something from the varieties.” Rupert is portrayed as a man of his
word who does not like to sweat.

Next, Bowen’s version showcases a class-based society, an aspect that is
not highlighted in the original novel or Russell’s film adaptation. Gudrun, an
upwardly mobile artist, best portrays the BBC film's class consciousness.
Gudrun is a regular at Café Pompadour. The novel depicts Birkin and
Gerald spending time in this café in a scene omitted from Russell’s film.

There is virtually no description, in either Lawrence’s original work or
Russell's film version, of Gudrun’s life as an artist in London. Bowen'’s
version adds that description, illustrating Gudrun’s bohemian life in London.
The Café Pompadour scene features Wyndham Lewis and there is talk of
Edith Sitwell (they are both upper-class or upper-middle-class). The
bohemians who gather in that café say “Money is nothing. Class is
everything!” (Bowen, I, 0:28:18). This scene evidences the class consciousness
of the society of artists and directly opposes the original narrative, which
regards class as irrelevant. A line included in the original text and
appearing in Russel's film (“Class barriers are collapsing”)!! is missing from
the BBC version. Instead, the television film portrays Gudrun’s failed
attempts to integrate into upper-class society. She cannot demolish the class
barriers and is treated like a high-class prostitute by her upper-class art

school classmates who gather at the Pompadour. Gudrun’s class
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consciousness also casts a shadow over her later relationship with Gerald.
Part I of Bowen’s adaptation also portrays Anna as both a mother and a
woman. She interprets the unsuccessful rapport between Ursula and

Skrebensky as follows:

I knew where his [Will's] love would go and I knew too there were the
dangers of making so young at the heart swelled, how a person
receiving such devotion might grow, live their whole lives yearning for
the same fears of passion and how that might one day cause that person
to suffer. Somehow. I knew all that, and I did nothing (Part I, 0:35:01).

Anna’s analysis that Will's intense love for Ursula, his first child, has caused
her to continue to seek the same emotion in other men, is not found in the
original text. Hence, Bowen's Anna is a more insightful person than her
original avatar in the novel.

The episode centering on Gudrun and her adulterous art lecturer
Robert in London also begins around the same time. This detail is also not
part of the novel and is a unique adaptation created for the Bowen version.
Gudrun reproduces Eadweard Muybridge's photographic work in her
images but seeks a style. Her paintings are sold at Serpentine and according
to her lecturer Robert, this acceptance indicates that she is a promising
young artist. Her escape to the Isle of Wight with him represents an
adventure planned to trigger her breakthrough as an artist. However,
Robert refuses to elope just before they are to leave. Then, Gudrun says,
“We are artists. it is our duty to rise above the crowd” (Bowen, I, 0:39:08).
Gudrun changes her destination from the Isle of Wight to nearby Brighton
for a short trip with him. This section entailing Gudrun’s escapade with the
lecturer denotes complete creative liberty taken by the BBC film. It is
perhaps influenced by Lawrence’s novella The Trespasser, which describes a

similar instance of infidelity. Bowen tends to portray men as vulnerable, as
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evidenced by her portrayal of Robert, the original character in her film
adaptation.

A post-miscarriage episode between Skrebensky and Ursula follows,
which is absent from both the novel and Russell's film. The eventual break
up between the two characters is faithful to the source, but Ursula is
subjected to more egregious sexual violence at the time of the breakup.

In the novel, Ursula does not meet Skrebensky after the miscarriage,
but in Bowen’s version, he visits her. The film also encourages the
interpretation that Skrebensky and Ursula fall out because of a mismatch in
their sexual desires. Skrebensky is surprised to hear Ursula moaning during
sex; he expects Ursula to wait silently under him until he has satisfied
himself. He is portrayed as a conventional man who engages in selfish sex
and cannot tolerate women expressing sexual desire. Dissatisfied, Ursula
masturbates after sex with Skrebensky.

Ursula tells her mother Anna that “The problem is sex, mother, not
love. I broke with Anton because he did not feed that animal side of me, that
felt life” (Bowen, I, 0:43:15). Ursula’s strong sex drive is inherited from her
father Will, as is later indicated by Will's attempted affair with a young
woman around the same age as Ursula. However, Anna answers her
daughter, saying, “Find love that burns your very soul. And know this, that
it will burn your body too. And if it does not, then, you are not in love”
(Bowen, I, 0:44: 45). The relationship between Ursula and Anton ends when

she says to him,

You do not satisfy me. [...] There are journeys which lovers must take.
So, they may feel the Earth between their toes. And the journey must
first be ignited. And you do not. [..] You've never satisfied me.”(Bowen, I,
0:58: 44).

The film also does not depict Ursula and Birkin's wedding ring episode;
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rather, it shows Ursula returning the ring to Skrebensky on a date on a
beach. An angry Anton rapes Ursula on the beach (such rape is not
depicted in the novel). Anton’s abuse does not end with the rape. After
Ursula informs him that she is leaving him, Anton drops her off 18 miles (30
km) from home, and orders her to take off her shoes to harass her because
she loves nature, “Now you may feel the Earth between your toes. Feel it
till they bleed,” (Bowen, I, 1:09:53). Date rape and abandonment on the way
home are also imagined insertions that find no mention in the source text.

Bowen's Women in Love Part I takes viewers from Ursula’s miscarriage
to Anton and Ursula’s breaking up because of their incompatible sex life. As
previously noted, Bowen's Women in Love is divided into two parts. Most
developments visualized in Part I have no mention in the novel because this
first half occurs in the time frame that elapses between The Rainbow and
Women in Love. Several episodes are created to fill details that occur
during this interim period that is not depicted in the source novels.

The film attributes the disagreement between Rupert and Hermione to
their incompatible sex life. Rupert is blamed and tormented by Hermione,
who says “So, even if you cannot do your duty by me as a man, you should
come to me hard and ready as a disciple of Jesus” (Bowen, I, 0:50:15). This
statement creates the context that Hermione forced Rupert into intercourse
with her and Rupert’s mind is deeply scarred because the sex-act was
inadequate. Bowen's Women in Love thus suggests that the respective
sexual incompatibility of both couples was responsible for the end of their
relationships.

The BBC television film also differs from the novel and the Russell
version in delineating the relationship between Gerald and his parents.
Gerald's mother influences him in Russell's version but does not appear in
Bowen’s adaptation. Rather, Bowen’s film suggests that Gerald’s violent
inclination results from the trauma of facing his father’s blame for his

accidental killing of his brother in a childhood gun accident.
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Around this juncture in the BBC film, Will Brangwen picks up a young
woman in a pub with coffee and baked goods as bait on the same night
Ursula is raped and abandoned on the way home. This episode of attempted
adultery is depicted in The Rainbow. The story of “Blutsbriderschaft” (blood
brotherhood) appears in the novel in the chapter titled “Man to Man” and
is narrated in the television film on the boat at the Water Party. A drunk
Rupert tells Gerald, “Perhaps God is dead. [..] So we must declare ourselves,
if there is but this one life, we must not waste it in hesitation” (Bowen, I,
1:12:03). He takes out a knife and tries to force Gerald to take a blood oath
but at that moment, Brindel and Diana fall into the water (in Russell’s film,
the character is named Laura, not Diana).

The night concludes in the following manner:

Will tells Anna when he returns home after his attempted affair, “You
are my soul, Anna Brangwen” (1:14:55) and they reconcile.

Gerald’s father orders Gerald to rescue Diana from drowning in the lake
(conversely, in the Russell version, Gerald’s father stops him when he tries to
dive into the lake).

Abandoned by Robert, Gudrun returns to life as a penniless art student
and appears desolate at the train station.

Ursula is comforted by a wild horse as she walks home after being
abandoned on the road by Anton.

Meanwhile, Will, and Anna engage in loving sex, after which, Will picks
Ursula up in his sidecar.

The Water Party night ends in this manner with events occurring in
parallel in one night: Ursula and Skrebensky fall out of love, Gudrun and
Robert end their relationship, Gerald’s sister dies, and Will and Anna's
relationship is restored.

The following morning, Birkin leaves for London, and on the way back
from the train station after seeing him off, Gerald has intense but casual sex

with Abbey, a young girl who bears striking resemblance to Will's attempted
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affair.

Robert’s wife rides in with their two children on Gudrun’s return from
Brighton to Pompadour and berates her vehemently.

Birkin boards a train to London with a young soldier heading off to war.
Birkin follows the young soldier, who exchanges a strong stare with him, to
the train toilet where he hesitates before kissing the boy soldier passionately.
Birkin is then immediately beaten and abused by the boy soldier who runs
away (Bowen, I, 1: 28:05). Bowen’s version is a bold adaptation in its portrayal
of Birkin as a person with overt bisexual tendencies.

Part I ends here after its seamless assembling of episodes from The
Rainbow and Women in Love along with its courageous and brash
departures from the source narratives. Bowen's Women in Love Part 1
stitches together fragmentary episodes from The Rainbow as occurring on
one night. In so doing, the cleverly arranged sequence of episodes prepares
viewers, clarifying how all the characters, especially the four protagonists,

will converge in the second half of the film’'s narrative.

2-3. Miranda Bowen’s Women in Love Part 11

Part II begins on the battlefields of the First World War. Both Rupert
and Gerald are serving in the military. Gerald is the captain and Rupert is a
soldier in his unit. Gerald's combative and fierce nature enables him to
defeat enemy soldiers with a single lighter given to him by Birkin. In a later
conversation with Samantha regarding this military service, Gerald reflects
on Birkin, “[He] tried to keep his eyes shut most of the time” (Bowen, II,
0:07:55). Birkin says of Gerald, “[He] won a medal” (Bowen, II, 0:07:59). Once
again, the film underscores differences between the two men in terms of
their fighting abilities and personalities, another element that is not culled
from the original narrative. Interestingly, Lawrence’s novel does not
highlight differences in physical ability between Gerald and Birkin and

portrays them as equals. In the BBC film, Gerald is unrelenting in blaming
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Birkin's lack of mettle on the battlefield. This power difference is also
depicted in the second half of Part II when a beachfront brawl replaces the
jiu-jitsu scene, perhaps to emphasize Gerald's mental instability and Rupert’s
physical frailty.

Gudrun is achieving success as an artist and is already on the verge of
her first exhibition. She also displays signs of maturity by declaring that
she will no longer go to Pompadour.

The film shows Birkin and Gerald after they retire from the military
and features Gerald’s one-night stand with Birkin's cousin Samantha. Gerald
is imaged as a sex-crazed man who picks up varied women, as in Part I
Rupert is represented as a slightly more logical and intelligent man with a
cardigan, glasses, and common sense. His portrayal also differs significantly
from the novel and Russell's adaptation: Bowen’s film illustrates Rupert as a
serious, nervous, and unspontaneous man.

The original Women in Love timeline is finally tracked in Part II of the
BBC film, which nevertheless retains its distinctiveness and divergences vis-
a-vis the novel.

Gudrun is the sole witness as Gerald approaches the train and attempts
to control his horse in trying to outspeed the engine. In the novel, Ursula
protests against this act, which injures the horse. In Bowen’s recreation, it
is Gudrun who sympathizes with the horse and tearfully remonstrates
against Gerald. This encounter causes Gerald to hire Gudrun to tutor his
sister Winifred.

Unlike the novel, the students have already left the classroom when
Birkin visits Ursula at the primary school, and Hermione also follows him as
he discharges his role as a school inspector. The BBC film shows Hermione
as a stalker who trails him to this point even though their relationship as
lovers has ended.

A party scene at Hermione’'s mansion is showcased next, during which

Hermione constantly interrupts the relationship between Ursula and Birkin.
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Birkin’s blinkered and nervous personality is once again elucidated in this
scene. Hermione beats Rupert when they are alone, as in the novel.
However, the film differs from the original because she uses a statue rather
than a lump of lapis lazuli. Like the novel, Birkin says, “No, you do not. I do
not let you.” (Bowen, II, 0:29:55), and his subsequent healing in nature is also
faithful to the original narrative and Russell's film (Part II, 0:29:55), perhaps
because both filmmakers deemed this part of the story to form its core.

The novel and both Russell's and Bowen’s adaptations of it feature a
scene in which Gudrun, who leaves the party with Ursula, drives cattle
away with an intimidating gesture. The dancing Gudrun is conceived in the
novel and Russell's film as a madwoman or witch. In Russell's version, in
particular, Grenda Jackson recreates Gudrun’s dance using dark and
outlandish moves reminiscent of Mary Wigman’'s “Hexentanz” (“Witch
dance”),’® which was popular when the novel was first published in 1920. In
Bowen’s version, however, Ursula dances seductively, completely unaware of
the cattle by the lake, while Gudrun chases the animals using a few
intimidating gestures.

The differences between Grenda Jackson’s Gudrun and her
characterization by Rosamund Pike in the BBC film become most apparent
in this dance scene in front of cattle. Jackson’s Gudrun is a bob-cut brunette
whose witchy dance exposes her as a threat to men and emphasizes her
monstrous nature. Pike’s Gudrun is an intelligent and calm blonde woman
who works hard at her day job as an artist and retains her humanity. Pike’s
Gudrun does not reveal any desire to conquer men and does not view her
connections with men in terms of adversarial kill-or-be-killed associations
even after her affiliation with Gerald.

Rupert and Ursula’s romantic relationship is stalled because of
Hermione, but after the party, he finally tries to clarify his connection with
Ursula (symbolically in the churchyard). He reveals his intentions, saying, “I

am done with this world, Ursula. It has let me down. God and man. Now I
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want to explore another way of living” (Bowen, II, 0:37:10). Ursula asks, “And
what would you find at the end of this great expedition of yours?” (Bowen,
11, 0:37:25) and Rupert answers “Peace. Lasting peace.” Ursula looks confused
but accepts his explanation. Bowen’s film unequivocally portrays Birkin as
queer. As previously noted, Bowen’s film clearly portrays Birkin's
homosexual attraction to the young soldier at the end of Part I. Thus, the
peace Birkin acknowledges seeking at this juncture perhaps emanates from
the comfort of having a heterosexual partner and presenting himself to the
world as cis-gender when he is actually homosexual or otherwise gender
fluid.

Birkin then quits his job and moves from his townhouse to a cottage,
where he articulates his ambition: “I want to write” (Bowen, II, 0:44:). This
desire is never expressed in the novel. The original Birkin appears to have
no ideas about his future but Bowen's version imagines him as a young man
with dreams.

During the churchyard conversation, Ursula complains to Birkin that
she wants to have sex with him “Because sex is important to me. And I am
not ashamed to say so” (Bowen, II, 0:46:00). The subsequent scene depicts
Birkin as tormented by responsibility, emotionally unstable, suffering from a
nervous breakdown, and in tears. The imposing figure of the novel and
Russell's film is nowhere to be seen. Bowen’s Ursula embraces him as he is.

Saunders’ article cited above describes Kinnear’s rendition of Rupert
Birkin in the BBC film as “Kinnear’s character is also in conflict as he strives
to break away from conformity, although his character has been changed
significantly from that in the Women in Love[sic] novel.”* Kinnear himself

views Rupert Birkin's characterization as follows:

He’s a much more sympathetic character in this [TV drama] than in the
book. He is an intellectual bully and a snob in the book. Our Rupert is

confused, very bright, sympathetic, kind but weak [...]""®
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Rupert is, perhaps, the character most distinguished from the original, and
his transfiguration from a “snob” to a “kind but weak” man is highly
symbolic. Bowen strips the omnipotent masculinity of the original Birkin off,
showcasing him as a more sympathetic, intelligent, but vulnerable being.

To examine the rest of the plot of Bowen’s film, Gerald attempts to get
Gudrun back when he hears she has returned to London. He tells Birkin, “I
want you to come to Africa with me” (Bowen, II, 0:48:56), seemingly because
he has bought a diamond mine from the Germans and must go there to
inspect it. In fact, he desires to return to better terms with Gudrun. Budget
constraints in the film’'s production are cited for Bowen's amendment of the
novel’'s destination of the Alps to Africa.'® Whether intentionally or
unintentionally, this change merges two elements from the original novel.
The two elements are, as Robert L. Chamberlain points out, Africo-Nordic
symbols.!”

As the setting shifts to Africa, the film shows Gudrun becoming
increasingly absorbed in her artistic endeavors, even showing her skipping
meals to draw. The original and Russell's adaptation do not contain many
references to Gurdrun’s art, but Bowen’s version creates a comprehensive
portrayal of Gudrun as an artist.

It becomes clear at this stage of the film’'s narrative that Gerald has
suffered horrific trauma from the childhood gun accident. He had argued
with his brother shortly before the accident and was afterward severely
beaten by his father, who considered the accident his fault. The film
indicates Gerald’s recurring nightmares of pulling the trigger with a pistol in
his mouth in the bathroom, revealing his suicidal thoughts. As previously
noted, Gerald’s maternal pressures, evident both in the source novel and
Russell's film version, are absent from Bowen’s rendition.

Subsequently, the film omits the episode in which Ursula throws her
wedding ring at Birkin and the focus of the story shifts to Gerald and

Gudrun.
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On the day the four protagonists leave for Africa, Gudrun meets Birkin's
cousin Samantha, an original character in the film, who comes to the station
to see them off. Gudrun distrusts Gerald’s relationships with women, a
feeling that is not featured in the novel or Russell's film. This insecurity sets
the stage for later developments.

The four finally arrive in Africa, where the temperature is 48°C, the
exact opposite of the snowy Alps, the final destination of the novel and
Russell's film.

In Africa, Gerald impulsively kisses Rupert after the men dance
together at a restaurant. Ursula is shocked to see the surprised and serious
look on Rupert’s face as his gaze follows Gerald. Ursula first becomes aware
of Rupert’s homosexual tendencies at this point.

Gudrun’s upper-class insecurity complex clashes with Gerald’'s desire for
popularity with the arrival of Loerke and the venerable Bavarian dowager.
Gudrun is confused by her yearning for upward mobility and her need to be
recognized as an artist, while Gerald is perplexed by Gudrun's attitude.
Thus, the situation sours.

Gudrun recommends that Gerald should enter into a relationship with
the Bavarian aristocrat lady, saying, “On the other hand, it would make a
perfect marriage. You will have classes uniting across the Europe” (Part II,
1:07:25). Evidently, Gudrun still suffers from class consciousness. Rosamund
Pike, who plays Gudrun, claims that “She feels she is not good enough, not
wealthy enough for her partner.”'®

There is no jiu-jitsu scene in the mansion in Bowen’s version; instead,
Gerald and Birkin's play on the beach develops into a brawl. Naked and
covered in sand, Gerald pokes, and prods Birkin on the beach. Venting his
anger at falling out with Gudrun on Rupert, Gerald shouts, “I know about
love! You don't fuckin’ lecture me!” (Bowen, II, 1:10:35) and leaves his friend
gasping for breath. The sensual implications of the jiu-jitsu scene in the

novel and Russell’s film are absent in Bowen’s recreation. There is simply
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bare violence, an overwhelming difference in power between men, and a
loveless frustration displayed by two men of markedly different physiques
and abilities. This refusal to admit sensuality into this scene could signal the
intentions of Bowen and Ivory not to romanticize aggression by
acknowledging the sensuality latent in violence. Certainly, however, the BBC
film loses the exquisite male-male relationship illuminated in the novel.

Finally, Gudrun says goodbye to Gerald, saying, “You have come from a
different world” (Bowen, II, 1:12:45). “I took pity on you because of the
dreadful state you are in. But there’s never love. You do not love me, do
you?” (Bowen, II, 1:13:55). Loerke enacts an important role in the ending of
the relationship between Gudrun and Gerald in the original story and
Russell’s version but is not very important in Bowen’s adaptation. Gerald
subsequently attempts to cling to his work, for which he had ostensibly
come to Africa.

Ursula and Birkin leave at this juncture, and an original episode is
inserted in the BBC film: Ursula gives Gudrun her earrings, saying, “The
most beautiful thing I possess for the most beautiful woman I know” (Bowen,
II, 1:18:04). In return, Gudrun reveals her true feelings: “Gerald...He is a
hundred men. He is a thousand men. How can I keep him?” (Bowen, II,
1:19:55), admitting that he is too much for her. The sisters are more
intimately portrayed in this earring episode than in the novel, and this
exchange appears to serve as an alternative to Birkin and Ursula’'s wedding
ring episode in the novel, which is eliminated from the BBC film. Like the
scene immediately after the miscarriage early in Part I, this scene also
emphasizes sisterhood more than the original story.

Finally, Gerald dies of heat stroke under a scorching sun, instead of
freezing to death in the Alps. Bowen departs from the original and Russell's
versions by not showing Gudrun as a witch, and Loerke is not instrumental
in the deterioration of the Gerald-Gudrun relationship. Loerke is not

accompanied by a same-sex lover(He was in the original novel and in
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Russell's film). In other words, Loerke's homosexuality is not explicit in
Bowen'’s adaptation, perhaps to highlight Rupert’s true gender identity.

Gudrun's reaction upon learning of Gerald's death is also very different
from the original story and the preceding film. Gudrun smiles triumphantly
in Russell's version as she sees Gerald heading to his death. She does not
laugh in Bowen's version; rather, she bursts into tears when Gerald's body is
found. As previously noted, Russell’s version depicts Gudrun as a witch but
Bowen portrays her as more normal and human.

Bowen's ending is beautiful, with Bach's Goldberg Variations playing
over Gerald’s corpse. Gerald dies under a desert cross, crying, “Sorry. That
is enough... I want to go to sleep” (Bowen, II, 1:27:55). There is no dialog
between Birkin and Ursula about Birkin's simultaneous quest for the love of
a man and the love of a woman. Instead, Bowen inserts a brief shot of
Ursula looking at Birkin crying, spread over Gerald’s body. Ursula nods, a
complex expression on her face. Hence, the film somewhat simplifies
Birkin’s love for men as homosexuality and visualizes it without attending to
his ideals. It is pertinent to assert that Gerald’s tragic death, rather than
Birkin's ideals, brings the story of Bowen’s film to a climax.

Bowen'’s version of Women in Love is a boldly modern update, featuring
elements not depicted in the original, for instance, the inner life of Anna
Brangwen, Ursula’s break up with Skrebensky, Gudrun'’s life in London, and
the depiction of Gerald and Birkin as servicemen in WWI, among other
details.

Thus far, we have analyzed how the 2011 BBC production of Women in
Love directed by Miranda Bowen reinterprets and reconstructs the original
narrative, including elements that do not form part of its source novels and
its departures from the original texts and Russel's film. The next sections
will review the features of the television adaptation and explore its

intentions.
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3. Characteristics of Miranda Bowen’s Women in Love
Bowen’s 2011 BBC production of Women in Love displays the following

notable features:

it marks a reconstruction of D.H. Lawrence's novels, The Rainbow,
and Women in Love

it contrasts sharply with Ken Russell’s film, which is more faithful to
the original text of Women in Love

it adds many original episodes and eliminates some elements

it details the relationship between Will and Anna

its characterizations differ from the novel and Ken Russell’'s film:
Birkin is feeble, intellectual, and kind; Gudrun is blond, not brunette,
intelligent, and a more serious artist

it shows Birkin being overwhelmed by Gerald in wrestling

the two couples go to Africa, not the Alps

it adds the storyline of Gudrun'’s affair with an art school teacher

it indicates the importance of sexual compatibility for couples,
suggesting its absence, or presence is why Birkin and Hermione

break up and Birkin and Ursula come together

The above differentiation elucidates that Bowen'’s film effected the following

modifications.

1. Bowen's version depicts characters as more human and vulnerable.

2. It portrays the female body more intimately and realistically.

Bowen does not visualize Women in Love as Lawrence intended. Rather, she
adds a conversation between Anna and Ursula, portrays Birkin as a more
vulnerable man than in the novel and Russell's film, and envisions Gudrun as

an artist rather than a witch. In so doing, the characters emerge as flesh-
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and-blood physical beings rather than as idealized forms.

Conclusion

Miranda Bowen and William Ivory boldly adapted the text of D.H.
Lawrence's Women in Love into an updated, lifelike, and contemporary
television film, adding numerous details that were not mentioned in their
source text. Consequently, their film embodies an innovative retelling of
Lawrence’s narrative through the lens of modernity.

This BBC television adaptation exemplifies how contemporary filmmakers
can incorporate representations of the female body and male vulnerability
into their visualizations of Lawrence. It thus epitomizes how Lawrence

could be read and interpreted by contemporary audiences.

LS

1  Hutcheon, Linda. A Theory of Adaptation. 2nd ed. Routledge, 2013, p. 176.

2 Women in Love. Directed by Miranda Bowen, performances by Saskia
Reeves and Rachel Stirling, Company Pictures, 2011.

3 Saunders, Emma. “D. H. Lawrence Women fall back in love,” BBC. 23 March
2011. [13 February 13, 2023], n.pag.
Ibid., n. pag.
Women in Love. Directed by Ken Russell, performances by Alan Bates and
Oliver Reed, Brandywine Productions, 1969.

6  The Rainbow. Directed by Ken Russell, performances by Sammi Davis and
Paul McGann, Vestron Pictures, 1989.
Ibid., n.pag.
Ibid., n.pag.
There is, however, a scene at the end of Women in Love where Ursula
reminisces about her old lover Skrebensky. (Lawrence, D. H. Women in
Love. Cambridge UP, 1987, p. 409.)
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See The Rainbow, Chapter 13 “The Man's World” (Lawrence, D. H. The
Rainbow. Cambridge, 2015.)

The similar line “Class-barriers are breaking down!” appears in Chapter 8,
“Breadalby”, in the novel. (Lawrence, Women in Love, Cambridge UP, 1987,
p. 94.)

Lawrence, D. H. Women in Love. Cambridge UP, 1987, p. 206.

There is no written evidence that Lawrence was aware of Mary Wigman's
Witch Dance(first performed 1914), but the 1910s and 1920s were a period of
the rise of modern dance, and the artist was certainly within the cultural
currents.

Saunders, n.pag.

Ibid., n.pag.

Not only has the destination of the climactic scene in this film been changed
from the Alps to Africa, but the entire film was shot in South Africa due to
budget constraints. “The films were made in South Africa rather than
Nottingham, where the novels are largely based—primarily due to
budgetary constraints.” (/bid., n. pag.)

“The Crucial and controlling metaphor of D. H. Lawrence’s novel Women in
Love is a metaphor of destruction, that two-faced image of disintegration by
heat and annihilation by cold. Much of the novel's interest and more than
half its meaning lies in Rupert Birkin's eccentric, hardly normal struggle to
become modern history’s new norm, and it is Birkin who conceive and
develops this Africo-Nordic symbol as a way of giving habitation and name
to his mystical perceptions.” (Robert L. Chamberlain. “Pussum, Minette, and
the Africo-Nordic Symbol in Lawrence’'s Women in Love” PMLA Vol. 78, No.
4 (Sep 1963), CUP, p. 407.)

Saunders., n. pag.
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The 2011 BBC Adaptation of Women in Love

KAMIISHIDA, Reiko

BBC Four produced a two-part miniseries titled Women in Love in 2011,
which represented a contemporary television adaptation of D.H. Lawrence's
celebrated novels, Women in Love, and The Rainbow. Before this endeavor,
the novels had previously been adapted into films by Ken Russell in 1969
and 1989, respectively. This paper chronologically reviews the ways in
which Bowen's version of Women in Love amended the original narratives,
exploring, and evaluating the additions, deletions, and modifications it
effected to the source texts. The paper further assesses the BBC film's
divergences and convergences with Russell's previous film adaptations,
speculating about the intentions of Bowen and Ivory through this
comparative analysis. While the Russell films were faithful to the original
novels, director Miranda Bowen, and Nottingham-based writer William Ivory
boldly adapted the source texts into an updated, lifelike, and contemporary
television film, adding numerous details that were not included in the novels
and modifying or eliminating elements as they deemed fit. Consequently,
their film embodies an innovative retelling of Lawrence's stories through the
lens of modernity, reconceiving, and rejuvenating the narratives and
restoring the relevance of Lawrence’'s work. This BBC television adaptation
exemplifies how contemporary filmmakers can incorporate representations
of the female body and male vulnerability into their visualizations of
Lawrence. It thus epitomizes how Lawrence could be read and interpreted

by contemporary audiences.
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DELIZOVTFHDOA T —VTEZSELND, WREWFHTHL. AH
LV [H ZFEHBECTHZ 5 &9, Fr7- 278 (Chapter 5 Tl “scalar
thinking”, Chapter 6 TIi& “planetary thinking”) ZF» P E2XLE 52D
SF o, [AH ] Mg %2 &L THRIFOFEM D &9 72,

Chapter 5 C Timothy Wientzen (X, [ AMid# L CHS ZFE (species) &
LCREBRL 2] T EE2FHROICHEZ, HEFORVKEHEOR T, AMO
T EMAICHRZ 2 ERE ERT LS. £LT, 79 Y AANOHEYSH
Pierre Teilhard de Chardin & 8 %2 #H L 2235 Star Maker % 5 2 fif &,
AT A TNV L Teilhard ORIZIET 52— FE7 = XA 2 iE R T3 E
BIZOWTH LTV,

FNT, ATA TV AERMICHERRE L 704 b ORI HT I 2 81
JEEZ D AN EFmUC, MiEOHEm%E L Vb &40 2%, Chapter 6 O
Joshua Schuster T& 5. Schuster (&, Star Maker D5 ) F-5S, SCHIAHS
LT “mad world” (105) &AL L7=:#EMNOEREZHEL, BSOM (AH)
WOWTHATAHMICERT 5. 512, [H2EWORED RMIFEAN 2k
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WOHEALD, ZOREOHEMGEIET LELDO—DLLRD], Lw)TuAf b
DEBEZTFATVEYDRHELTVEIEZWHLNITS. SFEWH Uy
VO EREMAT & & R S 72 Star Maker DIEmE L TCORARZITHI L7,
BN RmETHILLESZA.

Chapter 7128V T Ted Howell X, A5 A4 7V FYEH G 72 VADRE
M RILHEEERL. COETIE, 77/ 0V = MExEERTE, AH
T HARRBICHEIN T 2D TIE R KRS 2 2 12 X o THRaf v RE 2 206 & 2%
HIENRTELEVS, MIEROTIEY = A PYLRBBTHRD, 2RH#tH
MIZwLHN TS,

Charles M. Tung 2%H249 % Chapter 8 (X, % 2 #HoOhTHE—2A 54 7V F
VP HEENT R R CTH S, Ulrich Beck 253205 L 72 Second Modernism
DERPOIHEELIOETIE, EXFRAEXIVPOLOL LTI LI
G 27200, KRR RED RO LEED G L S5, Clock of the
Long Now GiliFR, 1J74EIERT) LW BlEISTERICEAIND. »ik D) HiRE
BETHo72N, #PTHIND, BRHOREZEHRMIZES Z 1B T
ENZZT 7 —=V=7 - TV TIZOWTOE KITHIREV. A £ 2D
FEZ W HEORZERE, HAE CIRS RS 28T 6bE 5
EV), YVTIDESZAMELTORERZREIYEL, B2lBoh Tzt
72O DRFHZED 2 DS TH 5.

PART I : WRITING MATERIALS

Chapter 9 @ Glenn Willmott (X, & &%, EADREZE L HEILZO AR
HLWGENTED LD, TOAP—Y =TV TIZRKA L2 —F =X A
WTHYH, BAMERWRIELAEALDOYT 4 Va3 v ERTLI=Z—F 7%
worldmaking art TH 5, EibX5. HEimOuiEo I, BEOEXOFIIZ
OVWTHIEZHEBETWD720, BHOFEICENBHLATVWSHEIZE
TR ECEELNT, dolzvnwn, HBPETIE, 20 AP IcHHir»rh 3
DO DE M —— “Little Nemo in Slumberland” (1910), “Krazy Kat”(1920), “Miss
Fury” (1942) #MY) EFC, BRENFITOWTHEBNIHET L T 5.

Chapter 10 @ Julia E. Daniel i, ¥V 7 ¥ + 2 —7 (Marianne Moore) ®
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K& “An Octopus” A H N5 [BEFE ] 1225 H L, Timothy Morton ®
hyperobject & W) BE&Z B Lzia BB S 5. “An Octopus” &, X%
WG KINTHLI Y v L —=T i s — 7 OBRN K% K12
LTWw3IZbhbod, KiZFoOHhT [EREZWE] L LTHEET S0
TiE%L, HXOBRAZBX THMT2KEQTHERXY 77 —ITREER
THAEL TS, FRIZB LD, AREZEHLTWD L, H5H 2 LIZEAND
Wiz ¥ Daniel 25, @ X OEBEHTMEDHEZPEATVLIDOTH L. &
DY ZXALDLHESIZEWAIT N s 4L SE TS, LI ik
JTTHh5.

Chapter 11 ® Michael D. Sloane (&, AFICBIF2RENRANTHTH S
75 AF v 2 (plastic) 25, E ¥ = X A DEMAIEIZ BT 50 8% (plasticity)
DFHFLYYHESTZENTELNI L 2T L. 91, trvod F2s
TIAFy 7BGEICEL T TORLZHMBIL, 20K, 77 AF v 7 O
HREATEWENE L RO D, vV Ay T ARHT = V—F - AF A,
RANEY VBRI ATINL =) U Hi—r - ¥LAE— (Abraham Lincoln
Gillespie) 7% EDFEMDHFTUNIIEGHE L TWRENICOVTHET L. WDk
B2, 749V 2TV FOFICELETLEETM (plastic surgery) ICF T
BRZIEFTTBY, SHONEERPEFEMICHECONS.

Chapter 12 ® Stuart Christie 1%, Y3 4 2+ # 7Y — (Joyce Cary) ®
The Horse’s Mouth (1944) L IHREE— o [HWvE] (1962) BT 5, %0
RRIEFIZOWTHELTWA, fiZon >y Frozix, WEHRRA» 50
WL HHZRD D ENRD, ZEMPUREZIKETHEMTHY, HEDH
B THROINEOZE, WAREH I X > TYRMIZ S ARG D 2T
EOHNLEETHALLELT, Mitasha, aigx, AMo [FHF] 1200 B
SN7ZDDTHE—T, BEIATHTD Y %050 NH ORI G AhA L
bor LT, Ao [Et] @wmzsHL a3 50mEons.

Pk, AEZHEBLTEIIELNLDIL, 20 ALLEO L #Emz [A
Frit] LV FLRILALHELIEICEST, BREBAFOFTIHEISHRETE
THATWLTHAI L) 2k, LT, MAEOBMESRHEZF XTI
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PO L7289 Z#EFHEOILE S 2 wiE, A odsETHh s (AHHiE L
WIS, 209 b [EARPE (Capitaloscene) | ICHHFTENZ ) TH5).
DI DT HLVWHIFERRIZBWT, maa I ANVl e S0l
LUl YAPELZEER T 7 2 ML, BBENhsord LhiZzwv. LaL,
HARZFEA B L v AL, & AT & v ) AL g2 RO %205
72OTIE R, FFEICIEE) BbNEDTHS.

CNIE=1)

Douglas Mao (ed.),
The New Modernist Studies.
Cambridge University Press, 2021.

EYZALEBDLDEO0. EROKFELFERTOEY =X L1, 7
O —NUALDP & & DI TR T 58722 EY = XA MEITL > THT HIH
SN, KTROBHEZFEHETL20% 51 [HEIEOH S 72 7% Modernisms 3
bbb [8F8FR] £EF¥=A2/EF¥=571] (13) ZHiltL LzE5y=X
AFBEDF MRS ERIC RV OOH S, DF ), EdE SN D HEDLHE
i VERZET 20 TIERL, L LAXHRE W) HBOHEMREZ]Z T, i
FIHEDOEDYDPTEY Z AL /Y ZALHED L v BT — 7 13 S
N, 4%, ZO0—=N"NVTErIF Y AF T aFVERZEERNA Y N7 — 27 P S
hoodH5b. LHL, Bz, hE FRIGHEHEBEOEMEDOE T &
HMISALOTALE BERT A EXIICHBZTL A, T/ EY = X 20%EOHH
WMAHELT2HERVIE-/724, ZIWXHORENERRTLE LS,
ZNE—REDE ) BDBOLDEALIH». b Ed, 20O L) RirEA K
ENTWRVWDES S ).

AEIL COXIBMVEZEZ LI E L CEELR ML LTHEDSITS
NE72595. BEFIE, ok EF=A20%0 [HEE] 2L
L THIRL SN %% “New Modernist Studies” O FEZHTH H %
Douglas Mao Z£EJHIZ, TOREICHML CTXMEBZOHVER. T0%
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CIIXFEMEZETHE D00, KEOLKN LK E LTIE, £1HMT, £7,
O [Hoich] €Y= ALMBEORAEDSFRIBEOKEM L ZNICE O L
MEZ R L7 BT, AFEORIGZHD 55 2 HIZB VT, FBHERPEES,
TR ER Y, RIESREEY 2L, ZIITb 72 2 M s0R 2 B L 72
Mo, TR [3F8FL] EV=A20EY a yHRINLTWL, 2% D,
RKEOWED—21F 7T =N - ¥ — VMo 2 HUENDREL DS LS
7259,

ER, 7 — N UAEHTRHELED S 172 1990 FEREZ BT RICHAE L TH
L] EFZALWMEORMIE, BEHO2ENPLWAHE1IHOT —TH
BN, FDFA VHEEIED “Histories” $74bb [XTXTREH] TH
55912, ZHEEZENT L 70— NIVHENHED 2 L a6 Tw
5. HAKIYIZ1Z, Michael North @ %5 1 # “History's Prehistory” 2%, ZEffio
HEZHET L2 EY = AL LTRRA M EY = XA E R L
BiEL, Z0%, FAMEFZALOEBRPGIEELL-oTHAELEZ [HS
7] B = A LWEDREREITER T 45— T, Mark Wollaeger D 2 #
“Scholarship’s Turn” Tl, ¥ KOMEKMEE [ o2k ] €5 =X 203D
BAESBEHIRCRGET S s, Bl ZIE, JBICE K L7z Mao @ 35 X 2518 ik
EN7-Dix Modern Language Association of America D#RFETH 72 L,
1999 4E 2B € 1172 Modernist Studies Association D5 1 [A][E 424 1% “The
New Modernisms” & @ 3N, ZFDEEGE Modernism/Modernity 1%, WE5 @
B ALWEORETH 2 FBEME L EEEL B LEDTE2bIT,
ZOT7U—=NVigty T =27 B2 N0 HL EZHLT 2RO ULEAR
EREFBARDO L) R E s (53).

Fel BB 2D FABEIEO “Horizons” bbb [SF ST R &8
SNTVEEY, FIEHESHEICNEZBE LD, (o] £5=X
LFFENE T B TR 220 MEWr 72 ] #aio 9Lk ] (Mao and
Walkowitz 737) %93 5% 12MOmE ORI 5. FlziE, [ 18
] 2 [WEORR] bwvoZzimze S Es [RHWRIE] L)
MTHROEELRDIE, ®EED “Deep Time's Haunting” 725 9 7. E£HD
Paul K. Saint-Amour {&, AFEOER 2B 5B, KAWRIER O
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W2 KT % “deep time” EWVIHIBEEZHWT, THETEY =X LDIE
b L TEDT 5N TE7 James Joyce % Virginia Woolf DEMIZA S 1L
% 2 ODKHME, T2 bBERURLHIEA L Vo Zzm vl & 1Y 72 Bl
Tf IBWTALNLRHORAZBL T, H) < ZEREBIEITTTHEHRE
BErmAHL, SVEZNE a2 74 Y XALARREALFEOBS Y

Wi Lads, 20 il oEM 2 hOIZiE 5N 5 £ 5 = X 4 QR HlF 2
fEHL, EY=XLDT 7 A MPNET 2 EBHLRZREMICT 5.

F 7o TZRBRIE] L) miZBwTid, EF=XA 82K HM0H%
BHCHRS T, SESELBHOEMEMEIT5 4 00BEPHETH L. HlId,
952 ERE VA% i A 45 3 3 “Planetarity’s Edges” Ti&, 7 Gayatri Spivak %
Susan Friedman 7 KOG Z MY 2535 € ¥ = X AFEIC BT % RATRIR
2SN T A8, 20 TR, S0, UL BRIV AT T
WL bbb OZEMHEE] (69) IZBWTERENRGAZERT S L0l
LE|EEINsG. 2L T, 4% “Religion’s Configurations” &, 20 it
PHEOMREEROLRTIHEINS Z L DLW EMR 5 21X, E. M. Forster
® A Passage to India (1924) & Rabindranath Tagore @ Gora (1909) 7z &
— R FHECIDOIRBENS YTV AF Y a FVIHBEGTT AL
<, 21 ﬁi"fa@fﬁiﬁ/*k DO #WFT A, ZFLTH 10 5 “Language’s
Hope” 1, SiBMZREEEZIY Br& [H A 2RET 27208 HS
f:l%?ﬁﬂﬂ%?ﬁ (IAL) 20 hima¥E 2 C, [SEOXFN, RIEW,
ERWMTH 2 B ME, B, a3a=r—ra Yofllarot s e ]
OfakEtEEF < (203). Hi< 5 11 # “Revolution’s Demands” Tld, Hidy&
FEMOBELN 2 DO%H Y Zillo 7z BT, WHOHME B Z 7270 — "Vl
HPOLEYZ AL ERETEROOLDB) PRSI NS. 2F ), Thbo®E
FENDBERDF ¥ 3 TV LRBIEN DO AL A Z Bk 5 — /T, €
NENOLROFEFRME AR T L2 LT, XVILHTEEBNLZES =40
ZZM Ay bT— 7 T AR L BRARIT LS.

CDEIBREFZALIEODLHIEAL SN R HEZ WD TIBIENT
T — Ik, ReZE 2 AR e L7z (9] ISR Sz o Tld v, Buai-
FEMNGEMEZFHEOALICL o TREE - fF SN TELESY = XL DE]
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WCBWT, ChETRBIEINTEZ, S LLESMIMESIFONTE
AP ERFELICHZINT 2 [HWrz] $lao (k] b [0k
EYZALMREORELKEBMTH S, Bl 21E, 455 O “Disability’s
Disruptions” 1, Paul Saint-Amour ®§5%& #i lZ 2 235 Joseph Conrad @
Heart of Darkness (1899) % Elizabeth Bowen @ The House in Paris (1935)
WL INLEEL , FEERPLAEIEE OF O 2 EEICAR>D
b, I L LTTIERCHSRREEE LT, AL BEFORMAIZ L 51 %
T—=A Y FOZRBELTEET L. i H6FET, ESTHZED L IEHN
ZEI12M 5 L C, Virginia Woolf ® To the Lighthouse (1927) % Wyndham
Lewis ® Men Without Art (1934) ZHLLNZ, £ = AL DFHEMRIZBT B 1
BoxElz oL Twab,. 2512, 57 % “Invisibility’'s Arts” IZBWTi&, H
G. Wells @ The Invisible Man (1897) & Ralph Ellison ® Invisible Man (1947)
AN DA Z @ LT, ke AR EO BREAE R SN D —)
T, # 8 E® “Black Writing's Visual” &, 20 K WEO =2 —- A7 05—
TAVIMIEHL, 770 - T A A Y RESZALNEBEOMKIZE D
LR, EREEA A=V OBMLRBMREIERT 5. T LTHIETII,
VXA EBLT/ T —IVELEIZET TAZAETF AL EBAALDO N T &~
AT aFIVTINF AT A TRIEEVPERSNSD.
CCETREDSAL MV [HO7REY =X L% ORMTH B ZT5IH
NOBED THER] 2> THEHEOMEZ MR L 72D 72, Zohd s,
RIS, HVICRZEL DS, BEICHELRYE) LHI12, AEOERIE, F¥ 3
FNETa—N), WEEERE, N ANVF v = RE2T5—INVF v =74 L,
MERDOEY Z XL Z WY PHOERB LIRS0, LM THENZRRZE
MICBWTRANRDEY ALY a V2 EMTAIEIHEITLNTWS.
72EL7:6, ZOLH)BET a UPRERHEINS [T 22L&
HEAZRCRMBEDLDEALI D, FIIWLCHLWERRIEHLDESLH 9. Z
hed, POTORAPMEY=ZAL/KAPMEY =T 45D & ) IZEHEITK
W DLEFZALHIEDRENFFo TWDLDEL ) D, FHZ L, Jennifer
Wicke 232001 S ICPHIL Tzl ), [Ho7k] €Y =X L0580 % H
DT Ty REALLS, ZOMMAZBRET 2 L BEPELVWDESH
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A (395). &2 TifEIZ, Wicke Oifim % B ¥ 2 C Max Brezinski 251§ 5 ¢
BHICHERET > TBE 2w,

... the time is nigh to consider how and why the work of the NMS [New
Modernist Studies] has emerged out of our contemporary economic,
political, and institutional academic situation. . . . By considering the
consolidation of the NMS brand, we can gauge the theoretical distortion
and political flattening that too often accompany the transformation of a
critical movement into a marketable intellectual commodity. . . . Is the
Neo in Neoliberalism the New in New Modernist Studies? (Brzezinski
109, 120)

O R [H67h] BV ZALMBLE R AV XT Y XL OBFEIKF
LA E, b2l bR EDEIICZITILDLRELDZEALH . H
RIS, WRBBETEL T ODLHT - MIRBRENE L ARLER
RHTIZH B4 (Bovée 207-8), blzLizbh ks L, §REZE LT~
W22 D725 5 . REFOHEICH-D, TNOOEMRPZE I IHET 5
FHEZ ZZNEERDIEE, BRACLEDAL LML S 2RETHE
12, [HSn] Y Z A LNROEELZDOKITH HWHEEICOVTE X
BEREFTENZ EARH L 72w,
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KT (£3) [Catherine Brown and Susan Reid (eds.), The Edinburgh
Companion to D. H. Lawrence and the Arts] [D. H. @ L ¥ Afi%¢] % 335
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Gt 22B0)

Benjamin Kohlmann and Matthew Taunton (eds),
A History of 1930s British Literature.
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RGNS B EEE A History of 1930s British Literature (2019) 13,
1930 0%, HILFITHENZ H T2 20 L O LLIZ BT 5 O & D DR T
EAzL, TOI0FEMERHE L L T2 DY - LZHRT2HDT
BB, N930 FAREIRBE L ART E V) DIF, 20 kDAL % 30 £
MELMBRICHITTEZLEV) ZETHDL. AEIEIT S ong 19305”0)“long"
(21&, 1930 EARLLBED SLALAS, 2 10 IS S 72 FOEBETICH S L)
KREOWFEER S CICPEFEQOREBRAMEZEIRL TVD. L) RIER
ki, BIZIE 4 v ha ¥y v a v Tl @ Benjamin Kohlmann & Matthew
Taunton 23X TW 5 X912, 2008 FDEREHK2HKRE 2 2 DR,
ZLCa—uy Mg TR REEZROHEOfEEEZ, 1930 £ D4R
ERIRDOI VA A SN DBUAN D EDOE RO R L & U THRT HER
ROWAFRNZZ LFITHEDT VTNV S,

722 LAEDEINT 5 2 L1013 1930 4EA 2 R0 7 O fisif i & IR %
ZETIERWV. £ T AFORME, ORI, Buk, a0
FNZENOMHETH UL DT b B bk 4 2 5 % Fei LA .o B3
ZELk 3% 2 & T, [EFW] LEAESNEL FOMOEZr o) S
BIMEM 72 late modernism D&%, L VIAFEOBEHOOEDE LTtk LIE
FTIETHDH, F7o, 0EMTERE LG, [EF=X2] Lvw)IX
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VOTIIEF LD ENLVEMAMEED S L EZBIRET 2RATHH 5.
AEIZADDLT v a G HhNTEY, BE264OMFRICLET VT
¥V —IZ7% > T\w5A. Partl Mapping a New Decade: Geographies and Identities
T, BB OA F) 2B 5 LAEMPBRT a5 74 OB -
a7 TR 287 —~TH 5. #lz13F Chapterl “Beyond Englishness:
the Regional and Rural Novel in the 1930s” Ti, €% =X A E5O MM
SN TWA. FEH O Kristin Bluemel 13, 1 ¥ 20 % fiv 725K %
Adrian Bell (Suffolk), A.G. Street (Wiltshire), Francis Brett Young (West
Midlands, Welsh Borderlands), Flora Thompson (Oxfordshire) D1l
ARMOENDIeA A ¥ 7T Y FOEMERMNL, T a P Ve LFOEHRE,
Oy RO LFICL > TERSNDINA T I RBOEZTTIE AR
I HRMLTwWA, BlzI1E, v¥ FrAFhZHh Suffolk TREZIBD
Adrian Bell 2 Wiltshire @ #3; THEFNWE - 72 A, G. Street &, #0770 —
NV REBIGN DA ¥ 75 2 O EFEITE R 7288 % K % O RERRIC
FeoOWTHLSE L7z, Flora Thompson 1%, ESEHF 2 ZIT T o205, 1E
ROH L% 8 L T 19 AL o Oxfordshire DE L A O A % il v 721
i % 1930 SR E D & 40 223 T THIMUL 72. Thompson (3 1EZRK & L C,
KEAAZIZTB W TH A OIFEARICHT 2 R T HE 2 5 R Lz L RS
Nn5. »5HwiE, Chapter3 “The Making of the Working Class: Proletarian
Writing in the 1930s” Ti%, 1934 fE 12V € = MMER S (Soviet Writers
Congress) 7%, SEHICL > TEPNLLEZERT L TOL ) 7Y
(proletarian literature) & W) BE&ZBEIL LT, @& ZIZ T TIEARL, b
FERRICOHEPNXE Yy Ve LToOMEFERY 7 X4 (socialist
realism) &\ ) 2208 L 72 FEDPH- S b, FH O Nick Hubble (&5
1223 @ Christopher Hilliard D 3EZ5H L4256, 30 EMRICELN T
L) 7LD Z S OHRISLIEEIZHED > Tw b L v ) BEDIA
ZRLIZEV)EIRT, HERBUAORTALZEDEHEDVLEOTH 72
EHMT S, 29 LT, 1930 FERICHEINIZAF) AT T L &Y T IED,
TR O ETT B FH OREERZ i <EmE V) BRIZE & 54w, Rk
RV —HOBBRECIAEmE ST, FEERBRO [ oFRIC
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FE DM EL LTEHARBINS. BEMIZE, thaFEe 7 -

= A LEENZHE D B RS AN & i 72 4Eah (Ellen Wilkinson, Clash
(1929)) %, KRMLFEERELZREZOEOREAFELME, Yz y—I1C
O HEEPBET 2 PBEER X OMEZ - 721/EM (Walter
Brierley, Means-Test Man (1935)) 7 &, ZMafimcHrn/i [FuL ¥
) 7] RN ENT WA,

Part2 Media Histories and the Institutions of Literature Ti&, #rif, HEaE,
Ry 7 Ly NEO WA 30 AN K LW, T P4 S oGk L S
FORBRR, EROF X ) 7RHE OB b % 37w @ it mH% B %
ZOHMALGENHERINTEDY, JAERD [ATAT] BT —<Ths. #lz
X Chapter6 “Circulating Literature: Libraries, Bookshops and Book Clubs” T
($ 1930 AE RO R 2 Wil S5 ke LT, i, KEE 7vyr7257
BRAENTVD, BT T4 ANV EBHEEEEZRE L, BERPEMNEK
HLORIEERLBAEKOY; E L THHEEL TWw2#H)E D 1 2728 Progressive
Bookshop TH 4. ZOFE)EIZT » K ® Red Lion Square ®—WIZdH - 7.
VEZDOREBIZIE, Y a—n1) 7 ALOER, BBUFERE, KIROBIAR,
TEERERLH T M OEREPET D, TANVF - RGOS
A TH o722 9. # % HD Dylan Thomas % David Gascoyne & ifi> T
W7z & w9, Progressive Bookshop &, &5 — Ik B HR IR 12 B Sl & L T
FAYHhHu s R o5 T&E7 Charles Lahr &, B ¥ Fr Ty Y REER
DFRIZHA F 17z Esther Archer K2 X - T 1920 SERICHHD 7z, LEIRD
BEZZRL TR, EEER ARBHREFRATLI I EE vl wn
). TORFBOFETEIMBRARLERER, EROFROWMTEEIT> 72720,
K7 NVy a7 BEOKREWTET 50T o7z L FEIZ, KEILLO>OH -
72T 2 AR =X MED, HODEERZTRLLINCRoTnizk
V.

F 72, 1930 £ 7 & )N O FIZ “twopenny libraries” & 9 [ZAHAAl
KEINTEThHo7z. By FryhrbEEANLILE 5722 OKEMHIL, RIEE
DN RAMTRH T E 72212, FEEEHRO NEICHEESLH L ORKS
R T DB IETOBD o). S HITIE, REN R BN E E D

N
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Victor Gollancz, 7 Ik @ B iA &K Stafford Cripps, 3t & 3% @ /5 % John
Strachey {2 & o THxM & 7172 the Left Book Club i&, AXA ¥ Nk Ze &4k
DRFWN L BOAELZ S 7Ly POBATEATRY L, A%Z#L CiF
WD ANOBIERE R BIG L7z 722027 7 735 MFERHBO 2 ~
IN= DSR2 FE A R U 2 MG “Poetry and the People” ZAITI L, & & Bif
DRRIZOWTHEER L7z & v ).

Part3 Commitment and Autonomy TiZ, XF O HAM:E 30 40 EHR
Buig & OB BRI T —~TdHA. Blz13F Chapterl6 “Representing Fascism
in 1930s Literature” TIEX¥E 7 7 ¥ X 2 DOBRAS, BAER OVES & BARW
WHIHLZDHMMEN TS, A S Tw b ERIE Wyndham Lewis,
Nancy Mitford, W. H. Auden, Christopher Isherwood, Naomi Mitchison,
Stephen Spender, Rex Warner, Cecil Day-Lewis, Roy Campbell, Katharine
Burdekin & ZII2b725. FIZIET7 7 v A LORJEEZOHCOMEE
BT TEMEFCLERELT, BT 7 AL RI)XRT VOV D,
K77y AN BRI VANEBURNLY %2 %W L 72 Wyndham Lewis @ X
FRBDEHEBIME (theatricality) OB HER SN T 5. Fl 21 Lewis &
The Revenge for Love (1937) I2BWT, Ty rxOHMEZMBEE L7, HbHA
N TRBEICAL E 2RI D 5 ENRDMK Victor Stamp % H 11 7 1k
Mz LWTHLEZSFA) LT AKE LTHiE, MAFPE#ICTENLTCHLD
ZRif L &9 & aMk%E, MRYLAUNE NV E [REF v 7] ITHRE
b XRBRICERAGDETVDE EWV) . HDH VI Lewis & I3 YK
MZz3Y TiF% W. H Auden @ 30 FFRDOEMICIE, 7 7 ¥ X LITHT 5 24
LHCOWNHETIEBBIEN R A v =V HOdBEMICEDER TV L
W9, Auden &, EIEFEMRL RO AETERICH ST 54 XY ADRT
Vs Az =Nk, BENEFRCIME#Z-HFEbEZTANLE T 7 ¥
ALERERE L. O T2AE~0 [4EZ] Z2@EL, N2 bozid
LOETHZOEDPOEEZ (WML L1387 v 7 A7 —VOEED, 77
PALHBIELND ZE IR AHHE OV FE bR EANTE
fei L7z, #1z21X Auden @ “The Orators™ (1932) &\ 9 @FTl, B 7Af#
7o b ORGMNEREZ KT TEREIEL 7 7 v A8 L oFMEs#tH s T
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W%, “Schoolchildren” (1937) &) fEdhTIE, FiME EFM 2 AL THAEE
DORPR LN E RGN 2 LD ENTOL BT HrRTw 5 LA EINT
W5,

% L T Part4 The Global 1930s: Conflict and Change Ti&, 1930 4EfGIZHF
DALY - BHEBHESA TV AL O TV o722 LIS, 4 FY AL
F O DL BT SN T WD, 20T ORI FE AR R H B & BB
falz R THRICB T 2 REN L2 SETW IO TT A AL
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