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EDITORIAL NOTES AND ACKNOWLEDGEMENTS 
 

OLIVER TAYLOR 
 

 
 
 
I would like to thank Malcolm Gray, Andrew Harrison, and the D. 
H. Lawrence Society for offering me the editorship of the JDHLS.  
In this number of the journal, I hope to repay the confidence placed 
in me during my stewardship of it. 
 
Generous thanks are also extended to the contributors for their hard 
work, patience and co-operation; Andrew Harrison for his advice 
and encouragement; Jonathan Long for his work on behalf of the 
journal and the Society; and the D. H. Lawrence Society for its 
continuing support of the JDHLS. 
 
Jonathan Long has provided a corrigenda note relating to his article, 
‘“A Million Thanks for the Books”: A Recently Discovered 
Postcard from D.H. Lawrence to Henry Savage’, JDHLS, Vol. 2, 
No. 3 (2011): 
  
1. Page 215, line 5: “from Henry Savage to Lawrence” should read 
“from Lawrence to Henry Savage” 
2. On page 8 his heading for the related Letter 672a should refer to 
‘JDHLS 2.1’ not ‘JDHLS 2.2’ 
 
Holders of unpublished manuscript letters by or to D. H. Lawrence, 
and researchers who have located unpublished letters in archives, 
are encouraged to make these available for publication by 
contacting either the Editor (olliedavidtaylor@yahoo.co.uk) or the 
editors of the Further Letters section, John Worthen 
(DrJohnWorthen@btinternet.com) and Andrew Harrison 
(DrAndrewHarrison@aol.com). 



 
Individuals wishing to submit work with a view to publishing it in 
the JDHLS are invited to contact the Editor via e-mail in the first 
instance (olliedavidtaylor@yahoo.co.uk). Submissions are refereed 
by two members of the Editorial Board. Once an essay has been 
accepted for publication a style sheet will be forwarded to the 
author. 
 
The Editor and Society are grateful to Laurence Pollinger Ltd, the 
Trustees of the Estate of Frieda Lawrence Ravagli, for permission 
to quote from copyright material.  
 
The cover photograph shows Gurnard’s Head, looking west from 
Zennor Head, outside Zennor, Cornwall: “Zennor is lovely – 5 
miles S. of St. Ives: lovely pale hills all gorse and heather, a great 
peacock-iridescent sea. We can have a house at Gurnards Head for 
25/- a week” (2L 556); “the grey granite boulders, you will love 
them, the rough, primeval hill behind us, the sea beyond a few 
fields, that have great boulders half submerged in the grass, and 
stone grey walls” (2L 576); “I think I shall be staring out from 
Higher Tregerthen when I am a nice old man of seventy” (2L 632). 



THE CRISIS OF 1923: FIVE NEWLY DISCOVERED 
LETTERS FROM D. H. LAWRENCE TO FRIEDA 

 
MICHAEL SQUIRES and LYNN K. TALBOT 

 
 
 
Biographers of D. H. Lawrence agree that his marital crisis of 1923 
was one of the most tumultuous of his life with Frieda. In August 
of that year, they separated and were not reunited until December. 
Each blamed the other. She accused him of disloyalty; he 
complained that she was stubborn, indecisive, and indifferent, and 
that she seldom wrote to him when he was alone. The separation 
became a split; in some ways it became permanent. Later, Frieda 
told John Middleton Murry that after Lawrence returned to 
England in December 1923, “he seemed a stranger and remote to 
me – ”1. In the months of their separation, he had become more 
independent, examined his options, and discovered some truths 
about himself. What he found surprised him. He found not freedom 
and empowerment but mounting anxiety, not a community but a 
cluster of friends, not an expansion of his soul but a contraction of 
his spirit. These new letters from Lawrence to Frieda,2 recently 
acquired by the Alexander Turnbull Library and published on 
pages 7–16 of this volume, amplify and clarify the published 
accounts of their lives.3 

In the spring of 1923 the Lawrences, though sometimes in 
conflict, moved briefly to Lake Chapala, Mexico, where Lawrence, 
inspired by the landscape, wrote Quetzalcoatl in six weeks. In June 
he finished the novel – all but three chapters. Frieda, too, 
welcomed the work. She wrote to her mother, “His newest, not-yet-
finished novel, which he wrote in Mexico, is something really big. 
– He is even more than I thought”4. But as the summer heat 
intensified, the Lawrences departed for New York City to visit 
Thomas and Adele Seltzer, Lawrence’s prized American 
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publishers, then went to the Seltzers’ New Jersey cottage, where 
Lawrence corrected the proofs of three works: Kangaroo; Birds, 
Beasts and Flowers; and his translation of Mastro-don Gesualdo. 
They planned – if Frieda had her way – to board a ship bound for 
Europe. 

Lawrence, however, had long been festering with indecision 
about where to go, whether to settle, and when again to face 
Europe, which they had not visited for eighteen months. He had 
alerted Seltzer in June that he would “probably not go to Europe at 
all – don’t want to go” (8L 81): and later remembered the 
“revulsion” he had felt (4L 513). In truth, flush with money from 
strong sales of his books, he could have gone anywhere he chose.5 
Frieda had made a plan of her own and insisted on returning to 
familiar places. She wanted to see her mother in Germany, her 
three children in England, and London friends such as S. S. 
Koteliansky (“Kot”) and John Middleton Murry, whom the 
Lawrences had befriended a decade earlier. As the weeks slowly 
passed from July to August, the couple tried to broker their 
differences. Often in the past they had been able to compromise. 
Feeling now antagonistic and quarrelsome, they could not. 
Lawrence sorely wanted to find a new human direction, away from 
Christianity and materialism; Frieda wanted a new emotional 
direction, preferably in Europe. Neither could see the outline of the 
future. 

An ugly parting ensued. On 18 August Lawrence accompanied 
Frieda to her ship, the Orbita; watched it sail out of New York 
harbour; then took the train, via Buffalo and Chicago, to Los 
Angeles. There he reunited with two Danish painters, Knud 
Merrild and Kai Gøtzsche, whose loyalty and integrity he admired. 
Though they had lost some of their appeal, having gone “much 
heavier here – physically and spiritually”,  they were, he hoped, 
“still faithful” to him (Letter 2909b). By comparison, he 
complained in subsequent weeks that Frieda had sent him only one 
letter, which he dismissed as paltry: 
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I had your first note, from the steamer, today. You don’t say 
what kind of a voyage it was, nor how the boat was, nor 
anything. Only that you met an American spinster and I am not 
to be cross with you. Which is nonsense. (Letter 2912c) 

 
Their conflict continued, for beside the word “nonsense” she later 
wrote “but it is [true that you are cross with me]”. During his time 
in America, in late summer, he wrote her two postcards (8L 85-6) 
and these five letters. The letters freshly illuminate three aspects of 
his Los Angeles sojourn: his agitated outlook; the beloved Barnum 
& Bailey Circus at Prager Park; and his frustrated attempts to shape 
the future. 
 
I. Lawrence’s Outlook 
 
Little could soothe Lawrence’s irritated state of mind. All of these 
letters open without a salutation; only one has a closing, and it is 
generic (“tante belle cose”). Written to a spouse, they are cold 
letters – peevish yet sparkling with detail. Lawrence curbs his 
irritation by evoking, as in a novel, the life around him – what he 
sees, how he feels, whom he meets. He also sends a message that 
Frieda would not have missed. He abhors, he says, “emotional 
personalities” and their web of fond, seductive, half-sincere 
blandishments, which, he supposed, John Middleton Murry was 
currently spinning around Frieda. Such soft affection “just bores 
me,” he insisted (Letter 2912c). He remembered Murry as 
sentimental, opportunistic, and disloyal. When he considers the 
brilliant, manly circus performers, whose daring and courage he 
had seen for himself, he asserts that “the inside workers – Murry 
etc – give us nothing comparable” (Letter 2912c). Such workers 
posture: their vision lacks purpose and direction. Hence in Letter 
2912c Lawrence admonishes Frieda: “If you don’t like my letters 
because there’s no thee-and-me personalities in them, just say so, 
and I’ll write shorter”. He will not play Murry to Frieda. 
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Contributing to his acerbic mood is a lingering sense of 
betrayal. The Lawrences’ passion for each other had thinned into 
ambivalence. While Frieda attended to her obligations and interests 
in London, Lawrence clung to his marriage by a thread, strong 
enough – still – to bind him to her. “Don’t stint yourself for 
anything,” he says (Letter 2908a), then asks, “Write me about 
England” (Letter 2909b), then adds wistfully, “I wish you were 
here [in Los Angeles]” (Letter 2912c). There they could cook their 
meals on a little gas stove, as they often had in Germany and Italy. 
Before leaving for Mexico on 25 September, he pleads, “Let me 
know as soon as possible what you want to do next” (Letter 2912c). 
It was now her thread to grasp. 

Yet he offers Frieda no clear choices – sail a boat to China; drift 
on the Pacific Ocean for six weeks and confront the “great void” 
(Letter 2909b); wander the globe and maybe “look for nothing” 
(Letter 2912c); find a ranch in western Mexico and hire Gøtzsche 
to help them. Vague and conflicted, Lawrence scarcely knows how 
he wants this crisis to end. “I don’t know”, he admits (Letter 
2912c). Given his uncertainty, Frieda would have felt little 
temptation to follow him. More troubling, those who might have 
sustained his dream of a new life have almost no stake in it. They 
exist at the fringe of hope. Frieda doesn’t like Mexico, Merrild 
“doesn’t want to leave Los Angeles yet” (Letter 2917a), and 
Gøtzsche, who does, has no money. Loyal and quiet, Gøtzsche is 
acquiescent and “self-contained” (Letter 2908b). Lawrence must 
resolve the grinding indecision by himself. Frieda, occupied with 
her own new life, had said little; and the Danes, he insists, “have 
nothing to say” (Letter 2909b). Lawrence’s intense agitation, 
spilling over, may well have limited their willingness to speak, 
much less to challenge him with alternatives. They revered him as 
the great writer. Yet, whereas one of the Danes preferred the sea, 
the other the land, they unintentionally fostered his own indecision. 
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II. The Circus 
 
Meanwhile, as his crisis intensified, Lawrence welcomed the 
excitement at the city’s Prager Park, situated along Grand Avenue, 
not far from where he had taken a room for six dollars per week. 
With others he went in September to see – not once but twice – 
what he called Barnum’s Circus. It was an experience like no other. 
It was mesmerizing and magnificent. 

P. T. Barnum (1810–1891), a Connecticut shopkeeper’s son, 
brash and ingenious, had become an impresario in 1842, displaying 
a dwarf two feet tall, weighing fifteen pounds. The dwarf, barely 
five years old, was exhibited at Barnum’s Museum. Renamed Gen. 
Tom Thumb, he was taken to London in 1844 to meet, among 
many others, Queen Victoria and Prince Albert, for whom he sang 
songs, danced, and told tales. Exploiting a Victorian taste for 
sensation, Barnum had found a way to new riches. In the decades 
that followed, he managed singer Jenny Lind, exhibited the 
Bearded Lady and a second dwarf named Commodore Nutt, gave 
lectures on the art of money-getting, and exhibited a hippopotamus 
as “the marvel of the animal kingdom”6. (Not surprisingly, 
Lawrence also points to the hippo in Letter 2912c). In 1880, nine 
years after its founding, Barnum combined his circus with Bailey’s. 
Renamed the Barnum & Bailey Circus, it toured Europe from 1897 
to 1902, during which time Lawrence likely heard of it. After the 
Ringling Brothers bought it in 1907, it took the name, “The 
Greatest Show on Earth: Ringling Brothers and Barnum & Bailey 
Circus”. This is the show that Lawrence witnessed in Los Angeles. 

When the circus arrived in town, remaining from 12 to 16 
September 1923, the performers and staff numbered 1600. At each 
show 400 animals performed for 10,000 spectators. Encompassing 
the Prager Park show-grounds, it was a huge undertaking (see 
illustrations on pages 21-2).7 On 12 September, the day before 
Lawrence attended with the Danes, the Los Angeles Times ran a 
feature story, which the three friends may have read, titled ‘The 
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Circus Comes to Town’. The article describes the splendid 
Cinderella pageant that circled the track of the hippodrome, then 
the performers, inside the big tent, whom Lawrence came to 
admire: 
 

The arenic [acrobatic] stars number such world-noted artists as 
Berta Beeson, high-wire danseuse Lily Leitzel, aerial gymnast 
Beatrice Sweeney, “twirling at pinwheel speed in the dome of 
the big top,” Mlle. Theol, who describes sixty revolutions a 
minute on a foot-square base fixed high in the air, the marvelous 
girls in the silver swings … One family, the Nelsons, in 
acrobatic displays, consists of father, mother, six daughters and 
a son. The Italian Picchianis form a troupe of fourteen athletes. 
The Clarkonians, aerialists of England, now appear, trapeze to 
trapeze, with the American Tomelsons. Vying with these over 
still other nets are French aerialists, the Silbons [see second 
illustration], and elsewhere in the 700-foot-long main tent, the 
Siegrists and Neopolitans. There are seventeen separate displays 
this season. 

 
This world-class event, which came to Los Angeles only once a 
year, was not to be missed. Lawrence had already written to 
Charlotte Becker on the 12th, a day after his 38th birthday, “My zoo 
interest still holds – there’s a circus in the street” (8L 83). Only 
now can readers decode his meaning. The circus offered – all 
together – a menagerie of a thousand animals that would satisfy his 
“zoo interest”. Lawrence saw the performance with the Danes on 
Saturday the 12th at 8 p.m. and again with his new friend Mrs Anna 
Forsyth on Sunday the 13th at 2 p.m. Rarely did Lawrence choose 
to see a second performance of any production. 

Letter 2912c describes the Barnum & Bailey Circus and extracts 
from it what interests Lawrence most, which is the interplay 
between Lawrence and the performers. For Frieda he records the 
marvel of their highly trained bodies, which move like wingless 
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birds: 
 

Last night we went to Barnum’s Circus, which is here for five 
days, on this street: liked it very much. Went again this 
afternoon with Mrs Forsyth … The circus is great fun. The 
courage and physical beautiful skill really impress me. They are 
far more men than Macy or H. G. Wells, the circus performers. 
They have beautiful cool daring and lovely achievement. But 
alas it is outside. But whether or not, the inside workers – Murry 
etc – give us nothing comparable. There is something handsome 
and manly about the tiger tamer, and something weird and 
sharp-eyed like birds, about the trapeze flyers. These last very 
beautiful. – Only the audience – heavy, uninspired, and these 
performers like the last weird products of the human physical 
race. One has to admit the human race is a strange and 
wonderful thing: the trapeze flyers and their strange, abstract, 
bird-like faces and marvellous movements. Perhaps because 
they have no souls. But anyhow they have the courage of the 
elements. And marvellous soulless bodies: marvellous. The 
world’s a queer place. – Afterwards we saw all the lions and 
lionesses and tigers and panthers and leopards fed: and that was 
impressive too. Must be fifteen lions, at least, and very lovely, 
fascinating animals. One could stand quite close, almost touch 
them. It brings back to me the unfailing glamour and fascination 
of life itself … The lionesses leaped over and over one another, 
like winding thread, when the food was coming. (Letter 2912c) 

 
Among the performers, the aerialists most fully captivated 
Lawrence’s interest. The aerialists were extraordinary risk-takers. 
In fact, Lillian “Lily” Leitzel, cited in the newspaper article, fell 
from her trapeze in 1931 and died shortly thereafter. They provided 
analogues to Lawrence’s own psychic explorations, the high-flying 
forms of thought – what we would call insight – which he most 
cherished. The performers are “marvellous” because they rise 
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above the crowd, surmounting the ordinary with their courage and 
discipline. They offer Lawrence an opportunity to rethink his 
current confusion. In valuable ways the circus performers may have 
helped him decide to go to Mexico by giving him a masculine ideal 
that he could locate in regions to the south. He would go there with 
Gøtzsche and look. That place, he hoped, might bring back “the 
unfailing glamour and fascination of life itself” (Letter 2912c). It is 
exactly what Kate Leslie will want when she begs the gods “to put 
the magic back into her life” (PS 103). 
 
III. The Future 
 
Yet Lawrence’s meditation, stirred by the circus, is also full of 
uncertainty. Are the best intentions “only a side show in the huge 
circus”? Who, he wonders, can say? He understands that human 
effort cannot account for life, or even for religion. As he observes 
the hippopotamus as an emblem of mystery, he understands that 
“One must leave gaps in the fence” – that is, gaps in the order and 
rationality of a “fence” in order to accommodate intuition, 
spontaneous impulses, and human variability. Crucial valences of 
the great unknown, they are baffling aspects of life’s fascination. 

Wrestling with his uncertainty, Lawrence addresses the 
contested space that surrounds and confounds him: 
 

Sometimes I feel one might as well go on drifting about and 
wondering over it all. Then again I feel one ought to put a peg in 
the middle of it, and hitch on to a new life. I don’t know. I feel I 
don’t much care whether I go to Mexico to look for a ranch, or 
to sea in a ship to look for nothing. Life’s queer anyhow. And 
one is very reluctant to nail down a purpose … Is there much 
point, after all, in having a “home” anywhere? (Letter 2912c) 

 
Feeling vulnerable, Lawrence explores an array of choices, which, 
despite his keen ambivalence, lead him to reconsider the notion of 
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completion that his marriage might offer him. He did not know that 
ten days earlier Frieda had written to her mother, “I miss Lawrence 
very much”8.  Now he implicitly asks Frieda to make the choice for 
him. Without effacing his strong sense of betrayal, he needed her 
strength and her compass. In November he told Frieda’s mother 
that a man asks his wife not for love but for “strength, strength, 
strength” (4L 532). 

Lawrence’s last letter in the series shows his fervent desire for a 
renewed purpose. He rejects almost everything around him: 
Herman Melville’s ocean “void”, the acrobats’ “soulless” selves, 
the “horror” of writer Will Comfort, and the shallow Americans in 
California. Instead, he explains his intention to Frieda: “What I 
really want to do is to make a change in the human direction, from 
this Christian-materialistic mud-flux, back to a much bigger, older, 
also newer, religious direction” (Letter 2917a). This is one of the 
clearest statements of purpose that Lawrence offered in his final 
decade. It sets the course for the revision of Quetzalcoatl into The 
Plumed Serpent in 1924–25, the essays on the Etruscans in 1927, 
and the three versions of Lady Chatterley’s Lover in 1926, 1927, 
and 1928. In all these works, Lawrence aims to redirect the sources 
of wonder and joy. Inspired by primitive rituals, cave paintings, 
and a renewed appreciation of the human body, he accomplishes 
what he claims has “got to be done”. That is a rediscovery of the 
sources of religious mystery and awe. Because “nobody 
understands” him, he is impelled to write these books and to make 
them now his “vital interest”. They occupy him for the remainder 
of his life. 

These five newly discovered letters, clarifying Lawrence’s 
marital crisis of 1923, close the gap between the couple’s abrupt 
separation in August and their partial reconciliation in December. It 
was a time of prolonged stress, when anger and anxiety tested their 
commitment to each other. Frieda’s exasperation in August – “I 
feel so cross with Lawrence … and I will not go back to him”9 – is 
matched by Lawrence’s antagonistic outlook, which in time 
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modulates to a thoughtful meditation on the difficult choices that 
lay before him. In his letters he explores these choices while he 
keeps a wary eye on Frieda. Mindful of her own set of options, he 
pulls her into his spontaneous thoughts and charms her with his 
prose. The circus at Prager Park allows him to reflect on, then 
crystallize, the nature of choice within the matrix of marriage. That 
was a hard task for a proud, independent man who came to admit, 
then lay bare, his emotional and intellectual needs. His letters to 
Frieda are subtle invitations to share his quest in some mutually 
agreeable territory. Out of this challenging matrix comes a template 
for the future. It will take Lawrence on his final journey – 
reinterpreting the religious impulse for twentieth-century readers. 
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1    Unpublished letter, Frieda Lawrence to John Middleton Murry, ?20 
April 1931. Alexander Turnbull Library. Courtesy of David Colquhoun. 
The authors wish to thank Keith Cushman, Andrew Harrison, Andrew T. 
Squires, and John Worthen for their comments on a draft of this essay. 
2     The five new letters (2908a, 2908b, 2909b, 2912c, 2917a) comprise 
part of a collection, housed in New Zealand’s Turnbull Library, which 
came from the heirs of John Middleton Murry.  When Frieda visited Murry 
in 1923, she apparently left these letters with him, perhaps for safekeeping. 
They have only now come to light. 
3     Recent biographical accounts of the Lawrences’ marital crisis include 
John Worthen, D.H. Lawrence: The Life of an Outsider (London: Allen 
Lane, 2008), and Michael Squires, D.H. Lawrence and Frieda: A Portrait 
of Love and Loyalty (London: André Deutsch, 2008). 
4   Unpublished letter, Frieda Lawrence to Anna von Richthofen, [18 
August 1923], U of Texas at Austin, trans. John Worthen and Cornelia 
Rumpf-Worthen. 
5     Lawrence had recently earned more than $5000 in America: $4306 in 
June and $1000 in August. See 4L 464 and 5L 18 n4. 
6      M. R. Werner, Barnum (New York: Harcourt, 1923) 248. 
7     The first illustration, “Ringling Bros. and Barnum & Bailey Combined 
Shows: The Greatest Wild Animal Display in History”, dated 1924, is a 
colour lithograph from the collection of the Smithsonian American Art 
Museum (http://collections.si.edu). The second illustration, portraying the 
Silbons, is undated, its provenance unknown. The Silbons – Eugenie 
Alphonse (1879-1977) and Edward Silbon Mylett (1867-1948) – met and 
married in 1894. They joined the Barnum & Bailey Circus in 1898. A year 
later they formed a seven-person act, adding trapezes above the flying 
rigging on which Mrs Silbon performed. In 1916 the troupe built a rigging 
shaped like a Maltese cross, which allowed leapers to pass each other in 
mid-air. Widely acclaimed, they remained with Barnum & Bailey until 
1931, when they retired to California. 
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8    Unpublished letter, 9 September 1923, U of Texas at Austin, trans. 
John Worthen and Cornelia Rumpf-Worthen. 
9     Frieda Lawrence to Adele Seltzer, 26? Aug. 1923, qtd in Worthen 291 
and Squires 85. 



LITERARY GEOGRAPHY AND LAWRENCE:  
THE EDGELANDS OF THE RAINBOW 

 
DANIEL WESTON 

 
 
 
In recent years, scholarship devoted to the study of literary 
representations of place has formed part of and been influenced by 
a wider process of defining landscape studies. Cultural geography 
and disciplines in the arts and humanities have increasingly entered 
into dialogue with one another with rewarding methodological 
cross-pollination. Modernism and literature of the first half of the 
twentieth century have proved a fertile testing ground for this 
engagement, but D. H. Lawrence’s writing has not yet been treated 
extensively. Andrew Thacker has described the idea of a “critical 
literary geography” in its simplest terms as “the process of reading 
and interpreting literary texts by reference to geographical 
concepts”. In this instance, the adjective “critical” is included “to 
stress the distance from an effortless mapping of represented 
landscapes in literary texts, and to raise more complex questions 
about space and power, and how space and geography affect 
literary forms and styles”1. Thacker’s monograph Moving Through 
Modernity surveys a range of modernist literature – including 
detailed studies of Forster, Pound, Woolf, Joyce, and Jean Rhys – 
but Lawrence does not feature heavily. As Thacker makes clear, his 
study is “a short tour through modernism in Britain and Ireland 
rather than a comprehensive map of modernism’s engagements 
with the topic of space and geography”, and the omission of 
Lawrence is in the main a matter of available space.2 In his 
concluding remarks, Thacker finds that looking beyond his chosen 
case studies there is “a seemingly endless vista of other spatial 
visions of modernity”, and of the four he suggests in particular, one 
is “D.H. Lawrence’s search for a more Heideggerian place of 
dwelling, manifested throughout his works”.3 
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Whilst the increased interest in literary texts on the part of 
cultural geographers and the employment of geographical ideas by 
literary critics has produced a small number of recent articles on 
Lawrence,4 there is not an extensive array of critical work taking up 
Thacker’s suggestion and applying literary geographical 
methodologies to Lawrence’s texts. As a proviso to this article, I 
am not, of course, suggesting that there is not a large and 
worthwhile body of scholarship devoted to the subject of Lawrence 
and place, but rather that little of it is explicitly influenced by the 
ideas of literary geography. The neglect of Lawrence relative to 
other modernist writers on the part of those engaged in literary 
geography might be a local repercussion of the wider difficulty with 
which Lawrence is positioned in relation to that movement, or 
related to the particular kinds of places that are habitually 
associated with the geographies of modernism (the city, the 
metropolis) that Lawrence’s writing does not fit into easily.5 I 
certainly believe that there are still gains to be made for both 
Lawrenceans and for literary geographers from further investigation 
in this area. Literary geography provides purchase to look anew at 
the traffic between the material and metaphorical registers of 
landscape in Lawrence’s writing. Moreover, this approach 
emphasises that these two elements are not merely co-present in his 
representations of place, but that they interact extensively. Excerpts 
from The Rainbow will provide the testing ground for this assertion. 

The topographies and landscapes that typify Lawrence’s 
Midlands writing are edgelands, borders, and liminal places. 
Hinterlands have been the subject of much attention in the 
contemporary writing of landscape and place (both creative and 
critical), and Lawrence can be seen as an important precursor to this 
resurgence.6 If Raymond Williams, in his study of The Country and 
the City, found the well policed separation of those two places to be 
“a significant ... way of responding to a connected history”, he also 
noted that “there are always a few who see the transition itself as 
decisive, in a complex interaction and conflict of values”.7 
Amongst these few, Williams goes on, Lawrence is perhaps 
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foremost. Ken Worpole, a contemporary writer whose work on 
edgelands has been at the forefront of formulating a new set of 
values for landscape, has written recently about Lawrence as an 
exemplary figure in this field. In terms that recall the “cultural 
border” that Williams identifies in Lawrence’s texts, Worpole notes 
that Lawrence’s writing captures a “sense of place which combines 
both the industrial and the agricultural, the communal and the 
pastoral”8. Worpole also suggests that landscape is not, for 
Lawrence, merely setting. Rather, his novels take place in “a 
landscape that is an integral part of the drama of personal life and 
fortune itself”9. Worpole draws attention to (but does not pin down 
with precision) the relationship that landscape description bears to 
other narrative priorities in Lawrence’s writing. 

These observations are not without precedent in Lawrence 
studies, even from its earliest phase. Richard Aldington dominated 
Lawrence studies up to the 1950s, before the confirmation of 
Lawrence’s reputation that resulted from the scholarly attention of 
F. R. Leavis, Harry T. Moore, Edward Nehls, and others who 
followed their lead.10 Aldington wrote the original Dictionary of 
National Biography entry for Lawrence, published in 1937, and 
established himself as a Lawrence scholar and authority with 
various publications, including the introductions to Penguin’s 
republications of Lawrence’s work after the Second World War.11 
As part of this endeavour, in 1935 Aldington published a selection 
of excerpts from Lawrence’s writing that dealt with topography and 
landscape. This anthology was titled The Spirit of Place, referring 
to Lawrence’s resonant declaration in Studies in Classic American 
Literature that “every continent has its own great spirit of place. 
Every people is polarized in some particular locality, which is 
home, the homeland ... The spirit of place is a great reality” (SCAL 
17).12 

Writing only a few years after Lawrence’s death, at a time when 
his literary reputation was uncertain and his persona still 
controversial, Aldington’s introduction to his selection from 
Lawrence’s work takes on an embattled tone. His audience for 
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these selections, Aldington suggests, is not the already converted, 
but rather “those more numerous persons who for some reason find 
that they ‘cannot get on with’ this author”13. The terms in which 
Aldington frames the appeal he finds (and is hopeful others will 
find) in Lawrence’s topographical writing are revealing. In the 
passages he chooses, “it is always or nearly always the Spirit of 
Place which is evoked – the experiences of that passionate 
sensibility which made Lawrence supreme in his time as the poet of 
the living world”14. This claim is telling in two respects. Firstly, it 
signals the ground of the accusation that Aldington feels he is 
fighting against – that it is the spirit of place rather than anything 
more substantial and real that is the focus of much of Lawrence’s 
topographical writing. This is itself a particularly focused version of 
the perennial accusation that Lawrence’s detractors have made 
against him – that his writing is ethereal, suffused with “purple 
patches” constantly losing touch with material reality. Secondly, 
Aldington is also beginning to formulate the means by which to 
refute that claim: he notes that Lawrence’s writing is grounded in 
“experience” and “living”. That is, that the spirit of place as 
Lawrence represents it is tied up in specific material and embodied 
practices of environment. 

Whilst the passages that Aldington selects for The Spirit of 
Place take in both the Midlands locales of the earlier novels and the 
worldwide terrains that later writings encompass, his introduction 
expands on the opening salvos given here to make a case on 
Lawrence’s behalf for a particularly English way of looking at and 
writing about landscape. Lawrence exhibits a “love of the non-
human world both for its own sake and in its relations with human 
beings [that] is not peculiar to English literature, but it is strong and 
persistent feature, as everyone recognizes”. This Englishness is in 
contradistinction to Aldington’s broad characterisation of other 
European traditions, in a passage worth quoting at length: 
 

French literature always tends to become absorbed in purely 
human and social interests; with the Italians of the Renaissance 
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“Nature” was a theme for very formal treatment, while with the 
modern Italians it is a theme for rhetorical treatment and is made 
to share the hysteria of the protagonists ... The world of the 
English is wider and more irregular. They are picture thinkers, 
but the picture moves. They are conscious of the other life which 
is not merely human, and for them it is really alive. Lawrence is 
here in the English tradition, but he does not fall into Ruskin’s 
pathetic fallacy. He does not expect Nature to sympathize with 
his moods, though he may adapt his to Nature.15 

 
Whilst the national stereotypes at play here might be dubious, 
Aldington is identifying an important characteristic of Lawrence’s 
literary landscapes that has not yet been elaborated on fully in 
Lawrence studies. The fictional world of the texts is often heavily 
freighted with the emotional baggage of Lawrence’s protagonists, 
but this characteristic is not all-consuming as Aldington finds it to 
be elsewhere. Rather, it sits alongside another aspect: what 
Aldington terms “the other life which is not merely human” and 
what might less mysteriously be called the material landscape in 
and of itself, devoid of symbolic registers. This kind of interaction, 
noted by Aldington soon after Lawrence’s death, would also seem 
to dovetail with certain current trajectories in literary research, 
namely the advent of literary geography. The relationship between 
place and self is particularly intricate in the use Lawrence makes of 
borders and liminal places in The Rainbow. That novel is not only 
set in an edgeland of the kind that Worpole identifies, but is also 
concerned thematically with transgressing limits and crossing 
thresholds (psychological rather than physical). 

It is the relationship between the environment that the text 
describes and the figurative or metaphorical resonances of edges 
and borders that it simultaneously works with that this article will 
dwell on. I will not focus primarily on correspondences between 
real and fictional places (where a lot of research has already been 
done).16 Rather, here I will map the topographical descriptions of 
The Rainbow alongside its overarching thematic concerns, 
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suggesting that the two dovetail in revealing ways. Marsh Farm, 
Yew Tree Cottage, and numerous other locations in the novel are, 
in different ways, situated on borders. These edgeland locations 
mirror the burgeoning new forms of consciousness and modes of 
engaging with the world that characters experience and that are 
central to the novel’s trajectory. Hence, for example, not one but 
two chapters are titled ‘The Widening Circle’. Encroachment and 
transgression, pulling against one another, are major themes that 
play out topographically. I do not wish to suggest, however, that 
place in the novel is entirely subservient to symbolic narrative ends. 
Rather, this tendency is balanced against the real correlative 
environment that Lawrence works from in making the places of the 
novel. Different claims and priorities are held in tension with one 
another. In this way, the very kind of novel that Lawrence wrote 
might be said to waver on a threshold. 

Several valuable strands of existing Lawrence criticism are 
brought together here. The correspondences between the real 
Nottinghamshire landscape that Lawrence knew and the fictional 
places of The Rainbow are well documented in John Worthen’s 
introduction to the Penguin edition of the text and in the sources to 
which his bibliography refers: Cossethay in the novel draws on 
Cossall and Cotmanhay in Nottinghamshire, with Cossall Marsh 
becoming Lawrence’s Marsh Farm, and Church Cottage becoming 
Yew Tree Cottage. And yet, as Worthen notes, the Brangwen’s 
experiences there, as they are described in the novel, are inward 
facing – it is with the inner life and state of consciousness that 
Lawrence is seemingly primarily concerned, rather than with the 
outer environment and community. Worthen writes that “[t]heir 
experience of the outer world is abstract: an experience of the 
heart, of something ‘beyond them’”. Marsh Farm is “a place 
literally and symbolically cut off from the smoking town and 
industry of Ilkeston, and the active Barber & Walker Co. Cossall 
Colliery only a few hundred yards away; the canal bank shuts off 
that world from the farmhouse”17. It is the accommodation of the 
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outer world to modern consciousness that informs Ursula’s struggle 
and dominates the second half of the novel. 

Alongside the tracing of real world origins for the places of the 
novel, a second critical task – and, again, one that has already 
received significant attention – has been reading the symbolic 
registers of the edge and the border. Indeed, Lawrence’s letters 
would seem to suggest that this is the direction in which his own 
priorities lie: “I have no longer the joy in creating vivid scenes” he 
writes at this time, “I must write differently” (2L 132, my italics). 
The Rainbow is thus “written in another language almost” from 
earlier fiction where the documentation of Midlands life and the 
places in which it takes place had been an important aim achieved 
by a broadly realist approach (2L 142). New experiments with 
language and metaphor now come to the fore. As Lawrence would 
have it, the charge of the places in this new novel was not primarily 
scenic, but symbolic. Lawrence’s ‘Study of Thomas Hardy’ goes 
further in indicating how he is interested in “setting behind the 
small action of his protagonists the terrific action of unfathomed 
nature” (STH 29, my italics) whilst he is writing The Rainbow. 

This novel is selected as an appropriate case study here at least 
in part because it provides a more complex task for literary 
geography’s methodology: the resonances of the material 
environment are harder to trace in light of the developments in 
Lawrence’s writing style that occur at this time than they would be 
in the earlier novels. And yet, as Worthen intimates, there is a 
pattern between material and figurative space throughout The 
Rainbow. If the text’s conclusion sees Ursula declare that “I have 
no allocated place in the world of things, I do not belong to 
Beldover nor to Nottingham nor to England nor to this world”, she 
also admits that “I am trammelled and entangled in them” (R 456).  
The border and the edge are both material and metaphorical. If the 
text’s conclusion tends towards the latter, it is not without 
significant groundwork accrued through the former over the course 
of the novel. 
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In Lawrence’s topographical non-fiction writing about the 
region, an “in-between” status characterises the district in which he 
grew up and in which many of the novels are set. In ‘Nottingham 
and the Mining Countryside’, he describes how the Erewash river 
that runs by Eastwood “divides Nottinghamshire from Derbyshire”, 
and how the countryside here is “just between the red sandstone and 
the oak trees of Nottingham, and the cold limestone, the ash-trees, 
the stone fences of Derbyshire” (LEA 287, my italics). In the same 
essay, spatial liminality also possesses a temporal dimension: the 
area was “a queer jumble of the old England and the new”, or “a 
curious cross between industrialism and the old agricultural 
England of Shakespeare and Milton and Fielding and George Eliot” 
(LEA 289). That an edgeland landscape is the result of historical 
process is also particularly evident in the broad sweep through the 
history of the Brangwens’ farming activity at the opening of The 
Rainbow. The first sentence of the novel describes how Marsh 
Farm is situated on a geographical border “in the meadows where 
the Erewash twisted sluggishly through alder trees, separating 
Derbyshire from Nottinghamshire” (R 9) (echoed later in the 
similar phrasing in ‘Nottingham and the Mining Countryside’ 
above). It is here that generations of the family live – “feeling the 
pulse and body of the soil” (R 10) – in a kind of stasis. Even here 
though, the tensions that characterise the novel’s relationships are 
present: whilst “the Brangwen men faced inwards to the teeming 
life of creation, which poured into their veins”, the women “faced 
out from the farm buildings and fields, looked out to the road and 
the village with church and Hall and the world beyond” (R 11). 
Lawrence draws on the well-established tradition of opening a 
novel with a scene-setting description of place, but does so in a 
language that inverts its terms. What is being described might be 
the “setting” for action to follow, but its description is heavily 
freighted with the novel’s more abstract ideas of the edge and 
beyond. The Brangwen woman “strained her eyes to see what man 
had done in fighting outwards to knowledge ... her deepest desire 
hung on the battle that she heard, far off, being waged on the edge 
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of the unknown. She also wanted to know, to be of the fighting 
host” (R 11, my italics). It is biblical cadence, and not geographical 
feature, that predominates here. The environment is thus imbued 
with meaning. 

However, the break with specific topography is not lasting. 
After the timeless feel of this prelude, the second part of chapter 
one turns explicitly to dated historical changes in the landscape: 
 

About 1840, a canal was constructed across the meadows of the 
Marsh Farm, connecting the newly-opened collieries of the 
Erewash Valley. A high embankment travelled along the fields 
to carry the canal, which passed close to the homestead, and, 
reaching the road, went over in a heavy bridge. 

 
If this passage purports to be flatter, more neutral physical 
description, it is nonetheless undertaken in terms that express 
something of the central tensions of the novel. Whilst the function 
of the canal is connection, reaching beyond borders and across 
distances, its result for the Brangwens is, in part, the opposite: “the 
Marsh was shut off from Ilkeston, and enclosed in the small valley 
bed”. Enclosure, in the next paragraph, transforms again to become 
incursion: “The Brangwens received a fair sum of money for this 
trespass across their land”. Shortly after the canal, the railway 
arrives too and “the invasion was complete” (R 13). Doubling back 
characterises Lawrence’s writing here with short paragraphs 
continually expressing a tension between seclusion and 
engagement. From the perspective of literary geography, the formal 
and stylistic properties of the text echo the geographical 
experiences that they describe. If one paragraph begins by stating 
that “the Marsh remained remote and original”, then the next 
focuses entirely on stressing its connection to the world beyond the 
border:  
 

But, looking from the garden gate down the road to the right, 
there, through the dark archway of the canal’s square aqueduct, 
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was a colliery spinning away in the near distance, and further, 
red, crude houses plastered on the valley in masses, and beyond 
all, the dim smoking hill of the town. (R 14) 

 
In the manner of landscape traditions in visual art, the gradually 
diminishing perspective, sliding from foreground to background, 
offers a microcosm of the novel’s own widening circles to come. If 
this prospect is viewed from the safety of the farm at this early 
stage, the novel’s trajectory is one of walking out into this world. 
Again, Lawrence’s formal decisions and style of writing offer a 
reflection of particular practices of looking and ways of seeing 
landscape. 

Furthermore, the positioning of this section – bracketing off the 
slumber of generations of nameless Brangwens from the extended 
treatment of named characters (and comparably few characters for a 
novel of this length and scope) – almost confers agency on place, 
suggesting that the changes described precipitate the action that 
follows. This is certainly the case later in the novel when the 
“incursion” of the canal and its embankment onto Brangwen land 
becomes inundation in the form of the flood that kills Tom 
Brangwen. This is surely one of the central events around which the 
novel turns. On a larger scale too, the novel is structured such that 
there is a continual doubling back from placed event to extended 
internal reflection and psychological description. This only serves 
to bolster the wider point that I am making – the material and 
metaphorical geographies of this novel are carefully synchronised 
with one another. In Thacker’s terms for critical literary geography, 
this dialogue is an example of the way in which “Literary texts 
represent social spaces, but social space shapes literary forms”.18 

In this context, the crossing of a threshold becomes a loaded 
gesture repeated throughout The Rainbow.19 Tom Brangwen and 
Lydia Lensky’s first meetings and then their engagement exemplify 
this symbolism. Tom is drawn out of a kind of torpor when Lydia 
comes to the Marsh to borrow a pound of butter. Her knock at the 
seldom-used front door “startled him like a portent”: 
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When he opened the door, the strange woman stood on the 
threshold ... He stepped aside and she at once entered the house, 
as if the door had been opened to admit her. That startled him. It 
was the custom for everybody to wait on the doorstep till asked 
inside. He went into the kitchen and she followed. (R 34) 
 

The scene that follows is influential in prompting Tom’s proposal, 
which sees a reversal of the doorstep dynamic. Arriving at the 
vicarage, he hesitates outside, watching Lydia and her daughter 
Anna through the window, before taking the step – literal and 
metaphorical – onto and over the threshold (Lawrence repeats this 
term here as in the scene at the Marsh, affirming the connection 
between them):  
 

He knocked. She opened wondering, a little at bay, like a 
foreigner, uneasy … But he was already stepping on to the 
threshold, and closing the door behind him. She turned into the 
kitchen, startled out of herself by this invasion from the night. 
He took off his hat and came towards her. (R 43) 

 
The coming together that follows sees Lawrence shift focus from 
the blocking of a scene to a far more extensive treatment of the two 
characters’ interiority. My purpose here is to establish the dialogue 
between material and psychological movements. If Lawrence 
dwells at greater length on the latter, it is not without the 
substantiation of the former. 

The oscillation between engagement with and withdrawal from 
the world beyond the home plays out again in similar terms for Will 
and Anna in the next generation. Critical accounts of this part of the 
novel have gravitated towards the description, in ‘Anna Victrix’, of 
their taking up residence at Yew Tree Cottage after their marriage. 
During the honeymoon period in which Will does not go out to 
work, a growing sense of separation from the world is troubling to 
him: “At first, he could not get rid of a culpable sense of licence on 
his part. Wasn’t there some duty outside, calling him and he did not 
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come?” (R 134). If Will is uncomfortable with being “remote from 
the world” (R 135), Anna “was less hampered than he, so she came 
more quickly to her fullness, and was sooner ready to enjoy again a 
return to the outside world” (R 140). After a period of adjustment, 
Will does manage to re-establish dialogue with the outside: 
“Brangwen began to find himself free to attend to the outside life as 
well. His intimate life was so violently active, that it set another 
man in him free. And this new man turned with interest to public 
life, to see what part he could take in it”. At this juncture, Lawrence 
invokes the cottage as a marker of re-engagement: “The house by 
the yew trees was in connection with the great human endeavour at 
last. It gained a new vigour thereby” (R 221). 

Indeed, the initial description of the cottage itself over a hundred 
pages earlier does the groundwork for this reciprocation. The 
cottage is located in Cossethay itself, signalling a movement out 
from the isolated farm: “Will Brangwen’s eyes lit up when he saw 
it. It was the cottage next to the church, with dark yew-trees, very 
black old trees, along the side of the house and the grassy front 
garden; a red, squarish cottage with a low slate roof, and low 
windows”. The description then details the interior before turning to 
a curious repetition of the exterior description, this time through the 
window from inside:  
 

Looking out through the windows, there was the grassy garden, 
the procession of black yew-trees down one side, and along the 
other sides, a red wall with ivy separating the place from the 
high-road and the churchyard. The old, little church, with its 
small spire on a square tower, seemed to be looking back at the 
cottage windows. (R 122) 

 
The play of different perspectives is emphasised in their settling on 
essentially the same things. In the first sentence I have quoted here 
(“Will Brangwen’s eyes lit up…”), Lawrence alerts his reader that 
in the description that follows we are looking with Will, from the 
outside, and then subsequently from the inside out, thus textually 
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replicating an experience of place, before the paragraph ends with 
the church itself returning the gaze. The windows themselves – 
transparent portals of connection but also a border between interior 
and exterior – are significant in the repeated emphasis they receive. 
The cottage is “next to” (connected with) the church, but 
“separated” from it by the heavy trees and the ivy-clad wall. For 
this generation of Brangwens, as for that which precedes it, the 
geography of the novel is unresolved around a border or an edge. 

It remains then, in this necessarily cursory glance at the material 
and metaphorical geographies of The Rainbow, to say something of 
Ursula’s journey through the second half of the text. Her 
accommodation of a state of consciousness in dialogue with the 
world, above and beyond that achieved by her parents and 
grandparents, patterns (predictably enough) onto a topographical 
movement. On her going to school (significantly, by train), “she 
was glad to burst the narrow boundary of Cossethay, where only 
limited people lived” (R 246). The same relationship between the 
opening of new interior horizons and physical movement is 
repeated in ‘The Man’s World’, which sees Ursula going to work at 
Brinsley Street School (this time aboard a tram). Religious 
language and figurative description are again present here – “the 
veil would be rent that hid the new world” (R 341) – but they are 
caught up in the journey itself. The text dwells at length on Ursula’s 
wait at the terminus, another kind of threshold: “Before her was the 
station to Nottingham … Behind her was Cossethay, and 
blackberries were ripe on the hedges” (R 342).20 

The final episode that I want to consider is one that signals 
topographically the distinction between Ursula and the earlier 
generations with whom The Rainbow is concerned. At the marriage 
of her uncle Fred Brangwen, Ursula walks out with Anton 
Skrebensky up and along the canal embankment that has, to this 
point, played a large part in cutting Marsh Farm off from the world. 
If earlier this landscape feature is a mark of severance, the simple 
shift in perspective that mounting it involves constitutes a new 
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outlook for Ursula. The old distinction between industrial and 
pastoral is thrown into relief from here:  
 

The blue way of the canal wound softly between the autumn 
hedges, on towards the greenness of a small hill. On the left was 
the whole black agitation of colliery and railway and the town 
which rose on its hill, the church tower topping all. The round 
white dot of the clock on the tower was distinct in the evening 
light. 

That way, Ursula felt, was the way to London, through the 
grim alluring seethe of the town. On the other hand was the 
evening, mellow over the green water-meadows and the winding 
alder-trees beyond. There the evening glowed softly, and even a 
pee-wit was flapping in solitude and peace. 

Ursula and Anton Skrebensky walked along the ridge of the 
canal between … They two walked the blue strip of the water-
way between, the ribbon of sky between. (R 287) 

 
From Ursula’s elevated perspective, the canal is not only a border, 
but also a transit route through and a link beyond. In the larger 
scheme of the novel, it defines not the alternatives that Ursula must 
choose from, but the accommodation between the world and the 
self, engagement and inwardness, that she arrives at. The 
conjunction itself – “between” – is reiterated three times in this 
short last paragraph. It is, tellingly, following this scene that Ursula 
“felt she was a new being” (R 294). 

Cumulatively, then, a call and answer structure plays out, over 
borders, across the three generations that are the text’s span. In the 
first of the three generations, Tom Brangwen’s abstract speculation 
– asking “What was there outside his knowledge, how much?” (R 
25) – figures geographically: “he stuck to his dreams, and would 
not have the reality of Cossethay and Ilkeston” (R 26). Ursula’s 
declaration that she has “no allocated place in the world of things” 
at the novel’s conclusion takes on the same form with its own 
denial of location: “I do not belong to Beldover nor to Nottingham” 
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(R 456). However, I hope to have shown that whilst in The Rainbow 
Lawrence might be primarily interested in the metaphorical and 
figurative resonances of the border, that interest is never allowed to 
become entirely divorced from the material edgelands in which the 
text is grounded and the lives that it reports on are lived. It is the 
traffic between the two that a critical literary geography can look to 
establish. Further work taking account of these methodologies 
would, I propose, be equally revealing in relation to a wide variety 
of Lawrence’s writing – not only the novels but also the poetry and 
the travel writing. The shifts in Lawrence’s mode of writing that are 
first apparent in The Rainbow need not be conceived as a total 
break with what had gone before, but rather, as a further 
development of its potentials. Here, then, three geographies of the 
text – topographical, metaphorical, structural – all interact with one 
another. All signify the inhabitation of edgelands and focalise the 
crossing of borders and thresholds – physical, psychological, and 
literary – in turn. 
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HELEN CORKE’S COPY OF LOVE POEMS AND OTHERS 
 

KEITH CUSHMAN 
 
 
 

Love Poems and Others, published on 20 February 1913, was D. H. 
Lawrence’s third book and his first book of poetry. Helen Corke’s 
copy of the book has recently turned up. On the front flyleaf she 
dated her purchase “March ‘13” and signed it “H. Corke.” 
Considering her complex, intense relationship with Lawrence and 
the fact that three poems in the book are addressed to her, it is 
hardly surprising that she bought Love Poems so soon after its 
publication. On the rear flyleaf of Love Poems and Others she 
wrote out a two-stanza poem about her relationship with Lawrence, 
dated 2 March 1930, the day of his death. This poem, which has 
never before been published, adds an intriguing footnote to the 
biographical record and makes the book a very special Lawrentian 
artifact. 

Lawrence’s romantic life during this period was extremely 
tangled. He had considered becoming engaged to Agnes Holt, but 
by January 1910 he found her “utterly ignorant and old-fashioned,” 
not to mention guilty of judging “by mid-Victorian standards” (1L 
153). He ended his intense eight-year platonic relationship with 
Jessie Chambers after Christmas 1909 and began—at his urging—a 
brief, unhappy sexual relationship with her in spring 1910. As his 
mother lay dying in early December 1910 he suddenly asked Louie 
Burrows to marry him. Louie became his fiancée. Helen Corke, 
who first met Lawrence in the winter of 1908-09, was “undoubtedly 
his most important woman friend in Croydon” (1L 10). I will sketch 
in their relationship before (at last) presenting and discussing 
Corke’s unpublished poem. 
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Helen Corke was a teacher at the Dering Place Mixed School. 
She first met Lawrence at a musical evening at Agnes Mason’s, 
when Corke “had played violin solos to Agnes’s accompaniment”1. 
She and Lawrence shared intellectual interests, but their evolving 
relationship was fraught with complication and soon became 
profoundly frustrating. In late January 1910 in a letter to Blanche 
Jennings he mentions “a new girl – a girl who ‘interests’ me – 
nothing else ... call her Helène – she is very interesting” (1L 154). 
Lawrence’s insistence that Helen Corke only interested him 
conceals his sexual attraction to her. 

By the middle of March he was sounding a little like an unhappy 
lover. He asked Corke, “Are you greatly offended with me? If so, I 
will wear a becoming humility in your presence” (1L 157). If 
Lawrence was falling in love with Helen Corke, that love was also 
filled with hate: “I feel often inclined, when I think of you, to put 
my thumbs on your throat” (1L 160). As James T. Boulton has 
observed, “Helen Corke was at times a focus for Lawrence’s 
extremes of feeling – passionate physical desire or bitter irony 
verging on hatred” (1L 10). 

Helen Corke’s most important impact on Lawrence’s writing 
career was of course his transformation of the story of her tragic 
affair with her violin teacher, Herbert MacCartney, into his second 
novel, The Trespasser (1912). MacCartney, a married man, 
committed suicide in August 1909 after he and Corke had spent 
five days together on the Isle of Wight. As John Worthen has 
pointed out, Corke was “that exceptional thing in the respectable 
professional classes, a single woman with a sexual history”2. As 
Lawrence worked on The Trespasser he found himself identifying 
with MacCartney – and getting “very much closer”3 to Helen 
Corke. But, much to Lawrence’s sorrow, although she was a 
respectable woman with a sexual history, she was repulsed by sex. 

Lawrence attempted unsuccessfully to persuade Corke to begin a 
sexual relationship: 
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After all, Helene – what difference is there between your 
arrangement and mine? You say – let us be together, because it 
stimulates you. – You know you would take my arm when we 
were alone: you know, when I was a bit tormented,  you would 
put your arms round my neck. Now if you can tell me any 
difference between this and the ultimate, I shall thank you. (1L 
238) 

 
Such sophistry did not convince Helen Corke to engage in the 
“ultimate.” 

By 12 July 1911 Lawrence had thrown the condoms his landlord 
had given him over St James’s railway bridge. Bitterly, he vowed to 
Corke never to “ask for sex relationship again, never, unless I can 
give the dirty coin of marriage:  unless it be a prostitute, whom I 
can love because I’m sorry for her” (1L 286). Helen Corke last saw 
D. H. Lawrence on 3 February 1912. On 5 February, the day after 
he broke his engagement with Louie Burrows, he was staying with 
Edward Garnett at his house in Kent. He invited Corke to take a 
walk with him one evening and even suggested that she might “stay 
the night” at the Cearne. After all Garnett was “most beautifully 
free of the world’s conventions” (1L 362). She declined Lawrence’s 
invitation. His letter “only [made] more clear the division of our 
ways”4. Six weeks later Lawrence met Frieda Weekley. 

Helen Corke played an important role in Lawrence’s writings of 
the Croydon years. She and Lawrence had “long discussions 
relative to the revision”5 of The White Peacock (1910), and Corke, 
Agnes Mason, and Agnes Holt wrote out many pages of the fair 
copy of the novel that Lawrence sent off to the printer.6  In The 
Trespasser Helena Verden is the fictional version of Helen Corke. 
As Lawrence wrote the novel, he brought the manuscript to her 
“chapter by chapter”. She had “little to say and nothing to 
condemn. Her reaction was, above all, wonder at the power and 
wealth of symbolism characterizing the work”7. In her 
autobiography Corke describes Lawrence’s story ‘The Witch à la 
Mode’ (unpublished until 1934) as “a skillful blend of fact and 
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fiction, with an entirely imaginary dénouement,” based in part on a 
musical soiree at the “little villa” where MacCartney’s sister Laura 
and her father lived.8 Lawrence’s description of Winifred Varley in 
the story is unmistakably a portrait of Helen Corke: 
 

She was of medium height, sturdy in build. Her face was white, 
and impassive, without the least trace of a smile. She was a 
blonde of twenty-eight. . . .  Her throat was solid and strong, her 
arms heavy and white and beautiful, her blue eyes heavy with 
unacknowledged passion. (LAH 58) 

 
Lawrence’s frustration is visible in his discernment of 
“unacknowledged passion” in Winifred’s eyes. 

Lawrence’s “Helen” poems can be found in all three of the 
books that collect his earliest poems:  Love Poems and Others 
(1913), Amores (1916), and New Poems (1918). Love Poems and 
Others includes three of these poems: ‘Return’, ‘The Appeal’, and 
‘Repulsed’. ‘The Appeal’ and ‘Repulsed’ both address Helen by 
name. None of the three is among Lawrence’s best early poems, but 
the frustration and anger found in all three are both disturbing and 
powerfully authentic.  

In the two-quatrain ‘Return’ the poet asks, 
 

Now I am come again, you who have so desired 
My coming, why do you look away from me? 

 
The poet does not identify the capricious woman by name, but the 
fact that she is playing the violin (“Ah, here I sit while you break 
the music beneath / Your bow”9) makes it clear that she is Helen. 
‘The Appeal’, another two-quatrain poem, dramatizes the poet’s 
plea to have his kisses returned. But, as the second quatrain makes 
clear, he appeals in vain: 
 

Helen, you let my kisses steam 
Wasteful into the night’s black nostrils; drink 
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Me up I pray; oh you who are Night’s Bacchante, 
How can you from my bowl of kisses shrink!10 

    
‘Repulsed’, a much more ambitious poem, consists of eight 

stanzas of irregular length. The poem’s title makes it clear that 
frustration will once again be the keynote. The outdoor setting and 
the “nightly heavens” above seem to add a cosmic dimension. The 
poet and Helen “stand on this hill, with the whitening cave of the 
city beyond” as the poet’s “soul turns fond.” The “night is immense 
and awful, Helen,” while the poet is no more than an “insect small / 
In the fur of this hill.” His frustration and anger give way to an even 
stronger emotion: 
 

And I in the fur of the world, and you a pale fleck from the sky, 
How we hate each other to-night, hate, you and I, 
As the world of activity hates the dream that goes on on high, 
As a man hates the dreaming woman he loves, but who will not 
reply.11 

 
On 1 April 1912 Lawrence suggested “The Man and the 

Dreaming Woman” as a possible title for The Trespasser (1L 378). 
Lawrence’s dreaming woman “is an untainted Sleeping Beauty 
figure, who fails to awaken to her sensual physicality at the man’s 
kiss”12. In her repulsion of the poet’s advances, the dreaming 
woman becomes a destructive force. The woman becomes even 
more destructive in Lawrence’s revision of the poem for Collected 
Poems (1928). Now “this Helen” is identified as “the female whose 
venom can more than kill, can numb and then nullify”13. 

Helen Corke’s poem about the death of D. H. Lawrence, entered 
on the rear flyleaf of her copy of Love Poems and Others, is devoid 
of hatred, frustration, even intensity. The poem quietly and sadly 
emphasizes the failure of understanding and of relationship between 
the two of them. The poem, obviously not meant for publication, 
expresses the way Corke wants to remember (and simplify) her 
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time with David Lawrence (her name for him) before he “emerged 
into a wider world”14: 
 

March 2nd 1930. 
 

And you also, David, Little Brother, are gone 
into the Silence. 

The great Silence that waits outside our short 
span of speaking 

To ourselves or to one another. 
 

Is it more profound – is it dimmer, 
that strange oblivion -  

Than the belt of impenetrable stillness 
that rose between us 

Twenty years ago?  
 

Corke fixes the dead Lawrence in her memory as “Little 
Brother,” an epithet he had grappled with while alive. On 11 May 
1910 at the time he was writing The Trespasser he wrote Corke 
that:  
 

Somewhere I have got the ballad of ‘Sister Helen’ – Rossetti’s – 
beating time.  I couldn’t repeat it, but yet I beat and beat through 
the whole poem, with now and again a refrain cropping up: 

 
‘Nay of the dead what can you say 

Little Brother?’ 
 

or again 
‘O Mary, Mother Mary 

Three days today between Hell and Heaven’                
    

and again 
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‘What of the Dead between Hell and Heaven 
Little Brother.’ (1L 159-60)  

 
Dante Gabriel Rossetti wrote his lengthy, pseudo-medieval 

literary ballad ‘Sister Helen’ in 1851 or 1852. He subsequently 
revised the poem for the famous edition of his poems he published 
in 1870. The poem consists of a dialogue between Sister Helen and 
her worried little brother. Sister Helen is melting a wax effigy of 
the fiancé who abandoned her for another woman in order to kill 
him and also to deny his soul passage to heaven. Lawrence “beat 
and beat through the whole poem” as he was writing The 
Trespasser because he believed that his own Helen had destroyed 
Herbert MacCartney. Meanwhile this destructive woman was 
repelling his own advances. In Lawrence’s imagination Corke was 
reducing him to her “little brother.” But he also identified with the 
man whose effigy Sister Helen was burning. 

In D. H. Lawrence: A Personal Record Jessie Chambers 
remembered Lawrence’s obsession with ‘Sister Helen’ at the time. 
As Lawrence, Jessie, and Jessie’s brother Alan walked up the hill 
from the train station after a concert in Nottingham, “Lawrence 
kept asking”: 
 

‘Why did you burn your waxen man, 
Sister Helen?’ 

 
Notice that the lines he obsessively repeated were the lines about 
the burning of the waxen man, a passage he identified with. Jessie 
also remembered that Lawrence “had read Rossetti’s poem to me, 
but I disliked its spirit of revenge. For hate and revenge lay 
definitely outside my orbit”15. The Cambridge Edition notes 
Lawrence’s “interest in the poem” (1L 160). Obviously something 
much stronger than “interest” was involved. 

Helen Corke’s novel, Neutral Ground, includes her own version 
of her disastrous relationship with Herbert MacCartney. In Neutral 
Ground she appears as Ellis, Lawrence as Derrick Hamilton (as in 



56                                        Keith Cushman 
 

“D. H.”). Remarkably Corke includes almost verbatim the portion 
of Lawrence’s letter to her of 11 May 1910 that quotes three bits 
from ‘Sister Helen’—as if D. H. Lawrence and Derrick Hamilton 
are the identical person. Later in the novel Ellis writes a note to 
Hamilton saying that they “had better not meet again. It’s no longer 
any use.” She closes the note with “Laissez-moi tranquille, Little 
Brother”16. There is every reason to believe that Corke inserted the 
text of an actual note—or at least a remembered version of it—into 
her novel. There is also reason to surmise that after Lawrence’s 
pained allusion to the Rossetti poem, she in some way thought of 
him as her “little brother” or at least wanted to.     

Corke’s personal poem on the death of Lawrence is quietly 
resonant but hardly distinguished. But at the least it is infinitely 
better than her pompous, attitudinizing poem titled ‘To D. H. L.’, 
published in 1960 in Songs of Autumn and Other Poems. Corke 
notes that most of the poems in this volume “range between 1910 
and 1921”17. Surely she wrote ‘To D. H. L.’ sometime after she last 
saw Lawrence in February 1912: 
 

Heaven’s stars are still— 
Wake not.  O restless slumbering Sea! 

Only a path for the Dead 
the Moon treads out on thee. 

 
Foam-light her tread— 

Shrink not! the mother of phantoms she— 
mist-gold along thy bed 

the sand she strews on thee. 
 

Nay, if she bend, 
rouse not! faint flame her fingers be—    

quenched ere the tracing end, 
the name she writes on thee.18 
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A woman who could write a poem like this was not the woman for 
D. H. Lawrence. 

Helen Corke, who outlived D. H. Lawrence by nearly half-a-
century, remembered that “once David ... had made directly the 
suggestion that we might marry, but so tentatively that his own 
words would seem to surprise him”. She also confessed in her 
autobiography that sexually she stood “at the half-way house, 
looking both ways, partaking of both masculine and feminine sex 
values”19. In 1951 Corke published D. H. Lawrence’s ‘Princess’: A 
Memory of Jessie Chambers.  She enjoyed a long friendship with 
Jessie, and at one time she was in love with her. Helen Corke never 
married. In late October 1913 Lawrence wrote A. W. McLeod, his 
closest friend at Davidson Road School, from Fiascherino, telling 
him not to “mind what Miss Corke says”: “If one is more or less in 
love with a woman whom one knows one can’t love altogether, not 
really, then what shall one do but take the moment – Carpe diem. .” 
(2L 91). This is the last time he mentioned Helen Corke in his 
correspondence. For Lawrence, she had already “gone into the 
Silence”. 
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ORAZIO AND RIZPAH: A BIOGRAPHICAL PROBLEM 
SOLVED BY CHRISTOPHER MILES 

 

JOHN WORTHEN 
 
 

 

In 1979, I was starting to write the notes for the Cambridge edition 
of The Lost Girl, and was soon faced with a problem. The character 
of Pancrazio Califano in the novel was, it was well known, based 
on that of the real-life Orazio Cervi, an Italian model who had 
worked for Hamo Thornycroft, the Scottish painter. Thornycroft’s 
daughter Rosalind had become a good friend of Frieda and D. H. 
Lawrence; and when Rosalind planned to leave the country when 
the war ended (she wanted to get away from a messy impending 
divorce from Godwin Baynes), the idea obviously came up that she 
should go, with her three children, to live in Italy for a while; and 
Orazio Cervi had offered her (and her family) accommodation in 
his house in Picinisco, in central Italy. 

Edward Nehls was clever enough to print, in the second volume 
of his Composite Biography, Rosalind Baynes’ memoir containing 
three letters from Orazio to her and her father giving instructions on 
how to get to his house. The Lawrences however also wanted to go 
back to Italy; it obviously seemed a good plan for them to go to 
Picinisco as the advance party, to see what it was like and to report 
back on how suitable it would be for Rosalind and her children. 
Orazio had, to be fair, warned Rosalind and her father that the 
house “is not well furnished”1, which turned out to be a massive 
understatement, and he had also given very little idea of just how 
difficult it was to get to – only that “the foot roads are not very 
good in the winder [sic] time”2. 

The Lawrences were anyway determined to get out of England 
after the war, and the place sounded fascinating. They had met up 
in Florence after Frieda had visited her mother in Germany, had 
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travelled down to Rome, and had set out for Picinisco probably on 
Monday 14 December, getting there in the evening;3 they would 
leave again on Monday 22nd, unable to stand the conditions and 
warning Rosalind on no account to go there with her children (the 
only tub suitable for the children’s bath, for example, would be the 
same tub used for mixing the pigs’ swill). 

Lawrence did however use his experiences there in the 
magnificent section of The Lost Girl which he wrote the following 
spring, in which Alvina comes to terms with living in Califano (as 
Lawrence calls it). And that section also shows that he had had his 
own long conversations with Orazio Cervi during their week there. 
One passage tells a story which must be a version of what Orazio 
told him. In London, back in the 1890s, Orazio had worked as an 
artists’ model, and one of his jobs had been for the famous English 
painter Lord Frederic Leighton (1830-96). The character Pancrazio 
tells the story in the novel: 
 

“Leighton—he wasn’t Lord Leighton then—he wouldn’t 
have me to sit for him, because my figure was too poor, he 
didn’t like it. He liked fair young men, with plenty of flesh. But 
once, when he was doing a picture—I don’t know if you know 
it?—It is a crucifixion, with a man on a cross, and—” He 
described the picture. “No! Well, the model had to be tied 
hanging on to a wooden cross. And it made you suffer! Ah!” 
Here the odd, arch, diabolic yellow flare lit up through the 
stoicism of Pancrazio’s eyes. “Because Leighton, he was cruel 
to his model. He wouldn’t let you rest. ‘Damn you, you’ve got 
to keep still till I’ve finished with you, you devil,’ so he said.—
Well, for this man on the cross, he couldn’t get a model who 
would do it for him. They all tried it once, but they would not go 
again. So they said to him, he must try Califano, because 
Califano was the only man who would stand it. At last then he 
sent for me. ‘I don’t like your damned figure, Califano,’ he said 
to me, ‘but nobody will do this if you won’t. Now will you do 
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it?’ ‘Yes!’ I said. ‘I will.’ So he tied me up on the cross. And he 
paid me well, so I stood it. Well, he kept me tied up, hanging 
you know forwards naked on this cross, for four hours. And then 
it was luncheon. And after luncheon he would tie me again.—
Well, I suffered. I suffered so much, that I must lean against the 
wall to support me to walk home. And in the night I could not 
sleep, I could cry with the pains in my arms and my ribs, I had 
no sleep. ‘You’ve said you’d do it, so now you must,’ he said to 
me. ‘And I will do it,’ I said. And so he tied me up.—This cross, 
you know, was on a little raised place—I don’t know what you 
call it—” 

“A platform,” suggested Alvina. 
“A platform. Now one day when he came to do something to 

me, when I was tied up, he slipped back over this platform, and 
he pulled me, who was tied on the cross, with him. So we all fell 
down, he with the naked man on top of him, and the heavy cross 
on top of us both. I could not move, because I was tied. And it 
was so, with me on top of him, and the heavy cross, that he 
could not get out. So he had to lie shouting underneath me until 
someone came to the studio to untie me. No, we were not hurt, 
because the top of the cross fell so that it did not crush us. ‘Now 
you have had a taste of the cross’ I said to him. ‘Yes you devil, 
but I shan’t let you off’ he said to me.4 

And Lawrence comments: 

It was strange, in the silent winter afternoon, downstairs in the 
black kitchen, to sit drinking a cup of tea with Pancrazio and 
hearing these stories of English painters. It was strange to look 
at the battered figure of Pancrazio, and think how much he had 
been crucified through the long years in London, for the sake of 
late Victorian art. It was strangest of all to see through his 
yellow, often dull, red-rimmed eyes these blithe and well-
conditioned painters. Pancrazio looked on them admiringly and 
contemptuously, as an old, rakish tom-cat might look on such 
frivolous well-groomed young gentlemen.5 



62                                         John Worthen 

 

* 

Back in 1979, it was clearly my job as editor of The Lost Girl to 
identify, to locate and perhaps even to illustrate the painting in 
which Orazio Cervi had played his part. All I knew about it was 
that it was a crucifixion; which in turn logically (but unfortunately) 
led me to conclude that it was a crucifixion scene with Christ and 
perhaps the two thieves. And I accordingly dug into Leighton’s 
work, and into books about it. Harder then than now, I may say. 

But Leighton never seemed to have painted – or at least never 
seemed to have sold, or exhibited – a crucifixion. It was of course 
possible (and was indeed my only solution to the problem – 
assuming that neither Orazio nor Lawrence had made up the story) 
that he had for some reason not finished such a painting, or was in 
some way dissatisfied with it. But there the matter rested. My note 
ran: 

 
There are no extant crucifixions by Leighton, only the record of 
a sketch he made at the age of 9.  ‘Rizpah’ (exhibited 1893 and 
now unlocated) shows three crucified male figures, muffled and 
draped, and tied by legs and arms to wooden crosses; see L. and 
R. Ormond, Lord Leighton (New Haven, 1975), item no. 376.  
‘Rizpah’ may be the picture to which Pancrazio refers, but 
Frederick Leighton had been Lord Leighton for seven years 
when he painted it, and Pancrazio says that ‘he wasn’t Lord 
Leighton then’. (LG 325:29) 
 

That last detail settled it in my mind that ‘Rizpah’ was unlikely to 
have been the painting. But I had still not seen the ‘Rizpah’ picture 
which was (as the book I cited told me) “unlocated”, and which 
seemed to me anyway a pretty dubious source. And there matters 
rested. 
 

* 
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Enter the resourceful Christopher Miles; a man with a huge interest 
in Lawrence and also in painting. He took it upon himself to track 
down Leighton’s work. It was now 2007, and resources were 
available on the internet which made research a good deal easier; 
but, much more important, Christopher was not constrained by the 
conviction that he should be looking for a painting of the 
crucifixion of Christ. And what he found, first, was the break-
through item; a sketch of three crucified but muffled figures, and a 
woman, by Leighton, done in 1892. It was called ‘Study for 
“Rizpah” Composition’.  Here you will either know your Second 
Book of Samuel or you won’t; I will assume that you won’t.  
Rizpah was a concubine who had two children (Armoni and 
Mephibosheth) by Saul;6 after Saul’s death, David handed these 
two over to the Gibeonites, along with five other grandsons of Saul, 
to atone for what had been previously done to the Gibeonites: 
 

and they hanged them in the hill before the Lord: and they 
fell all seven together, and were put to death in the days of 
harvest, in the first days, in the beginning of barley harvest. 

And Rizpah the daughter of Aiah took sackcloth, and spread 
it for her upon the rock, from the beginning of harvest, until 
water dropped upon them out of heaven, and suffered neither 
the birds of the air to rest on them by day, nor the beasts of the 
field by night. 

And it was told David what Rizpah the daughter of Aiah, the 
concubine of Saul, had done.7  
 
The subject very much appealed to artists in the nineteenth 

century, perhaps because it gave them the chance to show an heroic 
woman in an extremely active role, fighting off – or being prepared 
to fight off – the birds and beasts of prey attracted to the bodies. 
There is a considerable number of Rizpah paintings, as a result. 
There is one by Turner, but – unless you knew what it was about – 
you wouldn’t cotton on to the idea; and you might have trouble 
seeing what was going on even if you did know what it was about 

http://www.kingjamesbibleonline.org/1611_2-Samuel-21-9/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-9/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-9/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-10/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-10/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-10/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-10/
http://www.kingjamesbibleonline.org/1611_2-Samuel-21-10/
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(Rizpah’s sons, having been hung, are apparently laid out on the 
ground). 

Another, a good deal more comprehensible, and a great deal 
more ludicrous, by Georges Becker (1845-1909), shows ‘Rizpah 
protecting the Bodies of her Sons’ (1873).  All seven are present, 
though neatly unsexed; and how she manages to reach up to protect 
them with her bit of curved stick is not clear. 

There is a rather disappointing one by Gustav Doré (1832-83), 
‘Rizpah’s kindness towards the Dead’ (?1866), but yet another wild 
and whirling one by James Jacques Joseph Tissot (1836-1902), 
born in France, English resident, and responsible for ‘Rizpah’s 
kindness towards the Dead’, probably dating from the 1880s. The 
sackcloth has been transformed into a rather nice striped travelling 
blanket, Rizpah only seems to need a palm frond to keep the birds 
off, and the sons have been reduced to five. 

But there is also the Leighton, which exists in two forms; the 
sketch (‘Study for Rizpah: Composition’, c.1892) and the finished 
painting (‘Rizpah’, c.1893).8 Christopher Miles is certain that 
Orazio Cervi was the model for the figure on the right hand side, 
because – especially in the sketch – one can see how thin the body 
is: “looks like a very thin Pancrazio Califano to me!” he noted to 
me on a copy of the ‘Study’ sketch. And that is true. But it seems to 
me likely that Orazio Cervi probably modelled for all three of the 
figures, with Leighton drawing him (differently draped) from 
different angles. The painting itself is even more impressive, but 
Orazio has put on a bit of weight. It is now to me absolutely clear 
that this is the painting that Orazio Cervi was talking about, to 
Lawrence during their extraordinary week in Picinisco; and when 
he pulled Orazio (complete with cross) down on top of himself, 
Leighton was probably trying to adjust one of those strange head-
mufflings. 

So where is the painting now? Christopher has done his best, 
and tracked it down to the Church of St Peter in Westleigh, North 
Devon. It was there when the church was added to the list of Listed 
Buildings in 1965: “Paintings: Christ by Harlow c.1830. ‘Rizpah’ 
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by Lord Leighton”. But it’s not there now. According to a more 
recent note (1999), it has “apparently ... been moved to a more 
secure location”. And no-one seems to know where. 

 
* 

 
But what about Leighton not being Lord Leighton when he painted 
it – one of the reasons I doubted if ‘Rizpah’ was correct, back in 
1979? Here I have a simple mistake to confess. I was confused 
between the rank of baronet and the rank of baron. The former is a 
rank above that of mere knight, but it remains the title of a 
commoner; a baronet is not permitted to sit in the house of Lords, 
for example, although a baron is. My favourite literary baronet is 
Sir Walter Elliot, of Kellynch-hall, whose favourite book is of 
course the Baronetage (I am thinking of Persuasion, by Jane 
Austen). But he is not Lord Walter Elliot; he is not a baron. 

In 1878, Frederic Leighton was knighted; in 1886 he was made a 
baronet. But he was still Sir Frederic Leighton; and thus remained 
so when painting ‘Rizpah’. He was only created a baron, and raised 
to the peerage – becoming Lord Leighton of Stretton, in Shropshire 
− in the New Year’s Honours List of 1896. The patent creating him 
Lord Leighton was issued on 24 January 1896. Leighton however 
died the following day, and – as he had no children – his barony 
expired with him; it apparently holds the record for the shortest 
existence of a barony in history. 

But Orazio – and Lawrence – were right; and I was wrong. 
Good to set the record straight, even if thirty years late. No-one 
ever told me about my mistake, which suggests that no peer has 
ever read the Cambridge Lost Girl (or thought it worth ticking me 
off). 
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1      Edward Nehls, D. H. Lawrence: A Composite Biography.  Volume II: 
1919-1925 (Madison: U of Wisconsin P, 1958) 6. 
2      Nehls 7. 
3    Lawrence wrote to a number of friends on Saturday 13 December, 
from Rome, that he and Frieda would be going on “straight” to Picinisco, 
“at once” (3L 430-1), and it seems extremely likely that he sent Orazio 
Cervi a card too, to tell him they would be arriving immediately. Orazio 
had however warned Rosalind Baynes, about Lawrence’s impending visit, 
that he would need “at least three days warning so I may be there before 
him” (Nehls 7). It is therefore unlikely that the Lawrences travelled down 
on Sunday 14th. DHL wrote to Rosalind Baynes about the place on 
Tuesday 16th (he would certainly have written to her at once) and also told 
her about the nearest town, Atina, that “We went yesterday” (3L 432); that 
was probably on their journey down from Rome, when they would have 
bought food in Atina. 
4      LG 325:29—326:24. 
5      LG 326:34—327:2. 
6      The Bible, 2 Sam. 3.7, 21.8. 
7      Ibid., 2 Sam. 21.9-11. 
8      The sketch, ‘Study for Rizpah: Composition’, c.1892, 
(http://www.rbkc.gov.uk/lordleightonsdrawings/ldcollection/drawingrecor
d.asp?workid=1263) and the painting ‘Rizpah’, c.1893, 
(http://www.rbkc.gov.uk/lordleightonsdrawings/ldcollection/paintingrecor
d.asp?workid=805) can be seen by following the respective hyperlinks to 
the Leighton House Drawings Collection. 
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Reviewed by Oliver Taylor 
 
In August 2007, I was lucky enough to attend the international 
Lawrence conference that was held in Eastwood that year. The 
organisers had really excelled themselves in laying on a programme 
of exhibitions, talks, tours, and performances in addition to the 
papers given. But one evening in Nottingham’s Congregational 
Chapel stood out for its vivacity, fun, rousing choruses, and 
audience participation: John Worthen and Peter Preston’s 
performance of their critically acclaimed ‘D. H. Lawrence’s 
“Hymns in a Man’s Life”’. Part sing-along, part-lecture, part-
performance, Worthen and Preston brought these songs to life for 
the audience so that they could inhabit and know more fully the 
world that Lawrence himself knew. 

In the foreword to this collection of lectures on Lawrence, David 
Ellis describes a similar occasion at the Saracen’s Head in 
Southwell at which Worthen addressed ‘Hymns in a Man’s Life’ 
(and the world of non-conformist religion in which Lawrence had 
been brought up) in a talk commemorating the anniversary of 
Lawrence’s death. Playing on an electric keyboard, Worthen and 
“the glistening eyes and open lungs” of his audience evoked the 
world of the Congregational Chapel. As Ellis says, only Worthen’s 
knowledge, talent and sense of occasion could have brought about 
these memorable moments. 

The excitement that Ellis recalls of listening to Worthen’s 
lecture – “the drama of the event as, like a dam bursting, the words 
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come tumbling out, yet all of them clear and all of them controlled” 
– is present in this volume as well (although, as Ellis, says the 
pieces inevitably fail to register fully the excitement of the lectures 
in-the-flesh). Drama, clarity, and control all come across too. The 
collection of short pieces (mostly unpublished, mostly lectures) 
represents work done by Worthen between 1994 and 2008 
(although for a comprehensive list of his ‘Publications and 
Productions’ the reader can consult the awesome eight page 
‘Output: 1970-2010’ that closes the volume). Lectures which have 
subsequently appeared in print or as books have not generally been 
included. 

The pieces that are included in the collection are presented in 
chronological order, beginning with a lecture on Lawrence and his 
experiences at Nottingham University College given in 1994 and 
ending with two talks on Frieda given in 2008. Each piece is 
prefaced by a few sentences introducing how it came to be written, 
the occasion on which it was delivered, how Worthen felt, and how 
it was received. Only two lectures are presented out of 
chronological sequence, with very different effects. The third 
lecture, ‘Lawrence’s Versions of America’ (2003), is placed so as 
to follow ‘Clearing Melville’s Overcrowded Deck’ (1998) on 
Worthen’s co-editing of Studies in Classic American Literature. 
Presenting these lectures back-to-back is satisfying for readers as it 
allows them to dwell on Worthen’s writing on Lawrence and 
America. However, later in the collection, the ninth talk on 
‘Lawrence, Heseltine, and the Inner Life’ interrupts a sequence of 
lectures on Lawrence and the Nottinghamshire of his youth 
(‘Lawrence in Moorgreen’ [July 2003], ‘You Haggites See the Best 
of Me’ [October 2003], ‘Lawrence, Heseltine and the Inner Life’ 
[December 2005], ‘Locating Lady Chatterley’ [September 2005]). 
The editorial reason for presenting the lectures in this order is 
obscure. In this case, it would have been preferable to present them 
in chronological order to give readers the benefit a trio of lectures 
by Worthen on a sustained topic. 
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The importance of understanding the significance of Lawrence‟s 
locale comes across in these three lectures (especially „Lawrence in 
Moorgreen‟ in which Worthen recounts how he tracked down the 
Holbrook‟s cottage there). Other themes which have preoccupied 
Worthen‟s Lawrence biographies and criticism run through the 
lectures too. Lawrence‟s versions of and mimicry of others are the 
main themes of „Lawrence‟s Versions of America‟ and „Lawrence, 
Heseltine, and the Inner Life‟. Worthen is equally concerned with 
the versions of a life that criticism and biographical writing create. 
“We are so used to knowing how Lawrence became a writer”, says 
Worthen in the first lecture, “that we are in danger of ignoring the 
other possibilities of his life”. These possibilities are taken up in the 
dazzling lecture „D. H. Lawrence: A Single Life‟ and elsewhere in 
the volume. In the penultimate essay on „The Memoirs of Frieda 
Lawrence‟, Worthen examines the versions of Frieda‟s 
autobiographical writing and how she was “compelled by the very 
nature of the material to re-draft and re-draft, to tell the same stories 
over and over again in very slightly different ways . . . and never, 
never reach a „final version‟”. 

Many of the lectures suggest possibilities for further research. In 
the conclusion of „Lawrence‟s Versions of America‟, Worthen 
outlines a few regarding Lawrence‟s relationship with the American 
book market and American literary life. Whereas in „Locating Lady 
Chatterley‟ he suggests the possibility of looking in to the 
biography of the “real-life Constance Chatterley”. A cursory glance 
at the census records from 1881–1911 suggest what might be 
learned by following up this line of enquiry in full. For example, in 
1891 George Chatterley was living with his wife, Anne, and 
daughter Constance in “Gabe‟s Lane”, Eastwood. But ten years 
later, the upwardly-mobile George, would be residing on the 
Nottingham Road (no longer the Barber and Walker Company‟s 
“clerk” but the “Company‟s Accountant”). Ten years later still, in 
1911, he would be resident at “The Hollies, Eastwood” still with his 
wife (this time registered as “Annie”) and Constance, now 27, but 
still single and still without an occupation. In „Ways of Saying 
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Goodbye’ (the lecture given by Worthen on his retirement in 2003, 
reproduced here in the form of the script in the hands of the 
technician on the evening since the lecture “to have its proper effect 
on the reader, requires music and sound effects”), he indicates that 
his future work on Lawrence “will be in the service of other 
people’s books, not my own”. It can only be hoped that in 
“pottering around with things that interest me”, as he says later in 
the lecture, that Worthen will shed light on many more interesting 
things that RAEs and REFs haven’t got time for, and find a 
publisher for his biography of Frieda. This collection’s publication 
is testament to how Worthen and his work are esteemed by his 
colleagues and friends. 

Lawrence scholars will enjoy this book for the alacrity, 
meticulousness, and imagination that Worthen brings to his 
subjects. The lectures printed here provide snapshots into the larger 
body of his printed work (especially his biographical work) on 
Lawrence and his introductions to them give a personal insight into 
the man, writer, and speaker. 
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