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ABSTRACT 

D. H. LAWRENCE AND PAINTmG 

by' 

Wj1li am Hart 

Department of English 

Master of Arts 

D. H. LAWRENCE AND PAIN'l'mG is a study of the activities of 

Lawrence as a painter. It relates the biograpiical backgrolDlll" tram 

Lawrence' s childhood interest in painting" untU the final dispersal of 

the paintings a.t'tier bis death. It presents La.'!r.rence' s theory of 

cODSciousness" and the theory- of painting which arose from it and which 

guided Ja!.aence in the creation of his pictureB. It examines the paintings 

individually" presenting related passages trom the writings of Lawrence" 

and it considers the influence which other artists had on Lawrence the 

painter. FinaJ.l.y" on the basis of assemb2ed facts" it estimates the 

importance of the paintings within thd context of the worlœ of D. H. 

Lawrence • 
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Even an artist knaws that bis work vas never in bis mind, 

he cou1d never have thought it before it happened • 

A strange ache possessed him, and he entered the struggle, 

and out of the struggle With bis material, in the spell of the urge 

bis work took place, it. stood up and saluted bis mind. 

--D. H. Lawrence, "The Work of Creation," ~ -.Poems ....... _ 
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PREFACE 

Throughout bis lite, D. H. LaIrreDce had a strong interest in 

painting. He spent a surpr18ing 8IlO1Dlt of tiae in studying, teachiDg, 

and practising the visual arts. In bis l.aat J881'8, painting vas perhaps 

as important to h1m as vriting. 

The paintings of D. H. Lawrence, honver, have received litt1e 

scholarlyattention. Critica of the fiDe arts have not thought th8lll 

important enough to merit stud;r, vh1le l1terar:r scholarB have passecl over 

the. in a tew pages, concentrating OB the vritten works of Lawrence. 

Becaœe of this neglect, there are DI8D1' cœaon misconceptions about the 

career ot Lawrence as a painter, some of th811 repeated b;y bis toremost 

biographere; and the importance of the paint1Dgs within the vorb of 

Lawrence is not general.l.1' realized. 

Aside tram brier reterences, o~ tIro studies have atteapted to 

ti11 the gap in scholarship. The first is a JI8IIloir b;y Philip Trotter, 

printed in Ec:brard Hehls' !!. 11. Lalfrence: ! Co!posite Biographl. Trotter 

vas the husband ot Dorothy Warren, who exb1bited the paintings in 1929; he 

presents an invaluable eyevitness account of the exhibit and ensuing aventa. 

HOilever, bis lmowledge and understanding of Lawrence the artut 18 11mited, 

and st times bis personal invol.ve.ent in the avents he describes is a 

handicap: he is more interested in presenting bis CIIfJl point of vieil than 

that ot Lalfrence. The other work, PaintiDgs ~~. !!. LaJrrence, reproducea 

all the pictures exhibited in 1929, as vell as lI8D7 others; hawever, 1t 

otters little background mater:lal, and tfJtl cCIIIIDBnts on the paintiDga 

themse1ves • 
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The present study attempts to collate all the mate rial on the 

activities of D. H. Lawrence as a painter, relying Most on what he himsel.f' 

wrote. It relates the biographical background, from Lawrence's childhood 

interest in painting, until the final dispersal o.r the paintings after his 

death. It presents Lawrence' s theory of consciousness, and the theor;y of 

painting which arose from it and which guided Lal'1l"9nce :in the creation of 

bis pictures. It examines the paintings :individually', noting related 

passages from the writings of Lawrence, and it considera the influence of 

other artists on Lawrence the painter. Fina11~, on the basis cf assembled 

facts, it estimates the importance of the paintings within the context of 

the works of D. H. Lawrence. 

This is the first systematic investigation of the subject. In 

many cases, there have been no previous evaluations of individual paintings. 

The relation of the paintiDgs to the writings of Lawrence bas been large17 

overloolœd, as bas at least one important influence on the paintings--that 

of the Etruscans. In the absence of other critica1 works on the paintings, 

this must be regarded as a·tentative first treatment. 

Ex:cept for brief references, this study deals only' with the 

twenty-five paintings in the original exhibit of 1929. These are the bulk 

of the original paintings by Lawrence; the others lmown to exist resemble 

the pictures exhibited, but are less interesting. l.J.nfortunately, for this 

investigation, the paintings are known OIÜ3 from reproductions in the 1929 

and 1964 books of paintings. Lawrence often criticized the quality of the 

reproductions in the 1929 publication. In the period between 1929 and 1964, 

many of the paintings were lost; thus a large number of the reproductions 

in the 1964 book of paintings are based on those of the 1929 book. Those 
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same reproductions which Lawrence considered such feeble reflections of 

bis works are nOW', in many cases, the only' extant records of bis works. 

Because he wrote so quickly and so much, there are many 

contradictions in the writings of Lawrence. They also vary greatly in 

quality. Soma writings he laboured over, concentrating bis full artietic 

vision; others he dashed off to eam quick monay, in these works often 

reducing his vision to simplistic terms. Despite conf'licting statements, 

there is an underlying unit Y in ail the writ:ings of Lawrence. To avoid 

apparent contradictions, however, quotations are mainJ.y fram works Lawrence 

wrote during the last years of his li:fe-works concerned directly with 

painting, and contemporary with the paint:ings of Lawrence. 

Lal11l'9nCe is often criticized for bis "literary approach Il to 

painting. That charge applies eq~ to this study. It considera the 

paintings only in the contexli of the worka of D. H. Lawrence. It does not 

attempt to assess their worth as independent works of art. That is the 

task of a student of the fine arts; hopef'u1l.y, this study would be of help. 

Hawever, it does attempt to prove the words of Herbert Read, that "any 

complete underatanding of Lawrence as :3, w .. "iter is not possible unless one 

takes into account bis work as a pain~.;er. ,,1 

~erbert Raad, "LaiiI'9nce as a Painter, Il Paintings of D. H. Lawrence, 
ed. Hervyn Levy. (New York, 1964), p. 60. - - -
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• CHAPl'ER ONE: LAWRElfCE'S CAREER AS A PAINTER 

"All ay lite," vrote D. H. LaMrence, "1 have tram tiE to tille 

gone back to paint, because it gave me a tora of del.1ght that vords can 

never gi"e. n1 Lawrence vas always interested in painting,; art vas a 

tavourite subject ot h1s as a schoolboT, and aga:I.n 88 a ~'lDg teacher.2 

He once planned to wr.lte a histo1'1' of ltal1an painting tor ch11dren.3 

Throughout bis lite, he studied and practised the viSual arts. 

According to bis sister Ma, Lawrence "bagan to pa1nt betore he 

began to wr1te articles and novels"-"when he vas .titteen or S:lxteen.,,4 

His torma! training vas s11ght: "1 never vent to an art school, l have had 

on17 one 1'8al lesson in painting in aU my lite, ,,5 the instruator being 

"Hr Parldnson, the designer at a LangleY' M1ll potte1'1' tacto1'1'. ,,6 

!side trom th1s, and drawing lassons in school, Lawrence taught 

bimselt to paint by copying other pictures. lI1B models Rre the worka of 

Corot, Brangwyn, GreUtenhagen, the EDgl1sh vater-colour artists, and 

ltaJ:ians of the ear~ Renaissance suoh as Fra Angelico, Lorenzetti, and. 

~. H. Lawrence, "MaJdng Pictures, ft Assorted Articles (London, 
19.30), pp. 203-204. 

2 . 
Bee Dorothy' Brett, lAIvrence and Brett, a Friendship (Fbilade1phia, 

1933), p. 277. ----

3See The CollecteJ Lettel'8 ~ 1!. !. Lawrence, ed. Harry' T. Moore, 
2 vols. (New York, 19lé), n, 6.54-660. 

4Ada Lalrrence and G. stuart Gelder, YO\!llg LoreDZO: Early LUe of 
1!- !!. Lawrence (Florence, 1931), pp. 8, 65. - -

5lfMaJdng Pictures," p. 196. 

6young Lorenzo, p. 66. In!!!! Intell.1gent Heart, p. 54, Harr;r T. 
Moore notes that Parld.mloD was a relatiye ôl Lord Leighton. 



• Carpaccio.7 At f'irst he vorJœd .froa reproductions in magazines, but 

.for h1s twenty-f'irst birthda:r, the Chambers f'am1.ly gave h1II a series of' 

English water-colours, which he ued to copy.8 Evidently he Jœpt up the 

habit, .for years later, in Un Mexico, Knud Marrild noted, nA constant 

item in Lawrence' s travelling outtit vas a small portfolio ot co1oured 

pr:Lnts, chief'17 or Renaissance and primitive ItaliaD paint:Lngs. Althougb 

he did DOt cars to possess things, here vas sometbing he seemed to treasU1"e 

verr much. ,,9 

Throughout bis l.1.:te, then, Lawrence painted. "He had alJrays 

daubed mray in spare moments: toda7, in places Lawrence sta,1Jd in EDgland, 

America, and Italy, people show mild little vater-colours and say, 'Here's 

something L::wrence did while he was here •••• talO But the pictures that 

he produced vere mostly' copies, and in 8I'l7 case, he attached no importance 

to th1s past1me. "Everything that can possibly be paiDted bas been pa:blted," 

he was tond ot asserting, "every brushstroke that can possibly' be laid on 

canvas has been laid on. The viaual arts are at a dead end. nU At h1a 

tirst meetiDg vith Knud Merr:Ud, "'It bores me to look at paint:Lnp,' he 

said. 'Wh,. do you have to paint? There are enough paintinga in the world, 

the art ot painting 18 dead.,n12 

7 See Young Lorenzo, p. 66; nMaking Plctures, Il pp. 202, 204. 
8 
See "Hak:l.ng Pictures," p. 199; also Jessie Chambers (nE. T.II), 

!!. !!. Lawrence: ! Personal Record, 2nd ed. (London, 196,), p. 134. 
9 
Knud Merr:l.ld, With D. H, Lawrence in New Mexico (London, 19(4), 

p. 213. Origina J]1' issuëcïIn -1938 under the titië ! !2!l !!!!! !!2 Pa1nters. 
10 

Harry T. Moore, !!!! Intelligent Heut (New York, 19.54), p. ,4. 
II ~ 

"Mald.ng Pictures, Il p. 194. Merrild, p. 17. 
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Merrild observes, "To., he &eeEd l11œ a boy hope1essly in love, 

alJrays denouno1ng h1s love. ,,13 Bath he 8IId Doroth7 Brett note Lawrence' s 

habit or inter1:."ering vith paint1ngs the,. had begun.14 Merrild reooUllts 

one occasion on which Lawrence snatched the paintbrush trom bis band: 

l had to engage in a ~ struggle to pt • bruah back. He 
vouldn't let go of it. l t1nal1:r l''8OOVGred it and to1d h1m: 

"It )'Ou have to pd.ut p1ct1ll'88, paint )'OUr own. Just s87 
so, l vUl giveyoli mater1al. and brushes for it. But l von't 
allav JOu to spoU !il pict1l1"88.· 

The prospect Of h1a pa.iDtiDg a picture elevated h1m and 
he sud "perhaps he would." ABd he started to ask _ teclm1ca1 
questions. But that 18 88 tar 88 it_~t. He never got. started 
on arq pictures, while at De11imte.l.5 

MBrr:I.ld 18 wrong; Lawrence d:ld occas1onal 11 paint wh11e :in 

AJEr:l.ca.1.6 However, it vas not until the taU of 1926, &tter h1a final 

return to Europe, that he begaD ta pa1Dt seriousq. HiS last nove1, The -
Plumed Serpent, had been bis Most graudiose in CCIIICeption and bis 1east 

succ88stul in execution. His œalth had beeD permanentl11mpa1red b;y 

illneS8 in Haxico, in 1925. In these ci.rc:DstaDoes, he begaD to turn 

awe.y tram the strenuous, and current,q 1JIll"8R1"d:1., work of nove1-making. 

In December ot 1925, LawreDce vrote Brett trOll ItaJ.:r, "Theae co1ds 

one gets go _ay very irregularl1 aDd lea.e ODe disincl1ned to literature. 

l tee1 at present l should love to -throw lIT pen in the sea torever. "17 In 

a letter the tollowiDg February he declared, ~I am re~ tllduJ.l3 aiok ot 

writing. n18 "Ilm tired of straining vith the lforld, If he told Catherine 

1~rri1d, p. 209. 

15 
Merrild, p. 232. 

17 
Ietter to Brett, 

14 Bee Brett, pp. 210, 2S5. 
16 

See Brett, pp. 196, 221, 245. 

n7 Deceaber 1925, Lettera, ed. Moore, II, 870. 
18 Letter to Br"'t)tt, 2 Fe1xru.ary 1926, Lettera, ed. Moore, II, 886. 

3 



• Carswell in March 1926,19 and in July he note Brett, "1 am no"t# doing any 

york at an: tee1 suffic1ently disgusted vith ~elf' vith having done so 

IIlUch and undermining lIt3' health, vith so l1ttle return. Pit)" onehas to 

write at all."20 In August or that year, Lawrence visited England for the 

last time in bis life. Shortly atter bis return to Italy, he inf'ormed h18 

literary agents that they should not axpect more novels tram him: "1 shall 

try- just to do short stories and smaller things. "21 On 18 October 1926, 

he to1d Brett, "1 do very l1ttle york ot any sort. 822 

Whi1e in Eng1and, on the Lincolnshire coast,. Lawrence had felt 

h1B interest in painting revive. struck by the "great sweeping sands tbat 

talœ the light, and l1tt1e people that somehow seem lost in the light, and 

green sandhUls," he had declared, "l'd paint, if l'd got pa1nts, aDd could 

do it. n2.3 

Within a month or bis retum ta Ital)", the opportunity presented 

itself'. In a 1etter dated 28 October 1926, Lawrence recorded the v1sit 

of Aldous and Marla Huxley to the Villa Mirenda;2h it vas on thiB occasion 

that Maria Huxle)" gave Lawrence "tom- rather large canvasses, one or vb1ch 

she had busted. 1125 There vere on band at the Mirenda paints and brushes, 

19 
Latter to C. Carswe11, 2 March 1926, Lattera, ad. Moore, n, 892. 

20 
Latter to Brett, 29 July' 1926, Letters, ad. Moore, II, 929. 

21 
Latter to Nancy Pearn, 9 Oct. 1926, ü:ttta~, ad. Moore, II, 939. 

22ü:ttters, ad. Moore, II, 943. 

23Lettar to Brett, 26 August 1926, The Letters or D. H. Lalmmce, 
ad. Aldous Huxley (London, 19.32), p. 668. - - - -

2~tter to Gertrude Cooper, Lattera, ed. Moore, n, 944. 
25 

''Making Pictures," p. 195. 



1ett over trOlll house_painting.26 Lawrence quickl)" set to work, oœerved 

b)" bis wite Frieda: 

Mi x1 ng h1s paints hiaJelt, boldl:r and joy.tul.ly, Lawrence bagan 
to paint. l watched h1lIl tor hours, abaorbed, e.pec1al.l3 when he 
began a J18If one, when he would ~x h1s painta on a piece of glas., 
pa:1nt vith a rag and bis tingera, and h1s palm and h18 brushes. 
"Tr:y )"Our toes next, Il I would .&)". Occasional.l:y... he would 
call me, and l 'Would have to ho1d out an arm or a 1eg tor him to 
cira, or tell h1IIl wbat l thought ot his painting. 

He enjoyed bis painting • • • vith wbat intensit)" he went 
tor it127 

TIro weeles atter their visit, Lawrence wrote the Huxleys, "live already 

painted a picture on one of the canvasee. 1128 This was ! ~ F8J!ilzj 

other paintings soon appeared in regular succession. 

"1 bave started painting, quite seriously', on 7lrT awn," Lawrence 

to1d Brett on 2" Noveaber 1926. "It 1 S rather tun, diacoveriDg one can 

paint onels own ideas and onels OWD teellngs--and a change troll vritiDg.n29 

By JanuaX7 of 1927, he te1t contident enough to declare, "Painting is DI01"'8 

tun and less soul-work than writing. l ma)" end as an R. A.If30 1'0 bis 

sister-in-laIr EltiIe he wrote, 

Something haB happened to 118 about 1etters--in tact all writing. 
I 8e811 to be losing 7lrT rill-to-wr1te altogether •••• l spend 
auch 1I0re t1Jl8 painting--have alread)" done three, nearq tour, 
tair13 large pictures. l wonder wbat you'll sar to thelll when 
)"Oulll see theJI. Painting 18 more tm than wnting, lIlUch more 

26 
"Mak:l.ng Picturea, n p. 195. 

27 
Frieèla Lawrence, "Wot l, But the Wind ••• n (New York, 1934), 

pp. 191, 193. - - - - -
28 

Latter to Maria and Aldous Huxle)", 11 Nov8llber 1926, Lattera, 
ed. Moore, II, 945. 

29 
Lettera, ed. Moore, II, 9"9. 

30 
Latter to Nancy Pearn, 9 Jan. 1927, Lattera, ed. Huxle)", p. 679. 
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or a ga., and costa the soul tar, tar less.31 

catherine Carswell observed, 

There was a sby but eager note in every- mention by Lawrence of 
his pictures which 1 never found in any reference to biS navels, 
though there was something 1ilœ it in the case or certain poems. 
In painting he vas at once more playful and more exposed than in 
the wri ting ot prose. He had tremendously enjoyed the mald.ng ot 
biS pictures, and at the same time he felt that he vas expressiDg 
by means of them something both personal and tundamental to 
himsel1'. But he had kept very- quiet about it.32 

By spring of 1927, the idea had occurred to Lawrence of exhibiting 

bis pictures, but he was reluc't:mt te do 80.33 His special attachllent to 

the paintings made h1m hesi tate to show or sell them to a public which vas 

general.l.y- untavourab1e to bis york. Visitors to the Kirenda had made bill 

avare or the highly controversial nature of the paintiDgs. He told Brett, 

nMy pictures, which see to 118 abso1utel1' innocent, 1 teel people cm' t 

!!.!! ~ at them. They glance, and look quickly avay. n34 To the Brewstera 

he wrote, 

It's quite amusiDg to paint--it 0!Ü.7 ona didn't have the teel:1ng 
or other people 100klng on. That spo1l8 i t again. People Jœep 
coming--and theywant to see ona's pictures--and they don't 11ke 
them, they don' t reall.y vant to ta1œ the trouble of real.l7 loold.ng . 
at the, or anyth1Dg; they stand there. bal.( alive aDd malœ the 
vhole thing seem 1ike lu1œvarm tiBh soup.35 

3~tter to Dr Else Jatte-Richthoten, 10 Januar,y 1927, in "Not l, 
~ !!!!. ~ ••• If, p. 220. --

32 
Catherine Carswe11, !!!! SavaS! Pilgrimage (London, 1932), p. 272. 

33 
See latter to E. H. Brewster, 28 May 1927, Lattera, ed. Moore, 

n, 980. 

~tter to Brett, 8 March 1927, Lattera, ed. Moore, n, 969. 

3SLetter to E. and A. Brewster, 13 April. 1928, in D. H. Lawrence, 
Reminiscences and Correspondance, by Earl and Achsah Brewstër TLondon, 
1934), p. 166.-
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For over a year, the idea ot an axhibit remained d01"ll8l1t, vIdle 

Lawrence ~ "\ntinued bis york. In the spring or 1928, hawever, Doroth7 

Brett, on her own initiative, bagan to make arrangements tor a sboldDg or 

the paintings in New York. At the same time, Frieda's daugbter, Barbara 

Weekley, mentioned the paintings to the owner or a West End LoDdaD ga.1.l.er.r, 

Dorothy Warren; Lawrence had met her duriDg the Great War at Gars1Dgton, 

the home ot Lady ottoline Horrell. Dorothy Warren expressed an iDterest 

in exh1biting the paintings. Lawrence vavered a bit, but at last i:t 1188 

arranged to show the pictures at the Warren Gallery' i.:'l London, iD October 

1928, with tentative plans tor an exhibit in New York 1mmed1.ateq .:toll"" .. , 

at the gallery' of Altred stieglitz. 

"I am showing them in London," Lawrence explained to st1egllts, 

"because triends wanted me to--&i1d va are giving up the ltalian Vil1 n 

and-vanity, l suppose. Or m:1.schiet. More arrows in the air, 8Dd let· .. 

hope one won 1 t taU in my own eye, lilœ Harold at HastiDga."36 Ifi.s 

misgivings soon proved prophetie. 

The publication ot ~ Chatterley's Lover disrupted the pl.aDs 

tor the exhibition. Lawrence had begun to paint and to write the DOYe!, 

orig1nally conceived as a short fiction, at the s&me time. He tin:1shed 

the book early in 1928, but coUld tind no reput3ble publisher tor it, 

unless he allowed it to be bowdlerized. Thi8 he vould not do. He cJecided 

to publish the book himseU, in Florence" vith the. he1p or Giuseppe Orioll. 

From Florence, copies vere maUed to subscribers in Eagland and Jgtr:l.ca. 

The novel tirst appeared in June 1928; its notoriety quickly 8pl"8I'd, and 

36 
Letter to A. stieglitz, 12 Sept. 1928, Lettera, ed. Moore, 

II, 1089-90. 

, 
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the authorities began to move against it. On 25 August Lawrence wrote 

Dorothy' Warren, "50 JII8Dy' people seem mortal.l3 oftended by !!!!l Cbatterley 

that perhapa a picture show might 0lÜ7 carry the oftence turther. Not 

that 1 care about offendiDg them. But you ma7. "37 

It soon became obvious to Lawrence that a shOlliDg in Nell York vas 

now impossible: 

There is such a tracas and an alarm in America over rq J109'e1, such 
a panic, that 1 IlU8t postpone 8D7 thought of show1Dg 117 pictures 
there. l'Il sure the CUstoms in New York wculd destro7 tbeaL 50 
that' soU. 1 wouldn 1 t risk sending the pictures 8CrOSS the 
Atlantic this year, not tor anything.3tS 

Doroth;y Warren vas villing to proceed w:Lth the London exb1b1t; Lawrence 

1aft the tinal decision to her: 

This leave& ,ou t1'8e to do as you l:Uœ in &Jgland, as regardB the 
tille of )'OUr show. Soma of ury 1 friends 1 write that tb1B 1.8 the 
very vrong 1IlOIII8nt to show pictures ot mine in London, it vUl. 
proYide an opportunit7 tor a11 'tq enemies, that 1t vUl. do _ a lot 
of damage, and do ,our galle17 a lot of daEge, etc., etc. 1 donlt 
give auch tor such Jobls Comtorters myselt. Nor do 1 trembl.e at 
the thought of my 1 el18ll:l.es Î 1 dear L~rd L But ,ol! think it over and 
do as ,ou reall.7 think best.39 

The show vas put ott, first to Hovember, then unt.i1 ear17 iD 

1929. Meamrb1le, Lawrence had arranged tor the publication of a book of 

reproductions ot bis pictures. From mid-Janu817 on, the paintiDgs vere 

in the bands of the pr1nters, and unavailab1e tor exhibition. Delays in 

reproduction postponed the date ot publication, and consequently' of 

exhibition, untU late spring of 1929. 

37 
Latter to D. Warren, in Q. !!. Lawrence: A Composite Biography, 

ed. Edward Nehls, 3 vols. (Madison, Wisconsin, 1959T, III, 237. 
38 

Latter to D. Warren, 10 Sept. 1928, Ietters, ad. Moore, n, 1088. 
39 

Ibid. 

B 



• The delays were partq the result or ofticial harassment. 

Dur1ng the winter, Lawrence 1f8S 11v1Dg :iD Bandol, France. In January he 

mailed to bis agents in London manuscripts ~ bis poems, Pansies, and of 

the introduction vhich he had vritten to the planned book of paintings_ 

The postal authorit1es intercepted th:1s material. "The essay- on paintiDg 

is my original manuscript, ft Lawrence vrote bis agents. "I have no copy-_ 

• • • l can 1 t have it 108t • ..40 It vas saon released, although the 

authorities held on to the Pansies until Februar,y. 

This vas not the ~ problem. In Februar,y Lawrence wrote to 

Aldous Huxley, "The printers, terr1f'ied of Jix, are ref'USl.ng to reproduce 

seme of My pietures. ,,41 As the date of publication approached, tears of 

police action grew: 

l shouldn1t be surprised 1t SliepheDsen (the publisher] suddenq 
issues the book this veek or naxt. You see, sinee the great scare 
of Jix and S'l,:ppression, all publishers are territied of the police 
-lest they- come in and cœtiacate the vhole edition. That would 
he a terrible loss in the C8{i@ of ~ books of pictures, as it haB 
cost about t2000 to produce.42 

The show at last opened on Friday, 14 June 1929J the book, !!!!. 

PaintiDgs ~ ~. li. Lawrence, appeared at the sama time. Lawrence, in 

fragile health, could ilOt travel to London for the open1Dg. His vite 

Frieda went Alone: 

Lawrence wanted me to go to London to be there tor the exhibition 

9 

40 Latter to Curtis Brown, 24 Jan. 1929, Letters, ed. Moore, II, 1119. 
41 Latter to Aldous Huxley-, ? Feb. 1929, u,tters, ed. Huxley, p. 788. 

"Ju" vas the nickname tor Sir WJlHaJl JoynBon-HicJœ, then Home Secretar;y; 
he ws noted tor his rigorous prosecution of literature which he considered 
obscene--e. g. ~ Chatterley. 

42 Latter to Ada Lawrence Clarke, 2 JUDe 1929, Latters, ed. Moore, 
II, 1160. 
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of bis paintings. A gay tlag vith bis name was t~ outs1de 
the WarreD Gallery vhen 1 vent ther8. His pictures loolœd a 
11tt18 wild and overwhelming in the elegant, delicate, rooms of 
the gal.l.erl,88. But never

t
• could l have dreamed that a tev pictures 

could raiBe such a storm.") 

The reviews vere gooerallJ" UDtavourable, treating the pa1ntings 

ei ther as the work of a novelist strayiDg trom bis proper medium, or as 

obscenities, or both. A very lev crit1cs pra1sed the pictures. The tiret 

review of the exhibit10n to appear vas that ot Paul Konody', in ~ Observer, 

16 June; he called the show "an outrage upon decency • .,44 This tirat comment 

set the tone for el1 subsequent ones; 1t also put the popular press on the 

scent or a scandal. Led by the Dail.y Eg>ress, the newspapera mounted a 

campaign against the exhibition, demanding police action. 

Lawrence, :in transit trom Mallorca to Italy, had litt le news tram 

London and vas unavare of the public reaction. On 24 June he wrote to 

Dorothy Warren, "1 am glad the show 1& a success. nhS 

In one vay 1t was, for alerted by the sensationsl press coverage, 

between twelve and thirteen thousand people visited the exhibition in the 

three weelœ 1t vas scheduled to rune Most, however, came in search not of 

art but or scandal. Hrl.lip Trotter, husband of Dorothy Warren, noted, "The 

odious word obscene, vith its phonetic qualityof a turtive but penetrating 

whisper, was an auditory presence in the Gallery, dominating and constant • .Q6 

On the evening ot 4 July, there vas a party at the Gallery in 

43"Not l, But the W1nd ••• n, pp. 198-199. -- .--,--
44 

Reprinted in part' 1..n Nehls, III, 3.36. 
16 

Lattera, ed. Moore, II, n62. 
46 

Solicited memoir printed in Nehl.s, III, 340 • 



• honour or Friedaj the exhibition was to close on the s1xth. However, on 

the atternoon of , J~, the police raided the galler,y, evident~ acting 

on the complaint of a common informer.47 They üapoœded tbirteen of the 

tventy-tive paintings, and tour copies of the book of reproductions. 

Dur1Dg the raid, they a180 seized a book of pencil drawings of Will1aa 

Blalœ, but returned It betore leav1ng the galle1'7, haviDg leamed, in the 

interim, the signif'icance of Bl.alœ in Engl1sh arts and lettera. A French 

traDSlation of !!!! Hunting .2! ~ Snark was brietly suspect, until Dorothy 

Warren intormed the police that it was a ch1ldren's book, wr1tten by' aD 

Eaglish clel'gJ2l8n--Lewis carroll. A portfolio of draw:I.ngs b7 the German 

EEpressionist art1st, George Grosz, did not escape so euilyj it vas 

t.pouoded Along vith the worka ot Lawrence.48 

• Throughout the proceedings, the galle1'7 reJll8ined open to the 

public. Shortly alter the raid began, the Aga Khan arrived in f'ormal ciree, 

haviDg just come f'rom the garden party at Bucld.nghaJll Palace, "the other 

outstand1 ng event of the 'th • .,49 While he adm1red the paintiDga, the police 

iuterrupted their labours, and, at his request, displa;ved the worlœ which 

they had al.ready seized.'O 

The police selected ail the pictures ~hoving pubic hair, evidently 

the criterion b7 wb1ch they judged a work obscene. TheyalBo seized Isda, 

Lawrence' s version of the Classical myth, perhaps interpreting the painting 

as a depiction of bestiality. AB owners ot the galle1'7, Dorothy' Warren and 

Fbilip Trotter vere cbarged œder the Oœcen1 ties Act of 1857, and required 

47 
Trotter, in Nehls, III, .348. 46 

Ibid. , III, .34,-347. 

49 Ibid., III, .34,. 'OIbid. -
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to shaw cause why the impounded works should not be destroyed. A 

hearing vas set for 8 August at the Marlborough street police court. 

Of twenty-five paintings, twelve remained on exhibit. Naxt 

morn1ng the nmnber dwindled to eleven when, nervoua from the raid, the 

Trottera withdrew A ~ Fam:l.ly, fearing that viewezos might find it -

sacrilegious.5l 

Harry T. Moore observes, "Apparentl,. the seizure of the paintings 

in 1929 marked the firet invoeation of the [1851 Obsnenities] Act in 

relation to an art gal.lery. ,,52 Shortly atter the raid, Geoffrey Scott 

vrote, "The lawyera say that the action is entire17 without precedent. 

The methods employed are those devised for the e:x:culpation of the inde cent 

postcard trade, and no snch raid bas previous17 been e:x:ecuted on the work 

of a serious man shawn at a serious gallery. ,,53 

"Bit of a blow about the pictures," Lawrence wrote on 9 July.54 

Although he tried not to take the matter seriously, he foU!!.d he could not 

vork: "I am so intinitely bored by a world of crasses, l am neither writing 

nor painting.1I55 To his friend Drioli he wrote, "At present l cm do 

nothing: except write a few stinging Pansies which this t:illle are Nettles. 

5~otter, in Nehls, III, 331. 
52 

"D. H. Lawrence and the Cansor-Morons, fi in Sax, Literature, and 
Censorship, by D. H. Lawrence, ed. Harry T. Moore (New YOrk, 195 3), p. 23. 

53 
Latter from Geoffrey Scott to Arnold Bennett, 11 July 1929, in 

Nehls, III, )61. Scott was an author and a friend of the Trottera; he 
helped to llUSter support for Lawrence in the period fOlloring the raid.­
hence the letter to Bennett. 

54 
Latter to Charles Labr, Lattera, ed. Moore, II, 1163. 

55 Latter to John Coumos, 28 July 1929, Lattera, ed. Moore, II, 1170. 
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l shall eaU them nettles. H56 He added, "Let's hope they sting the 

arses of aU the Meads and Feraians of sld.Jv' Lcadcm. aS7 When, however, 

it appeared to him that the Trottera wished to 1IakB a stand on principle, 

risldng the destruction of bis paintings, he protested vigorously: 

The law, of course, must be a1tered--it 1& blataDtly obvious. 
Why' burn My pictures to prove it.? There 18 SOJIIBthiDg sacred to 
me about MY' pictures, and l wUl. BOt bave tbea burnt, for a11· the 
liberty of &!gland. l am an &1g11slœan, and l do 1If1' bit for the 
liberty of Bugland. But l &Ill JII08't or al.l a JIIBIl, and 1111' first 
creed is that 1If1' manhood and rq sineere utterance shall be 
inviolate and beyond nationall.t7 or 81V' other l:1mitation. To 
admit that mY' pictures should be bw:œd, :in order 1;.0 change an 
English laY, would be to admit that sacrJ1'ice of lite to 
circumstance which l most st~ disbel.:1eYe in. No, at aU costa 
or any cost, l don' t vant lD7 pictures barnt. 80 more crucifixions, 
no more martyrdoms, no more autos da !!.t as l.aag as t1me lasts, if 
l can prevent it. Every cruciHiiëiii starts a 8)8t deacUy chain of 
Karma, every martyr is a Lao~8sna1œ to t.augl.e up the human 
family. May vith sucb things.5i 

In the t1me between raid and hear1Dg, the Trottera 1.ook:ed for 

support in their fight against the C8nsors. 1'hair task vas compl1cated by 

the fact that Lawrence, in bis introduction te the book of paintings, had 

ridiculed the ideas of prominent meJibers or the Lœdcm art vorld, among them 

Clive Bell and Roger Fry. Many people who would otherw1se have been eager 

to help vere alienated by these attaclœ, and deiiDUed lIhen asked ~or their 

support. However, Sir Willianl RothensteiD, Principa1 of the Royal. Collage 

of Art, lent bis reputation to the cause.S9 August1l8 John, Colin Agnew, 

S6 
Latter to Giuseppe Oriol1, 2 August 1.929, Lattera, ed. Moore, 

II, 1173. 
57 

Latter to G. Orioli, 7 August 1929, IBtters, ed. Moore, II, 1174. 
Mead vas the name of the magistrats who heard the paiDtiDg case. 

58 
Latter to D. Warren, 14 July 1.929, Letters~ ed. Moore, II, 1164. 

59 
Nehls, III, 725, n. 335. 
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Dr 'l'ancred Borenius, Glyn Philpot, and Sir Wi]] i am Orpen agreed to 

testity for the defence.60 A petition circulated, protesting the police 

raid; among those vho signed vere Lytton strachey, Roger Fry, Leonard and 

Virginia WooJ.r, Clive and Vanessa Bell, Maynard Keynes, Jacob Epstein, 

Viscolmt Allenby, and Nancy M:i.tf'ord.6l 

Meamrhile the exhibition remained open. Lawrencels sister !da 
,> 

agreed to supply paintings which Lawrence had done in bis youth, to fUl 

the gaps left on the valls of the gallery b;y the raid. ÂCcordingly, on 

28 Ju.ly', a shmring of "More Paintings by' D. H. Lawrence n opened at the 

Warren Gallery.62 The exh1bit continued until the ga1lerywas closed for 

repairs in September. 

The case at last came to a hear1ng on 8 August at the Marlborough 

Street police court. Pres1ding magistrate vas Frederick Mead, eight;y-two 

years old; prosecuting attorney was P.arbsrt G. Muskett, vho bad successtuJ.ly 

prosecuted ~ Rainbow in 1915.63 The defence tried to establish the 

aesthetic value of the seized paintings, but Mr Mead vas inclined to accept 

the assertion of the prosecution that they vere obscene. nIt 1s utterly 

immater1al vhether they are vorks of art, n he ruled. "That is a collateral 

question which 1 have not to decide. The most splendidly painted picture 

in the Univerae might be obscene. n64 

Eventually a compromise vas reached: the paintings vere returned 

to the Trottera on condition that they not be exhibited. The four painting 

60 
III, 364. 61Ibid., 369. Trotter, in Nebla, III, -

62
Ib

o

d -2:,..., III, 371. 63Ibid ., III, 354. 

64Ibid., III, 382-383. 



books were destroyed, and the Trotters required to pal" f5.5.0 costs.65 

After the return of the paintings, it ws discovered that one ot 

them had been damaged wh11e in police custody. Someone had caref'lÜ.ly' eut 

out the penis of the sleeping gardener in Boccaccio sto~--a torm or 

censorship which ns certa1nly to the point. 66 

On 10 August Lawrence wrote, "1 had telegrams to say: Pictures 

to be returned, books to be burned. let them hum their own balls, the 

toolst,,67 He was enraged by the treatment he had received trom bis native 

land: "What hypocr1sy and poltroonery, and how l detest and despise rq 

England. l had rather be a German or anything than belong to such a nation 

of craven, cowardly hypocrites. My curae on theml U68 He told Catherine 

Carswell, "The police-case business bores and disgusts me and makes me tee1 

l never want to send another inch ot york to EDgland, either paint or 

pen. ,,69 

Aggravation tran the &ff'air weakened bis precarious health: "1 am 

very sick about it altogether, and a litt1e weary of the outward world and 

a1l its messes. ,,70 To Brett he wrote, "The tuss over the pictures and the 

burning of' the f'our boolœ made me very sick-I am so weary of f'alseness and 

65 66 Trotter, in Nehls, III, 387. ~., III, 351. 
67 

Latter to Giuseppe Oriol1, 10 August 1929, lattera, ed. Moore, 
II, 1176. 

68 
Latter to Dr Else Jatf'e-Richthoten, 13 August 1929, lt~ b ~ 

the ~ ••• ", p. 277. 

69Latter to Catherine Carswell, 12 August 1929, Latters, ed. Moore, 
II, 1177. 

70 
Latter to Mrs Maria Cristina Chambers, 23 August 1929, Latters, 

ed. Moore, II, 1184. 
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hypocrisy in the vor1a. If 71 He to1d bis agents, "The thought of the Great 

Br! tish Public puts me oft work entire1y--ei ther painting or writing. l 

cannot work tor that G.B.P., 1 tee1 sick at the thought.,,72 He poured bis 

rage inta the Nett1es. 

Af'ter several months, Lawrence recovered bis serenity, but he did 

not go back to painting. "1 don't paint a stroke-quite gone out of me," 

he wrote Brett. 73 "l've not tauohed a brush since we were in Spain [April 

to June, 1929]: have 'heen very lov." 74 

He vas probably too veak to paint, tor his health vas now tailing 

rapiclly. en 2 March 1930, Lawrence died at Vence, in southem France. 

Af'ter bis death, the paintings vere sent to Frieda in Vence. The 

Aga Khan had v1sited Lawrence in his last days, and had evidently sugg8sted 

a Paris exhibition. 75 Now he oftered to buy the paintings trom Frieda, but 

they could not agree on a priee. In 1931, the paintings vere exhibited in 

Vence. Frieda brought them vith her to New Mexico, but American customs 

a110wed the p1ctures ta enter the United states onlyon condition that they 

never'he shawn publ1c1y.76 

Thirteen ot the twenty-tive paintings in the original. ex:hibit at 

11r.etter to Brett, 9 Sept. 1929, Lattera, ed. Moore, II, 1192. 
72 

Latter to Laurence E. Po11inger, 29 Sept. 1929, Ietters, ed. 
Moore, n, 1203. 

II, 1246. 

73Latter to Brett, 12 Dec. 1929, Lattera, ed. Moore, II, 1222. 
74 

Latter to Brett, 8 Jan. 1930, Lattera, ed. Moore, II, 1231. 
75 

See 1etter ta E. Brewster, 127 Feb. 1930, Lattera, ed. Moore, 

76 
Warren Roberts, ! Bibliograpbz ~ ~. !!. Lawrence (London, 1963), 

pp. 111-112. 
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the Warren Gallery can no longer be located, among them ! !!2!l Famill, 

Boccaccio stOry, Singins.2! Swans, Throwing ~ !!'!! Apple, Finding .2! 

Moses, and Contad1n1. 77 North~" which Lawrence gave to Aldous and 

Maria Huxley, was "probably destroyed in the fire which devastated the 

writer's Californian home soma years ago. H78 

Frieda kept many of the Most important works. After she died, 

her third husband sold these paintings to Mr Saki Karavas" owner of the 

La Fonda Hotel in Taos. Until Mr Karavas finds Bomeone villing to pal 

the fifteen thousand dollars which he 1s ask1ng for each canvas, the 

paintings are on exhibit in his private office. Admission: one dollar. 79 

77 
According to Paintings .2! .!!. li. Lawrence (1964). 

78 
Ibid., p. 103. 
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Peter Collier, "The Man Who Died," R!mparts, VI (January 1968), 14. 



CHAPl'ER NO: THE THEORY BEHIRD THE PAnlTIIIGS 

The pictures that, in 1926, rapidl.y bagan to caver the bare 

valls of the Villa Miranda arose trœ a coherent theo1"7 of painting, which 

Lawrence axpr8ssed in variol1S of h:1s vorlœ. This the01"7 in tum. bad its 

origin in Lawrence IS theo1"7 of CODSci01J8D88s. 

Each thing, living or unliving, stl"'8US in its avn odd, 
intertw:l.n1ng flux, and noth1ng, DOt even man Dor the God of man, 
nor anyt,h1ng that man bas thougbt or felt or knavn, 18 f:lxed or 
abiding. Ail 1IOves. Jnd notbing 1s trœ, or good, or right, 
except in its avn linng relatedDess to its 0WIl c1rcumamb:lent 
universe: to the th1Dgs tbat are iD the stream vith it.l 

Lawrence recognized the relativity Dot onlyof matter but of 

cODScioUSne8S itselt. He real:lzed that there are dif'ferent modes of 

cODSciousœss, and that the consciOUSDe8S ot man haB evolved over the 

aeons. 

Lawrence postulated 'bro basic lIIOdes of cODSciousness: the 

spontaneous and the vollD1tar;y. The spcmtaneous cODSciousness 

talœs riss • • • in the blood, in the corpuscles, sœD8Wbe1'8 'Ve1"7 
pr1m:I.tive and pre-nene and pre-brain. Just as energy generates 
in the electron. • • • Al.l the cellB or our 'bod1' are conscloUB. 
And aU the tilDe they gi"e otf a streaa ot cODScioUSD8SS which 
tlows along the nanes and lœepa us spcmtaneous17 &11"e. While the 
tlOil streams througb us, troa the blood to the heart, the bowels, 
the viscera, then Along the s1JlP8thetic system of nanes hto our· 
spontaneous minds, maJdng us breatbe, and see, and mave, and be 
avare, and !!2 things spcmtaneous17, while this t10v streams as a 
tl.ame streams ceaseless17, va are lit up, 118 gloIr, we 11ve.2 

The ~ain merely registers this CODScioU8DeSS. 

The spontaneous or sympathetic ccmsCiOUSDeS8 Lawrence also called 

1 
D. H. Lawrence, "Art; and Koralit)", a Fboen1x: The Postbumous Papers 

11. Lawrence, ed. Edward D. McDonald (London, 1936r,-p. 525. 
2 
D. H. Lawrence, "Introduction to Pictures, ft Fhoenix, p. 767. 
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man's ''vital Sanity,_3 ld8 soul, h1s intuitive, pballic, or blood 

consciousness. "We -.y œgatlvely caU It [the] 1Dlconscious. But It is 

a poor vay of puttiDg It..... This is the original. state or consciousness, 

the "old Adamn .rra. 1dd.ch the pl'e8ent state evolved.' It is integral, 

comprehensive, and tbsi'atare DOJl-moral.; for moralit)" exista oJÜ.)" b)" the 

exclusion of certa1D t'0lWS of bebaviour, and the spontaneous consciousness 

exc1udes nothing.6 

The bas:1.s of tb1B t'om of consciousness is the organic pr1noiple 

of lite. In the spoataDeoœ &tata, man perceived the entire cosmos as 

&live, interrelated. aad percelftCi himself above aU in l1viDg coDDeCtion 

lfith that C08808: -ru. wu alive; the whole universe l1ved; and the bwliness 

of man vas biIIIelt' to Hw a.id it aU. 11
7 

Touch 18 the dcw;tnarrt sense in this stats; hence Lawrence 

associatec\ l'lth the spoataDeoœ conscio118ness shadoll and darkness, for in 

the dark, !mOlll.edge is tact1ls rather tban visual. He vrote, 

It IlUBt haft beeD a vODdertul. lIOrld, that old world where everYi;hing 
appeared alift 8IId shin1ng in the dusk of contact with an things, 
not _re~ .. an :lsolated 1nd1vidual th1ng played upon b,. da)"llght; 
vhere eacb thiDg ••• vas related 8lIIOtionally gr vitally to strange 
other tb1up, CIlIe tId.Dg spr1ngiDg froll another. 

FrOllll this pr:œ.l. state aerged the volunt81'7 consciousness, the 

"human spirit, n the "selt'-aIfa.1"8-Gt-ltself," selt-consclousness, the ~go, 

mental, cerebral.9 It is our rational, anaJ..ytic minci, "which we don' t yet 

3nIntroductiaD to PJ.ctures, ft p. 766. 

'Ibid., p. 768. 

4 
~., p. 767. 

6 
Ibid., p. 765. -7 

D. H. Lawreuce, Etrascan Places (New York, 1957), p. 83. 
8 9 
~., pp. 112-113. nIntroduction to Pict~," pp. 766-767. 
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lmow how to handle. nlO In tbis stat·, the seuse of silght is dominant) 

hence Lawrence associated vith the volunt8l7 cODBciousness the tull light 

ot day', by' llhich vis10n 121 c1earest. 

The basis ot this tOril ot conscioUBnass 18 the mechanical 

principle, which 18 contrary to l:Lte it8elt: "The protound attempt of man 

to harmonize h1mselt w1th nature, and hold his <Ml and come to .f1ower in 

the great seething of lite, chaDged ••• into a desire to resist nature, 

to produce a mental cunning and a mechanical. torce that would outwit Nature 

and chain. her dawn. nU Man now perce1ved b1msel1' as separate trom the 

cosmos. Instead of a vast, lirlng organism of which he was a part, the 

C08DL.')S vas to h1m silllp13 material to band to bis w1l1. 

This v1ew vas the result of a tom of cODSciousness that 18 

part1al i"Sther than integral. The spontaDeous consciousness 1.8 total and 

all-enc0mpa8s1ng, but the vol1Ultar;y consCiousD8S8 18 tragmentary, selective, 

and exclusive; consequent13, 1t is also moral.. In Christian terms, the 

emergence of the vol1Ultary consciousness 121 the tall tram innocence, into 

good and evU.12 

"The moment the selt-aware-of-itself comes 1nto being, Il wrote 

Lawrence, n1t begins eg01sticall3 to assert 1tself. It cuts immediately at 

the wholeness ot the pr1stine consciousness, the old Adam, and w01Dlds it. ,,13 

The justif1cation tor the ego' s asserting itselt over the spontaneous 

consc10USneBS 18 the 1dea that 

the bo~, the prist1ne cODSc1ousness, the great sympatbet1c 

10 
nIntroduction to P.1ctures," p. 766. 

li 
Etruscan Places, p. 123. 

12 
"Introduction to Pictures," p. 768. 

13 
~., p. 169. 
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lite-fiON', the stead1' flue of the old Adam 18 bad, and aust be 
conquered. Every religion taught the conqueat 1 science took up 
the battle. tooth and nailz culture fights iD the s&me cause: and 
only art sometill1es--or alvays--exhibits an iDternecine contlict 
and betrays its 0IIJl battle-cry.J..4 

The vo1untar,y cODSciousness seets ta conquer not o~ the lite of the 

external world, but also the inner lite of man. Lawrence concluded, "W'e 

are the sad results or a four-thousand-year effort to break the Old Adam, 

to ciomesticate him utter17. He is to a large extent broken and 

domesticated."15 

Thus the emergence of the ego tram the spontaneoUB cODSciousness 

creates divisions within the psyche vhich inevitably lead ta strite. 

Lawrence wrote, "There is a f'mdamental antagonism between the mental 

cognitive mode and the nâive or physical or sexual. mode of CODSoiOUSD88s. "16 

He suggested that external cODtlicts are projections of this interna! 

strife: ''The external contlict of var, or of industrial cœpet1tion, 1.8 ~ 

a retlection of the war that goes on ins1d.e each human being, the var of the 

selt-conscious ego against the spontaneous old Adam ... 17 

The nacessity is ta restrain the r~.Jlg ego. ta briDg it 1D1der 

control, and t·o establish a balance vith the intuitive CODScioUSD88s, so as 

to regain the primal integrit;r. 

One Dy to do so is by' creativity, by' use of the imagination. 

Lawrence wrote, 

Any creative Act OCCUl--~.lS the whole conscioUDll8ss of a man. This 

14/tIntroduction to Pictures," p. 769. lS~., p. 770. 
16 

letter to Dr Trigant Barrow, 3 Aug. 1927, Lattera, ed. Moore, 
II, 994. 

17 
"Introduction ta Pictures, ft p. 769. 



is trua oE the great d:1scoveries of science as vell as oE art. The 
trul1' great discoveries of science and real worlœ of &ri; are made 
by the whole consciousnass of man worldDg together in unison and 
onenass: instinct, intuition, m1nd, intellect a1l fused into one 
complete ConsCiOUSDeS8, and. graspiDg vbat we ma1' caU a complete 
truth, or a complete vision, a oomplete revelation in sound. A 
discovery, artistic or othervise, ma1' be more or less intuitional, 
more or less mental; but intuition will have entered into it, and 
minci vill have eDtered too. The whole consciousness is conoerned 
in every case.--And a pdnting requires the activit1' of the whole 
imagination, for it is made of imagery', and the imagination is that 
tom of complete consciousness in which predominates the intuitive 
awarene8S oE forma, images, the physical awareness.18 

Again, 

The imagination is a kindled state oE conscioUSD8Ss in which the 
intuitive awareness predominates •••• The :1Jnag:t nation is a more 
powertul and more comprehensive nov of cODScioUSDe8S than our 
ordinary tl.ow. In the flow of the imagination we knov in full, 
mentally' and physicallJr at once, in a greater, enld ndled awareness. 
At the max41111JDl oE our imagination we are religious.19 

The imaginati"t'e state, which Lawrence also called "visionary 

awareness, "20 thœ transcenda the present division oE the human psyche, and 

returns man to the state of primal woleness. The warka of the imagination 

have the SaJDe canpreheœive nature; and 14 order to be appreciated, the1' 

require the audience also to adopt a comprehensive point oE view: "The S8D18 

appll.es to the genuine appreciation of a work of' art, or the g;rasp of a 

scientitic law, as to the production oE the same. The .hole conscioU8ness 

is occupied, not mere~ the m1Dd alone or mere~ the body. n21 AB Lawrence 

Sali it, imaginative art serves a high purpose: it is a vay to achieve a naw, 

prima! unit y, both for artist and audience. 

This i.lJagi.native art, ar1sing trom the ent1re cODSciousness, 

18 

19 

21 

D. H. Lawrence, 

Ibid., p. 559. 

"Introduction to these Paintings, n Phoenix, p. 573. 
20 

"Ma1d.ng Pictures," p. 202. 

"Introduction to these Paintings," pp. 573-574. 
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Lawrence coœidered the 0IÙ.1' val1d torm of art. He despised those who would 

turn art iDto an intellectual ex8rcise, the product of the ego alone. 

Ibrever, painting 18 a visual art-and the 'Visl1lÙ. 18 that sense 

ideDtitied vith the ego, the vol1lDtary' consciousness. Bence a history of 

pa1ntiDg 18 also l.argeq a b:1.story of the growth of the voluntary' 

conscioUSD888 in JUD. 

LawreDce examfned the relation ot ego and eye in bis essay "Art 

and Moralitys· 

the ego. 

'1'h1a 1& the hab! t va have tormed: of visualizing averytbing. • • • 
Thi.8 bas been the developaent of the conscious ego in man, through 
severa1 thousand ,eA~ ~ sinee Greece tiret broka the spell of 
Ifdarkness. If Han bas learnt to see h1maelt. • • • PrevioUBly', aven 
in Egypt;, am had not leamt to see straight •••• LiJœ men in a 
clark room." they only telt their own existence aurg1ng in the 
dar1meas .~2 

EgJptian civUization dated trOll a tille betore the a.rgence of 

Its art 1188 the creation of the spontaneo~ consciousnesa, and. 

theretore tactile Nther tban v18ual in ita impact. This tactile q1l&l1ty 

bas surri.ved in pr1JRitive Atrican art. Lawrence wrote, "Egypt had a 

vonderful relation to a vast living universe, o~ diml.y' visua!" in ita 

real1ty. Tbe dbl eya-vision and the pcnrerf'ul blood-lee11ng of the Negro 

Atrican, aven today, gives us strange imagea, which our eyes can hard.l.y' see, 

but which va mON' are surpassing ... 23 

As the ego aBserted itsel.t over the spontaneous consciousness, the 

eye bagan to dœn:J Date the other senses, and vision became gradually more 

photographic. Man bagan to see as the Kodak sees, long belON the Kodak 

vas iDYented. Art came to be the production ot the ego alone. 

22"Art and Morality, If p. 523. 23 Ibid., p. 525. -
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In aneient t1meS, the change occurred tirst in Greeee. The old 

Aegean civilization of Crete and Mycenae had been an outgrowth of Egypt; 

its art vas of the same nature as Egyptian art. Atter 1000 B.C., this old 

ci vilization gradually gave way to a new, specif'ically Greek culture, tbat 

of the city states, the Periclean Age, of Socrates, Plato, and Ari8tot1e, 

of Hellenism: the first culture of the vo1untary eonsuiousness. 24 From 

Greece the new torm of consciousness spread to Rome, and thence throughout 

the ancient world. That Classical Greek and Roman art sought ever greate:o 

optical aceuracy vas evidence, to Lawrence, of the increasing role of the 

ego in the creation of that m. 
The Etruscans intereated Lawrence œcause he sn in their culture 

na last strong wave tram the Aegean, n25 a persistance of the old tom of 

conseiousDess: nIt is as if the current of soma strong ditterent l.:1te avept 

through them, ditterent trom our shall.ow current to-day': as if they drew 

their vitality fram dif'ferent deptha that va are denied. n26 or the paintings 

he saw in the Etruscan tomba at Tarquinia, he wrote, "They really have the 

sense of touch; the people and the creatures are all really in touch. It 

is one of the rarest qualities, in lite as vell 88 in art. n27 Touch, of 

course, ls that sense identified wi th the spontaneous COnsCiOUBDeSS. Rame, 

hawever, the civilization of the rational ego, clestra,yed th1s last survival 

of the primal consciousness. For centuries the Classical Ideal of art 

remained unchallenged. 

24 
D. H. Lawrence, Apocal.yp!e (New York, 1966), pp. 73-76. 

25 
~., p. 75. 

26 
Etruscan Places, p. 82. 

27 
~., p. 78. 



• Although Lawrence spoke ot "that ear1T, glad sort of Christian 

art, the tree touch ot Oothic,,,28 he vas too much the devU's advocate to 

appron of the Christian art ot the post-classica1, medieval period, with 

its ascetic tendencies. The very name nDark Ages," however, must have 

suggested to him 2 p&rtia1 eclipse of the ego. 

The Renaissance marked the re-emergence ot the rational, vo1untary 

consciousDess. Lawrence admired painters ot the early Renaissance, Who had 

redisCOYered the beauty ot the physica1 reality. To hiJI it vas no surprise 

tbat tbis D8II kind of art had originated in Tuscany: "Giotto and the early 

seulptors 8eea to have been a t10wering again of the Etruscan blood. ,,29 

Bat the rebom rational consciousness soon turned art into an inte11ectual 

eœrciae: -In the seventeenth and eighteenth centuries ve have the 

ùllberate denial of intuitive avareness, and W8 see the results on the 

an..'I. fuion became ~!"G optical, less intuitive, and painting began to 

.tloarish. But vbat painting ~ ,,30 He liked Rembrandt and Velasquez, but 

d:ismBsed Hogarth, Gainsborough, and Reynolds, the torem08t Eng.l1sh artists 

or the eighteenth century, as painters ot clothes rather than ot men. 31 

Vith the sigDif'icant exception of William Blake, Lawrence judged, "The 

Eng11sh baYe never painted trom intuition or iDstinct. 1I32 In a11 European 

art sinee the Renaissance, he saw a trend, still unchecked, toward painting 

tra. the rational ego a1one. Even the Impressionists, many' of vhom Lawrence 

apj4'9Ciated, had engaged in a quest tor pure light, the light ot the ego, 

28 
Etruscan Places, p. 180. 

JO-Introduction to these Paintings," p. ,,9. 

32 
MS reproduced in "~ !, ~:!!!!! ~ • • • ", 

29 
~., p. 122. 

31Ibid., p. ,60. 
p. 192. 



• leaving intuitive consciousness behind.33 

One man stood aga1nst tbis trend-cézanne: 

He wanted to touch the world of substance once more with the 
intuitive touch, to be aware of it vith the intuitive awareD8SS, 
and to express it in intuitive terms. That 1s, he wished to 
displace our present mode or mental-visual consciousness, the 
consciousness of mental concepts, and substitute a mode of 
consciousness that vas predom:inan:tly' intuitive, the awareness of 
touch.34 

Lawrence vrote, nIt was a revolution C6zanne bagan, but which 

nobody, apparently', has been able to carry on. "35 For other artists 

emulated the style and technique of Cézanne, but none painted vith bis 

intuitive awareness. 

In his own tilDe, Lawrence saw the triumph of painting of the ego. 

"These modem artists," he sa1d, ''who make art out of antipathy to lite, 

alwaya leave me feeling a little !:!ck. It 18 88 if the,. usad aU their 

sld.ll and their effort to dress up a skeleton. n36 The Cubiste and Futur1sts 

had interested him, but mainly 88 exponents of a vision against which he 

defined his own position: "The one thing about their art is that it isn't 

art, but ultra scientific attempts to make diagrams of certain physic or 

mental states. ,,31 He rejected the Futurist exaltation of the mechanical 

principle, which he associated with the rational cons ciousnes s , above 

organic, human life: "Instead of 100king for the new human pheno:menon, 

they wiJ~ only look for the phenomena. of the science of physics to be 

33"Introduction to these Paintings," p. ,63. 

3'Ibid • 

34Ibid., p. ,78. -
.36 

Letter to A. Brewster, 19 J1Dle 1921, Ietters, ed. Moore, II, 9S9. 
37 

Letter to A. W. McLeod, 2 June 1914, Ietters, ed. Moore, l, 280. 
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• found in human beings."38 

"It is an Absolute we are aIl after, a statement of the wole 

scheme," wrote Lawrence.39 The Cubists sought to represent the whole by 

montage, by' analyzing an object into its component parts, and reassembliDg 

them in a new and startling way. Lawrence disagreed w:1.th this technique: 

"In a geometric figure one bas the abstractions read)" stated A so, or 0 

so. But one cannot build a complete abstraction, or absolute, out of a 

number of small abstractions, or absolutes. Therefore one cannot malee a 

picture out of geometric f1gures.,,40 An artist cannot create wholeness 

using the techniques of the analytical, vo1untary' consciousness, which 18 

itself' partial. 

"The modern theories of art," Lawrence conc1uded" "malee re81 

pictures impossible. You only get these expositions, critica1 ventures in 

paint, and fantastic negations. tt41 To Alfred stieglitz he wrat8; 

Most modems • • • are a11 excellent r:l.nd of the fruit, but no 
fruit •••• There's the greatest lot of bunk talked about modem 
painting ever. If a picture is to bit deep into the senses, which 
is its business, it must bit down to the soul and up into the mind 
--that ia, it bas to mean something to the co-ordinating soul. and 
the co-ordinating spirit which are central in man's conscio~essl 
and the lD9aning bas to come through direct sense impression.42 

Unfortunately, few pictures impl1cate the entire consciousnesa in this vay: 

"80 man)" artists accompl1sh canvases without coming within miles of painting 

38 
Latter to Edward Garnett, 5 June 1914, Letters" ed. Moore, l, 282. 

39 
Letter to Lady ot;toline Marrell, 27 January 1915, Letters, ed. 

Moore, l, 308. 

40Ibid. 41"Maldng Pictures," pp. 191-198. 

42Letter to Alfred Stieglitz, 15 August 1928, Lattera, ed. Moore, 
II, 1076-71. 
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Il picture. n43 

Lawrence decided" "l'm atraid l am more modern even than these 

artistic anarchists. n44 As to whether he ~ould paint, he replied, nPerbaps 

l cm ft. But l verily believe l can malœ pictures. ,,45 He asserted" "l'm 

not so conceited as to think tbat my marve110UB ego and unparalleled 

technique will make a picture. l like a picture to De a picture to the 

who1e sensual self. ,,46 or his 0Ifl1 paintings he wrote" ''They are quite 

simple, vith no triclœ: but l consider they are" wbat very few pictures 

are, organically alive and who1e. All the modem smartness only succeeds 

in putting pictures together" it practically never malœs a picture live as 

a who1e thing. n47 He advised other artists" "Theorise, theorise a11 l'OU 

like-but whe!1. l'OU start to pa1nt" shut yeur theoretic eyes and go for it 

vith instinct and intuition. n48 

Living" organic unity--this above a11 Lawrence demanded of a work 

of art. nA picture lives vith the lire yeu put into it" n he said.49 He 

recognized the limitations of his paintings: "1 lmov they're rolling vith 

faults, Sladeily considered. But there' s something there ,oO __ a vital 

integritywhich Lawrence felt outweighed technical deficiencies. He 

43"Mak:l.ng Pictures," p. 199. 

44 
Letter to A. Brewster" 19 June 1927, letters, ed. Moore, II, 9>9. 

45 
"J.1aking Pictures," p. 199. 

46 
Latter to E. Brewster" 6 Feb. 1927" Letters" ed. MOore, II, 964. 

47 
Letter to D. Warren, 4 July 1928, 

48 "Mald.ng Pictures," p. 198. 

Ietters" ed. Moore, II,, 1066. 

49 
~., p. 200. 

50 
Lett.er to Mark Gertler, 24 May 1928" Latters, ed. Moore, II, 1062. 
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declared, "If my pictures aren't ten times hetter than Roger Fry's, then 

he's welcane to try them to his heart's content. My pictures are alive-­

and the little whipper-snappers will bate them for it. ,01 

The emergence of the ego had destroyed the primaI unit Y by 

25 

brealdng the connections between man and the universe. The task of the 

artist, Lawrence wrote, is to restore these connections, "to reveal the 

relation between man and bis c1rcumambient universe, at the living moment. ,,52 

He spoke of bis paintings to Brewster Gh1se11n, a yvUa'1g American who visited 

Lawrence in Bandol, early' in 1929: 

He himsel.t was trying to find soma expression in paint for the 
relations of things, he told me, perhaps by mans of the touch1ng 
and mingling of colours f1011ing frOlll different things 1 as the co1our 
of the background, for example, approached any body' it would 
d1m1nish and take soma or the colour and qual1ty or that body.53 

By interre1ating aIl the e1ements of a picture, the pain ter , in bis art, 

creates again the primaI who1eness. 

Men commonly assuma that photographie vision is samehow "correct," 

the objective reality, and that any deviation rram it is wrong. Lawrence 

attacked this assumption: 'ryou may say, the object refiected on the ratina 

iB always photographie. It may he. l doubt it. But whatever the image 

on the retina may be, i t is rarely, even now, the photographie image of the 

object which is actually taken in by the man who sees the objecte ,,54 Again, 

liA man who sees, sees not as a ca,;!8ra does when it takes a snapshot, not 

5~tter to S. S. Koteliansky, 15 Sept. 1928, Ietters, ed. Moore, 
II, 1092. 

52 
''Morali ty and the Novel," D. H. Lawrence: Selected Literary 

Criticism, ed. Anthony BeaI (New York; 1966), p. 108. 
53 54 

Nebls, III, 295. "Art and Morality," p. 522. 
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even as a cinema-camera, taking its succession ot instant&neous snaps, but 

in a curious rolling flood ot vision, in which the image itself seethes and 

rolls; and only the mind pieD ~ certain tactors which sha11 represent 

the image seen.",5 

There is no one correc;:. vision, since vision is itself relative, 

and varies as the state ot consciouaness varies. ln the rational, volUDtar,y 

state of consciousness, vision 1s optical, photographie. ln the spo~ous 

state, vision is intuitive. In both states, man sees not the objective 

reality but a represGntation ot it. Vision, whether optical or intuitive, 

is always symbolic. Theretore a11 painting, even representational painting, 

is of necessity symbolic. 

The painter of imaginative art uses intuitive vision. Lawrence 

wrote, "The picture must all come out of the artistes inside, avareœ88 or 
forma and figures. We can cali it memory, but it is more than memory. It 

is the image as it lives in the consciousness, alive like a vision, but 

unknown. "56 Lawrence sought the intuitive perception of the wholeDeSB of 

an object, rather than anal.yt;ic manufacture ot the et.f'ect of wholeœ8s. 

He demanded not photographie fidelity, but fidelity to the inner vision, 

for it is the only source of living art. 

Hence Lawrence disapproved of painting trom external modela. 

"It always spoils the pictu:-a, fi he "''"Tete. IfI cm only use a model when 

the picture is already made; then 1 can look &t the model to get soma datail 

which the vision failed me vith, or to modity something which 1 !!!! 1s 

lUlsatisfactory and I don't know why. Then a model may give a suggem;ion. 

55 
Etruscan PlacefJ, p. 119. 

56 
"Making Pictures, Il pp. 205-206. 

Je 



$1\ 
'i9 

0:' '--," , ' 

But at the beginning, a model only spoils the picture.,,57 

The proper subject for a living, organ1c art is the highest form 

of 1i.fe: man. Lawrence wrote!J "Iandscape seems to be meant as a backgrolDld 

to an intenser vision of lite, so to IllY' feeling painting lands cape is 

backgrolDld with the rea1 subject left out.,.58 Hawever, Lawrence was not 

interested in portraiture, which is mere flatteryof the ego; nor did he 

care to paint man in bis clothing of fallen morality. He wished to show 

the primaI man, unf'allen, amoral, integra1; therefore he painted nudes. 

His preferred medi\Dll ws oils. ''Water-colour,'' he wrote, "will 

always be more of a statement than an experience,,59_-that is, confined to 

the plane ~f the rational ego. Oils, however, are broader in scope: "One 

can use one's elbov, and in water it's all dib-dab.,,60 

Finally, if the primary quality of a picture is lite, then l1ke 

all living things, it will one day die. Lawrence wrote, nPictures are lilœ 

flowers, that fade away sooner or later, and die, and must he thrCMl in the 

dustbin and burnt. • • • The value of a picture lies in the aesthetic emotion 

it brings, exact1yas if it were a flower. The aesthetic emotion dead, the 

picture is a piece of ugly litter. ,,61 

Viewed in tlU.s vay, a picture can no more be possessed than a 

flower, or a Lawrence novel. In each case, one can own the materia1 

element, but not the thing itselt. And s:ince, being alive, a picture will 

57 
"Making Pictures," p. 205. 

5BnIntroduction to these Paintings, n p. 561. 59Ibid• 

60 
Ietter to Maria HuxIey-, ? March 1928, Lattera, ad. Huxley, p. 735. 

61 
"Pict\U'es on the Walla, n Assorted Articles, pp. 213-215. 



• one day die, 1eaving a mare corpse, it malees a rather poor investment-­

whicb is just the vay Lawrence wanted it. "H only W8 could get rid or 

the idea or 'property' in the arts t" he cried.62 

When Lawrence sat dOim to paint, bis method or procedure was, or 

course, idiosyncratic, but faithful to these general ideas of art: 

l sat on the f100r with the canvas propped against a chair--and 
vith ~ house-paint brushes and colours in little casseroles, l 
disappeared into that canvas. It is to me the Most excit1Dg 
moment--when you have a blank canvas and a big brush full of wet 
co1our, and j'Ou p1lD'lge. It is just 1i1œ diving in a pond-then 
,ou start frantically to srim •••• '!'he know1ng eye watches sharp 
as a need1e; but the picture cames c1ean out of instinct, intuition 
and sheer physica1 action. (Dce the instinct and intuition gets 
into the brush-tip, the picture hapP8ns, if it is to be a picture 
at a11. 

At 1east, so IllY firet picture happeœd-the one l have 

J' 

ca11ed "A Ho1y Family." In a couple or hours thera it a11 was, man, 
lIoman, child, b1ue shirt, rad shawl, pale room--all in the rough, 
but, as far as l am concerned, a picture. The etruggliDg comes 
later. But the picture itself' CCID88 in the first rush, or not at 
all. It is onl3' when the picture bas C(1J8 into being that one can 
strugg1e and make it E2! to cœnp1etion.63 

Frieda commented on the tendency or Iavren.ce to paint with bis 

fingers. 64 Brett al80 noted this habit,65 and Earl Brewster wrote of 

Lawrence's pictures, "1 liked their co10ur, values, and design. He referred 

of'ten to their tactile quali ties. Instead of a brush he frequently painted 

vith bis thumb."66 

This was probab1y not mare habit. Touch is the sense which 

Lawrence associated vith the intuitive consciousness. He Most admired 

62 
"Pictures on the Walls," p. 213. 

63 
"Making Pictures," pp. 196-197. 

64 
See above, p. 5. 65See , e. g. Brett, pp. 252-255. 

66 
Brewster, p. 112. 
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painters who had achieved a tactile quallty in their t:'crks.67 He 

preferred using his fingers to a brush perhaps to insure that the picture 

came not fram the ego, but from the intuitive consciousness. 

Nor ws this the only idiosyncrasy of Lawrence the painter. Ii! 

wrote to Brewster, 

l stick to what l told )'Ou, and put a phallus, a lingam you caU it, 
in each one of My pictures saœwhere6 And l pa1D:t no picture that 
von't shock people's castrated social sp1ritual1ty. l do this out 
of positive bellet, that the phallus 1s a great sacred image: it 
represents a deep, deep IDe which bas been denied in us, and still 
1s den1ed.68 

For Lawrence, the phallus was a symbol not merely of sexuality but of an 

ent1re form of consciousness, the intuitive, spontaneous consciousness. 

From this consciousness emerged the paintings of Lawrence. 

67 
See above, pp. 23-26. 

68 
Ietter to E. Brewster, 27 Feb. lS'2?, Ietters, ed. Moore, II, 967. 
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CHAPrER THREE: THE PAINTINGS 

"To me," wrote Lawrence, "a picture bas delight in it, or it 

isn't a picture."l The paintings which he created are imbued with a 

delight in lif'e itsell", in aIl its foms. 

! ~ Family,2 his first pictUre, containe many of the themes 

which were to occupy Lawrence in later worm. In this canvas, Lawrence 

took a traditional Biblical subject and adapted it to bis own ideas. "1 

call it the 'Unholy Family,'" he told the Huxleys, "bec8use the bambino-­

with a nimbus--is just watching anxiously to see the young man give the 

semi-nude young woman ~ ~ baiser. Molto moderno! ,,3 

Conventional treatments of the subject are spiritual in tone, 

focussed on the child and mother, while Joseph lurks in the background. 

Lawrence transformed this arrangement. The centre of bis picture is Joseph. 

He wears the colour blue, traditionally 8ssociated with Mary. Both the 

child and Mary look to him, while he stares contidently ahead. The 

paramount relationship in this family is not that of motber and child, nor 

even that of father and child, but that of man and wife. 

It is hard1y" a spiritual scene. Joseph is swarthy, virile, :full. 

of power. Mary is as blonde as he is dark. llude to the waist, she presses 

the band of ber husband to her breast; she is no Virgin Mother. A OOvl of 

porridge on the table, and an open cupOOard full of crockery, to the left, 

ed. 

1 
"Making Pictures," p. 206. 

2 
Paintings 2! Q. l!. Làwrence (1964), Pl. 12, p. 89 • 

.3r..etter to Maria and Aldous Huxley, Il November 1926, Latters, 
Moore, II, 945. 



establish a homelyair. Through a round window above the head of the 

child, a distant tawer looms; but it could aIso be a phallus in a halo.4 

The swelling curves oi the composition beighten the affect of sensuality. 

Lawrence, in this first painting, ws perhaps looldng back to 

~ Plumed Serpent, his last novel. In that book, the cult of the Virgin 

Mother and her dead, bodiless son gives way to the worship of a living god, 

male, potent, who wears 

the sky-blue cloak 
That hels stole from the Mother of God.5 

In the static pose of the figures, in the haloes, above ail in its air of 

dormant power, ~ Holy Family resembles an icon of the new religion. 

In bis first picture, then, Lawrence turned to the Bible for bis 

subject, but bis treatment inverted religiotlS and artistic tradition. He 

gave first importance to the relation of man and woman, depicting the man 

as dark, the woman as light. He asserted the primacy or the male. Lastly, 

he stressed the physical, sensual aspect of the Bubject. ~ ~ Family 

celebrates lite in the flesh, rejoices in the phallic, spontaneous 

consciousness. This joy is, at bottom, religious. 

AlI these elements reappear in later paintings of Lawrence. 

The power of the male is represented indirectly in ! HoIr Family, 

br symbole In Boccaccio Story,6 Lawrencels next work, its representation 

is graphic and unblushing. This picture illustrates a tale from the 

4 
Dorothy Warren and her husband thought the latter. It was this 

feature, specifically, which caused them to remove the picture from 
exhibition. See Trotter, in NehIs, III, 330-331, and above, p. 12. 

5 
D. H. Lawrence, !!!! Plumed Serpent (New York, 1926), p. 294. 

6 
Paintings (1964), Pl. 14, p. 91. 
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Decameron: Hasetto da Lamporecchio, a poor young man, pretends to be a 

deaf-mute, and thereby secures the post of gardener in a convent. Attracted 

by his beauty, and emboldened by his seeming inability to gossip, the nine 

sisters, who are aIl young, one by one invite him to initiate them into the 

pleasures of the body. Masetto gladly complies, but soon finds that he has 

more work than he can hél.ndle. At last he begs the abbess for respite, 

breaking his long silence. To keep their secret and their lover, the nuns 

make him st~Tard of the convent, giving out that a miracle restored his 

speech; and they arrange a less taxing schedule of labours for him. Hasetto 

lives happily with the sisters, returning in old age to his village, a rich 

man and the father of Many clerics. 7 

Lawrence 1-1as not strictly faithf'ul to his source. III the story, 

the abbess, last to discover the talents of }~setto, wanders alone in the 

garden one day. She comes upon the sleeping workman, worn out from his 

labours. The wind has disarranged his clothes, exposing the front of his 

body; this sight aTouses the desire of the abbess, and she follows where 

her sisters led.8 In the painting, aIl the nuns together discover the nude 

gardener; obviously he has not yet initiated any of them. Lawrence thus 

compressed the story into one dramatic incident: a confrontation of the 

virgin nuns and the virile gardener. 

~lhile the thirteen seized pictures were still in police custody, 

Philip Trotter received permission to show them to Colin Agnew, the London 

art dealer and connoisseur. The two men were led to a prison ce11, where 

7Giovanni Boccaccio, The Decameron, Third Day, First Story, tr, 
J. H. Rige, intr. Edward Huttoi1;"'"2 vols. (London, 1930), l, 155-161. 

8 
Ibid., I, 160. 
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• one constable displayed the canvases, while others stood guard. Agnew 

admired the paintings, particularl,y Boccaccio StOry. Trotter quotes bis 

comments: III All the dirferent elements in the scene have subtly converging 

lines, which is what gives the composition its harmonyj and the point of 

convergence is this dark mark !!!!:! 1 --and he put his fore.t'inger on the part 

of the gardener that had caused the picture to be seized. ,,9 

Agnew spoke to shock the authorities, but bis cœmnents are apt 

nonetheless. The lines of the fUrrows, of the folds in the nuns l skirts, 

of the gardener l s sharply foreshortened thighs and torso, aU draw the eye 

to the phallus, just as the eyes of the nuns are drawn there. This is the 

centre of the pict ure, both graphicall.y and symbolicall,y. The other 

elements carefully frame this focal point. 

Boccaccio stOry shows the confrontation "oetween the pale virgins 

and the dark, virile gardener, between female and male. cm one side are 

the nuns, innocent in their virginity and in their obedience to a moral 

code. On the other side are the man and the phallus, knowing no moral 

laws, not even that nudi ty is shameful or wrong. This is another k:ind of 

innocence, a primal innocence which does not exclude experience. 

In a poem from the collection "More Pansies," Lawrence wrote, 

When men and women, when lads and girls are not thinldng, 
when they are pure, which means when they are quite clean from 

self-consciousness 
either in anger or tenderness, or desire or sadness or wonder or 

mere stillness 
you may see glimpses of the gods in them.10 

9 
Trotter, in Nehls, III, 350-351. 

10 
"Ali Sorts of Goda, n il. ll-l1J. The text is that of The Complete 

Poems of D. H. Lawrence, ed. Vivian de Sola Pinto and Warren Robërls, 2 vols. 
(New York; i964>, II, 672. Subsequent references to the poetry of Lawrence 
will he to this edition. 
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The nW1S are brides of Christ, the anti-sexual god of the spirit, yet they 

are strangely drawn to the sleeping gardener; for in him iS a glimpse of 

another god, a god of the flesh, offering union in the flesh. Perhaps it 

is Priapus, who is alBo a gardener. Bence Boccaccio stOry shows a 

confrontation between two gods, two modes of consciousness. 

But there is no strife in t1:ë. meeting--rather, hmnour. The 

phallus, focus of aU the attention, is completely quiescent, and looks 

innocent, not at a11 evil; the painting thus centres on an anticlimax. The 

bright, soft colours of the picture add to the gay, light mood. Like the 

Decameron, Lawrence 1 s painting is detached, impartial, showing both sides; 

and the outcome of the confrontation ha.'lgs deliciously in the balance. 

Lady Chatterley: contains an episode similar to the subject of this 

painting. Early in the novel, Connie goes to the house of the gamekeeper 

wi th a message about some work. She comas upon 11ellors washing himself in 

the yard. He does not notice the intrusion, and Connie quickly backs away. 

Lawrence continues: 

yet in sorne curious way it was a visionary experience: it had bit 
her in the middle of the body. She saw the clumsy breeches 
slipping down over the pure, delicate, white loins, the bones 
showing a little, and the sense of aloneness, of a creature purely 
alone, overwhelmed her. Perfect, white, solitary nudity of a 
creature that lives alone, and :J..nward:i.y alone. And beyond that J 

a certain beauty of a pure creature. Not the stuff of beauty, not 
even the body of beauty, but a 1ambency, the warm, white flame of 
a single life, revealing itself in contours that one might touch: 
a bodyl 

Connie had received the shock of vision in her wamb. ll 

The incident in the novel differs from Boccaccio sto~ in mood and other 

particulars; but the shock which passes from Meilors to Corulie is the same 

11 
D. H. Lawrence, ~ Chatter1ey1s Lover (New York, 1959), p. 62. 



• The nuns are brides of Christ, the anti-sexual god of the spirit, yet they 

are strangely drawn to the sleeping gardener; for in him is a glimpse of 

another god, a god of the flesh, offering union in the flesh. Perhaps it 

is Priapus, who is al90 a gardener. Hence Boccaccio stOry shows a 

confrontation between t'Wo gods, two modes of consciousness. 

But there is no strtfe in the meeting--rather, hmnour. The 

phallus, focus of aU the attention, is completely quiescent, and looks 

innocent, not at aU evil; the painting thus centres on an anticlimax. The 

bright, soft colours of the picture add to the gay, light mood. Like the 

Decameron, Lawrence 1 s painting is detached, impartial, showing both sides; 

and the outcome of the confrontation bangs deliciously in the balance. 

Lady Chatterley contains an episode similar to the subject of this 

painting. Early in the novel, Connie goes to the house of the gamekeeper 

with a message about some work. She cames upoI1 11eilors washing himsel.f in 

the yard. He does not notice the intrusion, and Connie quickly backs away. 

Lawrence continues: 

Yet :in sorne curious way it was a visionary ex:perience: it had bit 
her :in the middle of the body. She saw the clumsy breeches 
slipping down over the pure, delicate, white loina, the bones 
showing a little, and the sense of a.loneness, of a creature purely 
alone, overwhelmed her. Perfect, ".,bite, solitary nudity of a 
creature that lives alone, and :i.m1a~ alone. And beyond that, 
a certain beauty of a pure creature. not the stuff of beauty, not 
even the body of beauty, but a lambency, the warm, white flame of 
a single life, revealing itsel.f in contours that one might touch: 
a bodyl 

Connie had received the shock of vision in her wamb. il 

The incident in the-novel differs from Boccaccio stOry in mood and other 

particulars; but the shock which passes from Meilors to Connie is the same 

il 
D. H. Lawrence, ~ Chatterley1s Lover (New York, 1959), p. 62. 



~.'" 
~ as that which passes from the gardener to the nuns. It is the recognition 

of a male in his power, of a god, of phallic, spontaneous lite. 

In Boccaccio StOry, male and female meet in a gentle truce; in 

Fight ~ !!!! Amazon,12 they meet in full battle. Herbert Head noted the 

resemblance of this work to Grei.ffelù~agen's Idyll, a painting which had 

fascinated Lawrence in his youth.13 The pose of the figures in Amazon is 

nearly identical to that in the Idyll, bu:t reversed, in a mirror image. 

Similarly, the style of Amazon is the reverse of that of the Idyll. Where 

the earlier work is sentimental, coy, simperingly' suggestive, Amazon i.S 

brutally explicit, without any sentimentality. The dark limbs of the man 

interweave with the light flesh of' the woman, in a franklyerotic pattern. 

The lD'ldertone of violence is manifest in the snapping wolves. Twenty-odd 

years separate the trTO paintings; they record the transformation which the 

art of Lawrence lD'lderwent in that time. yet for all the changes, the 

central vision remains constant: the conjunction of male and female. 

Lawrence painted ~ Willow Trees14 about a mon th after finishing 

Boccaccio. lS A minor element in the earlier picture is the line of' trees 

in the background; these form the main subject of' Red Willows. The trees 

have dark, slim trunks which burst into a profusion of red above, suggesting 

the phallus, source of li.fe and creativity. The three male nudes echo the 

shape of the trees, and the figure on the left completes the structure of 

the largest willow; for the men possess the vital power symbolized by the 

12 
Paintings (1964), Pl. lS, p. 91. 

13 
Herbert Head, "Lawrence as a Painter," ibid., p. 63. See also 

LarTrence 's copy of the Idyll, Pl. 9, p. 81. -

14n . t' (64) 15 .am l.Ilgs 19 ,Pl. VII, p. 31. See Appendix A, p. 77. 



·trees. 

In ~ Dance,16 Lawrence used another symbol for this sarne male 

power. The torches which the two men brandish, and the fire which is the 

centre of their dance, again signify the phallus. The colours are lurid, 

the men harshly drawn, lilœ flames. The dance ls reminiscent of the dance 

of the l-fen of Quetzalcoatl, in ~ Plumed Serpent.17 

Both Fire Dance and the flame-like ~ \'iillows suggest the poem 

"Spiral FlaIne," one of the Pansies: 

there is a spiral flame-tip that can lick our little atoms into 
fusion 

so we roar up like bonfires of vitality 
and fuse in a broad bard flame of many men in a oneness. 

o pillars of flame by night, 0 my young men 
spinning and dancing like flamey fire-spouts in the dark 

ahead of the multitudel 
o ruddy god in our veins, 0 fiery god in our genita1s1 l8 

Both paintings celebrate the connection between men, united in the phallic 

power of !ife. 

Contadini19 is perhaps the only plcture which Lawrence painted 

from a model, the man being "Pietro Pin! of the Villa Mirenda area. ,,20 

Consequently, the work cornes closer to portraiture than any other painting 

of Lawrence; but lt achieves its affect as much from the torso as from the 

face, which ls in shadow. The modelling is bold and sure: large, fIat 

strokes, sharp contrasts of light and dark, as if the man sits in powerful 

(1964) , 

l6paintingS (1964), Pl. l1, p. 89. l7See pp. 139-140. 

18 
Complete Poems, II, 440, l1. 23-28. 

19paintings (1964), Pl. 28, p. 101. 
20 

Harry T. Moore, "D. H. Lawrence and his Paintings, Il Paintings 
p. 33. 
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sunlight. The entire picture exudes a sense of power--again, that of the 

male, the phallus. In Red Willows and ~ Dance, Lawrence used symbolism 

to represent this power; in Contadini he used the technique of realism. 

Accident in !. Mine 21 shows not the power of men, but their 

powerlessness. This is a sambre~ realistic painting, even in the nudity 

of the men. "You lmow the miners work in some mines naked," Lawrence told 

the Brewsters 'W'hen he showed them the canvas. 22 But in the actuality are 

far-reaching implications. 

A constant theme in the writings of Lawrence is the underworld. 

Modern civilization, he felt, kills the real life of men by enclosing them 

in a tomb physical, social, and psyehic: physical, in the material apparatus 

of industrialism, rapidly destroy:iJlg the natural world; social, in the 

distortions placed on society by the new technologies; and psyehic in the 

modern limited form of consciousness. Accident!!!!. ~ depicts this 

underworld, literally and figuratively at the same time. In the painting, 

ghostly figures hover about a dead body. Green, corpse-1ike highlights 

relieve the shadowy brawn gloam. This is a realistic picture of an industrial 

accident; but it is a1so the calamity of contemporary life. 

The escape fram this underwor1d is the common theme of Lawrence 1 s 

most ambitious pictures: Flight Back into Paradise, Resurrection, and 

Throwing Back the Apple. 

While working on Fllght Back ~ Paradise, 23 Lawrence wrote to 

Brett, "Pm just finishing a nice big canvas, Eve dodging back into 

21 . 
Pa1ntings (1964), Pl. 29, p. 102. 22 

Brewster, p. 289. 

23Paintings (1964), Pl. IX, p. 45. 
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Paradise, between Adam and the Angel at the gate, who are having a fight 

about it--and leaving the wor1d in flarnes in the far corner behind her. 

Great fun, and of course a ~ 1avoro t ,,24 

The painting captures a moment of stasia in the midst of stri.fe. 

Eve creeps pain.fully forward, bound by shackles to industrial civilization, 

which here is represented by a co1liery, with its smokestacks. Above her 

head bangs the fiery S'Word, showering sparlœ, but Adam ho1ds it back as he 

t-œestles with the guardian angel. The colours and drawing are harsh, 

jarring, adding to the tension of the scene. 

Philip Trotter noted a connection between this picture and the 

poem "Paradise Re-entered," in ~! ~ Have ~ Through1 25 The poem 

describes a purification through physical love: 

• • • rIe storm the angel-guarded 
Gates of the long-discarded 
Garden, which God has hoarded 
Against our pain. 

Back beyond good and evil 
Return we. Even disheve1 
Your hair for the bliss-drenched reve1 
On our primal loam. 26 

The painting also suggests the "Excurse 11 chapter of Women in!:e!!, in 

which Ursula, through union w.l.th Birkin, enters "a strange element, a new 

heaven round about her.,,27 

Bath poem and passage from the novel have an autobiographica1 

2\etter to Brett, 9 Feb. 1927, Lettera, ed. Noore, II, 965. 
25 

See Trotter, in Nehls, III, 332. 
26 

Complete Poems, 1, 243, 11. 33-36, 41-44. 
27 

D. H. Lawrence, Women in ~ (New York, 1960), p. 303. 



basis; this element appears in the painting as welle Harry T. Moore 

points out that it contains portraits of Lawrence, as Adam, and of bis 

wife Frieda.28 

In Flight Back into Paradise, the woman escapes from the dead 

world of the ego. The man achieves bis liberation in Resurrection. 29 

Lawrence wrote in the Fansies, 

Shall l tell you the new word, 
the new word of the unborn day? 
It is Resurrection. 
The resurrection of the flesh. 30 

Like Flight Back into Paradise, Resurrection depicts a moment of 

stasis in the midst of tension and stra:iJl. Lawrence d.escribed the picture 

in a letter to Earl Brewster: "It's Jesus stepping up, rather grey :in the 

face, from the tomb, with bis old ma helping him from behind, and Mary 

Magdalen easing him up towards her bosom in front. ,,31 

Resurrection bears a close relation to the story on the same 

theme, The ~ ~~. Evidently, Lawrence tried to work the subject in 

paint first, with little success. He put asid.e the canvas, wrote the story, 

and then, immediately follawing, was able to complete the picture.32 In 

the story, 

Jesus gets up and feels very sick about everything, and can 1 t 

28 
"D. H. Lawrence and his Paintings, n Paintings (1964), p. 33. 

29 
Paintings (1964), Pl. VI, p. 31. 

30 
"The New Word, n ll. 1-4, Complete Poems, l, 513. 

3~tter to E. Bret~ter, 28 May 1927, Letters, ed. 1100re, II, 981. 
32 

See letter to Brett, 8 March 1927, and letters to Brewster, 3 
and 13 May 1927, Letters, ed. l>100re, II, 969, 975, & 976. See also letter 
mentioned above, n. 31. 
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stand the old crOW'd any more-so he cuts out--and as he healB up, 
he begins to find what an a.stûrdahing place the phenomenal wor1d 
is, far more marvellous than any salvat10n or heaven--and thanlœ 
bis stars he needn't have a 'mission' any more.33 

From his anti-sexua1 gospel 01" the disembodied spirit, Christ turns to 

physical union with a woman, the priestess of Isis. In the painting, no 

new element is introdllced iIIto the Bible story: Christ rises from the tomb 

between his mother and Magdalen. But his back 1s to Mary, and he moves 

toward Magdalen=-perhaps because he rejects the old lie from which he bas 

just emerged, his old relationship with woman, in favour or a se:rual union, 

a sexua1 partner. 

It is the autobiograpr~cal element which gives the picture its 

extraordinary' impact. "Resurrection, indeed, seems to be a struggle between 

Frieda and Mabel Luhan for the risen prophet," H.arr.r T. Moore comments. 34 

This is conjecture, but the Christ of the painting is undoubtedlya self-

portrait. In the Pansies, Lawrence wrote, 

A S\m will rise in me, 
l shall slowly resurrect. 35 

Like Christ in ~!1!!:! ~ ~ and Resurrection, Lawrence in bis last years 

entered a more balanced, more comprehensive state or consciousness. But 

Resurrection is not o~ a ~bolic painting of the emergence from the tomb 

of the ego, the voluntary- consciousness; it functions on a literaI plane as 

weIl. In this pictura, Lawrence painted the resurrection ot the body, the 

foilL,g of death. Herein lies the poignancy of the sell-portrait. Jesus 

33Letter to E. Brewster, 3 May 1927, Lettera, ed. Moore, II, 975. 

34 
"D. H. Lawrence and bis Paintings," Paintings (1964), p. 33. 

35"S\m in Me," Il. 1 & 2, Complete Poems, l, 513. 

41 



looks pitif'ully frail and emaciated, a faithflÙ record of Lawrence in the 

last years of bis lif'e. In Resurrection even more than in The Man Who Died, ----
Lawrence comes closest to aclmowledging his fatal illness, and reveals his 

hope of someh~l overcoming it. 

Adam and Eve had fal1en into the world of the ego when they tasted 

the fruit of the Tree of Knowledge. New, having returned to the paradis al 

state, Christ, the second Adam, and his Eve repudiate the cause of their 

!ail in Throwing Back ~ APPle,36 a rough, powerful water co1our. The 

fruit has failen from the tree, and now lies rotting beneath it. .Adam 

stands in the foreground, back turned, a potent, nude figure. Eve, 

crouching, offers him an apple, in the ancient gesture--but for a purpose 

other than eating; for Adam is tossing the rotten fruit of knowledge at 

Jehovah, the old moral god of the ego, with his long, white, beard, who 

dodges the shots in the background. The painting thus resembles closely 

the traditional scene of the temptation of Adam, but is a direct inversion 

o! that scenej hence its force and its humourous quality. 

While still working on Flight Back ~ Paradise, Lawrence wrote, 

l ShOlÙd like to do a middle picture, inside Paradise, just as she 
(Eve] bolts in. God Almighty astonished and indignant, and the 
new young God, who is just having a chat with the serpent, 
pleasantly amused, then the third picture, Adam and Eve under the 
tree of lmowledge, God Almighty disappearing in a dudgeon, and the 
animals skipping. Probably l shall never get them done. If l say 
l'il do a thing, l never do it. But l'il try •••• The triptych1 31 

Lawrence did not follow his plan, yet he did complete the triptych, for 

Flight Back into Paradise, Resurrection, and Throwing Back the Apple form 

36paintings (1964), Pl. 26, p. 99. 

37 
Letter to Brett, 9 Feb. 1927, Letters, ed. Moore, II, 965. 



an imaginative whole. In these paintings, Lawrence used the Christian 

mytbs of Fall and Resurrection to embody bis mm. vision. In so doing, he 

inverted the traditional interpretation of the myths, for his views were 

diametrically opposite to those of the orthodaxy. He defended his position 

in a let ter to his sister-in-law Else: 

Lucifer is brighter now than tamished Michael or shabby Gabriel. 
AU things fall in their turn, now Michael goes down, and 
wbispering Gabriel, and the Son of the Moming will laugh at them 
all. Yes, l am all for Lucifer, who is really the Morning star. 
The real principle of Evil is not anti-Christ or anti-Jehovah, 
but anti-life. l agree with yeu in a s~nse, that l am with the 
anti-Christ. Only l am not anti-lite.3tl 

In this triptych, man and wornan each achieve liberation only witb 

the help of the other. Eve can enter Paradise only because Adam holds 

back the fiery sword; similarly, Christ rises !rom the grave not by himself, 

but rather supported by Magdalen and Mary. It is only in the conjunction of 

man and woman that either can transcend the fallen state. "Church doctrine 

teaches the resurrection of the body," Lawrence wrote in defence of ~ ~ 

Who Died, "and if that doesn't mean the whole man, what does it mean? And 

if man is whole without a woman then l'm damned.,,39 More explicitly, he 

wrote, 

The great relationship, for humanity, will always be the relation 
between man and woman. The relation between man and man, WOIDan 

and woman, parent and child, will always be subsidiary. 
And the relation between man and woman will change for ever, 

and will for ever be the new central clue to human lite. It is 
the relation itself which is the quick and the central clue to 
lite, not the man, nor the woman, nor the children that result 

38 
Letter to Dr Else Jaffe-Richthofen, 12 June 1929, "~.!, But 

the ~ ••• ", p. 272. 

39 
Letter to Laurence E. Pollinger, 7 Jan. 1929, Letters, ed. Noore, 

II, 1115. 



• fram the relationship, as a contingency.40 

Among the paintings discussed above, the sexua1 cormection :Le 

the central. theme of Fight ~ !!! Amazon, and it is an important element 

of ! Ho1l Family and Boccaccio stoq, as we11 as the Resurrection triptyeb. 

This connection, in its 1nfillite varlet Y , is the subject of the bulk 01 

Lawrence's paintings. 

In its original conception, Fa11JlS !:!!!! Nymphs41 dates lrom the 

same period as Resurrection and The Man Who Died. .Like these two works, ----
it rejects the traditiona1 Christian ideal 01 sutfering and sp1r1tuality 

in favour of the sexua1 relation, the enjoyment of physical l.1f'e. 00iJœ 

these other works, Fauns !!!2 Nymphs goes beyond the framework of Christian 

myth in formulating its vision. 
.. 

It started as another Lawrencean inVersion of a Biblical. tœ.: 

He began to paint a picture. It was going to be a crucitixiOll 
vith Pan and JGhe nymphs in the foreground. It passed througb II18II1' 
metamorphoses l\nd ended by being Pan and the nymphs, without the 
cruc1t:ix1on. He was very busy over it, and exuberantly haPPT._~ 
he painted. • • • and he was greatly pleased vith the resu1t.'" 

In Lawrence's interpretation, the Crucifixion vas the triumph 01 the ego; 

hencs bis re1uctance to paint so distastelul. a theme, aven with Pan, the 

god of the spontaneous consciousness, jeering in the foregrotmd. "I shan't 

do a crucifixion, n he wrote Brett, "even vith Pan to put; h1B lingers to 

bis DOse at the pr:l.mrose Jesus. Damn crosses 1"43 Af'ter cbanging the 

composition, he to1d Harry Crosby, "l've got a nice canvas of sun-faUD8 

40 
"Horality and the Nove1," pp. 112-113. 

41 42 
Paintings (1964), Pl. XI, p. 57. Brewster, p. 27S. 

43 
Latter to Brett, 24 M1lrch 1927, ~tters, ed. Moore, II, 971. 
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and SlDl-nymphS laughing at the Cruc1f'ixion--but l had to paint out the 

Crucifixion •• 44 His later pln, at the time ot the police raid on the 

London exhibit, tor "no more crucifixions, no more mart;vrdollls, no more 

autos ~ f!, &S long as t1me lasts ll4S reca1l.a Fa'UDS ~ Nymphs. 

The centre ot the picture 18 Pan, the male, embracing a nymph, 

who peers up at h1m coquettishly'. Three heads in an arc complete the 

group, ana .fruit-laden branches, bending overhead, frame 1t. Yellow light 

tUls the background in the spot where the Cross IllUSt have stood. The 

figures, male and temale, are clark, rudd7; the colours are aU deep and 

luminoUB, adding to the air ot uninhibited joy, of sensuality. 

In the evo1ution ot this pictura, then, Lawrence rejected the ego, 

moral, Christian, vith 1ts battles and triumphs in death--111 tavour of the 

older, vital, pre-moral spontaneoUB consc1oUSD8SS. He tumed fram the 

spiritual saint to the phys1cal, aexual relation ot male and femaJ.e; trom 

the Jesus of the Cross ta Pan. His was the living gode 

Lawrence bagan F:lnding ~ MoS8S46 soon atter Fauns ~ Nymphs.47 

The subject ot th1s painting 1a Biblical, but in Lawrence' Il treatment, it 

belongs to the pagan world of Fa'UDS ~ Nymph!. The Moses who is the centre 

ot the picture is hardly Moses the gi ver of moral lavs, stern prophet of 

Jehovah, the god ot the ego. Rather, he 18 the infant gift ot the river, 

the new-born male god, being rece1ved by the women, in a world, and painting, 

of the spontaneoUB consc1oUSDess. As in Fauns !!!!! NlJIIfÙB, the colours in 

44 
Ietter to Harry Crosby, 

45 See above, p. 1.3. 
47 See Append:1x A, p. 78. 

? Aug. 1928, Ietters, ed. Huxley, p. 748. 

46Paintings (1964), Pl. 27, p. 100. 



• Moses are deep, vibrant, and the background glows vith yellolr light. The 

figures in the foreground are in shadaw, silhouetted against the l1ght, 

49 

torms rather than articulated people. The scene is thus literallr bard to 

see. It makes it impact through the sensuoUB colours and shapes-an impact 

that is more tactUe than visual. In this var J LaHrence suggests bis vision 

of ancient Egypt--a civilization of the tactUe, spontaneoUB consciousness.48 

Family ~ !. verandab49 presenta the sexual relation within the 

larger context of the family. The man and voman dominate the picture. The 

man squats on his heels, elbows on bis lmeea, 1eaning torward, in the pose 

which Lawrence so often observed in the miners of Nott1ngbamshire. In 

counterpoint, the woman reclines. Together their limbe tom one long, 

flow1Dg curVe across the canV&8. The tvo children cl:lng to the mother, a 

minor oftshoot ot the main relationship, echo1ng on a sma1ler scale the 

curve of the parents' limbe. Verandah is a 1ater, profane version of ! ~ 

Famiq. In both paintings, it 18 the sexual. connection which gives the 

family its centre, its inner coherence. 

In ~ 2! ~ Sabine Women,50 which Lawrence at'fectionately 

called nA Study in Arsas, n51 the sexual. relation appears in its aspect of 

tierce, violent passion. This painting multiplies the couple ot Fight ~ 

!:!! Amazol! into a wi1d, lminbibited bacchanal. The nude figures till and 

almost overtlow the canvas, form:l.ng a compl.ex pattern: a rhythmic, sweeping 

vortex of backs ar~ buttoclœ. In the rear, an arm, raised in a cry of help, 

II, 

48
See above, p. 23. 49Paintings (1964), Pl. X, p. 49. 

50 
Ibid., Pl. XnI, p. 65. 

5\etter to Aldous Huxley, 2 AprU 1928" 1etters, ed. Moore, 
1052. 
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is silhouetted against dark backgromd. ~ one face is visible, for 

the emphas18 18 on the mindless, impersonal contact of flesh and flesh. 

By' its turbulent, swirling forma, ~ ~ ~ Sabines assaults the eye of 

the viewer, as in the canvas the men assault the women. It is a painting 

of a pagan world, sensua1, pre-moral, \U'11"8strained, in which the ego is 

1lJlknown. 

The interp13y of bodies :Ill ~2 is more caref"ree, less 

intense. This is a painting of boys at play, wrestJ.ing or cbasing a balle 

The figures are naked, except, curiously, for their shoes. Perhaps these 

are not shoes, but hooves; not boys, but young faUDS, frolicld.ng in the 

primeval springtime of the world. 

The picture recalls the wrestling scene between Birldn and Gerald 

in Women B! ~,53 the BrÜderschaft, bond between men, which parallels the 

union of men and women. Lawrence bad painted thiB bond in ~ Willows and 

E!!:! Dance, but unlike these earlier worlœ, Spring bas definite homosexual 

implications. nIt might equally' well he called 'That capri Air,'" obsarved 

one reviewer of the 1929 exhibit, recommending that thiS picture "be avoided 

by' sensitive people.,,54 The task of Lawrence as an artist liRS not, however, 

to censor thought but rather to expand it into new, unexplored, previously 

tabu aresa. In bis attempt to paint the sexual con:nection in its endless 

variety, he excluded nothing--not aven the homosexual. aspect of that 

connection. 

L"wrence most clearly axpressed the sexual relation in his series 

52Paintings (1964), Pl. 22, p. 96. 53Pages 261-265. 

54~_ hn" \.nRIn Jo , Paintings by D. H. Lawrence: The Eye of a Poet' s 
Hind," Everyman, l (27 June 1929), 27. 



of paintings each focussed on one man and one woman. Fight ~ !!!. Amazon 

is the earliest of these pictures; in ~ Mango !.!!!,55 Lawrence retumed 

to the theme. A couple embrace, their pose reminiscent of Amazon. The 

treatment recalls Fauns ~ Nymphs: bath man and woman are dark brown, 

seated beneath an arching tree which frames the scene. The fruit the man 

plucks is not a mango from the tree overhead, but the pendulous breast of 

his WODJan. This is a painting of pagan sensual1ty, combining humour and 

passion. 

Under 2 HaystacIc56 gently evolœs the love of Lawrence' s youth. 

Harry" T. Moore suggests the picture tris reminiscent--except for its 

(wishful?) nakedness--of the daye Lawrenoe and Jessie Chambers, the farm 

girl he knew ~ear Eastwood, spent in the .fields o.f Nottinghamshire; the 

girl in the painting is umnistakâbli 'Jess'ië;' the M:l.r1am of ~ !!!! 

Lovers. ,,57 The so.ft, rounded contours emphasize the restful pose of the 

lovers; the picture has the wistfulness of a reminiscence. 

~ LiZard58 closely resembles Haystack in composition, but the 

terrain it depicts is harsh and rocky'. The figures take on the quality of 

the backgrouno; theyare modelled vith sharp contrasts of light and shade, 

like jagged rocks. The painting ls perhaps another reminiscence, this 

time of Lawrence's years in New Mexico; in which case the woman ls proœb~ 

Dorothy Brett. 

In Yawning,59 Lawrence evidently painted the moment following 

55paintings (1964), Pl. 25, p. 98. 56Ibid., Pl. 20, p. 94. 
57 

"D. H. Lawrence and bis Paintings," Paintings (1964), p. 33. 
58 

Paintings (1964), Pl. 19, p. 94. 59Ibid., Pl. 18, p. 93. 
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f'uJj"illment of' passion. The setting 18 the garden of' a house. In the 

f'oreground, a man and woman stretch their bodies in a pose that 18 both 

dance-l1ke and suggestive of' the coital position. To the right rear, 

another woman bathes in a f'ountain, the waters of' which f'low out in the 

direction of' the yawning couple. Perhaps this is the bath of' lite, of' 

sexualit;y, in which the couple have ilIInersed themselves. The colours are 

warm, luminous pastels, the nudes .t"1ne:q modelled. Yawning, then, is a 

picture of' the garden of' earthly delight, at once sensual and delicate. 

The dark man and pale woman of' Amazon reappear in Close-.!œ (~), 60 

but this painting shows their relation in its negative aspect. Philip 

Trotter wrote, 

To my wif'e, even bef'ore Pans1es reached us .. the master~ 
composition of' two unlovel;y beads contacted in an unf'ulf'illed 
kiss is the pictorial rendering of' Cold Passion, condemned in 
cruder terms b;y the gamelœeper in !!SI Chatterley's u,ver and 
delicately but cruell;y in "When l vent to the Film, ft "and caught 
them moaning l'rom close-up Idsses, black and white ldsses that 
could not be felt. • • • "61 

In other pictures--for example.. YawniDg-Lawrence expressed sexual1t;y by 

the interaction of entire bodies. Close-.!œ (Kiss) contains two disembodied 

heads. The l1ps are bright red, gross, the eyes a hard blue. The couple 

stare at each other, ev1dent~ interested more in visual tban in physical 

contact. This is a picture of the "sex in the head" which Lawrence 80 

of'ten denounced. 

By contrast, the heads of' the couple in North Sea62 ara the least 

60 
Paintings (1964), Pl. 17, p. 92. 

6~tter,. in Nehls, III .. 334. See also Complete Poems .. l, 444. 
62 

Paintings (1964), Pl. JO, p. 103 • 
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• important parts of their anatomies. The man approache8 .rr.. beMnd, bis 

face in shadaw as he stoops to embrace the woman. Sbe is detiDed most 

c1early in her lower body'; from her strongly modelled tb:lgbs and belly' 

emanates a sense of power-the creative female power or rertili.ty, based 

in the womb. Her head sits uneasily on its neck, and 11er 8l'IIS dIdDdle 

away, insignificant atterthoughts; for the life animatiDg bar cœIeS fram 

be1ow. 

This painting oves a debt to !!!! Nordsee. br BriDr:l.ch Heine, a 

poem which int1uenced many of the wri tings of Lawrence: 

For l come, and vi th me there cames 
The good old time vhen the godB out of heaven 
Stooped in love to the daughters of men, 
And, the daughters of men embracing, 
Begot upon them 
Kings, and races of sceptre-bearers, 
And heroes famous on earth.63 

Harry T. }bore notes this debt., and suggests that the 1ftAID iD the picture 

is lady Cynthia Asquith.64 If so, the painting relates to laueuce's 

stories "The Ladybird" and "Gl&d. Ghosts," both of tbem port.ra1.ts or c,nthia 

Asquith, and perhaps also to ~ Chatter1ey, for which sile vas a possible 

mode1. In "The ladybird," Lawrence, through bis hero, eD1IIICiated a creed 

of darlmess: "The true living wor1d of fire Is dark, tbrobbiDg, darlœr than 

blood. OUr 1um1nous wor1d that we go by is only the reYersB or thia • .65 

The dark hero of the story rejects the fashionable l.oYe11Dess or the 

63 
Heinrich Heine, Die Nordsee, tr. John Todhtmter, in HI!dne's 

Prose ~ Poetrx, intr. Ernest Rhys (lDndon, 1934), p. 53. 
64 

"D. H. Lawrence and bis Paintings," PaintiDgs (19611), p. 33. 
65 

D. H. Lawrence, "The Ladybird," ~ Short Hcmtla ( .. York, 
1965), p. 67. 
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heroine: "True love is clark, a throbbing together in the darkness. • • • 

You, and your beauty--that is only the inside-out of you. The real you is 

the vild-cat invisible in the night."66 It 19 this dark, iDWard beauty, 

dark love, centred in the loins, which Lawrence painted in North 2!!. 

At first examination, Renascence 2! 'l'sn67 appears to depict the 

subnission of woman to the power of the male. This is a theme which recurs 

continually in the wri tings of Lawrence; perhaps the closest parallel is 

the subnission of Ursula to Birld.n, in Women !!!~: "Kneeling on the 

hearth-rug before him, she put ber arma round bis loins, and put her tace 

againBt bis thighs. • • • It ws here she discovered him one of the sons 

of God. ,,68 In the picture, the kneeling figure places head on the teet ot 

the seated man--feet being a cormnon symbol for the male genitalia, male 

power • 

However, the sex of the kneeling figure is in tact indeterminate. 

If it is male, then the painting represents not the subnission of woman to 

man, but ratber an initiation rite such as that of Cipriano in !!!! Plumed 

Serpent. Betore Cipriano can aSSlDue bis l'Ole as the incarnation of the god 

Huitzilopochtli, Ramon must ceremonially "seal" him, beginning with the bead 

and progreasing down the body to the teet: "(Ramon] grasped the ankl.es, as 

one might grasp the base of a young trae as i t emerges from the sarth. 

Crouching on the earth, he gripped them in an intense grip, resting bis head 

on the teet. ,,69 In the painting, it la unc1ear which figure iB initiator, 

and which the initiate. Aside from any ambiguities, though, Renascence ~ 

66 
"The Ladybird," p. 67. 

68 
Women ~ Love, p. 305. 

67Paintings (1964), Pl. 23, p. 96. 

69rhe Plumed Serpent, p. 404. 
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~ depiets a ceremony through vhich the male comes to realize bis full 

power. 

In Daüce Sketch,70 the dark, brown-skinned man and pale, ivory­

coloured weman reappear, in a dance vith a goat, the avatar of Pan. The 

man throws down bis head and fiings up bis arms; in counterpoint, the W'ûman 

haB head raiSed, arma down. She is framed between the legs of' the man-­

within his context., bis power. The overlapping bodies, vith limbe outthrust, 

suggest a single, spinning organism, and the pool of yellov light in which 

they dance is like a ëharmed circle, a nimbus. The figures are stylized, 

executed in rough, rapid strolœs, and one leg of the man fades away into 

indist:lnetness, thus convey:ing a sense of sw:U't movement. 

This painting recalls the rain dance in ~ Cbatterley's lDver: 

(,Connie] ran out tdth a wi1d llttle laugh, holding up her breasts. 
to the heavy ra1n and spreading her arma, and rUDDing blurred in 
the raiD with the eurythmie dance-movemeZlts she had l.earned so 
long ago in Dresden. It vas a strange pall1d figure 11f'ting and 
falling, bending so the rain beat and g11Btened on the full 
hamches, swaying up again and coming belly'-forward through the 
rain, then stooping again so that only the full loins and buttocks 
vere offered in a lc1nd of homage towards him [Hellors J, repeating 
a wild obeisance. 

He laughed 'Wr'1'l:y, and threw off his clothes. It vas too much. 
He jumped out, naked and white, with a little shiver, into the 
bard slanting rain.71 

In painting and nove1, the couple dance in a forest, the last outpost, in 

~ Chatterley;, of the old, phallic consciousness. In the novel, the dance 

ends in a chase and the act of coitus. In the painting, the dance is itseJ.r 

a metaphor for the se:x:ua1 act, a visual expression of the union between man 

and woman and of their harmony with the werld. 

Lawrence did not directly represent the act of coitus until he 

70paintings (1964), Pl. XII, p. 61. 7l~ Chatter1ey, pp. 206-207. 
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painted ~, 72 one of his latest plctures. In this water colour, the 

transcendent nature of sexual union 19 manif'est. It 1s a graphic rendering 

of the cc~'mction of two ditferent beings that 19 the sexual act. The 

figures form a startling diagonal, sloping c:i.owmlard across the picture. 

The head of the woman, incongruousl1' stuck on in North .§!!, here disappears 

beyond the edge of the painting: she 19 reduced to body alone, wi thout ego. 

The wings of the swan encompass her, and bis neck curves snake-11lœ, 

pha11us-l1ke, between her breasts. 

Like a11 the paintings of Lawrence, ~ functions not onl,y on the 

literaI, actual level, but on the symbolic level as welle 

Years earlier, Lawrence had discussed the significance of the Leda 

myt;h in "The Crown." He then conceived of the myth in negative terms: "The 

swan is one of the symbols of divine corruption •••• lihen Leonardo and 

Michael Angelo represent Leda in the embrace of the swan, the)" are painting 

mankind in the clasp of the divine flux: of corruption, the singing death. 

Manldnd turned ~, to cold, bygone consummations." 73 

When he retumed to the IIl)"th in the Pansies, Lawrence had changed 

bis conception of it. In the poem "Give ~ Gods, Il he rejected traditional 

images of the div:J.ne--Egyptian, Classical, Christian--for another: 

Look then 
where the father of a11 things swims in a miBt of atoms 
electrons and anergies, quantums and relativities 
msts, wreathing msts, 
lilœ a wild swan, or a goose, whose honk goes through rrry 

bladder. 

72 
Paintings (1964), Pl. XVI, p. 77. 

73 
D. H. Lawrence, "The Crown," in Reflections on the Death of a 

Porcupine, ~ ether Essaya (Bloomington, Indiana, 1963), pp: 75-76.- -



(1 And in the dark \D'lScientific l feel the drmn-winds of bis W"",ngs 
and the drip of bis cold, webbed feet, mud-black 
brush over JIlY' face as he goes 
to seek the women in the dark, our women, our weird women whom he 

treads 
with dreams and thrusts that make them cry :in their sleep. 

Gods, do you ask for gods? 
Where there is woman there 18 swan. 74 

The union of swan and woman in ~ thus 18 a later version of the union 

of the sons of Ood and the daughters of men. 75 

In the past, this union with the swan-god vas the beginning of an 

entire cycle of history, the Classical era; now 1t will be the start. of the 

era to follow ours, in the near future. The swan, the new incarnation of 

God, will end the present, fallen order, and begin a new dispensation. 

"There'll be babies bom that are cygnets" l'rom this union; 76 

And when the father says 1 This 18 none of mine, 
Woman, where got you this little beaB1i?--
will there be a whistle of winge in the air, and an 1cy draught? 
will the singing of swans, high up, high up, invisible 
break the drums of bis ears 
and leave h1m forever listening for the answer?77 

By the sexual aet painted in Lada, our fallen world V1ll end, and a new -
one begin. Lawrence proclaimed, "The next day is the day of the goose, the 

wild awan's daye,,78 

The coming of this new age, new dispensation, 18 the subjeet of 

74 
Complete ~, l, 438, 11. 33-44. 

75 
See ~ Nordsee, quoted p. 53, and Women !!!!e!!, pp. 304-305. 

76 
"Give Us Gode," 1. 47. 

Poems, 

77 
"Won't It Be Strange--?" Il. 8-13, .from Pansies, in Complete 

l, 439. 
18 

"Gods," 1. 24, fram "Uncolleeted Poems, If ~., II, 841. 
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Singing 2! Swans. 79 This painting shows the time prophesied in the poem 

"The Triumph of the Machine, n when 

mecharaica1 man in trium:ph seated upon the seat of his machine 
will be driven mad from himselt, and sightless, and. on that day 
the machines will turn to run into one another 
traific will. tang1e up in a long-drawn-out crash of collision 
and engines will rush at the soUd houses, the edifice of our lite 
will rock in the shock of the mad machine, and the house will come 

down. 

Then, far beyond the ruin, in the far, in the ultimate remote places 
the swan will lift up again bis flattened, smitten head 
and look round, and rise, and on the great vaults of bis wings 
will sweep round. and up to greet the sun vith a silky glitter of new 

day.80 

In the painting, blonde giants are locked in b10ody, interne cine 

strite on earth. Above them, two swans hover about a red sm, hanging low 

in a reddish sky. 

In earlier pictures, Lawrence had represented the phallic, 

spontaneous consciousness by a dark man. Here the blonde figures are 

men of the ego; hence Lawrence drew them as grotesques, for the rational 

consciousness of the ego <listorls' and degrades the human 'body'. The red sun 

is both setting and ris1ng: setting on the dayof the ego, mechanica1, 

divisive, MW gone berserk and destroying itself in the battle on earth; 

rising on the !leV day of the swans, wose soaring motion comterpoints the 

faJHng downward of the men. The song of the title a180 bas a doubls 

significance. Traditionally, swans sing only before their death, but here 

they sing "the swan-song of us, 11
81 the men of the old, dying order, am 

79 
Paintings (1964), Pl. 24, p. 97. 

80 
11. 30-39, from "l-1ore Pansies," in Complete Poems, II, 624-625. 

81 
Ibid., 1. 9. 
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the aubade of their own nev day. 

This 15 one of the last pictures that Lawrence painted. In it, 

he 100ked from the present, actual wor1d, vith its continuaI strife, to a 

new W'or1d beyond, free, vital, unfallen. As he did so, he inevitably 

100ked beyond bis own failing lif"e, to the hope of life to come. For him, 

the singing of swans had a special significance. 

Do ~, Singing of Swans, and the related poems of Lawrence owe 

a debt to the works ot Yeats? This is a fascinating, probably unanswerab1e 

question. Certainly, there is the possibility of a connection. Lawrence 

had read Yeats in his younger yearsj ~ Vision, 'With its section on "Dove or 

SWan," was published in 1925 ~ and !h!. Tower, containing the poem "Leda," 

appeared in 1928, both earlier than Lawrence 1 s poems and paintings on the 

same theme. However~ the few references to Yeats in the lattera of LaNrence 

are without exception tmf'avourable, art<! there 1s no reference later than 

1914.82 This is likelJr a case ot two contemporary poeta having~ 

independerrtlJr of each other, an. identical vision. 

These, then, are the twenty-five paintings exhibited at the 

Warren Gallery in 1929. 

"1 a1ways say, MY motto 15 1 Art for my sake, '" Lawrence wrote. a 3 

His paintings, 1ilœ bis writings, aIl have an autobiographica1 relevance: 

they arose from bis intense life, and express or resolve conflicta which he 

himself faced. 

82 
See 1ettera to Blanche Jennings, 20 Jan. 1909; to A. 1-1. McLeod, 

17 Dec. 19l2; and to Gordon Campbell, 119 Dac. 1914j in Lattera, ed. Moore, 
l, 47, 168, & 302 respective1y. 

83 
Letter to E. Collings, 2h Dac. 19l2, Letters, ed. Moore, l, 171 • 

55 
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Sorne critics have sean seU'-portraits in almost a11 the pictures 

ot Lawrence. Harry T. Moore wrote, 

The bearded man in Resurrection, Fight ~ !!! Amazon • • • and 
Flight ~ ~ Paradise is certainl3 Lawrence, aven if' the beard 
isn' t red. • • • Fight vith an Amazon and FlifCt Back into Paradise 
umnistalœb1y show Lawreiiëë"'"aiid Friedâ. But 0 teniiïthe paiJltings 
Lawrence seeme to go back into bis youth: he 18 the moustached 
young man in man.y ot the pictures. 84 

According to Philip Trotter, however, the only seU'-portraits occur in 

Resurrection and Flight ~ ~ paradise.85 The ilIlportance of the 

autobiographica1 element is thus a matter ot debate • 

. Certainl.y, it is eas,. to overstress the persona1 element in the 

paintings. Lawrence probably' used bimseU', bis wif'e, and his friends as 

convenient models, otten with no further s1gnificance to the meaniDg of a 

work.86 Even where the autobiographica1 intent is indisputabl.e, it 18 

not essential to the \D'lderstanding of' the painting. The relation between 

Lawrence and his worka vas subtile, not necessar1ly expressed in somethiDg 

so obvious as portraiture. 

The paintings have otten been criticized for an overly' literar,y 

manner and for technica1 deficiencies, particularly' in the draw1ng of the 

human body. In reply' to the first criticism, Lawrence wrote, "What's a 

deformed guitar and a shred. of newspaper but subject-matter? • • • As tor 

their space-composition and their mass-reaction and their arabesques, if' 

that isn't aIl literary and idea-concept, vhat iS?1187 To him, there vas 

84"D. H. Lawrence and bis Paintings," Paintings (1964), p. 33. 
85 

See Trotter, in Nehls, III, 329-330. 
86 

Sœ, e.g., ~ Bathing, in Painti.!le (1964), Pl. 13, p. 90 • 
87 

1076-1077. 
Latter to A. Stieglitz, 15 Aug. 1928, Lettera, ed. Moore, II, 



• only one Ti/ay to approach a work of art, whether written or pictoria1: 

with the full imagination. Undoubte~ bis experience as a writer af'fected 

the paintings, but such worlœ as Dance Sketch, ~ 2f. ~ Sabines, and 

Boccaccio are proof of the ability of Lawrence to make statemants in purely 

visual terms. 

The second criticism is more concrete, and easier to substantiate. 

Harry T. Moore wrote, "Sometimes the drawing in the pictures 18 inadequate, 

-particu1arly of the men' s and women' s arma. And this isn' t mare distortion 

for effect. ,,88 Lawrence was avare of bis shortcomings as a draughtsman. 

He appreciated the advice which Earl Brewster gave him about. ''the band and 

e1bow" in Flight ~ ~ Paradise, 89 and asked for photographs to help 

him with postures: "1 get stuck," he confessed.90 His weakness in drawing 

arma is MOSt evident in Resurrection and Nort.h Sea. -
Hawever, Lawrence ws not striving primarily for photographic 

accuracy in bis drawings of people. When he wished, he could produce 

superb anatomica1 studies, as he demonstrated in Contadin! and ~ !.izard. 

But this was not usua~ bis intention. He treated each painting as an 

imaginative who1e, in which aU the elements interrelate. Hence bis firet 

consideration in drawing the human figure was not anatomica1 fidelity or 

the rules of pe:-spective, but rather the position of the figure in the 

imaginative structure of the painting. Thus in ~ Willows, the men assmœ 

the shape of the trees; in Under ~ Haystack, the modelling or man and 

88 
"D. H. Lawrence and his Paintings," Paintings (1964), pp. 30 & 33. 

89 
Letter to E. Brewster, 6 Feb. 1926, Lattera, ed. Moore, li, 964. 

90 
Latter to E. Brewster, 13 May 1927, Jettera, ed. Moore, II, 976. 
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woman is soft, like the gentie landscape behind them~ while in ~ Lizard, 

the modelling is as harsh and jagged as the rocky terrain or the background. 

In North ~ and Resurrection, Lawrence incorporated the weakly drawn ams 

into the symboJ i~; ,(.",::hemes of the paintings, using even bis deficiencies to 

achieve the effect he wanted. 

From ! .!!21l Family' to Singjng ~ Swans, a steady' development iB 

discernible in the paintings of Lawrence--but not towards optical accuracy'. 

The earliest pictures are set pie ces , static icons. lAter worlœ have 

greater fluidity: Lawrence was more at ease in handling the human figure, 

and had leamed to represent movement. At the sarna time ~ there is a 

consiStent trend in the paintings toward greater sexual explicitness, 

culJn:inating in ~. 

It is the theme of the sexual connection which unites the pictures. 

Lawrence expressed tbis connection in many ways: as an abiding link at the 

centre of a family, and as the fleeting, impersonal union of ~ ~ ~ 

Sabines; in its negative aspect in North Sea, in its homosexual aspect in 

Spring, in passion, in completion, in repose; as a means of recovering the 

primaI wholeness, of achieving liberation from the present fallen world, as 

the way in which the divine entera human life in Leda, as a symboi for -
reunion of the warring elements in the psyche, as mystical marriage. 

Throughout bis life, this image of the sexual relation was central to the 

vision of Lawrence. In bis wri.tten worka, it found its greatest expression 

in Lady Chatterley's Lover. During the same period in which he composed 

this nove l, Lawrence explored in paint the sexual relation, showing its 

endless variety and endless relevance. 
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CHAPl'ER FOUR: PAINTERS '-THO INFLUENCED LAWRENCE 

From Ms readings and travels, Lawrence acquired a wide 

lmowledge of painting" both that of his mm age" and that of other eras" 

other cultures. He thus carne :in contact with many" varied works" any of 

which might have :influenced Ms paint:ings. 

Lawrence had learned to paint by copying pictures he ac:Im:U'ed. 

His original pa:intings owe a debt to the artists he copied in earlier 

years. In ''Making Pictures,," Lawrence named many of these artists. He 

had begun by copying the English water-co1ourists" "from Paul Sandby and 

Peter de W:int and Girtin, up to Frank Brangwyn and the impressionists 1ike 

Brabazon. ,,1 From them, he learned a tecbnical facilit,. evident in the 

ten water co1ours included in the 1929 exhibit • 

These vere not the on~ pa:inters to attract Lawrence. "1 have 

copied Peter de Hooch" and Vandyek,," he wrote" "and others that l forget. 

Yet none of them gave me the deep thrill of the ltalians "--Fra Angelico" 

Lorenzetti" Carpaccio" Piero di Cosimo" Giotto.2 The ItaU,ans of the ear.13' 

Renaissance took delight in the physical world" the natura1 f'o:nœ of 11fe­

a delight not yet codified :into the rules of later pairIters. This rejoicing 

in the physical reality Worms Lawrence' s own paintings. It is perhaps 

significant that during most of the t:l.me he was painting, Lawrence lived 

just outside Florence, and was able to observe directly the great worlœ of 

the ear~ ltalian. Renaissance. 

In ''Maldng Pictures,," Lawrence mentioned o~ those artists vhose 

l''l1aking Pictures,," p. 203. 



e·, 
"'. 'Worka he had copied; but; there were others who infl;uenced him. SoJœ of 

the se influences can be discovered by" exam:i.ning the fiction of Lawrence, 

for bis art-interests shapad not on4" bis painting but; bis writ:l.ng as 

welle 

The Pre-Raphaelite influence parvades Lawrence' s firet nove1, ~ 

White Peacock, and appears again in ~ Trespasser and, to a lasser degree, 

in ~ and Lovers and ~ Rainbow. These worka all antedate the paintings 

by many years, but the ear1y Pre-Raphaelite influence shaped the artistic 

vision of Lawrence, and though he refined it through the years, he never 

changed that vision. Fight ~ ~ Amazon is a link between this ear~ 

interest and the paintings, for it is a later version of Greiffenhagen's 

,Idfll, which Lawrence copied in bis youth, and mentioned in The White 

Peacock. 

L:i.ke the Pre-Raphaelites, Lawrence admired Italian painting of 

the ear~ Renaissance, and turned a"ilay from later, codified art. Li1œ 

them, he strove to depict physical life, reaching the transcendent through 

the actual, painting religious scenes of surprising naturalisme However, 

Lawrence rejected the sent1mentalityand spiritua.l.ity of the Pre-Raphaelites. 

They perhaps inspired his interest in Italian painting, but un1ilœ them, 

Lawrence based hiB interest on first band observation of the pictures. The 

debt of Lawrence to the Pre-Raphaelites is beyond doubt; but they seem to 

have influenced the basic vision of Lawrence, and only indirec'è,ly the 

paintings which arose from t~t vision. 

"Probably the most joyous moment in the whole history of painting," 

3 
See above, p. 39, and The White Peacock (lDndon, 1950), pp. 42-43. 



~ 
~ Lawrence vrote, "was the moment when the incipient impressionists 

discovered light, and with it, cOlour.,a4 The Impresaionist influence is 

evident in ~ ~ Lovers, in which the Lawrence persona. is a painter. 

Describing one or his worlœ, Paul. Morel saya, "There is scarcel1' any shadow 
'. 

in it; it's more shimmery, as :Lt l'd painted the sh:lJmœring protoplasm in 

the leaves and everywhere, and not the stiff'ness or the shape. That seeme 

dead to me. 0nJ.y this shimmeriness is the real living. The shape is a dead 

crust. The shimmer i8 inside rea1ly. ,,5 In bis essa;r on Lawrence, Jack 

Lindsa;r commented, "The latter statement could not have been made without 

an awareness of the Impressionist achievement. ,,6 Lawrence in his paintings 

was indebted to the Impressionists in bis use or colour, and the inner 

vitalit;r for which he strove suggests the "shimmer inside" of Paul More1's 

work. 

Hawever, another passage in ~ ~ Lovers describes more c10sely 

what Lawrence sought in bis pictures: "He loved to paint large figures, 

.full of light, but not merel.;r made up of lights and cast shadows, like the 

impressionistsj rather definite figures that had a certain luminous qualit;r, 

1ike sorne of Michael Angelo's people. ,,7 Lawrence vas suspicious of the 

Impressionist quest for pure light. The matrix of bis art vas the bod;r, 

the solid, physical reality. He preferred the painters who had returned 

fram the Impressionist quest to this realit;r--painters Buch as the later 

(1964), 

4"Introduction to these Paintings," p. 563. 
5 

D. H. Lm-rrence, ~ ~ Lovers (New York, 1958), p. 152. 
6 
Jack Lindsay, "The Impact of Modemism on LawrF'nce," Paintingl;; 

p. 35. 
7 
~ ~ Lovers, p. 301. 

65 



o·
·· 
:" 

Renoir, who "didn't try to get mlay from the body.n8 In Lady Chatterley 

he wrote, "Renoir said he painted his pictures with his penis • • • he 

did too, lovely pictures t ,,9_-meaning that the art of Renoir arose from the 

phallic, physical consciousness. Renoir influenced Lawrence particularly 

in hie treatment of the nude. 

Gauguin and Matisse, among the Post-Impressionists, are often 

mentioned as influences on the paintings of Lawrence. A debt to Gauguin 

is evident in Fauns ~ Nymphs and Finding ~ Moses, both vibrant pictures 

remi.niBcent of the French artist' s Tahitian works, while ~ Willows and 

Dance Skotch have a t--.atisse-1ike quality. Singing ~ swans is strangely 

suggestive of Van Gogh, in its tur~ent, wildly turnbling :;hapes and in 

its apocalyptic vision. 

However, the artist Most ~ften cited as having intluenced Lawrence 
, 

the painter is Cézanne, probably because of the lavish praise Lawrence 

gave him in the "Introduction to these Paintings." The pictures Contadini 

and, to a lesser extent, North ~, are indebted to cézanne in the 

modelling of the figures. Further, in an article on the paintings of 

Lawrence, one critic wrote, 

There is evidence that hie imagination vas captivated by cézanne' s 
Women Bathers series, and especially that enchanting, ecstatic 
picture which cézanne titled The Battle of Love. This remarkable . 
canvas, once owned by Renoir, belongs to the genre of the Venetian 
bacchanal, and it is a great visionar,y fantasy of the modern love 
problem. It reveals much concerning cézanne' s personal amdety 
about 'WomE!n, and there is little doubt that Lawrence found in this 
vision the expression of a ldndred spirit. Actually Lawrence 
borraws the motif for a nmnber of his own paintings.10 

8 "Introduction to these Paintings," p. 562. 9 Page 38. 
10 

Herbert Crehan, "Lady Chatterley's Painter," .Art ~J LV (Feb. 
1957), 63. 



Rape !!! ~ Sabines and Spring recall ~ Battle 2!. !2!! in theme 

and composition; and Cézanne's treatment of the sexual relation perhaps 

encouraged Lawrence to attempt bis own series of paintings on that subject. 

Most important, Lawrence emu.lated Cézanne's approach to painting, striving 

to paint not from the intellect but from the entire consciousness, to 

represent the p~ical reality in its wholeness, without clichés. 
~ 

Cézanne 

thus played an important role in the development of the artistic vision of 

Lawrence. 

!l!! Rainbow and Women ~ ~ show Lawrence in contact with 

contemporary movements in European art, tryillg to sort out bis own position. 

Futurism and Cubism had a deep effect on him, but he did not accept the 

ideas of these movements; rather, in reacting against them, he tormulated 

bis mm attitudes.li The position he eventual.ly worked out vas very' close 

to that of the Elcpressionists. The Expressionist influence is apparent in 

the later writings of Lawrence, and Herbert Raad conunents, ''When, in the 

autumn ot 1926, he totmd that he ns self-confident enough to embark on bis 

-, 

mm original compositions, he became a typical expressionist, like Nolde or 

Soutine."l2 The resemblance to the EY.pressioniBts is without doubt C:msCiOU8 

and intentional; strangely, however, Lawrence wrote not one word about the 

art movement which was closest to him in time and in vision. He can he 

ca11ed an Expressionist only on the basis of internal evide~ce. 

Perhaps the MOst important influence on the paintings of Un~nce 

W3S that not of contemporary artists, but of artists at the greatest remove 

11 
See above, pp. 26-28. 

12 
"Lawrence as a Painter," Paintings (1964), p. 64. 



~.' .. 
\JY 

from him in time: the Etruscan tomb-pairIters. Lawrence became interested 

in the Etruscans in the spring of 1926, short~ before moving to the Villa 

Mirenda. "The Etruscan things appea1 !!!Z ~ to My :fJuag:i.nation," he told 

Richard Aldington. "They are so curiously' natura1.,,13 Planning to write 

a book on them, he began to study the Etruscans, making use of' the large 

Etruscan collection at the Archaeological Museum in Florence. In the fall 

of 1926, he began to paint, and in March and April of' 1927, with bis friend 

Brewster, Lawrence went on the walldne trip which produced Etruscan Places. 

Innn.ediately before and during the time in which he painted, then, Lawrence 

was studying Etruscan art. The effect on his paintings was deep and 

widespread. 

Before bis Etruscan tour, Lawrence had vowed to include a phallus 

in each of' bis paintings.14 He saw plsntifu1 examples of this symbo1 in 

the tomba at Cerveteri: "Here it !S, big and little, standing by the doors, 

or inserted, quite small, into the rock: the phallic stone 1 ,,15 In the tomb-

paintings at Tarquinia, Lawrence found much to emulate: the clear, flat, 

bright c010urs, the "nakedness C. which] i6 its own clothing, more easy than 

drapery" ,,16 the recurring motif of the dance, of' celebration. He borrowed 

from the Etruscans the convention of painting men clark, ruddy, and women 

pale-sk:inned. Partly, he explained, this convention was realistic, for men 

went naked in the sun, while women remained covered. Partl,y it was symbolic, 

for "vennilion ia the colour 01'[ manls] sacred or potent 0:- god body.,,17 

13 
Latter to R. Aldington, 

14 
See above, p. 33. 

16Ibi.d., p. 82. 

18 April 1926, Latters, ed. Moore, 
15 

Etrus~an Places, p. 27. 

17 
~., pp. 71-73. 

II,, 901. 



•. ~. ~:. In bis painting Jaguar Leap1ng ~ ! ~, lB Lawrence drew on another 

convention of Etruscan art: the representation of the predator attacking 

bis prey, of the struggle between the active and passive principles of 

lif'e. 

The motif of the sexual relation, of man and Womarl together, is 

charcteristic of Etruscan art. At Tarquinia, Lawrence saw many paintings 

of this relation, sorne symbolic, sorne realistic, sorne startling~ explicite 

In one tomb, he saloT ~ l?,2' .9! pornografico--a graphie rendering of the act 

of intercourse" both heterosexual and homosexual.19 He observed" 

Even the two bits of 'pomografico' in the Tomb of the Bull are 
not two little dirty drawings •••• The drallings have the sarna 
naive wonde?-tn them as the rest, the sarna archa1c innocence" 
accepting li:te, knmT1ng aU about it, and feeling 'the rneaning. 
• • • The two litt1e pictures have a symbolic meaning" quite 
distinct from a moral meaning--or an immoral.20 

These Etruscan representations of the sexua1 relation clearly influenced 

Lawrence' s paintings on the same theme, and encouraged bis development 

toward greater sexual explicitness. 

The symbols of Etruscan art deeply affected Lawrence" but the way 

in which the EtruscahS used the symbols affected him even more. "The 

strange potency and beauty of these Etruscan things arise, it seems to me" 

from the profundity of the symbolic meaning the artist was more or less 

aware of J" Lawrence wrote. 21 Again, 

It is very much the symbolism of ail the ancient world. But here 
it is not exact and scientific, as in Egypt. It is simple and 
rudimentary, and the artist plays with it is as a child with fairy 
stories. Neverthele ss , it is the symbolic element which rouses 
the deeper emotion" and gives the pecu1iarly satisfying quality 

18 
PaintiDgs (1964)" Pl. XV, p. 73. 

19 
Etruscan Places, pp. 106-107. 

20 
~., p. 115. 

21 
Ibid., pp. 109-ilO. -

-, 



• to the dancing figures and the creatures. 22 

Behind the art of the Etruscans, Lawrence saw an intense li:fe, of which 

the old symbolism was still an integra1 part. Drawing on direct, profound, 

intuitive, living lmowledge, the tomb-painter handled the symbols with 

f'luidity, depicting their many nuances and aspects, never exhaust:t.ng the 

large1y unconscious meaning. In his painting and his writing, Lawrence 

emulated tbis use of' living symbo1. 

There remainS Blake, with whom Lawrence bas of'ten been compared. 

He himself' saw na suggestion of Blake sometimes" in bis paintings; 23 and 

he declared, 

Blake is the onl;y paint;er of' imaginative pictures, apart; from 
landscape, that England bas produced. And un:rortunate~ there is 
so litt1e Blake, and even in that little the symbolism is often 
artificially 1mposed. NevertheleSs, Blake paints with real 
intuitiona1 awareness and solid instincti~'s feeling. He dares 
hancile the human bo~, aven if he somet:t.mes makes it a Mere 
ideograph. And no other ,Englishman bas even dared handle it 
with alive imagination.24 

As this passage shows, there are rea1 differences between the two 

artists. Blake placed a much greater reliance on the intellect, the mental 

powers. He used symbole in a forma1 and systematic way wholly foreign to 

Lawrence. 

Yet despite differences, there is an extraordinary' similarity 

between Blake and Lawrence. Both men lived through a cataclysmic period 

in European history. Both found themselves in revoIt against their œn 

22 
Etruscan Places, pp. 95-96. 

23 
Letter to Lady ottoli.ne Morrell, 3 April 1929, Latters, ed. Moore, 

li, 1140. 
24 

"Introduction to these Paintings," p. 560. 
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age. Both were called mad by contemporaries. Both tried their talents 

at the ttiO arts, l-lriting and painting. 

In his art, Blake relied on imaginative, inner vision, rather 

than ex"ternal models. lDng before Lawrence, he condemned painters such as 

Reynolds, who painted t.he outer reality without the inner tife. He fought 

the repressive sexual attitudes of bis time, and was one of the first 

artists to speak against European industrialization. A constant theme in 

his art is the union of man and woman, through which one can retum to the 

original, integral etate. He used the Christian myth to embody hie vision, 

but inverted the traditional interpretation of that myth, preaehing 

resurrection in the flesh. 

Laln"9nee probably did not have the opportunity of seeing Blake' s 

Prophetie Books in their original format, with the illustrations. His 

lmowledge of Blake must have been based on the paintings he saw in London 

museums, and perhaps more on bis reading of the poetry. Throwing ~ ~ 

ApPle J of Lawrence' s paintings, MOst clearly awes a de bt to Blake. But 

there is a more jmportarIt connection between the t'liO artists. Blake is one 

of a long line of English rebel-prophets--a J.ine whieh goes baek to Wyclif'. 

It is to this tradition that Lawrence, in bis deepest mind, belonged. He 

had absorbed the tradition in the Nonconformist upbringing of his ehildhood; 

thr.oughout his life, it remained with him, more potent for being, J.argely, 

uneonseious. 

In terms of bis own age, then, Lamoence was an Expressionist. In 

tenna of bis nation, he vas an artist-prophet in the Blakean traditi.on. In 

terme of European culture, he painted the holiness of the physieal world, 

in a tradition which began in the archaic ~fediterranean eivilizat10n, 
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persisted in the Etruscans J reappeared :in the Tuscan painters of the 
, 

early Renaissance, :in the art of Cézanne, and finally in the art of 

Lawrence. 



CONCLUSION 

Beyond the relations of individual paintings to writings of 

Lawrence, noted above, there is a general relation of ail the paintings to 

the later writings, and especially to !!SI Chatterley' s Lover. Lawrence 

began to paint and to write the novel at almost exactly the same t1me. He 

started to paint in the last claye of October or first daye of November, 

1926. ~ Chatterley is f'irst mentioned in a joint letter, with Frieda, 

to her son Montague 'Weekley, clated 31 October 1926: "Lawrence goes into the 

woods to lmte, he is writing a short long story, ahtays brealdng new 

ground, the curious class f'eeling this time or rather the soul against the 

body, no l don 1 t explain it well, the animal part. ,,1 

Jack Lindsay speculated, "1 think he took up the brush in that 

final phase with much the sarna impulse that sent him back to the English 

scene, to ~ Chatterley and Pansies: a desire to regain his roots after 

going too dangerously far in fantasy in ~ Plumed Serpent. ,,2 

!:!.2l Chatterley and the paintings were the f'irst fruits of' a 

dramatic reversaI in Lawrence. Previously his "f'low" had been away trom 

Europe, from England, from h".lIllaJl contacts, from society, f'rom love, trom 

tende rnes s • Now, though bis basic vision did not change, the fiow suddenly 

reversed itself. 

There were many reasons for the reversaI: the actual return to 

Europe in 1925, Lawrence 1 s awareness of bis iJnpending death, the 

establishment of a better relationship w.ith Frieda. Most important, 

1 
Letters, ed. Moore, II, 944. 

2 
"The Impact of Modernism on Lawrence," Paintings (1964), p. 53. 
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Lawrence recovered the inner peace which he had lost :in the Great War" 

Although he never fought on the battlefield, he did fight within his own 

psyche-and continued fighting long after the Armistice. Now at last he 

achieved a balance and serenity, a detachment vhich had been lacldng in 

him since The Rainbow. -
In ~ Plumed Serpent, Lawrence had tried to bring about a 

cu1tural revolution by sheer will, and had failed dismally. In ~ 

Chatterley, he gave up his messianic attitude. He vas no closer to 

approving of contemporary civilization" but he had lost all illusions of 

his power to change it. He returned to his roots geographically--to the 

cOlmtry of his youth which is the setting for Lady; Chatterley--and 

psychical.l.y--to the sexual connection. In!!!! Plumed Serpent" he had 

sought redemption in strange countries, strange goda. In ~ Chatterley, 

he found God where he had begun: in one of the Most basic, simple, cormnon 

human acts. 

In this last novel" man and woman achieve their escape trom the 

undenvorld of industrial society with the help of each other, by m.eans of 

the sexual aet, the sexual relation. This relation is the centre of the 

novel, as of MOst of the paintings. Like the paintings, ~ Chatterley 

explores the sexual conne et ion in its Many different aspects. Like the 

pairrtings, it became more sexua.lly explicit as it progressed" with each 

new draf't. In the novel, as in his pictures, Lawrence celebrated the body" 

the spontaneous flowering of the physical reality, of lire, which is the 

incarnat:ton of God. These motifs preoccupied Law'rence in all his later 

worka. 

In Etruscan Places" Lawrence wrote, 
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Brute force crushes many plaJIts. Yet the plants rise again. The 
Pyramida will not last a moment compared vith the daisy. And 
before Buddha or Jesus spoke the nightingale sang, and long after 
the words of Jesus and Buddha are gone into oblivion the 
nightingale still will singe Because it is neither preaching nor 
teaching Dor commanding nor urging. It is just singing. And in 
the beginning was not a Word" but a chirrup.3 

This new-found faith in the persistence of life affected the art of 

Lawrence; he stopped trying to force a message" and allowed his art to 

speak for itself, implicitly. He did this byevolving a much more fluid 

use of symbol" compacting many levels of meaning together" and playing with 

them" giving them subtle gradations. For example" ~ Chatterlel is a 

work of extraordinary realism; it derives much of its impact trom the 

unprecedented accuracy and detail of the sexual descriptions. Yet it haB 

other 1evels of meaning" of ever deeper and wider significance: it is 

partly a fertility rite" partly a recasting of the Persephone myi;h" partly 

a purification through sex, partly a mystical Cosmic Marriage. 

"The true symbol delies ail explanation" so does the true myth,," 

Lawrence wrote in Apocaln>se. "You can give meanings to either--you will 

never explain them away. Because symbol and myth do not effect us ~ 

mentally" they mve the deep emotional centres every time. 1J4 It is this 

f1uid" intuitive, living symbolism l-rhich gives the later works of Lawrence 

their depth. His art interests he1ped him to formulate this use of symbol,,5 

and his paintings were a testing ground for it. 

In defence of ~ Chatter1ey, Lawrence l-rrote" 

l believe in the living extending consciousness of man. l believe 

3 
Etruscan Places, p. 53. 

4 
Apocalypse, pp. 183-184. 

5See above, pp. 69-10. 



the consciousness of' man has now to embrace the emotions and 
passions of' sex, and the deep ef'f'ects of' human physical contact. 
This is the glimmering ed.ge of' our awareness and our field of 
understanding, in the endless business of' lmow.ing ourselves.6 

The paintings are a neglected Lawrencean exploration of' the sexual relation 

lofbich stands st the centre of' human lie, but on the f'rontier of hmnan 

understanding. Lawrence d.evoted much time té bis painting in later years. 

The f'racas arising f'ram the London exhibit, in bis own yords, siclœned him 

and possib1y shortened bis lUe; it is also revesling of' the relationship 

between Lawrence and his public, between the rebel-artist and the society 

for which he created bis art. The paintings relate closely to sorne of' the 

Most important 'Works of' Lawrence, illuminating those worlœ fram a new angle. 

Finally, through his interest in painting, Lawrence came to formula te the 

aesthetic which ws the basis of' bis later wri tings. e Sorne of' the paintings can perhaps st,and as independent works of' 

o 

art. The appaa1 of' Boccaccio stOry, for example, or Rape .2! ~ Sabines, 

or Dance Sketch is real, lrlthout ref'erence to the literary f'ame of their 

creator. Ho~rever, the importance of' the paintings 't-1Îthin the canon of' 

Lawrence' s work is beyond doubt. They illuminate sorne of bis greatest 

writing, and stand as evidence that, up to the end of bis life, the genius 

of' Lawrence kept gr:nr...ng and flowering in new ways. 

6 
Letter to Morris L. Ernst, 10 Nov. 1928, Letters, ed. !o1oore, 

II, 1099. 
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!PPjOO)IX A: CIffiONOLOOY 

This chronology includes the tl'lenty-fi ve paintings in the 
exhibit which opened at the Warren Gallery in Jtme 1929" as well as any 
otber erC...ginal paintings by Lawrence mentioned in the text of the thesis. 
Paintings not exhibited are clearly identified as such. The thirteen 
vorks impounded by the police are marked with an asterix (*). The dating 
in many cases is tentative, and cannot be definitely established. 

1925 January Lawrence finishes ~ Plmnsd Serpent" at Oaxaca" Mexico. 

February He falls ill at Oaxaca. 

April He returns to his ranch in New Mexico to recuperate. 

September The La.wrences return to Europe. 

November They settle at Spotomo" Italy. "Art and Morality" 
appears in Calendar .2! Modem Ietters. 

December ''Morality and the Novel" appears in Galendar of Modern 
Lattera. -

1926 January !œ. Plumed Serpent is published. 

May The Lawrences move to the Villa Mirenda, Scandicci, near 
Florence. 

August to 
September Lawrence visits England for the last t:iJne in his lite. 

October 

November 

December 

1927 January 

February 

P.arch 

Early in October" the Lawrences return to the Villa 
Miranda. Near the end. of the month" Aldous and Maria 
Huxley visit them, bringing a present of canvases. 
Lawrence begins to write ~ Chatterley' s Lover. 

Dy II Nov., Lawrence painted! Holl Family. 011. Present 
location unknown. 

Boccaccio st or;( • * Oïl. Present location unknown. 
Fight With an~zon.* Oïl. --
Red 'Yillow Trees. 011. 
nen l§tlling. Dil. Not exhibited. 

Flight ~ ~ Paradise. Dil. 

Resurrection begun. Cil. Finished in May. 
Fâune and ~1hs begun. 011. Altered in Nov. Finished 
in Aprl'rl • 
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1927 late March 
to April 

May 

summer 

October 

November 

1928 January 

February 

March 

April 

June 

August 

November 

1929 January 

February 

LawTence goes on a walldng tour of Etruscan tombs with 
Earl Brewster. 

Lawrence writes The FBcaped Cock (later title: The Man 
Who Died, then fInrshes ResuiTëëtion. - ---
Lawrence working on Etruscan Places (published 1932). 

Throwing Ba.ck !l!! Apple. Water colour. Present 
location ~own. 

Jaguar Isaping ~ !!!!!!. Oll. Not exh1bited. 

Lawrence completes the final version of !!Sl Chatter1ey. 

The Mango Tree.* Water colour. Present location 
UiiIrlown. -

Fire Dance.* Water colour. 
'f§i:l.ng • * Ivater co10lIr. 
The Lizard. tiater colour. Present location unknown. 
'üi1der the Haystack. Water colour. Present location 
ûiikîîown7 

;spe of the Sabine Women. Oll. 
aups and NymphS r:tiî1Shëd. 
~ of Moses. Cil. Present location \m.lmown. 
~ €! Verandah.* Oll. 

The Lawrences go to Mtzerland for the sumrner, giving 
up the Villa Miranda. The oil Close-.!œ (K:l.ss) must have 
been painted before this move. 
!29l Chatter1ey is published. 

Contadini • * Cil. Present location Ul'lknown. 
Accident in a Mine. * Cil. Present location unknmm. 
North Sea? -Dil. Present location unknown. 

The Lawrences settle in Bandol, France, for the winter. 

leda. * Water colour. 
Rëiiascence of Men. toJ'ater colour. Present location 
ûïûâîcnm.· --
Spring. * Water colour. Present location ln'lknawn" 
S\DIII'Iler Dawn. Cil. Not exhibited, although reproduced 
:rn The Pil'iitings of D. H. Lavrence (1929) • 
? naiiée Sketcl1:* Oit. -

Singing of Swans. * :vater colour. Present location 
ûriknôWri. -
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1929 April to 
J'lme The Lawrences travel in Spain. 

J'lme On J4 J'lme" the exhibition of La't·rrence's paintings opens 
at the W'arren Gallery" London. Simultaneously" TI:!!:. 
Paintings ~ ~. l!. Lawrence is published. The first 
press notice appears on 16 J'lme; it attacka the paintings 
as obscene. Alerted by this review" the popular 
newspapers MOunt a campaign against the exhibition" 
demanding police action. Thousands of people jam the 
gallery, attracted by the sensational press coverage. 
Lawrence" travelling t'rom Spain to ltaly, is unaware of 
the situation. 

JulJr On 5 JlÜy, the police raid the exhibition, impounding 
thirteen of the paintings. Dorothy 'varren and her 
husband are charged with displaying obscene material for 
purposes of sale or gain, and ordered to show cause why 
the ·paintings ShOlÜd not be destroyed. The Warren Gallery 
remains open; on 28 JulJr it announces a new exhibit" "More 
Paintings by D. H. Lawrence," consisting of eleven worka 
trom the original exhibition and pictures Lawrence 
painted in his youth, supplied by his sister Ada. 
"Hakir..g Pictureo" appears :in The Studio and Creative Art. 
"Pornography and Obscenity" appëars in This Quarter, in 
Paris. 
~ Ski.mish ~ Jolly Roger is published in Paris and 
New York. 
The expurgated Pansies is published in London. 
Lawrence begins to write "More Pansies" (published in 
Last Fbems" 1932) and Nettles (published 1930). 
The"Lawrences go to Germany-. 

August On 8 August" the exhibition case is heard at Marlborough 
Street police court. The paintings are retumed to the 
Trotters on condition that they not be exhibited. 
The unexpurgated Pansies 1s published in London. 

September The Lawrence exhibition enda llhen the i'larren Gallery 
closes for repairs. 
The Escaped Cock is published in Paris. 
LaWrence lOS writing Last Fbems. 
The Lawrences ret urn t'O"Baiidol. 

November "Pornography and Obscenity" is published separately in 
London" and sells briskly. 
La~œence is writing APocalypse (published 1931). 

L'ecemœr "Pictures on the 'i-lalls" appears in )'anit1 Fair (therein 
titled "Dead Pictures on the Walls" • -
Lawrence's health is failing rapidly. 



1930 February 

March 

o 

'.. 

Lawrence enters a sanatorium at Vence, in southern 
France. 

On 2 March, Latnrence dies of tuberculosis. 

U\ 



e-• V:~r. ... APPENDIX B: AN ANNCYl'ATED LIsr OF CONTEMPORARY ARrICLES nr PERIODICALS 
CONCERNlliG THE 1929 EXHIBTI AND ATTENDANT EVENTS 

The source for Most of the items in this list is Nehls' D. H. 
Lawrence: A Composite Biography. In many cases, complete bibliog'rapÏÏical 
information is not availab1e. The list is arranged chrono10gicall.y. 

!.œ Daily ~ [LondonJ, 24 January- 1929. Article about coming exhibit. 

Konody, 

"D. H. 

Paul, review of exhibit, !!!! Observer [LondonJ, 16 Jl.Ul9 1929. 
Reprinted in part in Nehls, III, 336. 
This lIaS the first review of the Lawrence exhibit to appear. It 
attacked the pictures as obscene, thua setting the tone for later 
critical reaction, and a1erting the popular press. 

Lawrence as Painter." Anon. rev., !œ. Dai1~E:cpress [London), 
17 June 1929. Reprinted in Nehls, III, 3 -339. 
A vicioUB attack on the exhibition. Began the campaign of the 
popular net.mpapers, 1ed by the Express, against the shmT. 

"Our London Art Critic," "D. H. Latœence's Paintings: A Novelist as Artist," 
The Scotsman [Edinburgh], 17 June 1929. Quoted in Nehls, III, 329, 
334. 

"Indecent Pictures." General news article (anon.), The Morning Post 
[London], 18 June 1929, p. lle. - -

Rutter, Frank, review of exhibit, The Sunday Times u,.ondon), 23 June 1929. 
liA ldnd but rather co1ourless notice tr (Nehls, III, 334). 

Herbert, Evelyn, ''From the Pen to the Brush: Rude Force of Mr La1lr9nce," 
Western !:!!!! [Cardiff], 26 June 1929. Quoted in Nehls, III, 
134-335. 

"A Disgraceful Elthibition." Anon. news article, The ~ Te1egrfiih 
[London], 27 Jme 1929, leader page. Repri'nted"in pârl Nehls, 
III, 339. 
The firet article to caU for action b,y the authorities against 
the exhibition. 

John, Gwen, "Paintings by D. H. Lawrence: The Eye of a Poet' s Mind," 
Eve~an, l (27 June 1929), 27. 
Anelligent and appreciative, though not uncritical, review. 

Furet, H.p ''Mr D. H. Lawrence' s Paintings and his Book at the lY'arren Gallery," 
~011o, X (July 1929), 67. 

smasses out of band the ideas and paintings of Lawrence, while 
ca1ling him lia brilliant l-Trit.er." 
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HcIntyre" R." "Exhibition at the Warren Gallery," ~ Digest" III (July 
1929), 15. 

~ Morning ~" 6 July 1929, p. llc. News article. 

"Paintings seized by London police as indecent, 1/ ~ ~ !2!:!! T:iJnes, 6 J~ 
1929" 4:4. 

V" 

Stone, F. G." "D. H. Lawrence and Art," The New Leader (London]" 7 J~ 1929. 
A virulent attack" protested by-S: Hilton, 20 J~. 

"Elch.ibition of paintings" London," The New York Times, 7 July 1929" VIII, 
10:1. ---

~ 1-forning E2:!i" 8 July 1929, p. l2b. News article. 

"PictUJ."es selzed by police," !!:!! Times, 8 July 1929" p. 13b. 

"Censored Painter on Shocking Pictures," The Daily Express, 11 July 1929. 
AlBo pr...ntad in ~ Nottingham EWning postôl' the sarne date" under 
the tit1e "Seized Pictures: Mr Lawrence Replies to Home Secretary. Il 
Reprinted in Nehls" III, 373-374. 
Extracts from "Pornography and Obscenity,," then making its first 
appearance. 

~ Morning ~, 12 July 1929, p. 4b. News article. 

Anonymous, "Censoring Art," The Bazaar [London], CXXI (13 July 1929), 9. 
Congratulates policë1or raiding exhibition. 

"From Our Own Correspondent, Il "Artist of Ideas," The Glasgow Bulletin, 
15 July 1929. Quoted in Nehls, ID" 37S:-
This review praises Lawrence1s paintings. 

!!!! Times, 15 July 1929, p. lld. News article. 

TI!! Times, 19 July 1929" p. 12e. News article. 

"Art for Dirt1s Sake,," John Bull (London], XLVI (20 July 1929)" 8. 
A burlesque triai ol"""Liwrence, rendering the verdict that "any 
further fi1th tram Florence shall he immediately consigned to the 
nearest public incinerator" (Nehls, III, 374). 

McIntyre" R., "The Elchibition at the Warren Gallery,," Architectural Review, 
LXVI (August 1929)" 393. 
Treats the paintings as the creations of a novelist straying from 
his only proper medimn. 

Earp, T. :f., "The Paintings of D. H. Lawrence, " Creative Art, V (August 
1929), 598, and The Studio, XCVIII (August 1929)~98. 
Praises Lawrencers-novels" but suggests he knows nothing of painting • 
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"Magistrate Orders Prints of D. H. Lawrence's Paintings to be Destroyed" Il 
~ Dai1y Express" 8 August 1929. 

~ Evening standard [wndon]" 8 August 1929. Report on court hearing. 

~ ~ [London], 8 August 1929. Report on the hearing. 

!h! Daily Sketch [London)" 9 August 1929. Report on the hearing. 

"Magistrate" after hear...ng" orders pictures returned but forbids their 
exhibition; 4 books ordered confiscated" Il The New York Tilnes, 
9 August 1929, 6:7. - --

"Summons heard,," ~ Times, 9 August 1929" p. 9d. 

Statham, A. J., "'News' Man's Notebook: D. H. Lar..Tence's Plctures: Mr A. J. 
statham's Opinion,," ~ Evening~" 16 August 1929. Reprinted 
in Neh1s, III, 372. 

Earp" 

A highly sympathetic article" dismissing the a11egation that 
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