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SECTION 7:  NARRATIVE DESCRIPTION

1. Historic Background


The D.H. Lawrence Ranch, formerly called the Kiowa Ranch by the Lawrences, is located at San Cristobal, New Mexico, approximately 20 miles north of Taos and within the county of Taos.  Situated on Lobo Mountain, it has an elevation of 8500 feet.  It is currently owned and maintained by the University of New Mexico (UNM), having been deeded to the university in 1955 by Frieda Lawrence Ravagli.  A five‑mile gravel road off State Highway 3 provides access to the 160-acre ranch.  The proposed Lawrence Ranch District comprises approximately 10 percent of the whole (16 acres) and includes the caretaker's cabin/office (non-contributing), a cluster of six historical buildings (Lawrence Memorial, Lawrence Cabin, Brett’s Cabin, two barns and a cow shed), a corral/stable structure, four sites (“Lawrence Tree,” alfalfa field, ruins of a horno oven, and a spring), and two objects (Frieda’s headstone and Lawrence’s porch chair)—all contributing.  These structures are all in fair condition with few modifications to the original cabins or to the district as a whole.  (See Appendix A and Appendix B.)  Surrounding this core are an additional 144 acres of relatively undeveloped forest land providing spectacular views of the desert and mountains--the Sangre de Cristo range on the east, the Jemez Mountains on the south, and the Colorado Rockies on the west.  The property is bounded by the Carson National Forest and privately‑owned land in the San Cristobal foothills. 


The site is said to lie along an ancient route of the Kiowa Indians and was used by them as a camping spot.  The ranch was first established by John and Louise Craig, who acquired title to this land in October of 1883, under the provisions of the Homestead Act of 1862.  According to Lawrence's letter of August 31, 1924 (Letters 5:110‑11), John Craig was a squatter seeking gold.  The Craigs staked a claim for water rights to El Rito de las Gallina in March of 1893, and it was subsequently granted.  The headwater from the Gallina Creek is located on the north bank about a mile and a half from the ranch proper.  Craig graded a path along a downward slope where he dug a ditch to conduct the water to his ranch for irrigation.  He sold the ranch to William and Mary McClure later that year.  During their possession, the McClures grew alfalfa on the open pasture (otherwise called the "alfalfa field") adjacent to the cabins and raised a flock of 500 white angora goats that roamed free in the mountains.  During the ranch's history, most of the acreage has remained in its natural wilderness state.  The "homesteader cabin" is thought to have been built by John Craig, while the construction of the other buildings may represent the combined work of Craig and his successor, William McClure.


 Mabel Dodge Sterne (later Luhan) purchased the property from the McClures in May of 1920 for $1500 as a gift for her only child, John Evans, who used it for hunting.  He later, in 1922, returned the ranch (then called the Flying Heart), accepting a small sum of money and a buffalo‑hide overcoat in exchange (Lorenzo in Taos, 192).  The ranch remained abandoned during this time; and, according to Lawrence, was allowed to "go to rack and ruin" (Letters 5:111).   As an enticement to keep Lawrence in America, Mabel gave it to his wife, Frieda, in April of 1924.  But the Lawrences felt they should give the original manuscript of Sons and Lovers as a return gift.  (Mabel later claimed to use the manuscript in payment of a friend's psychiatric bill.)  The Lawrences renamed the ranch first Lobo (Spanish for "wolf") and then Kiowa  (for the Kiowa Indians).  They initially camped at the ranch in the fall of 1922, when they thought of renting the cabins, and then took up residency there for five months in 1924 and for another five months in 1925 before returning to Europe.  After Lawrence's death, Frieda lived at the ranch (during the 1930s) with Angelo Ravagli, the Lawrences' former landlord (at the Villa Bernarda near Spotorno, Italy), who had been a Captain in the Italian Army.  The ranch became a site of aesthetic and literary pilgrimage after Frieda and Ravagli transferred Lawrence's remains to a hilltop shrine in 1935.  Her stays at the ranch became periodic after having purchased a second home at a lower elevation for the severe winter months.  The ranch cabins were then used as her summer‑house and as guest quarters for visitors.

2. Ranch Description

The ranch district under consideration, along with its resources, clearly exhibits the seven aspects of historical integrity:  location, design, setting, materials, workmanship, aesthetic and historic feeling, and association with the D.H. Lawrences.  An unpaved road still winds gently through desert‑mountain flora, including sagebrush, chamiso, greasewood, scrub‑oaks, cottonwoods, aspens, white firs, junipers, cedars, and piñon and ponderosa pines.  Frieda remarked in 1939 that the stream of visitors‑‑"thousands of people"‑‑certainly "must want to come pretty badly" to take such a road, frequently impassable in heavy rains or snow (Memoirs and Correspondence, 273).  Lawrence Ranch Road eventually opens out onto the cluster of rustic cabins with sloping pasture land in the foreground and tree‑covered hills in the background.  The peaceful frontier ambience remains an integral part of the property's charm.  As Frieda once said of the wilderness setting, it contains "something special" that "doesn't seem to change, as if nothing could tame it" (Memoirs and Correspondence, 379).  None of the cabins has been moved from its original location with the exception that the two‑room "guest cabin" was torn down in 1933 (see it in Appendix C) and was replaced by the large two‑story cabin, used by Frieda and Ravagli, which later became the caretaker's home and office.  It is the most prominent feature one sees upon arrival and stands closest to the parking area.

Caretaker's Cabin:

(See Photographs #1-3)


This caretaker's building, with an L‑shaped, single‑story extension on the southwest side, has a stone and cement foundation, electricity and indoor plumbing, and a mantelpiece with sculptures in the likeness of Frieda and Ravagli.  For luck, a glass‑bottled time‑capsule was embedded in the south cornerstone along with the following note, as recorded from Ravagli's diary:

This house is wanted by Frieda Lawrence and Cpt. 

Angelo Ravagli in its simple style and modest apperance 

to reppresent unity of intent and construction that 

comes from the finest sentiment of friendship. . . .  

On the bottle we add Mrs. Frieda Lawrence and Cpt. 

Ravagli's Photographs in uniform of the Italian Army, 

some coins of American, French and Germany money, 

plus a piece of coral and two molar of Ravagli's teeth [sic].

(Janet Byrne, 364)

Frieda recorded the building costs for the original portion at under $2,500 (Squires and Talbot, 375).  A special room for displaying Lawrence's paintings and a garage were added by Ravagli circa 1937.  This cabin now measures roughly 50 x 25 feet, containing a brick chimney centered on the north side, a centered porch on the south side, and shuttered windows.  It is mostly in keeping with the materials and style of design for the other log cabins, having only a few visible details that betray its more modern construction, such as composite‑asphalt shingle roofing and a solar panel on the southwest side, which doesn't show from the vantage point of the other buildings.  The caretaker's dwelling is surrounded by a combination of chain‑link, wire, and white picket fencing.  Because of modifications to this occupied cabin resulting in a loss of historical integrity and because of the fact that this building wasn't part of the original grouping and, therefore, doesn't relate strongly to Frieda's life with Lawrence, it is designated a non‑contributing building within the district.

Homesteader's Cabin (Lawrence's Cabin):

(See Photographs #4-15)


Uphill and approximately 40 feet to the east of the caretaker's cabin lies the Homesteader's Cabin that was used by Lawrence and Frieda in 1924‑25 and in which Frieda began her memoirs in 1931.  The original portion of the Lawrence cabin, built around 1891, measures 42 x 14 feet.  The log cabin is of a typical frontier design: a single‑pen enclosure of the mid‑Atlantic "continental" floor‑plan with interior partitions dividing the space into three rooms around a central hearth.  The adobe‑brick fireplace, however, was added by Lawrence, at Dorothy Brett's suggestion, along with the north‑east window.  Lawrence and the Taos Pueblo workmen--Trinidad, Geronimo, Candido, and others (see Appendix D)--replaced some of the rotted logs across the lower back wall of the cabin and decided to make these improvements at the same time.  Dorothy Brett, an artist and friend who stayed with the Lawrences during the period of reconstruction, writes in her memoirs, addressed to Lawrence:

In spite of your headache, you are hard at work on the chimney, 

perched on the roof plastering with adobe the outside and the edge 

of the chimney, fashioning it into a nice shape.  When you come 

down the ladder, Candido slaps you on the arm in his appreciation 

of your efforts.  (Brett, 90‑91)

Brett also describes gathering stones for the new foundation of the rear wall; and the rest of the cabin is likewise, presumably, set on stone, although earth has accumulated around the base.  UNM reports having reinforced the foundation with concrete under the mud plaster and shored up the exterior fireplace (measuring 18 x 30 inches) with a concrete base three feet high, circa 1960.  The cabin‑‑constructed of whole pine logs that are chinked, daubed, and plastered over with adobe on the front and west sides‑‑features the common tenon‑joint cut flush at the corners (viewed from the east end where the plaster is cracking away).  The gabled roof has a combination of rolled and pressed metal roofing (rolled on the north side and metal on the south), traditional materials for a frontier cabin of this region.  Lawrence reroofed most of the buildings in 1924-25, and they have been repaired as needed by UNM.  (In April of 1998 the south side and each porch of the Homesteader's Cabin got a new corrugated metal roof installed by Al Bearce, the sole caretaker for over forty years.)


The front of the cabin has two entrances:  one opening into the west room (which was used as Lawrence's bedroom) and the other opening into the east room (which was used as the kitchen/dining area).  (See Appendix E.)  The middle "sitting room," containing a large 24‑pane double‑hung window (6 1/2 x 4 feet) and looking out over the alfalfa field with a view of the majestic mountains and desert, was also used as Frieda's bedroom.  The two covered porches extending from the doorways were both constructed by Lawrence in 1924.  (See the kitchen porch in Appendix F .)  The southeast kitchen porch (measuring 8 x 9 feet) was built first in late June, and the supports were made from the trunks of small pines (approximately 4 inches in diameter).  Brett describes how she helped Lawrence fell the trees, strip the limbs and bark, and drag the poles back to the cabin.  The Lawrences then used this porch to eat their meals on hot days.  The tree‑posts are clustered together on the west side to form a shade‑screen against the afternoon sun.  Two months after the construction of this first porch, Geronimo helped Lawrence to build the second one over his bedroom door (measuring 6 x 12 feet).  On this porch now sits Lawrence's big wooden arm chair with decorative carving.1  The house doors and 1 x  4‑inch trim‑work are painted the fresh white and turquoise color‑scheme selected by Lawrence and Frieda.  Lawrence associated the color turquoise with the dynamic blue horse of Taos Indian legends.  Lawrence also had been studying the ancient Aztec culture in which sacred turquoise was related to fire and the sun god.  The attractive southwest door has four panels‑‑the bottom two of wood and the top two of arched glass. 

Painted on the exterior west wall of the cabin (and to the left of a 12‑pane window) is a buffalo mural by the Taos Pueblo artist Trinidad Archuleta, created in 1934.  The bison is often regarded as a symbol of prosperity and plenty to North American Indians: in fact, to the Taos Indians, "the buffalo was a tranquil giant, loved and not feared" (Collier, in Nehls 2:198).  Trinidad was a nephew of Tony Lujan (as he spelled his name) and had lived and worked closely with the Lawrences, helping out with the ranch chores and acting as trail guide.  According to UNM, Trinidad came back and redid the mural in the 1950s; and plans are currently underway by the Phoenix Rising Society to have the faded brown and black image restored by Trinidad's relative, Richard Archuleta of Taos Pueblo.


Around 1937 Frieda Lawrence directed Ravagli to construct a log addition (measuring 18 x 12 feet) built onto the back at the northwest corner and extending to the fireplace near the midway point of the cabin.  (See Appendix G for a historical photograph from this period.)  This extension contains a more modern kitchen (with electric appliances) and bathroom. The alteration was made on behalf of her good friend Maria Huxley who, according to Richard Aldington, "refused to live without a bath" (Squires & Talbot, 399).  The kitchen is illuminated by a single bare‑bulb ceiling fixture, two six‑pane windows, and one 16‑pane window.  An old photograph reveals that the cabin's rear originally had only a single six‑pane window, and this was possibly salvaged and reused on the addition.  The remodeling resulted in transforming the original primitive kitchen into a bedroom and Lawrence's former bedroom into the dining area.  The roof of the addition is lower with a shallow slant coming off the high‑pitched roof of the original portion.  In the 1950s UNM built a small concrete‑block utility area that wraps around the chimney base and houses the water heater.  None of the rear is covered with plaster.  A portion of the original north‑side picket fence remains intact a few feet away.


Entry into the attic crawl‑space is on the cabin's east side.  Brett recalls Lawrence cleaning out the accumulated attic debris: "It is like an oven between the roof and the tin ceiling.  With a handkerchief bound round your mouth, you have been sweeping the rat‑dirt and nests out with a small dust‑pan and brush.  You come crawling out, looking white and tired" (Brett, 71‑72).  This east end originally had a narrow, slant‑roofed tool‑shed which has been removed.  The front of the cabin, however, looks the same as when occupied by Lawrence and Frieda.


The interior walls of the cabin are plastered and painted white, and the ceiling has exposed joists.  From the west room the floor drops 25 inches by a small set of stairs into the north kitchen addition and steps up 7.5 inches into the sitting room to the east.  The flooring is made of 1 x 4‑inch wood planks painted gray.  Brett writes of Lawrence, "With a small hand scrubbing brush, on your knees, you scrub those rotten old planks.  This vision of you made me paint those floors, years later, so that never again would you have to scrub them" (Brett, 112).  The mantel in the central room is an eight‑foot board placed atop two half‑round logs for supports.  A smaller four‑foot shelf is centered underneath‑‑all painted turquoise.  Brett relates the hearth construction:

The fireplace, a magnificent cavern, awaits an arch.  I go 

out and find half the rim of an old wheel.  Geronimo bends 

the rusty iron into the shape he wants, and fits it across 

the front of the fireplace.  It is not strong enough to hold 

the weight of the kettle, but strong enough to form the adobe 

arch.  For the kettle, a straight iron bar is fixed behind the 

arch, then the adobe is moulded over the curve, carefully

smoothed, and the fireplace is finished.  (Brett, 80) 

She also documents how Lawrence made the two cement seats to either side of the fireplace out of large flat stones.  Lawrence always enjoyed a good fire and would later write in one of his poems, “Fire is dearer to us than love or food,/ hot, hurrying, yet it burns if you touch it” (Complete Poems, 505).  This room now displays Lawrence's denim shirt and hat, his leather suitcase with luggage tag intact, his old typewriter (used mostly by Brett), and a plate‑metal phoenix (fashioned by Lawrence and Brett).  The east room has, in addition to the north window, a three‑over‑three‑pane window on the south side and to the east of the door.  Overall, this basic pioneer cabin is made distinctive through the enhancements and personalized touches of the D.H. Lawrences.

Adobe Oven, “Lawrence Tree,” & Alfalfa Field: 

(See Photographs #16-20)


The "front yard" of the Homesteader's Cabin contains three notable historic features: the ruins of an adobe oven, the "Lawrence Tree," and the alfalfa field.  The bee‑hive‑shaped oven (or Indian horno) was approximately 10 feet off the southeast corner of the cabin, measuring an estimated 5 feet high.  (See oven in Appendix H.)  Lawrence had it built by Geronimo in mid‑June of 1924 and was given lessons by the local Pueblo women on its proper use.  Brett documents the typical baking process:

     
Today you are going to bake.  This morning you mixed the flour 

and put the basin in the sun for the bread to rise.  By the 

afternoon it is all swelled up and ready, so I run around for 

wood and you light the fire.  The flames are huge in the oven 

and your eyes are watering from the smoke that pours out of the 

little hole at the side and of course blows your way. . . .  And 

you, with your smudged face, long forked stick, and sandaled 

feet, poking at the sticks in the oven, are more Pan‑like than 

ever.  After about an hour of this, you let the fire die down 

and rake out the hot ashes.  In goes one of our precious chickens 

and the bread.  The board that serves as a door is quickly closed, 

and the large stone put against it.  Then you sit down and wait.  

While waiting, you tell me how when quite tiny, only just able 

to see over the edge of the table, you would watch your mother 

making the bread.  (Brett, 121)

The fragile oven fell into ruins over time with only a small mound of clay marking the spot.  The caretaker rebuilt a similar horno on the opposite side of the cabin circa 1960 (one reportedly used by Frieda and Ravagli), but it also has collapsed and crumbled away.


The “Lawrence Tree” towers over the Homesteader's Cabin and stands approximately 25 feet from the east door.  Lawrence used to sit under it to write by long‑hand in his notebooks.  A simple wooden carpenter's bench (recently stolen in the summer of 2000) rested beneath and was used by Georgia O'Keeffe to get the vantage point for her painting The Lawrence Tree (Appendix I).  She lay back on it with her head toward the massive trunk (15‑foot circumference) to view up into the branches.  Lawrence claimed that this assertive pine watched over the ranch with a bristling guardian spirit.  He writes in his essay, "Pan in America": "The tree has its own aura of life.  And in winter the snow slips off it, and in June it sprinkles down its little catkin‑like pollen‑tips, and it hisses in the wind, and it makes a silence within a silence.  It is a great tree, under which the house is built"  (New Mexico, 40).  Brett's painting Lawrence and His Three Fates (Appendix J) pictures Lawrence in typical writing posture, sitting on the ground with his back against the trunk of this evergreen and a notebook balanced on his knees.  


Past the tree and a chicken‑wire garden enclosure (now gone to weeds) the alfalfa clearing lies to the southwest, measuring roughly seven visible acres.   (See Appendix K for an historical photograph of the old garden area.)  In the 1920s and 1930s, the alfalfa field was used primarily as a horse pasture.  It is ringed by a “living barrier” of pines that change appearance and mood through the course of the day.  Lawrence faithfully describes this effect:

Strange, those pine-trees!  In some lights all their needles glisten like 

polished steel. . . .  Then again, at evening, the trunks would flare up 

orange red, and the tufts would be dark, alert tufts like a wolf’s tail 

touching the air.  Again, in the morning sunlight they would be soft and 

still, hardly noticeable.  But all the same, present, and watchful.” (St. Mawr, 144-145)

Dissecting the field is a fenced‑off dirt road leading to UNM's  "fellowship cabin" (installed in 1967), hidden behind the foliage to the southeast.  The property produces a colorful array of wild flowers and berries, including scarlet columbines, lupines, blue‑bells, wild roses, dahlias, anemonies, lilies, desert honeysuckle, strawberries, and raspberries.  Lawrence, who had a great interest in botany, mentions many other varieties of typical ground cover of the region in his novella St. Mawr (1925):

The alfalfa field was one raging, seething conflict of plants 

trying to get hold. . . . the spiky, blue‑leaved thistle‑poppy 

with its moon‑white flowers, the low clumps of blue nettle‑flower, 

the later rush, after the sereneness of June and July, the rush 

of red sparks and michaelmas daisies, and the tough wild 

sunflowers, strangling and choking the dark, tender green of the

clover‑like alfalfa!  A battle, a battle, with banners of bright 

scarlet and yellow.  (148)

Lawrence kept the field green during the dry summer months by redirecting the small stream of water across it.  Brett writes:  "You love the irrigating; you love leading the water over the field, letting it run over your feet.  It acts like a kind of drug to your nerves.  The water is sacred to you, as it is to the Indians" (Brett, 260).  The expansive scene down past the field is of desert plains bordered by jagged mountain peaks.  Lawrence compared the view to a “great fawn-coloured” beach from which “bluish hummocks of mountains” rose “like wet rock from a vast strand . . . and beyond, in the farthest distance, pale blue crests of mountains looking over the horizon, from the west, as if peering in from another world altogether (St. Mawr, 145).

Dorothy Brett's Cabin:

(See Photographs #21-26)


Brett's tiny one‑room cabin is approximately 45 feet northwest of the Homesteader's Cabin and also faces south.  It is a single‑pen log and mud plaster cabin measuring 9 x 11 feet, similar in construction to the Homesteader's Cabin.  It has two 4‑pane casement windows‑‑one on the south side to the east of the door and one on the east side equidistant from the corner.  Because the cabin was built on a slope, the east window sits only 8 inches off the ground.  The gabled roof is covered by wood shake shingles in need of minor repair.  A ten‑inch overhang extending on all sides has a rain gutter attached underneath on the back of the cabin.  The exterior was originally covered in adobe plaster to match the Homesteader's Cabin, but much of it has cracked away over the years.  In a letter dated May 30, 1925, Lawrence tells how Trinidad's wife, Rufina, and her sister were busy "'dobeying the houses‑‑plastering them outside with a sort of golden‑brown mud‑‑they look pretty.  It is done every spring" (Letters 5:259).  


Upon entering Brett's Cabin, the floor steps up eight inches and is constructed also of 1 x 4‑inch planks painted light gray.  The white plaster walls contrast with the natural unfinished roof.  To the west and behind the 4‑panel door is a small cast‑iron wood‑burning stove vented through the roof.  Next to it is a round table and chair from which Brett slowly typed Lawrence's manuscripts, a few pages at a time.  There is barely room for the single bed situated along the east wall.  According to the caretaker, all the furnishings are original to the time of Brett's occupation.  Brett chose this cozy cabin over the two‑room guest cabin which she felt was too gloomy under the trees.  She told Lawrence, "It's quite big enough, really, and I like the sunlight"‑‑to which Lawrence replied, "All right. . . .  I will have a new roof put on it, and with a stove you ought to be all right" (Brett, 69‑70).

Outbuildings and Spring:

(See Photographs #27-37)


The outbuildings consist of two log barns and a covered cow‑shed and horse corral.  The larger barn (measuring 32 x 18 feet) sits approximately 10 feet southwest of Brett's Cabin (see Appendix L) and 15 feet northwest of the Homesteader's Cabin.  It has no windows and faces west.  The east end has an opening which previously had an exterior ladder leading up to what was probably a hay loft.  The smaller barn, used by the Lawrences as a chicken coop, lies to the northwest of Brett's Cabin at the head of the path to the Lawrence Memorial.  Lawrence tells of Frieda "going round and round the fowl‑barn, trying to drive in the four new Rhode‑Island‑Red hens, which refused to go to roost" (Letters 5:263).  The original portion of this building measures roughly 11 x 13 feet and faces south with a six‑pane window over the entry.   Both barns have solid wood plank doors and rolled gable roofs.  The smaller barn was added onto in the 1930s by Ravagli, using the scrap wood from the dismantled guest cabin.  The west‑side addition (measuring 24 x 25 feet) has a flat lean‑to roof rising to eight feet where it joins the other roof.  Later (circa 1950s) public bathroom facilities were installed in the small barn by order of UNM's Board of Regents. 


The remnants of the corral and shed lie in a small clearing approximately 100 feet to the northwest of the chicken coop.  The corral measures 42 x 56 feet together with its northside covered stable, divided into four stalls (14 feet deep).  The three westward stalls are open, and the east‑end stall is an enclosed tack area.  This corral shelter has a log frame with 2 x 6‑inch timber rafters and walls of wood plank and corrugated metal.  At the outside of the northeast corner, a handmade wooden chair hangs by a nail on the rear wall.  The open corral space contains a small fenced kennel and a horse trough made from a cast‑iron cylinder cut in half lengthwise.  The double metal corral gate is on the southeast corner.  In the past the corral was used for goats by the McClures.  Here the Lawrences kept horses (see Appendixes M and N). 

Lawrence redid the corral (reducing its size) and built the shed to the west for his cow, Susan, in June of 1925 (see Appendix O).  The cowshed (measuring 15 x 23 feet) is erected of logs with adobe chink and a corrugated metal roof, has a plank door centered on the south side and is completely open on the north side.  Because it was built on a slight slope, the stone foundation on the downhill western side is built up and exposed two feet for leveling.  During construction Brett got the idea to tie heavy logs to her horse, Prince, since carrying them back and forth in the thin air took extreme exertion:

     
We get a collar and ropes.  Prince eyes it all carefully.  We

hitch a log to him, I run to a safe distance, and you take the 

reins and chirrup to him.  Prince starts.  He is scared and 

rushes off, the log swinging dangerously at his heels.  You hang 

on and are dragged along by the reins.  But you hang on tight 

until Prince calms down, looks round and discovers there is nothing 

to be frightened about.  After that, we tie every imaginable thing 

we need to him, and he does all our carrying and hauling."  (Brett, 248‑249)

The cowshed didn’t keep the cow from wandering off, however.  Frieda recounts:  "Lawrence got up at five o'clock each morning.  With the opera glasses my mother had given him, he looked for Susan, who was an independent creature and loved to hide in the woods" (Frieda Lawrence, "Not I, But the Wind...,"145).

Further north and at a point about 300 feet along a shady trail is the spring that supplied the Lawrences with a trickle of fresh water from a pipe that filled a tub underneath.  Frieda describes it in her memoirs:  "The spring is in a hollow, and I loved watching the horses play when they came to drink there, shoving each other's noses away from the water level and then tearing up the bank" (Frieda Lawrence, "Not I, But the Wind...," 145). Lawrence, Frieda, and Brett all labored together cleaning out the spring, fitting a new pipe, and lining the surrounding pool with rocks.  But the spring tended to dry up by summer, so in May of 1925 Lawrence had water pipes installed by Scott Murray and a team, including Trinidad, to bring water from Gallina Canyon (about 2 miles distant).  Frieda tells of the difficulty in laying the “big pipes on pillars of wood to bring the water along,” noting how often “the pipes had to be fixed, after a cloudburst had broken the whole thing down” (“Not I, But the Wind. ..,” 41).  Lack of water continues to be a problem at the ranch.  In the early 1950s, the caretaker brought up a 400‑gallon water tank and pump (not visible from the cabins) to supplement the water supply.

Lawrence Memorial:

(See Photographs #38-45)


The Lawrence Memorial (built by Angelo Ravagli in 1934) lies to the northeast of the other buildings at the end of a rock‑lined path that winds its way up the steep incline.  The walkway was cemented in 1988 by the caretaker to allow for handicap access to the memorial.  It starts at the base of the hill to the east of the chicken coop and extends straight for 85 feet before starting its zigzagged, eastward ascent 255 feet through the corridor of pines.  The white plastered chapel‑like memorial building sits nestled at the hilltop, measuring 12 x 15 feet with a gabled roof of handcut cedar shake shingles.  Perched on the roof peak is a two‑foot sculpture of a phoenix, Lawrence's personal symbol that was frequently stamped on the front of his books.  Directly underneath this mythical bird and over the double doors is a rosette window made from an agricultural wheel.  Two half‑walls of stucco‑covered cinderblock extend out and to either side of the building front like welcoming arms. 


North of the entrance is Frieda's white granite headstone (measuring 57 x 43 inches at the base and 24 inches high) and her grave chained off with wooden posts.  Frieda's will stipulated that she desired to be buried in a "rough coffin" marked by a simple "wooden cross."  Ravagli provided this and the headstone, as well.  The cross that was centered on the chapel wall to the left of the door has temporarily been removed and stored for safe keeping.  Embedded on the rear of the headstone is a small oval photograph of Frieda and the inscription:  "In memory of twenty‑five years of incomparable companionship‑‑Angie."  Janet Byrne remarks in her biography of Frieda: 

Paul Keith, the sculptor whose phoenix adorns the Lawrence 

memorial, transported a several‑ton block of granite from Colorado 

for use as the headstone Angie wished Frieda to have. . . .  On it 

are carved Frieda's coat of arms (which, according to Keith, differs

slightly from the von Richthofens'. . .).  (Byrne, 469)


The Lawrence Memorial itself is constructed of wood, cement and adobe bricks.  The interior was finished with bubble‑textured plaster painted yellow and has a 9 1/2‑foot‑high cathedral ceiling with exposed joists painted silver and blue.  To the left, on the north wall, is mounted a framed copy of Lawrence's cremation documents issued in Marseilles, France, and a guestbook registry.  Old guestbooks are stored by the caretaker.  The altar block is centered on the back wall enclosed behind an openwork concrete partition with wood‑carved gate, 46 inches in height.  A Spanish style iron‑filigree chandelier hangs from the ceiling, and another rosette window (30 inches in diameter) painted as a sunflower lights up the altar from above.  Frieda maintained that Lawrence's ashes were mixed into the cement of the heavy altar to prevent their theft.  This rectangular cement block (measuring 43 x 20 inches and 22 inches high) features Lawrence's initials on the front and is decorated with leaves and sunflowers.  It is topped by an altar niche containing a statuette of a phoenix, appropriately rising from the funeral ashes.  Old photographs reveal that at one time this niche held a sculpture of a fox, another of Lawrence's symbols (Appendix P), bringing to mind how the Taos Indians used to call him the "Red Fox" because of his red beard.2  This statue (created by Gladys Caldwell Fisher of Taos) was removed by Ravagli and taken back to Europe with him after Frieda's death in 1956,3 then subsequently replaced with another phoenix.  Slender wooden candlesticks grace both sides of the altar.  Dorothy Brett is known to have contributed to the interior decor of the memorial shrine, including the window over the altar.

Facing west, the memorial site offers an especially fine view at sunset.  This choice spot is near the ranch's high‑point and was where, "in past summer nights," Lawrence and Frieda "had slept out of doors under the pines" (Memoirs and Correspondence, 133).  Frieda likened the quaint building to the temple of Isis which "faced the splendid sun of winter" in Lawrence's story, The Man Who Died (41).   A line from the story's Lawrentian character reads, "I saw the temple like a pale flower on the coast, and would rest among the trees of the precincts, if the lady of the goddess permits'" (52).  And Lawrence's spirit does indeed seem to rest peacefully here at the pale temple among the dark pines.  Frieda claimed in her memoirs:  "How he loved every minute of life at the ranch.  The morning, the squirrels, every flower that came in its turn, the big trees, chopping the wood, the chickens, making bread, all our hard work."  She added, "He worked hard as a relaxation and wrote for hard work" ("Not I, But the Wind...," 153).  The historic integrity of the  Lawrence Ranch District is retained by all of these historic characteristics and associations.
SECTION 8:  SIGNIFICANT DATES

1922 –  The Lawrences arrived in America and settled down in Taos at the invitation of 



the ranch’s former owner Mabel Dodge Sterne (later Luhan).  Lawrence’s 

first visit to the ranch was in October.

1924 –  The Lawrences began ownership, reconstruction, and residency at Kiowa Ranch, 



adding two porches and a fireplace to the Homesteader’s Cabin.  D.H. Lawrence

wrote stories and essays including St. Mawr, “The Princess,” “The Woman Who

Rode Away,” “Pan in America,” and “The Hopi Snake Dance.” 

1925 –  Lawrence recovered from illness at the ranch while writing the play David, 

producing significant essays like “Art and Morality” and “Reflections on the

Death of a Porcupine,” and revising part of his novel The Plumed Serpent.  Ranch 

improvements included construction of the cowshed and the installation of

water pipes for irrigation. 

1931 –  Frieda Lawrence and Angelo Ravagli (on six-month visa) inspected the ranch’s

condition.  Frieda began memoirs of her life with D.H. Lawrence.

1933 –  Frieda began residency with Ravagli who constructed a new log cabin (present



caretaker’s cabin) in place of the “guest cabin,” which was torn down and 

recycled.

1934 –  Frieda published her book on D.H. Lawrence, Not I But the Wind. . . , and 

Ravagli built the Lawrence Memorial.

1935 –  Lawrence’s ashes were transferred from France to the Lawrence Memorial at

Kiowa Ranch.

1955 –  Frieda deeded the ranch property to the University of New Mexico, on the

condition that 10 acres remain open to the public and used for “educational,

cultural, charitable, and recreational purposes.”

1956 –  Frieda Lawrence Ravagli died and was buried at Kiowa Ranch near the Lawrence

Memorial.  It has since been renamed the “D.H. Lawrence Ranch.”

SECTION 8:  NARRATIVE STATEMENT OF SIGNIFICANCE

1. Summary Statement of Significance

The D.H. Lawrence Ranch near Taos, New Mexico, is historically significant as the only residence the Lawrences ever owned.  The property (formerly called Kiowa Ranch) also has the strongest association with the Lawrences compared to their other temporary lodgings in America.  The Historic District meets National Register criteria A and B, in the area of literature, by representing Lawrence's foothold in America and relating directly to his contributions to American literature.  An internationally acclaimed writer, D.H. Lawrence was especially known for his ability to capture the "spirit of place," and his vision of the American Southwest is best understood at the ranch and in its surrounding landscape.4  While he was living and working at the ranch during the mid‑1920s, it provided the scenic beauty coupled with harsh conditions that fueled his poetic imagination for such stories as "The Princess," "The Woman Who Rode Away," and St. Mawr.  His experience in the Taos area also inspired many poems and essays, in particular a series about Native American Indians (now all being collected in Mornings in Mexico and Other Essays).  The Pueblo dances that Lawrence attended and the Indian spirituality he observed are also translated into several scenes of his "American" novel, The Plumed Serpent (1926), which he began to revise while at the ranch.  The Kiowa Ranch years (1924-1925) were Lawrence’s most productive in America.


The Kiowa Ranch was the closest Lawrence would come to setting up his dream of a Utopian community called Rananim(5), a collection of like‑minded artists and intellectuals interested in working toward a new way of life to combat the despair of a post‑World War I materialistic and mechanistic world.  His influence, therefore, contributed to the development of Taos as an artists' colony by drawing famous visitors to the area during his lifetime and after.  Lawrence's candor and integrity, his unique and intimate writing style, his eye for detail, his love of nature, and his mystic philosophy are all qualities that continue to impress and have impact on a new generation of American writers and readers.  Thus the Lawrence Ranch District is significant at both the state and national levels.  


Although the restless Lawrence traveled twice again to Europe and was buried in Vence, France, his wife, Frieda, chose to return to the Kiowa Ranch soon after his death in 1930.  Five years later Frieda had Lawrence's remains exhumed and cremated and his ashes brought back to the ranch.  On a hill overlooking a view of the desert and the Rocky Mountains, she built the small memorial shrine to honor him (see Section VII) and later served as hostess to ranch visitors.  She wrote her own recollections of her life with Lawrence, embodied in "Not I, But the Wind..." and Memoirs and Correspondence.6  And Frieda continued throughout the rest of her life to uphold Lawrence's reputation as one of the greatest writers of the 20th century.

2.  Overview of Literary Standing

Lawrence has long been recognized in standard literature textbooks (like the Norton, Longman, and Oxford anthologies), and in hundreds of scholarly and critical books, as one of a handful of major English stylists of the early 20th‑century novel, often being grouped with James Joyce, Joseph Conrad, and Virginia Woolf.  The influential British critic F. R. Leavis saw Lawrence as the supreme representative of the "Great Tradition" in the modern English novel, and the American scholar Harry T. Moore and his followers continued to cement Lawrence's place in the literary canon.  Harold Bloom, one of today's leading critics, notes, "Lawrence at his strongest is an astonishing writer, adept at saying what cannot be said, showing what cannot be shown” (Bloom, D. H. Lawrence, 12).  In the words of the latest Norton Anthology (2000), “Lawrence had vision; he had a poetic sense of life; he had a keen ear and a piercing eye for every kind of vitality and color and sound in the world, for landscape—be it England or Italy or New Mexico.”  In addition, “His travel sketches are as impressive in their way as his novels,” for he “looked at the world freshly, with his own eyes, avoiding formulas and clichés” (Jon Stallworthy, Vol. 2, 2571).  Jennifer Wicke’s introduction to Lawrence in the Longman Anthology places special emphasis on his New Mexico ranch experience and refers to him as “a comet in British literature, arcing across its skies with vibrant energy and controversy” (Vol. 2, 2504-2505).  His important impact on poetry has also been voiced by many, including scholar Sandra Gilbert and poet Karl Shapiro, who comments, “I think every modern American poet is in Lawrence’s debt.”7  Lawrence--who has been linked with Walt Whitman, William Blake, and the Beat poets as a pioneer in style and theme--wrote nearly a thousand poems during his lifetime, eventually adopting a free verse form that allowed intuitive expression of the immediate present.  Vivian de Sola Pinto remarks that Lawrence “said something in his verse that he could never have said in prose, and his best poems are among the most valuable and significant in the English language written in the twentieth century” (5).  Cambridge University Press, which recently completed the most extensive three-volume biography of Lawrence, has been issuing as well the first scholarly edition of his works (currently over 25 volumes), including letters, novels, novellas, short stories, dramas, poetry, critical and philosophical essays, and travel sketches.  He was a master in all of these genres and worked on all during his ranch years.


Lawrence societies have sprung up around the world to honor and study his writings, including the D.H. Lawrence Society of North America;8 and the national conference of the MLA (Modern Language Association)—the premier organization of literature teachers in America—contains an annual Lawrence session.9 The University of Texas, Austin, houses a stellar collection of his original manuscripts and paintings,10 and the State University of New York (Geneseo) produces the D.H. Lawrence Review, the leading journal dedicated solely to articles regarding Lawrence, his writings, and his circle of influence.11  One Lawrence first edition that sold for over $16,000 a few years ago is today listed at $25,000.12 Numerous film adaptations have been produced from Lawrence's works.  Even on the Internet, his popularity has initiated two Lawrentian discussion‑group listserves and a host of websites.13 More than 10,000 people every year visit England’s D.H. Lawrence Birthplace Museum (located at his family's former residence, 8A Victoria Street in Eastwood) and tour its "Blue Line Trail" to see places depicted in Lawrence's early novels and to stop at the Visitors' Centre next door.14  In 1985 a memorial stone for Lawrence was unveiled in the Poet's Corner of Westminster Abbey, featuring his phoenix symbol and the words "Homo sum! the Adventurer" ("I am man! the Adventurer").

3.  Background Biography

David Herbert Lawrence was born September 11, 1885, in Eastwood, England.  He was the son of a coal miner, growing up amid domestic strife and the ugly environment of an industrial colliery town.  In his youth, he often escaped to the beautiful countryside where he studied the local plants and flowers that would later take on symbolic meaning in his works.  He spent many days at the neighboring Haggs Farm, developing a special bond with Jessie Chambers (Miriam of Sons and Lovers), who encouraged and critiqued his poetry, discussed books and philosophy with him, and helped him to grow intellectually.  Due to these happy associations, farm life came to represent for Lawrence an idealistic lifestyle where humanity was intimately connected to the landscape.


Because he was a bright yet frail and sensitive boy, it was soon apparent that Lawrence was unsuited for work in the mines or factories.  Encouraged by his mother, a former teacher, he began training to become a schoolteacher.  He won a scholarship to Nottingham High School and later attended Nottingham University College where he earned a teacher's certificate in 1908.  Lawrence then took a teaching position for Standard IV (or 4th grade) at Davidson Road School in Croydon and simultaneously worked on his first novel, The White Peacock (1911).  Despite remarkable success as a teacher, early bouts of pneumonia, suspected to be tubercular, closed off that means of support and thus launched Lawrence full‑time into his writing career.  What he lacked in hardiness, he made up for with his acerbic wit and powerful, rhythmic prose style.  On the practical side, his mother taught him to be handy at household chores‑‑skills that would later benefit him in the rustic setting of the Kiowa Ranch.


Unfortunately, his beloved mother became ill just as he was gaining success from his writings.  Lydia Beardsall Lawrence was a refined woman of Puritan values who doted on Lawrence.  Marital discontent and reduced social standing (because of her marriage to a coal miner) resulted in her constant effort to propel the family back into the middle classes.  Her painful death in 1910 created in Lawrence an emotional trauma that sent him reeling.  Soon after, he suffered a major illness that almost claimed his life.  Relations with his father continued to be strained.  Arthur John Lawrence, a down-to-earth man, had little appreciation for intellectual pursuits.  And yet Lawrence’s writing was drawing the attention of such notables as Ezra Pound, Edward Marsh, Amy Lowell, and Edward Garnett.  He was being courted by both the Georgian poets and the Imagists.  The editor of the English Review, Ford Madox Hueffer (Ford), after reading Lawrence's short story "Odour of Chrysanthemums" with its realistic portrayal of working class life, proclaimed him a "Genius."


It was during this transitional phase that Lawrence met the free‑spirited Frieda Weekley, who was married to one of his language professors.  She was born in the garrison town of Metz, Germany, on August 11, 1879.  She was of aristocratic German descent and a distant cousin of Manfred von Richthofen, the "Red Baron" flying ace.  Her father Baron Friedrich von Richthofen served as an officer in the Franco‑Prussian War, earning an Iron Cross, and later did bureaucratic work as a civil engineer.  He indulged her wild "tomboy" ways and she became his adoring "daddy's girl."  Frieda received her education in a Roman Catholic convent school in Metz and attended Hans Eichberg girls' finishing school near Freiburg for one year.  She met her first husband, Ernest Weekley, in 1898 while he was on a brief vacation in the Black Forest of Germany.  They married a year later when Frieda was only twenty and he, fourteen years older.  She had three children with Weekley: Charles Montague, Elsa Agnes, and Barbara Joy.  But she found her marriage to be empty and unsatisfying, Weekley to be staid and restrictive, and the English university sphere much too conventional.

Thus the relationship between Lawrence and Frieda developed quickly, and in 1912 they eloped to Germany.  During their "honeymoon" period together, Lawrence put the finishing touches on his autobiographical novel, Sons and Lovers (1913), which was destined to become a modern classic.  And he wrote his first collection of travel essays, Twilight in Italy (1916), inspired by their adventurous journey to Italy where they temporarily settled.  Lawrence and Frieda were married in July of 1914 in Kensington after Frieda finally secured a divorce.  In 1917 Lawrence published his third poetry collection Look!  We Have Come Through!‑‑a chronicling of the struggle for harmonious relations with Frieda, as well as a celebration of love and marriage.


The elopement had caused a scandal, however, and Weekley refused to allow Frieda visitation rights to her children.  This was to become a sore spot in the Lawrences' marriage, especially as Frieda never conceived children by Lawrence.  But no children meant they were free to travel at whim without need to set down roots.  This constant roaming provided Lawrence with a continuous flow of stimulation by way of new environments, cultures, people, and ideas to spark his writing.  He never felt compelled to own property, even insisting that the Kiowa Ranch be put in Frieda's name.


The couple began to socialize with society's intellectual and literary elite:  Herbert and Cynthia Asquith, Lady Ottoline Morrell, Richard Aldington and his wife H.D., Bertrand Russell, and E.M. Forster.  However, Lawrence's next novel, The Rainbow (1915), was banned for its frank portrayal of sexual relations and opposition to the developing military-industrial society.  They moved to Cornwall (followed by their new friends John Middleton Murry and Katherine Mansfield), where Lawrence wrote much of Women in Love (1920) but had trouble finding a publisher.  World War I was raging; and Lawrence, judged unfit for military service and labeled a controversial writer, was now additionally accused of spying due to his choice of a German wife.


And so Lawrence entered his wandering phase‑‑alienated from his own country, he visited Italy, Sardinia, Ceylon, Australia, and the South Sea Islands‑‑but always he yearned for America.  He'd read about the "Land of the Red Indians" from James Fenimore Cooper's Leatherstocking books.  The New World offered hope and tolerance to a man that had grown weary of Europe's mistreatment and misunderstanding of him.  In a letter to Catherine Carswell dated November of 1916, Lawrence wrote:

    
I know now, finally:

         
a.   That I want to go away from England for ever.

b. That I want ultimately to go to a country of which I have hope, 



in which I feel the new unknown.

     
In short, I want, immediately or at length, to transfer all my life to 


America.  Because there, I know, the skies are not so old, the air is 


newer, the earth is not tired.  (Letters 3:25)

In preparation for a transfer of body and soul to America, he wrote a book of critical essays that would later become Studies in Classic American Literature (1923), which is considered one of the first serious analyses of American Literature‑‑examining such authors as Cooper, Benjamin Franklin, Walt Whitman, Nathaniel Hawthorne, Herman Melville, and Edgar Allan Poe.  While in New Mexico, Lawrence rewrote the essays in a distinctly "American" style—snappier and punchier‑‑targeting the American market, which he believed held his future.  

4.  Lawrence in America

Arriving in San Francisco in September of 1922, the Lawrences took the train to Lamy Station (near Santa Fe), New Mexico, where they were met by their new hostess, the art patron Mabel Dodge (still Sterne at this time).  She had previously sent the Lawrences enticing letters praising the pristine quality of Taos and including samples of Indian medicinal roots, aromatic herbs, and jewelry.  Mabel had been attracted to Lawrence's writing, having read his travel book Sea and Sardinia (1921), and was hoping he would write similarly of the Southwest and its pueblo life.  The Lawrences spent the first night at the Santa Fe home of the poet Witter Bynner, who later reported having been "drawn and held by their magnetism" that evening (Bynner 6).  They then moved into an adobe house Mabel had built next to hers in Taos.  Lawrence turned 37 years old the same day.


Mabel wasted no time in arranging for Lawrence to attend the Apache harvest festival at Stone Lake, New Mexico, and the San Geronimo festival at Taos Pueblo.  His first impressions were turned into the articles, "Indians and an Englishman" and "Taos," both published in the Dial in 1923.  Mabel also supplied Lawrence with details of her life and background for a semi‑biographical novel he was to begin and never finish.  She arranged nightly gatherings of stimulating conversation and entertainment similar to those of her earlier Salon days in Greenwich Village.  And she introduced Lawrence to the controversial Bursum Bill, enlisting his aid in the Indian cause over land and water rights.  Thus Lawrence took an active role in U.S. politics with his article "Certain Americans and an Englishman," advocating the bill's defeat. 

As Lawrence states in the opening lines of his essay, he had arrived in the Southwest "at a moment of crisis," and he sits down "solemnly" to study "the Bill" from beginning to "distant end" (18):

     
The Bursum bill plays the Wild West scalping trick a little 

too brazenly.  Surely the great Federal Government is capable of

instituting an efficient Indian Commission to inquire fairly and 

settle fairly.  Or a small Indian office that knows what it's 

about.  For Heaven's sake keep these Indians out of the clutches 

of politics.  

     

Because, finally, in some curious way, the pueblos still 

lie here at the core of American life.  (New Mexico, 20)15

Prior to the Indian Citizenship Act of 1924, Native Americans were considered legal wards of the federal government.  In a later poem entitled "O! Americans," Lawrence called upon U.S. citizens to display "noblesse oblige" toward the American Indian and culture, "the one thing that is aboriginally American."  He says it is our "test" whether or not we can "leave the remnants of the old race on their own ground,/ To live their own life, fulfil their own ends in their own way" (Poems, 776, 779).  But at the same time he was against sentimentalizing the "Red Men" or holding them back for the profit of artisans.


John Collier (U.S. Commissioner of Indian Affairs from 1933‑1945) lived next door to the Lawrences around this time.  Together they had intensive discussions regarding the fate of the pueblos and the value of preserving ancient Amerindian religions with their instinctive wisdom and interconnectedness.  Taos Pueblo scholar, William Wilbert, states that Collier was "thoroughly exposed to Lawrence's thoughts on the future of the native people of the Americas" and considers both men to be "prophets of American Indian restoration" (10, 1).  Lawrence's concerns were poured into the prose of his "American art" while Collier's became political action.  Collier's first initiative was to push through Congress the Indian Reorganization Act that granted cultural, religious, and economic freedom to all Native Americans and secured his reputation as "the best Indian commissioner in our nation's history" (Waters, 88).  Collier also organized in 1940 the First Inter‑American Conference on Indian Life held at Patzcuaro, Mexico, with delegates from the U.S. (including Tony Lujan) and Latin America; and he became president of the Inter‑American Indian Institute.  The fruit of Collier's interest in Indian welfare can be traced directly to the germ of these Taos discussions.  When later asked about the Taos Indian perception of Lawrence, Collier replied, "The Indians liked Lawrence, and so he must have understood them."  He told how a group of mourners from Taos Pueblo journeyed to Kiowa Ranch to pay tribute to Lawrence when they heard he was dead.  Collier further commented that "Lawrence essentially was a gentle, kindly and unaggressive individual" and hence the Taos Indians "accepted him" (Nehls 2:199, 198). 


Lawrence's voyage to America coincided with another point of crisis in his own career:  the New York case against Women in Love brought by an organization called the Society for the Suppression of Vice.  His American publisher Thomas Seltzer defended the novel and won.  The resulting publicity helped promote Lawrence in the United States by increasing sales.  Magazines, such as the Dial, Smart Set, Forum, and Poetry, also played a vital role in establishing his American audience.  Smart Set had one of the highest circulation figures of the time among the literary avant‑garde.  Forum was the first to publish Lawrence in America (1913) and later boldly accepted some of his more controversial pieces.  Poetry published 27 of his poems between 1914 and 1923.  As a primary outlet, the Dial consistently published Lawrence in a variety of genres‑‑30 works and numerous reviews of his writing‑‑throughout the 1920s.  Success in the illustrated "glossies" such as Vanity Fair, Travel, and Theatre Arts Monthly was a further boost to his career.  The American market would eventually help substantially to lift the burden of financial worries that had plagued him in Europe.  Lawrence was entering a prolific phase, and more works would be published overall during his American period than at any other time.16


Soon Lawrence was buying cowboy apparel, learning to ride horseback, and exploring the "high desert."  The New Mexico landscape had a tremendous impact on him.  He wrote in a letter to his sister Emily King dated March 31, 1925:  "I really like this country better than any landscape I know‑‑the desert and mountain together" (Letters 5:228).  However, his independent nature began to clash with Mabel's strong‑willed agendas; and Lawrence disliked the smothering aura of indebtedness.  His creativity could not be ordered about; he felt too much under "the Wing" of Mabel (Letters 4:335‑336).17  To preserve friendly relations, the Lawrences sought out other living arrangements.


At the beginning of November, 1922, they had a trial stay at Mabel's Flying Heart Ranch on Lobo Mountain, the same which they later owned and renamed Lobo, then Kiowa after the ancient Indians who had camped there.  The idea was that if they liked it, they would pay Mabel rent.  Lawrence reported in a letter, "It's a wonderful place, with the world at your feet and the mountains at your back, and pine‑trees" (Letters 4:334). Finding the ranch in poor condition, however, and with cold weather fast approaching, the Lawrences temporarily moved to the nearby Del Monte Ranch (owned by the Hawk family), where they entertained guests during the course of the winter: Lawrence's agent, Robert Mountsier; his New York publisher and wife, Thomas and Adele Seltzer; and the Danish painters, Knud Merrild and Kai Gotzsche, who lived all winter on the ranch.  Lawrence enjoyed painting along with the Danes,18 creating illustrations and cover designs for his works, including his poetry book, Birds, Beasts and Flowers (1923).  This collection features such Southwestern poems as "Eagle in New Mexico," "Men in New Mexico," "Autumn at Taos" (Text Appendix 1), "The Red Wolf," "Mountain Lion," "The Blue Jay," "Spirits Summoned West," and "The American Eagle." Plans were also made for Lawrence's first visit to Mexico, which began in spring of 1923.

Along with Bynner and Willard "Spud" Johnson, Lawrence and Frieda toured Mexico from March to June, ending up in Chapala where Lawrence wrote Quetzalcoatl, the first version of The Plumed Serpent (see the published book-cover in Appendix Q).  Thus the "American novel" Lawrence had envisioned writing was to be set in Mexico (Letters 4:457).  Frank Waters, author of acclaimed texts about Pueblo Indians and reputed "Grandfather of Western Literature," comments: "Though the book was not laid in Taos, it transported Taos Pueblo and everything Lawrence had learned about its Indians to Mexico.  It is all there‑‑their dress and customs, dances, songs, the very drumbeat" (87).  Lawrence wrote, "It interests me, means more to me than any other novel of mine.  This is my real novel of America" (Letters 4:457.) 

Although the Lawrences wished to return to Taos and the ranch, the thought of another rough winter at high altitude was overruled by the lure of family and friends back in England.  Still, Lawrence was reluctant to leave; and, after a quarrel, Frieda traveled on ahead with Lawrence following three months later.19  Once there, however, Lawrence loathed the dead and claustrophobic feeling of his postwar homeland.20 He soon began making plans for a return to America after completing his round of visits in Europe. 


Lawrence called his friends together for a dinner at the Café Royal in London and asked them to join him in the adventure of making a fresh start in America.  The invitation was reminiscent of his "Rananim" plan devised back in 1914, the name taken from a Hebrew song ("Rejoice") and related to a word meaning "green, fresh, or flourishing."21  Depression over the war, coupled with a low point in his career, had made Lawrence yearn for a "clean break" and a sense of community founded on "decency" to alleviate his feelings of isolation.  In a 1915 letter to his Russian friend S.S. Koteliansky, Lawrence says, "We are going to found an Order of the Knights of Rananim" (Letters 2:252).  He describes a flag that is to have a scarlet ten‑pointed star on a black background and sketches out a heraldic badge with his symbol of a phoenix rising from the flames.  A metal plate with this same phoenix design would later hang on the Lawrence tree at the Kiowa Ranch, keeping alive the spirit of Rananim.  However, the only friend from those gathered at the Café Royal who was sincerely committed to going with the Lawrences to the New World, was the Honorable Dorothy Brett, a gifted painter and daughter of the second Viscount Esher.

5. Ranch Life and Literary Works

They arrived back at Taos in March of 1924, and by May were hard at work on their own place.  Mabel had decided to give the "Flying Heart" ranch to Frieda.  The Lawrences insisted on giving Mabel, in return, the original manuscript of Sons and Lovers, valued several times over what the ranch was worth (see Appendix 2). Lawrence writes, "We were so pleased to see the ranch again.  It still seems like a home" (Letters 5:39).   Before their newly‑acquired ranch could be made livable, however, much repair work was needed.  According to Professor John Worthen,  "Lawrence threw himself into the work of it; it offered him a new challenge, a wholly new field to explore and master" (University of Nottingham website).  Lawrence shows his excitement in a letter to Catherine Carswell, dated May 18 (Appendix 3):

Did I tell you Mabel Luhan gave Frieda that little 

ranch‑‑about 160 acres‑‑up here in the skirts of the 

mountains.  We have been up there the last fortnight 

working like the devil, with 3 Indians and a Mexican

carpenter, building up the 3‑room log cabin, which was 

falling down. We've done all the building, save the 

chimney‑‑and we've made the adobe bricks for that.  I 

hope in the coming week to finish everything, shingling 

the roofs of the other cabins too. (Letters 5:46)


The process of reconstruction is well documented throughout Lawrence's letters of the period.  He makes requests for lumber (2 x 4s and 1 x 10s or 1 x 8s), tin‑tacks, hinges and screws, rope, putty and plaster, straw, paint (white and turquoise), brushes, trowels, and other tools which are brought by wagon or, as he says, "whenever anything is coming up, on wheels" (Letters 5:40).  He frequently purchased materials from Gerson Gusdorf, who owned a general store in Taos.  A June 6 "diary" entry logs initial expenditures of $217.65 in labor wages and an additional $245 in building supplies (Appendix R).22  In progress reports to Mabel, Lawrence writes:  "The walls of Jericho (the log cabin) are re‑built, and chinked and chinked‑plastered outside, and inside end room."  In another note: "We have washed and painted the other house‑‑looks a different place."  And still another:  "I've done one of the hardest days work in my life today‑‑cleaning the well.  All the foul mud of the Thames‑‑and stank like hell.  Now it's excavated and built in with stone, and the pipe sunk two feet deeper‑‑Lord, this is the week we promised ourselves rest" (Letters 5:42, 49, 51).


This time of intense physical labor gave Lawrence a brief break from writing.  In the evenings the Lawrence party often relaxed with the Taos Indians that came to help with repairs.  Their temporary camp was set behind the cabins and under the "hanging stars."  Lawrence tells a correspondent, "we sit with the Indians round the fire, and they sing till late into the night, and sometimes we all dance the Indian tread‑dance. . . ."  (Letters 5:67).  Trinidad confirms that together they danced the "round dance" and the "eagle dance," among others (Clark, Dark Night, 39).  During the days, Lawrence worked alongside the Native American workers in a spirit of camaraderie (see Appendix D).  To his American publisher Thomas Seltzer, he says:

I'm glad I've got some money in the bank, to fix up this 

ranch‑‑but I'm being very economical.  Of course, once the 

work is done, we shall spend very little.‑‑And naturally I 

don't write when I slave building the house‑‑my arms feel 

so heavy, like a navvy's, though they look as thin as ever.  

And after riding over 20 miles yesterday, my legs feel a 

bit heavy too.‑‑I hope later to be able to find someone 

who might work the ranch and make a little living out of 

it‑‑it could easily be done‑‑so that the place needn't be 

abandoned in the winter.  Taos is looking very lovely, full 

spring, plum‑blossom like wild snow up the trails, and green, 

green alfalfa, apple orchards in bloom, the dobe houses 

almost pink in the sun.  It is almost arcadian.  (Letters 5:45‑46)

And yet despite Lawrence's claim that no writing was getting done, he was working on at least one important piece called "Pan in America."  It is an article that promotes active relatedness between people and their universe as opposed to the modern mechanical conquest of nature.  In this way it parallels Lawrence's own hands‑on involvement with the ranch and its rugged environment.  L.D. Clark, a leading critic of Lawrence’s American period, remarks, "At Kiowa Ranch the surroundings brought it powerfully home to Lawrence that in this western forest and in the local Indians, Pan was still Pan if unhappily fading away" (Clark, The Minoan Distance, 305).  Lawrence envisioned the Greek god of forests, pastures, shepherds and flocks quite at home on the lonely property.  Of particular significance was the "Lawrence tree," which the writer infuses with a "guardian spirit."  According to scholar Keith Sagar, "Lawrence felt able to communicate with the savage spirit of place at the ranch most directly through the huge pine tree which stood just outside his door.  In . . . 'Pan in America,' we see the landscape at last beginning to yield its meaning" (New Mexico, 39).  (See Appendix 4.)


After five weeks, most of the major work was completed and the rooms modestly decorated with "serapes and Mexican blankets."  Lawrence announces on June 7: "We've finished the hard work on the ranch here, and I'm hoping for a bit of leisure. I might even try a bit of my own work again" (Letters 5:55)  A few days later he writes to Mabel:  "Time passes quickly and quietly here‑‑I ride every day, if only for the milk.‑‑Brett has walked off to Gallina to try for fish.‑‑I began to write a story.‑‑Am getting used to this place and its spirit‑‑then one likes it" (Letters 5:56‑57).  The Lawrences and Brett were settling into the routine of life on the farm:  tending the horses, chopping wood, fetching water, washing and cooking, writing and painting.  To a managing editor at the Curtis Brown agency,23 Lawrence says of the ranch, "It's fine to look at, but not altogether so easy living in these wildish places.  One feels dislocated sometimes.‑‑But soon I hope you'll get the atmosphere of the place, in a story" (Letters 5:58).  The story which would best capture the essence of the Kiowa Ranch was his novella, St. Mawr, written at the ranch during this period.


St. Mawr is the story of Lou Witt, her cynical mother, and a magnificent but unruly horse named St. Mawr.  The first half of the tale is set in England, where Lou becomes infatuated with and must possess this mysterious horse which adds a spark of passion to her bland and meaningless life.  The end focuses on the American Southwest where Lou decides to buy a dilapidated ranch and commune with nature.  Lawrence explores the stark duality of the beautiful, soul‑enriching grandeur of nature‑at‑large and the harsh, fierce and impersonal hardships of everyday living in the wilderness.  The last twenty pages are filled with lavish descriptions of the Kiowa Ranch, its scenic vistas, and its history.  The ranch is named "Las Chivas" in the story, meaning primarily "the goats" and relating to the ranch's past as a goat farm in addition to alluding symbolically to the goat‑god, Pan.24  The following scene shows Lou's first impression of the ranch as she is driven up by car:


They climbed slowly up the incline, through more pine‑trees, 

and out into another clearing, where a couple of horses were 

grazing.  And there they saw the ranch itself, little low 

cabins with patched roofs, under a few pine‑trees, and facing 

the long twelve‑acre clearing, or field, where the michaelmas 

daisies were purple mist, and spangled with clumps of yellow 

flowers. 

     'Not got no alfalfa here neither!' said Phoenix, as the 

car waded past the flowers. 'Must be a dry place up here.  

Got no water, sure they haven't.'     

Yet it was the place Lou wanted.  In an instant, her heart 

sprang to it.  The instant the car stopped, and she saw the 

two cabins inside the rickety fence, the rather broken corral 

beyond, and behind all, tall, blue balsam pines, the round 

hills, the solid uprise of the mountain flank: and getting 

down, she looked across the purple and gold of the clearing, 

downwards at the ring of pine‑trees standing so still, so crude 

and untameable, the motionless desert beyond the bristles of 

the pine crests, a thousand feet below: and beyond the desert, 

blue mountains, and far, far‑off blue mountains in Arizona 

'This is the place,' she said to herself.

This little tumble‑down ranch, only a homestead of a

hundred‑and‑sixty acres, was, as it were, man's last effort 

towards the wild heart of the Rockies, at this point.  (St. Mawr, 140)

Many of these passages from the end of St. Mawr evoke the rustic character of the Lawrence Ranch as it stands today.

Another important story from this same time frame was "The Woman Who Rode Away," based on a visit the Lawrences made with Mabel to the Arroyo Seco Cave not far from the ranch.  Mabel had informed Lawrence of the cave's legendary history as a ceremonial place of ancient Indian sacrifice and how it was believed to be surrounded by evil spirits which the local modern‑day Indians feared.  A thin waterfall that freezes in winter cuts across the mouth of the cave and its recessed altar platform.  High on the back wall, a cave‑painting of a sun marks the position of sunrise during winter solstice.  All these details combined to inspire Lawrence to write his mythic tale of a female Christ‑figure who naively allows herself (and the deadened white race she represents) to be ritually sacrificed in order to restore the Indian race (with its mystery and vitality) to power.  It is a disturbing Poesque tale with a haunting climax.  Despite the controversial ending, however, it remains an often‑anthologized short story and is considered by critic L.D. Clark to be "one of Lawrence's most powerful creations" (Minoan Distance, 309).

In August Lawrence made two more trips that resulted in significant pieces of writing.  One was a trip to Hotevilla to attend the Hopi Indian snake dance festival.  The other was a trip to Columbine Lake with Brett and the Hawks which would provide the setting for his well‑known short story, "The Princess."  It is a tale of a pampered, aristocratic woman who, out of curiosity, rides off into the countryside to see its wildlife with her Mexican guide as escort and ends up being held hostage in a remote mountain cabin.  By the time she is rescued, dementia has helped to reshape her memory of the experience.  The story is also filled with lush description of the New Mexican landscape, the result of Lawrence's many horseback excursions in the Taos area.  America was the only place he rode horseback, and horse‑riding quests figure prominently in his ranch fiction.

Lawrence always had a deep interest in ancient cultures, religions, and rituals; thus he attended many of the local Indian ceremonies.  The spirituality he observed there was incorporated into current projects, such as The Plumed Serpent, as well as influencing later works like some of his Last Poems.  During his second stay in New Mexico, he wrote several articles on Pueblo Indian dances which were eventually collected in Mornings in Mexico, brought out in 1927.  Two of these, "Indians and Entertainment" and "The Dance of the Sprouting Corn," were written just prior to moving up to the ranch. The first essay received initial publication in the New York Times Magazine in October of 1924.  The latter essay, including Lawrence's drawing of the corn dancers (Appendix S), was first published in the American journal, Theatre Arts Monthly (July 1924).  Lawrence's long road‑trip to the snake dances in Arizona (mid‑August) produced two more articles‑‑a short satirical one called "Just Back from the Snake Dance‑‑Tired Out"25 and one of his masterpieces, "The Hopi Snake Dance."

Lawrence was particularly fond of his "Hopi Snake Dance" article and was careful to specify to his Curtis Brown representative that he preferred its length not be cut.  Its first appearance was also in the Theatre Arts Monthly (December 1924), and it has earned the praise of both literary critics and noted anthropologists like Ruth Benedict.  The essay offers an evocative description of the snake‑dancing spectacle taking place on the mesa tops.  It also shows Lawrence at his best interpreting the symbolism of this Hopi ceremony in a "parched, grey country of snakes and eagles, pitched up against the sky" (New Mexico, 66).  He treats his subject with respect while at the same time pointing out the contrast between the Indian priests' vision and the modern sentiment of the crowd of tourists gathered to watch:

And amid all its crudity, and the sensationalism which 

comes chiefly out of the crowd's desire for thrills, one 

cannot help pausing in reverence before the delicate, anointed 

bravery of the snake‑priests . . . . 

We dam the Nile and take the railway across America.  The 

Hopi smooths the rattlesnake and carries him in his mouth, to 

send him back into the dark places of the earth, an emissary 

to the inner powers.

To each sort of man his own achievement, his own victory, 

his own conquest.  To the Hopi, the origins are dark and dual, 

cruelty is coiled in the very beginnings of all things, and 

circle after circle creation emerges towards a flickering, 

revealed Godhead. . . . 

To the Hopi, God is not yet, and the Golden Age lies far 

ahead.  Out of the dragon's den of the cosmos, we have wrested 

only the beginnings of our being. . . .

(New Mexico, 72) 

Intermingled with the business of writing and publishing these literary works, modifications to the ranch were still underway.   Besides the mending of corral fences, Lawrence was involved with the construction of major additions to the ranch property‑‑an adobe oven in front of the Homesteader's Cabin and two covered porches.  He writes to his mother‑in‑law, the Baroness Anna Von Richthofen, about the first porch and oven:

Right now we're making a roof over the little verandah, in 

front of the kitchen‑door‑‑with eight little pillars, pine‑

trees, and boards on top: very nice.  It's almost done.‑‑You 

know, too, we have an Indian oven, made of adobe.  It stands 

outside, near the kitchen‑door:  built like a bee‑hive. . . . 

I've made bread, and we've baked bread and chickens in the 

oven:  turned out very well.  We can bake twenty loaves of 

bread in half an hour in the oven.  (Letters 5:62)

By October the Lawrences once again ventured south to Mexico (with Brett in tow) so that Lawrence could complete work on The Plumed Serpent.  As he says in a note to E.M. Forster, it's "down to Old Mexico, to finish a novel, and see the gods again there.‑‑One can go no farther than one's blood will carry one.  But there are worlds beyond worlds, and some sort of trail" (Letters 5:77).  The trail would lead first to Mexico City and then on to Oaxaca, a small cultural center with a strong Zapotec Indian heritage and local color.  The surrounding countryside, still suffering from the aftermath of revolution, was politically unstable and dangerous to travel in; but Lawrence was focused on the reworking of his novel and almost doubled its length over the next few months as he fleshed out characters and plot.  


The novel deals with a revival of the Aztec gods, the "Quetzalcoatl movement," and attempts to reconcile ancient and modern ways of life by restoring a primeval connection with the cosmos.  This new world order includes the pitting together, and hybrid mixing of, indigenous Indian and European cultures as part of the revitalization process aimed at restructuring social and personal relationships.  Lawrentian scholar and editor Virginia Hyde states, "Despite containing authoritarian ideas, The Plumed Serpent is a pioneer in depicting interracial marriage, in the union between Kate and the Zapotec Indian Cipriano" (Introduction to The Plumed Serpent, xx).  She goes on to say that while Lawrence had always been fascinated by the mingling of cultures, his portrayal of racial intermarriage at this time may have stemmed from his witnessing the real‑life relationship and subsequent marriage of Mabel Dodge to the Taos Indian, Tony Lujan (xxiii).  The Plumed Serpent, which is considered experimental on a number of levels, is the last and most complex of his so‑called "leadership novels."  By combining narrative prose with elaborate rituals and embedded songs and chants, Lawrence creates a whole mythology rich with religious symbolism that is also grounded in the everyday details of Mexican life, landscape, and history.  Critic Arnold Odio remarks that through The Plumed Serpent and essays contained in Mornings in Mexico, Lawrence has "had a subtle‑‑if not direct‑‑impact on a type of [predominately Spanish‑American] novel which has been described as being sui generis:  the novel of magical realism" (188).  The Plumed Serpent took American literature into new realms by exploring our aboriginal roots and giving voice to the dispossessed Indian.


Immediately upon completion of this exhaustive mental outpouring, Lawrence fell deathly ill with a suspected combination of tropical diseases and influenza which ultimately triggered his tuberculosis.  It was officially diagnosed as such for the first time, and Lawrence was given only a year or two to live.  Following the doctor's advice for a climate of sun and dry air, the Lawrences arrived back at the Kiowa Ranch on April 6, 1925.  Brett, who had returned earlier, was to remain down at the Del Monte Ranch with the Hawks, thus giving the Lawrences more privacy.  The recovery was slow, as recorded in letters to friends and family (see Appendix 5).  He writes to his sister:

Yes, I was awfully sick:  malaria, typhoid condition inside, and 

chest going wrong.  Am much better‑‑but must be careful all summer‑‑

lie down a great deal.‑‑When the wild cold winds come, I just go 

to bed.  In the wonderful sunny days‑‑they are six out of seven‑‑

I potter about and lie on a camp bed on the porch.  I don't work 

yet, Trinidad and his wife Ruffina [sic]‑‑the Indians‑‑do most 

things for us.‑‑We have brought up two horses‑‑and bought a buggy‑‑

it stands by the barn.  Trinidad drives it in style.‑‑Now they are 

busy, away at the Gallina canyon, about two miles off, building a 

little dam and putting in pipes, to get the water out of the canyon 

into our irrigation ditch, which winds round the hills to the 

house.‑‑It's rather an expense.  But we must have water on the land.









(Letters 5:224)

The addition of running water to the ranch allowed the Lawrences to plant a little garden.  Lawrence was then in charge of keeping it and the field watered:  "I go out every morning to the field, to turn the water over a new patch.  So the long 15‑acre field is very green, but the ranges are dry as dry sand, and nothing hardly grows.  Only the wild strawberries are flowering full, and the wild gooseberries were thick with blossoms, and little flocks of humming birds came for them." (Letters 5:257). 


The thought of his novel and Mexico brought back uneasy memories of illness, so Lawrence turned his attention to other projects.  He began to write a biblical play called David (published in 1926 and first performed in 1927).  In the play, Saul loses his power through disobedience to God's will.  Likewise, Lawrence had always believed that illness and its consequences were partly the fault of the sufferer, a failure to recognize life's mistakes which wounds the soul. Cambridge biographer David Ellis remarks, "The advantage of this attitude was that, if a man was ultimately responsible for the illness, then recovery might also lie in his own hands" (261). The writing of David during Lawrence's convalescence at the ranch was perhaps therapeutic as well as being a testament to his dramatic skills and writing stamina.  He also wrote several essays on the novel as art‑form and the purpose of art in general:  "Art and Morality," "Morality and the Novel," and "The Novel."  These articles form the core of a series of essays on literary theory and aesthetics conceived while in New Mexico.26 According to Ellis again, "these three pieces, written in May and June 1925, constitute one of the most impressive of all Lawrence's many replies to his detractors and have provided crucial concepts, as well as striking phrases, for which many literary critics have been heavily in his debt ever since" (250).  


At this time, Lawrence was approached by Centaur Press to produce a book of uncollected essays. The title of the book, Reflections on the Death of a Porcupine and Other Essays (1925), came from one of the new pieces he supplied for the collection and was partly inspired by his own experience with a porcupine at the ranch:

I noticed, riding through the timber, the porcupines are gnawing 

the tips of the pine‑trees.  I saw a huge one with all his bristles 

up, the other evening, just in front of the house.  Wish I'd killed

him.‑‑And I heard Aaron squealing and running to corral‑‑he's my 

black horse, very nice‑‑and I found he'd got a little bunch of 

porcupine quills in his nose.  Had to pull them out one by one 

with the pliers, and he hated it.  (Letters 5:278) 

Lawrence did later kill a pesky porcupine with a twenty‑two rifle and felt conflicted regarding this first hunting experience and the harsh necessity of killing as "part of the business of ranching: even when its only a little half‑abandoned ranch like this one" (Reflections, 354).  For the essay collection, most of the material was either newly written or revised, and glimpses of ranch life are sprinkled throughout.  Michael Herbert affirms in the Introduction to the Cambridge edition that the book was "a remarkable tribute to life on the ranch and to his own possession of that vividness and vitality stressed in all the essays" (Herbert, xli).  


Of particular note is "....Love was Once a Little Boy," in which Lawrence talks about his newly‑acquired cow, Black‑Eyed Susan, and the mysterious connection between them.  (See Appendix O for a historical photograph of Lawrence and the cow.)  Brett documents Lawrence’s first milking of Susan after struggling to get the unruly cow into the corral: “[A]t milking time you go in cautiously with the bucket.  We [Brett and Frieda] hide behind palings to watch.  You talk to her, stroking her nose; then sit gingerly on the stool and begin to milk. . . . She stands as quiet as a lamb as the milk streams into the bucket.” (222).  He states in a letter: "I seem to be forever milking.  We have pulled down the old corral, and made a new smaller one out of the old lumber.  Also reroofed the barn. . . .  Now the lesser house is the dairy‑‑all cleaned up and nice" (Letters 5:268).  Lawrence catalogues his other livestock as consisting of four horses, white and brown hens, a white cock, and a little wild rabbit that Trinidad had caught.  He reports to his mother‑in‑law:  "Frieda makes two pounds of butter a week!!  Today we got as many as eight eggs!!!" (Letters 5:266).  In describing their simple farm life to his publisher Martin Secker, Lawrence comments:

We are busy on our ranch just ranching.‑‑. . . Sounds idyllic, but 

the cow escapes into the mountains, we hunt her on horseback and 

curse her . . .: an eagle strikes one of the best hens: a skunk 

fetches the eggs: the half wild cows break in on the pasture, 

that is drying up as dry as pepper‑‑no rain, no rain, no rain.  

It's tough country.  (Letters 5:268)

     
By the end of May, Lawrence was recovered enough to begin the tedious work of revising his novel.  He writes, "They have sent me the typescript of my Mexican novel‑‑I did so want to call it 'Quetzalcoatl', but they all went into a panic‑‑and they want the translation‑‑The Plumed Serpent‑‑I suppose they'll have to have it‑‑but sounds to me rather millinery" (Letters 5:254).  With the name of the book established, revisions continued throughout June and into July.  During this time Centaur Press published A Bibliography of the Writings of D.H. Lawrence by Edward McDonald.  The list of literary accomplishments was already quite extensive and growing.  McDonald's serious attention was one of the first in a long line of scholarly studies, leading to academic pilgrimages to the ranch made by young and old in the years to follow.


As autumn approached, the Lawrences' six‑month visa was coming to an end, and they packed up for another visit to England.  Although they hated to leave the ranch they'd put so much hard work and care into, Lawrence was feeling nostalgic because of his close brush with death; and he was torn between the old world and the new.  His sadness is expressed in this unknowingly permanent farewell:  "It grieves me to leave my horses, and my cow Susan, and the cat Timsy Wemyss, and the white cock Moses‑‑and the place. . . . it's very wonderful country"  (Letters 5:291).  They left New Mexico on September 11, 1925‑‑his birthday.  It had been exactly three years since his arrival in America, and Lawrence would never again return due to his failing health.


Lawrence continued to yearn occasionally for his ranch and to write about his experiences in New Mexico.27  On a November evening of 1925 in the village of Spotorno on the Italian Riviera, he wrote an essay entitled "A Little Moonshine with Lemon."  It was written specifically for Willard Johnson's special Lawrence issue of his magazine, Laughing Horse, that was published in April 1926.  The essay gives a portrait of the uncharacteristically sentimental Lawrence comfortably having a glass of vermouth in the temperate Mediterranean on St. Catherine's Day, while dreaming of his American ranch in the snowy mountains where he would instead be drinking "moonshine":

not very good moonshine, but still warming:  with hot water 

and lemon, and sugar, and a bit of cinnamon from one of those 

little red Schilling's tins.  And I should light my little 

stove in the bedroom, and let it roar a bit, sucking the wind.  

Then dart to bed, with all the ghosts of the ranch cosily round 

me, and sleep till the very coldness of my emerged nose wakes me





 (Laughing Horse 13:3)

He derives some comfort from knowing the same moon shines on both him and the shut‑up ranch.  Brett did return to Taos in June of 1926 and kept Lawrence informed of conditions there and saw that the horses were fed.  In January of 1927 Lawrence writes to her, "I'd have loved to see the Christmas and New Year dances at the pueblo.  I'd love to ride Poppy in a race with Prince.‑‑But there you are, 6000 miles, a pot of money, and a great deal of travelling effort lie between, to say nothing of New York. . . ."  (Letters 5:629).  This is to say nothing, too, of strict immigration officials who would have made such an attempt humiliating for the more and more obviously sick man.  He also maintained contact with Mabel and dedicated Mornings in Mexico to "Mabel Lujan" since, as he explains, "to you we owe Taos and all that ensues from Taos" (Letters 6:36).  And he wrote an article at Mabel's request called "New Mexico," which summed up his feelings toward the rugged and majestic Southwest:

I think New Mexico was the greatest experience from the outside

world that I have ever had.  It certainly changed me for ever.  

Curious as it may sound, it was New Mexico that liberated me 

from the present era of civilization, the great era of material 

and mechanical development. . . . 

. . . the moment I saw the brilliant, proud morning shine high 

up over the deserts of Santa Fe, something stood still in my 

soul, and I started to attend. . . .  In the magnificent fierce 

morning of New Mexico one sprang awake, a new part of the soul 

woke up suddenly, and the old world gave way to a new.  

(Survey Graphic, 153)

6. Frieda's Ranch Years

Lawrence went on to produce other memorable works including his Last Poems (1932), Etruscan Places (1932), Apocalypse (1931), The Virgin and the Gipsy (1930), The Man Who Died (1929), and his most widely known novel, Lady Chatterley's Lover (1928).  His passion for writing continued until his death on March 2, 1930, at the age of 44.  He was buried in Vence, France, with a simple ceremony attended by Frieda, her daughter Barbara, the Aldous Huxleys, Achsah Brewster, Ida Rauh, and a few others.  Frieda commissioned a headstone made of pebbled mosaic in the design of a phoenix.  However, she wrote to Bynner a week later stating her ultimate wish to transport Lawrence's body back to Kiowa Ranch: "Now I have one desire‑‑to take him to the ranch and make a lovely place for him there.  He wanted so much to go" (Memoirs and Correspondence, 235).


Frieda arranged for her new Italian companion, Angelo Ravagli, to escort her to America; and they stayed at the ranch, inspecting its condition, from June to November of 1931.  Janet Byrne claims in her biography that Frieda spent much of her time at the Lobo [Kiowa Ranch] trying to coax memories of Lawrence onto paper" (Byrne, 360).  It was in the old cabin that Frieda produced her book about life with Lawrence, "Not I, But the Wind...," a phrase from the first line of one of Lawrence's poems celebrating their love and interconnectedness.  Meanwhile, Ravagli cleared the ranch of accumulated scrap and made plans for a larger cabin that was to have cold running water, electricity, and “especially a big kitchen” (Aldington, p. 179; Squires & Talbot, 375).   Frieda later recreated Ravagli's attitude toward the old "upper ranch" in her autobiography:  

'I will build a house, a house fit to live in, not an old 

cow‑shed like this one but a fit place for human beings to 

live in.  Here the packrats are running overhead like elephants 

and the chipmunks will soon drive us out.  Get a string and 

show me where you want your new house and how big you want 

it.' (Memoirs and Correspondence, 28)


First, however, legal issues regarding Lawrence's estate required Frieda to return to England for the probate hearing which finally decided in her favor and secured her financial independence.  (Lawrence had unfortunately died without updating his will, which had become lost in the various moves, and two of his siblings had thus attempted to claim a share of the inheritance.)  Frieda and Ravagli arrived back at the Kiowa Ranch on May 2, 1933, and began almost immediately to lay the foundation of the new log cabin.  During this time, Frieda completed the final draft of "Not I, But the Wind...," including many of Lawrence's early letters she had found in her mother's desk in Germany.  The book was published in October of 1934 with favorable reviews, rating her book above the horde of others produced by friends and acquaintances soon after his death.  Frieda is also credited with penning the most poignant epitaph:  "What he had seen and felt and known he gave in his writing to his fellow men, the splendour of living, the hope of more and more life . . . a heroic and immeasurable gift" (Memoirs and Correspondence, 106).


 On the fifth anniversary of Lawrence's death (March 1935), Frieda sent Ravagli to Vence to retrieve Lawrence's remains.  Ravagli had built at the ranch the simple, chapel‑shaped memorial high on a hill with a spectacular view of the desert.  Frieda had formed the idea for the shrine while visiting the British Museum in London and experiencing the peaceful ambiance of its Egyptian exhibit.  After Lawrence's body was exhumed and cremated, the ashes were brought back to New Mexico along with a controversy bordering on the comic.28  Some versions of the story say Lawrence's ashes were accidentally spilled or purposely dumped and then replaced with fireplace ash; others say they were eaten in chili or stirred into tea.  The urn and its contents were forgotten and retrieved several times enroute from New York to the ranch, and plans by Mabel and Brett to steal the ashes and scatter them over the desert were foiled by Frieda's counter‑plan of either mixing the ashes into the concrete or cementing them behind the altar of the newly‑built shrine.  The confusion and possessiveness over the ashes add a touch of mystery to the transfer, and as biographer Brenda Maddox writes:  "This ambiguity of resting place gave rise to the sense that Lawrence was nowhere and everywhere" (501).


Frieda was outspoken in promoting and defending Lawrence's literary talents after his death.  Her unique perspective as the "wife of D.H. Lawrence" was continually being sought.  When the Dial Press decided to publish in 1944 The First Lady Chatterley (an early version of his last novel), Frieda was asked to write the foreword.  In it she calls the novel "the last word in Puritanism" since only "an Englishman or a New Englander could have written it."  She ends by hailing Lawrence's integrity:  "He never wrote a word he did not mean at the time he wrote it.  He never compromised with the little powers that be; if ever there lived a free, proud man, Lawrence was that man" (Memoirs and Correspondence, 456).  Her own strength of character is reflected in these lines from her autobiography: "Whatever happens to me, good or ill, however people hurt me one way or another, I won't let my blood turn sour and my spirit grow resentful" (Memoirs and Correspondence, 20).  Frieda corresponded with many of the Lawrence scholars of her day and tactfully answered their questions; these included E.W. Tedlock, Jr., who wrote the descriptive bibliography of manuscripts in her possession, The Frieda Lawrence Collection of D.H. Lawrence Manuscripts (1948) and also Harry T. Moore, whose biography of Lawrence, The Priest of Love, was first published in 1954 as The Intelligent Heart.  Over the years, she also made astute observations like this one from a letter to English scholar Edward Gilbert regarding Lawrence's prolific and enigmatic nature:

Lawrence wrote like a tree puts out leaves and grows tall and 

spreads.  It was not a cerebral conscious activity.  That was his 

genius. . . .  He did not nail things down, but left the door 

open for others to come along.  He was great enough to know that 

life goes on and there is no ultimate word.

(Memoirs and Correspondence, 343‑344)  

Referring to the couple’s infamous quarreling, Frieda dismisses conflict as "natural" between two people of dominant personalities who love each other with intimacy and frankness.  Furthermore, she provided counterbalancing opposition to keep his novels from being, in Lawrence's term, "too much me."  Frieda maintains that Lawrence "always listened to her, even when he was angry" (Memoirs and Correspondence, 130).  


She expanded Lawrence's perspective by bringing him into contact with German high‑culture and the innovative sociological and psychological ideas then being espoused by Max Weber (the epitome of Heidelberg enlightenment), Sigmund Freud, and his disciple Otto Gross (with whom Frieda had a brief pre‑Lawrence love affair).  Frieda claims she was "full of undigested theories" at the time she met Lawrence ("Not I, But the Wind...," 3).  One of the first conversations she shared alone with him had centered on Oedipal themes, which are played out dramatically in Sons and Lovers; and, as a result, Lawrence revised the novel to accommodate his new understanding.29  Worthen believes that the revision of Sons and Lovers was "Frieda's most important contribution to his writing" and that afterward "Lawrence would constantly return to the theme of men and women (but especially women) breaking away from their security and risking themselves in their bid for self‑fulfilment" (Early Years, 446). 


The German erotic movement, to which Frieda had been introduced, was initiated as a rebellious response to the overpowering Bismarckian patriarchy.  Gross's ideas had been shaped in part by a group of Bohemian intellectuals active in Schwabing around the turn‑of‑the‑century known as "The Cosmic Circle" (die kosmische Runde), who built upon the matriarchal concepts of the Swiss anthropologist J.J. Bachofen, author of Mother‑Right (1861).    Cultural historian Martin Green describes their beliefs:  "They stood for life‑values, for eroticism, for the value of myth and primitive cultures, for the superiority of instinct and intuition to the values of science, for the primacy of the female mode of being" (73).  These ideals, and others such as "blood‑consciousness," were in tune with Frieda's basic personality and, through her, contributed to Lawrence's own philosophy and fiction.  Frieda's relationship with Gross in 1907 had been liberating to her at a time when she felt stifled, thus helping to establish her self‑identity and sexual confidence.  However, she recognized the danger of his extreme and radical idealism.  As she later wrote, "something was wrong in him; he did not have his feet on the ground of reality" (Memoirs and Correspondence, 102).  She preferred the stability of the more responsible and conservative artist‑rebel born of the working classes.  Theory was thus tested in the crucible of the Lawrences' shared life experience, but within the traditional framework of marriage.  The young and curious Lawrence responded enthusiastically to Frieda's foreignness, like a much needed breath of fresh air, calling her "the most wonderful woman in all England" and "the woman of a lifetime" (Letters 1:376, 384).  Frieda later confessed to the added challenge of bridging the gulf between English and German upbringing‑‑"beyond class there was the difference in race, to cross over to each other," she wrote: "Only the fierce common desire to create a new kind of life, this was all that could make us truly meet" ("Not I, But the Wind...," vii).  Frieda considered it her task and responsibility to release Lawrence from his "British" inhibitions, thereby freeing his creative talent and helping him to "flower."  


Although the degree of Frieda's influence on Lawrence's writing is still hotly debated, it is generally agreed that she was an integral part of his life during their eighteen years together.  Biographer Rosie Jackson says of Frieda's contributions throughout Lawrence's career:


She continued to offer criticism, ideas, support and stimulus.  She

constantly read his work and gave vigorous feedback.  She encouraged 

him to extend his imaginative range, to take risks, to move into new 

areas with his fiction, to be more direct. . . . In these and other 

ways, Frieda was an essential part of Lawrence's imaginative process.  

His creative projection went from him to her and back before it entered

his writing.  She is also one of the most constant features in his

imaginative landscape.  As if Lawrence were sustaining an inner 

dialogue with her throughout his fiction, Frieda appears in work after

work.  (63‑64)

Consequently, Frieda has since served other writers as a model for fictional characters in the role of a "goddess of Eros" or a life‑affirming Magna Mater (as in Aldous Huxley's The Genius and the Goddess, for example).  According to her own biographer, "Frieda's face has been the unseen heraldic sign on the flyleaf of hundreds of works" (Green, 338).  She refused to be reduced to those mythic archetypes alone, however, and defended herself by saying to a critic, "You belittle him [Lawrence] if you think I was just a passionate female to him and rather dumb" (Memoirs and Correspondence, 333).  Lawrence called her special gift a "genius for living," and Frieda claimed that "the chief tie between Lawrence and me was always the wonder of living . . . every little or big thing that happened carried its glamour with it" ("Not I, But the Wind...," 36, 70).

Frieda enjoyed being a patron of the arts and soon became a valued member of the Taos community.  Among her friends were Millicent Rogers (Standard Oil heiress and Mabel's successor as cultural hostess in Taos), Rebecca James (secretary of the Harwood Foundation in Taos), and Georgia O'Keeffe (artist and wife of Alfred Stieglitz).  O'Keeffe described her first impression of Frieda in 1934:

I can remember clearly the first time I ever saw her, standing 

in a doorway with her hair all frizzed out, wearing a cheap red 

calico dress that looked as though she had just wiped out the 

frying pan with it.  She was not thin, not young, but there was 

something radiant and wonderful about her.  (Feinstein, 250)

Of her ranch gatherings and "down‑home" cookouts, Byrne states, "Frieda's tastes were understated and egalitarian. . . .  Hot dogs and pots of chili preceded hand‑cranked ice cream, and artists rubbed elbows with the titled and high‑ranking" (383).  Byrne continues, "To a younger generation of writers, artists, and musicians, many of whose careers she had helped cultivate and finance, she was something of a retired diva" (412).  Her free time was spent on embroidery, knitting, and painting.  One watercolor, preserved at the University of Texas, depicts Lawrence as St. Francis with birds and fishes in a Tyrolian setting, reflecting Frieda's Germanic roots and her religious upbringing.30  The Kiowa cabins were decorated in the style of Bavarian summer cottages.  She also kept the Lawrence Memorial supplied with fresh pine boughs and graciously welcomed visitors at the Kiowa Ranch.  Claire Morrill, longtime Taos shopkeeper and author of A Taos Mosaic, relates her memories of Frieda's broad smile and guttural laugh and how she had a "way of building someone's bit of small talk into something important and unobtrusively giving it back to him as his own" (118).  Morrill adds, "There were few who knew her in Taos who did not really love her" (121).  Frieda’s joyous nature is reflected in a 1951 letter to an old friend:  "I wake up in the morning and the sun rises on my bed and I run around the house happy and grateful to be alive (this is a morning country).  I love doing what I do. . . .  I am a lucky old woman!" (Memoirs and Correspondence, 342)


In 1938 Frieda bought the Los Pinos house (just north of Taos in El Prado) to escape the cold winter months on Lobo Mountain.  She writes to her son, Monty, in August of 1939, "We will have a bathroom and lots of water in Los Pinos" (Memoirs and Correspondence, 275).  There was also a workshop big enough to hold a kiln for Ravagli's ceramic work.  As Frieda got older, she spent less time at the ranch and began making arrangements with the University of New Mexico in Albuquerque to take it over.  Frieda and Ravagli were married on Halloween of 1950 by a Justice of the Peace in Taos, thereby entitling him to half of her remaining estate.  In November of 1955, she deeded the Kiowa Ranch property to the university with explicit instructions that ten acres be maintained and left open to the public as a "perpetual memorial," a mecca for unpublished writers and others (Appendix T-T3).  Her gift to the university was accepted by resolution of the Board of Regents at a meeting held on November 19, 1955 (Appendix U-U2), and has since been known as the "D.H. Lawrence Ranch."


Frieda's unfinished autobiographical novel, "And the Fullness Thereof," was published posthumously in 1961 within Frieda Lawrence:  The Memoirs and Correspondence.  In it she writes how Lawrence "walked into her life, naturally and inevitably as if he had always been there, and he was going to stay" (104).  She compares her full life to the diversity of nature surrounding her at the ranch:

Through every window the out‑of‑doors comes right up to me.  

There is this ever changing great sky and the desert below 

and the dark line of the Rio Grande.  I never get tired of 

seeing it.  And my past life is spread out before me like 

this great view.  Now I am old I can look over it as I do 

from this mountainside over the valley below.  I have known

love and passion and ecstasy and hate and pain, but now there 

is peace in me . . . .  (Memoirs and Correspondence, 133)

She has also been the subject of several biographies, herself.  Like Lawrence, Frieda defies neat categorization; however, she was an individualist who lived the unorthodox kind of life she wanted.  As a proto‑feminist, Frieda "had no feminist framework in and through which to articulate her struggle," says Jackson, "nor did she see the need for one" (65).  Nonetheless, she arrived at similar goals through her own unique path.  Frieda died of a stroke at her El Prado home on her 77th birthday, August 11, 1956.  She had requested to be buried just outside the Lawrence Memorial and for a farewell ad to be placed in El Crepuscolo, a Taos newspaper edited by Johnson, thanking all her friends for their friendship‑‑and signed: Frieda Emma Johanna Maria Lawrence Ravagli.  The ranch service took place on August 13 and included a reading of Psalm 121 ("I will lift up mine eyes unto the hills . . .") and Lawrence's poem "Song of a Man Who Has Come Through."

7. Lawrence's Influence in America


The formative years of the Taos/Santa Fe art colonies were concentrated between 1900 and 1920 and initially centered on painting. Writers converged on the region shortly after, with Alice Corbin Henderson taking the literary lead in Santa Fe, reflecting her Chicago experience as editor and co‑founder of Poetry, the nation's premier magazine of creative verse.  Another pioneer of the literary scene was Harvard‑educated author Witter Bynner, Santa Fe's perennial host and benefactor.  Together they filled a social role equivalent to that of Mabel Dodge Luhan in Taos.  Both the Taos and Santa Fe colonies were well established and entering their "Golden Age" period by the time of Lawrence's arrival in America.  The colonies were enjoying the stimulation from the post‑World War I influx of creative talents drawn to the region's beauty, remoteness, climate, multiculturalism, and history along with its tolerance and support of restless, unconventional artists.  Taos was a smaller and more rustic colony, simultaneously dependent upon and competitive with Santa Fe's.  Taos had the Indian pueblo while Santa Fe had the Museum of New Mexico and featured better access to transportation via the AT&SF Railway, thus creating two distinct communities with a shared artistic identity.  The yearly summer crowd infecting Taos with creative spirit was described by a national magazine: "Artists affect everyone and everyone affects artists, until Taos is now a whirlpool of self‑expression. . . .  All Taos is art conscious" (Arrell Morgan Gibson, 63).31


Lawrence is prominently linked with the development of the Taos region in general reference books and travel guidebooks.  Even the Taos County Chamber of Commerce Webpage proudly presents this Lawrence quotation as motto:  "You cannot come to Taos without feeling that here is one of the chosen spots on Earth" (Taos Chamber of Commerce Website).  His contribution to the Taos/Santa Fe artist and writer colonies was significant due to the number of contacts he made while living in New Mexico.  These include the poet, Bynner (who wrote of his experiences in Journey with Genius:  Recollections and Reflections Concerning the D.H. Lawrences); the editor of the Laughing Horse literary journal, Willard Johnson (who published a special issue dedicated to Lawrence); the Danish painters, Kai Gotzsche (who painted Lawrence's portrait and provided cover‑art for Lawrence's translation of Giovanni Verga's Mastro‑Don Gesualdo) and Knud Merrild (who wrote A Poet and Two Painters: A Memoir of D.H. Lawrence and produced cover‑art for Lawrence's story collection The Captain's Doll in addition to portraits of him); journalist, Joseph Foster (who wrote D.H. Lawrence in Taos); and Mabel Dodge Luhan (who wrote Lorenzo in Taos).32 Lawrence was also acquainted with some of the important founding members of the Taos colony:  Walter Ufer and Victor Higgins (both were among the original Los Ochos Pintores which formed the Taos Society of Artists in 1912 to promote critical recognition and marketing), Leon Gaspard (a renowned Russian artist), and Andrew Dasburg (one of the most influential painters in both the Santa Fe and Taos colonies).  Ufer, Gaspard, Foster, Johnson, and Mabel Luhan all made visits to the ranch in the summer of 1924.  The actress Ida Rauh saw the Lawrences at Kiowa Ranch in May of 1925 to read over his play David.  And Willa Cather, a regular summer visitor to Santa Fe, came to Kiowa in July of the same year.  She described the Lawrences as "very unusual, charming, and thrilling people" (as in Ellis, 354).  Soon after, Cather would write Death Comes for the Archbishop (1927), portraying Catholic pioneers in the Southwest.  Another Santa Fe luminary introduced to Lawrence was Mary Austin, an author and Indian rights activist.  Even before Lawrence's arrival in America, the New Republic lumped them together as being leaders of the "Back to Montezuma" school of "primitivism" because of their stated sympathies for Native Americans.  They both had critiqued modern culture by invoking Indian folk art and lore.


 In addition, Lawrence was responsible for importing the considerable talents of the Honorable Dorothy Brett, an alumna of the Slade School of Art in London.  Brett permanently settled in Taos, eventually becoming an American citizen.  Her memoirs, entitled Lawrence and Brett:  A Friendship (1933), is a valuable diary-like source on ranch activities and cabin description.  She produced cover‑art for the original U.S. editions of Lawrence's The Boy in the Bush (1924) and The Plumed Serpent, the latter painting created at the ranch in the spring of 1925 (see Appendix Q).  Her portraits, including several of Lawrence, and her distinctive paintings of Indian ceremonials have earned considerable repute, many being displayed in major American and European museums.33  She claimed it was her goal to "paint the inner life of the Indian . . . his reverence for the earth, the world that feeds him and keeps him alive" (Morgan, 54).  As a Lawrence devotee, Brett transferred his symbolic "vitalism" into the visual medium.  Her large painting entitled The Kiowa Ranch (produced on‑site in 1925), with the collaborative addition of figures made by Lawrence and Frieda (Appendix B), hangs in the exhibition "Lawrence's Women" at the Millicent Rogers Museum in Taos accompanied by other works by Brett, Frieda, and Mabel.  A selection of Lawrence's own paintings was acquired by Saki Karavas (now deceased), the former proprietor of the La Fonda Hotel that is located on historic Taos Plaza; and the showing is advertised by an outside wall plaque.


Lawrence's significance can likewise be traced forward to artists drawn to northern New Mexico later.  In 1929 Georgia O'Keeffe spent several weeks at the Kiowa Ranch and was inspired by the stately pine outside the Lawrence cabin to paint The Lawrence Tree as seen looking up through the branches at a starry sky (Appendix I).  Aldous and Maria Huxley stayed the summer with Frieda at Kiowa Ranch in 1937, and there Huxley completed his Ends and Means (1937).  He previously had used local terrain for a scene in Brave New World (1932) and modeled the character of Rampion in Point Counter Point (1928) after Lawrence.  Mississippi‑born playwright Tennessee Williams was another visitor to see Frieda and the memorial in August of 1939.  He was so moved by the experience that he started drafting I Rise in Flame, Cried the Phoenix a few days later as a direct result of the trip.  The one‑act play centers on the final days of Lawrence's life.  Williams later wrote with Donald Windham an adaptation of Lawrence's short story "You Touched Me"‑‑a comic play which was revised several times in the 1940s.  According to Williams's biographer, Donald Spoto, "there can be no doubt of Lawrence's influence on Williams's early prose and poetry‑‑particularly regarding the mystic confluence of sex, nature, and power" (74).  Also in 1939 the poet W.H. Auden rented Lawrence's cabin from Frieda (describing her as the "original Earth‑Mother") and in 1940 adapted Lawrence's short story "The Rocking‑Horse Winner" for radio.  In June and July of 1941 Richard Aldington, the Lawrences' friend and author of the book D.H. Lawrence: Portrait of a Genius, But..., visited and collected a set of Kiowa Ranch butterflies which he offered to share with Frieda (Frieda Lawrence and Her Circle, 85).  The poet Stephen Spender spent the summer of 1948 at Kiowa Ranch where he wrote much of his autobiography, World Within World (1951).  The conductor/composer Leonard Bernstein stayed a week the same summer and worked on his second symphony, The Age of Anxiety (based on the work of Auden), using Frieda's old upright piano.  The popular conductor Leopold Stokowski was another among the numerous talented individuals who made the pilgrimage to the ranch.


Many American writers, besides those already named, have felt compelled to study, write about, and pay homage to Lawrence and his works.  Poet William Carlos Williams wrote "An Elegy for D.H. Lawrence" in which he laments: "Poor Lawrence/ worn with a fury of sad labor/ to create summer from/ spring's decay" (Williams, 64‑67).34  H.D.'s poem "The Poet" is thought to be a tribute to Lawrence with its "shrine so alone" in the desert: "everyone has heard of the small coptic temple,/ but who knows you,/ who dwell there?" (Collected Poems, 465).35  She also wrote the novel Bid Me to Live: A Madrigal (1960) as a debate with Lawrence through her characters of Julia and Rico.  Author Norman Mailer wrote The Prisoner of Sex (1971), providing a rhetorical defense of Lawrence against early feminist attack during the heat of the sexual revolution.  Anais Nin wrote a sensitive examination of Lawrence's works entitled D.H. Lawrence: An Unprofessional Study (1932, 1964), a book which is thought to have matured her as a writer.  The scholar Harry T. Moore made the following observation in the 1964 introduction (reprinted 1994):



The particular kind of intuition‑‑emotional knowledge‑‑

for which we are so grateful in Miss Nin's own later 

fiction, she first applied to her explication of Lawrence.  

Surely this book was an important stage in her own 

development. . . .  And what she so wonderfully knew 

in youth, and could see in Lawrence's writings, is still

very valuable, valuable to all of us. (12)

Henry Miller became almost obsessed in his study of Lawrence's mystical philosophy while writing The World of D.H. Lawrence: A Passionate Appreciation (1980).  He described his sense of commitment by saying:  "The only way to do justice to a man like that, who gave so much, is to give another creation.  Not explain him‑‑but prove by writing about him that one has caught the flame he tried to pass on" (Letters to Anais Nin, 117).36  Miller believed that Lawrence's essays embodied many of the intellectual ideas that he himself was trying to forge in his own works.  What started as an assignment to put his "competition" behind him led to a lifelong fascination with, and esteem for, Lawrence's genius.  Pulitzer Prize‑winning author Bernard Malamud incorporated his interest in Lawrence's life into his novel, Dubin's Lives (1979), dealing with the love and marriage of a biographer who has selected Lawrence as his current subject.  Critic Eugene Goodheart remarks, "Dubin's Lawrence speaks to the troubled domestic lives of Americans in the middle of the century" (Legacy, 150).  Joyce Carol Oates, who shared Lawrence's humble, working‑class upbringing, wrote The Hostile Sun: The Poetry of D.H. Lawrence (1973) in praise of his writing and philosophy.  She pointed to the "protean nature of reality" revealed in his works and how he discerned "a pattern of harmony and discord, which is Lawrence's basic vision of the universe and the controlling aesthetic behind his poetry" (12, 20).


Lawrence's legacy to other American writers and especially poets has been considerable, as his successors attest.  Jeffrey Meyers asserts that "his art has survived through association and transmission" across a broad spectrum (Legacy, 2).  Karl Shapiro has stated that Lawrence was a very "American" writer and called him "one of the few moderns who really understood Whitman and learned from him. . . .  Lawrence taught everybody the best free verse and the brightest imagery in the clearest of voices . . . ."37  In answer to the age‑old question of what one book of poems to take to a desert island, Shapiro chose Lawrence's, ultimately referring to Lawrence as the "god of letters" ("The Unemployed Magician," 378‑395). Theodore Roethke created some of his poems after the fashion of Lawrence's Birds, Beasts and Flowers in which no creature is too small or unworthy of notice.  He acknowledged his profound debt shortly before death:  "In terms of immediate influence, I read a lot of Lawrence's prose, almost all of it."38  Robert Bly expressed his gratitude: "those masterly generous acts of attention that we call D.H. Lawrence's poems lie underneath all my 'Morning Glory' and seeing poems."39  Knowledge of Lawrence's works helped to shape Bly's organic theories on poetry.  Galway Kinnell favored the "otherness" and "mystery" represented in the animal and love poems, hailing Lawrence "among the great germinal poets of modern times" (54).  Kenneth Rexroth borrowed from Lawrence's example of emotional force and frank personal style for his own love poems.  He remarked in his Introduction to Selected Poems of D.H. Lawrence that the "accuracy of Lawrence's observations haunts the mind permanently" (11).  Gary Snyder discovered Lawrence in high school and considered him one of his greatest teachers: 

I have a great respect for Lawrence. . . .  [S]omebody 

was passing around a copy of Lady Chatterley's Lover‑‑

wow . . . I thought:  I would like to read some more of 

this fellow.  So I went to the Public Library and I

found Birds, Beasts and Flowers listed in the catalogue.  

I read the book and I said:  This man knows what he is 

talking about, and I was converted to the poetry right 

there, and to modern poetry.  (Towards a New American Poetics, 119)

Robert Creeley, exasperated with the tone of "deadness" spread by T.S. Eliot's poem The Waste Land, wrote to Charles Olson, "Lawrence is worth 50,000 Pounds in any market,"40 and in another letter, "I love, again, that man, still, the most" (Creeley, 2:126, 3:99).  Even the young Robert Frost was enthusiastic about Lawrence's poetry, writing to Edward Garnett in 1915:  "I'll tell you a poet with a method that is a method:  [D.H.] Lawrence.  I came across a poem of his . . . and it was such a poem that I wanted to go right to the man that wrote it and say something" (Frost, 179).  The well‑read Lawrence was adept at absorbing literary traditions and making them uniquely his own, thus influencing poets with a wide range of styles from "high" to "low."  For example, Robert Lowell, who praised Lawrence for his free verse (Lowell, 124), shifted from elaborately formal early poetry to supple free forms, reminiscent of Lawrence's, while the Beat poet Allen Ginsberg gained from Lawrence's rhythmic control and sharp detail as well as his bold experiments in form.  As one critic points out, "Lawrence showed American poets how to write as individuals fully alive in thought and feeling, at all times responsive to the passing moment" (Roberts W. French, 134). 

Evidence of Lawrentian inspiration and influence can also be seen woven into the works of modern women writers. Both Amy Lowell and Harriet Monroe were strong supporters of Lawrence and furthered his career in America.  Lowell welcomed him as an "Imagist" poet by including his poetry in her anthologies and sent him gifts of money and a typewriter; Monroe published his poems in Poetry magazine.  Pultizer Prize‑winner Marianne Moore declared it "an eager delight" (249) to accept his poetry for publication in the Dial during her reign as editor 1925‑1929.   Sylvia Plath recorded in her journals that Lawrence was one of her two great teaching masters.  According to a biographer, she named her first child Frieda both for a relative and for Frieda Lawrence, whom she admired (Wagner‑Martin, 174).  Eudora Welty has said of Lawrence (in The Eye of the Story):  "He is first wonderful at making a story world, a place, and then wonderful again when he inhabits it . . ." (97).  Critic Carol Siegel notes the fluidity of both Lawrence's and Welty's fiction in representing female desire and how they follow the same mythic traditions: "The specific myths she chooses to rework and her fondness for sun imagery are strongly reminiscent of Lawrence's texts" (166).  Welty's story "At the Landing" is frequently compared to Lawrence's novella The Virgin and the Gipsy and cited as a prime example of the Lawrentian imagery prevalent in her work.  Kay Boyle wrote that Lawrence's Studies in Classic American Literature gave her "a singular courage" as a writer (16); this led her to his other works, such as St. Mawr, which then echo in her own writing.41  Lawrence's influence can also be traced in Elizabeth Bishop, Denise Levertov, Adrienne Rich, Carson McCullers, and Meridel LeSueur (to limit the list strictly to Americans).42  Women's literature both recognizes Lawrence's contribution in portraying female issues and is at the same time ambivalent, borrowing from Lawrence and sometimes reacting against him in creative dialogue.  Despite Lawrence's veneration for the "living male power," Sandra Gilbert observes: "Over the years, I've noticed that women students are often especially drawn to this writer's work, as if . . . they sensed something quasi‑feminist in it" (“Preface,” xii). 


On the academic front, Lawrence continues to evoke new lines of study among scholars. As suggested above, feminist critics, in revisionary studies, have vigorously interrogated Lawrence's views on women (like Kate Millett) and have located him historically within the debates over the early women's movement in England (Hilary Simpson); more recently they have even placed him within a women's literary tradition (Sandra Gilbert, “Preface”; Siegel).43  Gender studies examine the roles of men and women in their various interrelationships as portrayed in Lawrence's fiction.  His focus on nature is highly relevant to an age that places emphasis on ecological awareness (as in Dolores LaChapelle's Future Primitive of 1996).  Lawrence's fiction aptly lends itself to psychological approaches due to the Oedipal themes that stand out in some works like Sons and Lovers, in particular.  Lawrence studies have kept pace with the shifts in psychological criticism as his works have been filtered through Freudian, Jungian, Lacanian, Kleinian, and even Deleuzian (anti‑Oedipal) interpretations.44  In 2001 the Modern Language Association of America issued Approaches to Teaching the Works of D.H. Lawrence, ed. Elizabeth Sargent and Garry Watson, containing more than 30 contemporary approaches to Lawrence in the classroom.  His international standing also remains high, as shown in The Reception of D.H. Lawrence Around the World (1999), edited in Japan by Takeo Iida with esteemed contributors from East and West.  In an obituary the Manchester Guardian claimed, "Mr. Lawrence was a writer who has exercised a more potent influence, perhaps, over his generation than any of his contemporaries."45  As one of the most widely studied authors of the 20th century, he extends his influence into the future. 

Perhaps the largest impact Lawrence had on American policy was the result of the "Lady Chatterley Trials" that virtually abolished state censorship and upheld the freedom of speech for literature, thus contributing to the national pendulum's swing toward legal and social liberalism (particularly during the 1960s and 1970s).46  Lady Chatterley's Lover (1928) had been under ban, disturbing the public watchdogs on several accounts: inter‑class relationships, adultery, divorce, explicit sexual scenes, and particularly certain four‑letter words that Lawrence had attempted to purge of their "dirtiness" by placing them in poetic contexts.  During the U.S. Supreme Court trial held in 1959, Grove Press defended Lawrence against the Postmaster General's charge of "obscenity" by establishing the novel's "redeeming social importance," which then allowed the book to be shipped through the U.S. Postal Service (Rembar).47 The American victory acted as a contributing catalyst for the 1960 London case of Regina v. Penguin Books, which also supported the literary merit of Lady Chatterley's Lover.  Penguin, a publisher of mass‑market paperbacks, won the right to reprint a thirty‑year anniversary edition of Lawrence's works, including this last, most controversial novel.  The book was legitimized for a third time in 1962 by a similar Supreme Court of Canada trial involving the unexpurgated New American Library edition of Lady Chatterley's Lover, which elicited positive testimony from leading Canadian writers and scholars (Nause, 198‑202).  After the Chatterley trials, an estimated 10,000,000 copies of Lawrence's books were sold world‑wide in less than a decade, confirming Lawrence's far‑reaching international influence (Jackson and Jackson, 11).  The general engagement with Lawrence can best be accounted for by this passage from one of his 1925 letters:  "I can't bear art that you can walk around and admire. . . .  An author should be in among the crowd. . . .  [W]hoever reads me will be in the thick of the scrimmage, and if he doesn't like it‑‑if he wants a safe seat in the audience‑‑let him read somebody else" (Letters 5:201).  Lawrence challenges readers and writers to think, thus continuing to have relevance to society today.

8.  Ranch Uses

Over the years the University of New Mexico (UNM) has used the Lawrence Ranch in various educational capacities.  The Department of Art and Art History has been offering its Annual Summer Art Workshops there since 1981.  These workshops provide a variety of topics on regional art and nature designed to enhance experimental approaches of study.  An annual Taos Summer Writers' Conference, developed by Prof. Sharon Oard Warner, Director of Creative Writing, began in 1999 and features various genres of writing instruction.  Two merit‑based scholarships (for poetry and fiction) are given in connection with it, and the D.H. Lawrence Fellowship has now been reinstated.  Poet Robert Creeley is among those who held a past fellowship with summer residence at the ranch.  This fellowship, originally established in 1958 to "sustain a living tradition of artistic creation at the D.H. Lawrence Ranch" (UNM website) and to grant developing writers a month of scenic inspiration and solitude, was temporarily suspended in 1992 due to poor cabin conditions at nearby Kiowa Village and the lack of a dependable water supply.  While conditions still make it unfeasible to house the fellowship recipient at the ranch, lodging will be provided in Taos.  The English Department and Sigma Tau Delta (National English honor society) sometimes conduct one- and two‑day excursions to the ranch.  Prof. Hugh Witemeyer of the English Department heads a committee of ranch supporters and has led both student groups and a UNM Regent's delegation to the ranch.  Dr. Art Bachrach, professor (retired) and owner of a well‑known Taos bookshop, also conducts a tour of the ranch in connection with a summer enrichment course he teaches for Southern Methodist University's Taos branch.  Currently, a survey of UNM department heads is being made to further incorporate the Lawrence Ranch into UNM curriculum, and the Taos Art Institute has expressed renewed interest in using it as a teaching center.  


The ranch has also attracted Lawrence‑related festivals and conferences.  The D.H. Lawrence Festival of 1970, held at the Kiowa Ranch conference center and organized by Ernest (E.W.) Tedlock and other UNM faculty, was attended by some two hundred scholars and students from as far away as England and France.  Several personal acquaintances of Lawrence were among those present, including Helen Corke, Lawrence's inspiration for the heroine in The Trespasser (1912); David Garnett, son of editor/mentor Edward Garnett; Mrs. Enid Hopkin Hilton, a friend from Lawrence's Eastwood days; and, from the New Mexico years, writer Joseph Foster and ranch neighbors A.D. Hawk and Dorothy Brett.48  In 1980 the Taos Art Association sponsored a Lawrence Festival with Anthony Branch as director and actress Greer Garson as president.  This gala event, honoring the fiftieth anniversary of Lawrence's death, drew such celebrities as Julie Harris and Elizabeth Taylor.  Scheduled activities included a memorial service at the shrine and a discussion on the topic "The Influence of D.H. Lawrence on Living and Writing Today."  The Seventh International Conference of the D.H. Lawrence Society of North America (in association with the Phoenix Rising Society) was held at Taos in 1998 with participants from fourteen countries.49  Based on the theme "D.H. Lawrence and New Worlds," it furnished scholarly papers in thirty‑eight sessions over a period of six days.  Presentations were interspersed with other activities such as tours of the Lawrence Ranch, considered by many the central highlight.

NOTES


1Lawrence had two arm‑chairs, both built in 1924.  One he built himself, shaped with a hand‑ax and carved with a penknife (Brett, 122).  Both Frieda Lawrence and Mabel Dodge Luhan describe it‑‑a "rough" piece of furniture, says Frieda in "Not I, But the Wind..." (v); a "delicate, decorous chair," says Luhan in Lorenzo in Taos (212).  Frieda says she embroidered a piece of petit point for this chair, and Lawrence himself sometimes stitched it (v), but this piece has not survived.  Mabel also built a chair for Lawrence, modeling it in the wide, deep, and heavy Spanish style she describes, apparently like a Spanish Colonial "priest's chair" which derived from Romanesque thrones.  She painted it pale pink with "touches of green in the carving," and Lawrence jokingly referred to it as the "Iron Maiden" (Luhan, Lorenzo in Taos, 202, 203).  It appears possible that the chair displayed at the ranch is the latter.

2Brett tells how the Taos Indians used this term (89), but Witter Bynner suggests, instead, that it was "Red Wolf" (8); in reality, both names were probably used since the fox and wolf belong to the canine family.  The Taos Indian nickname for Frieda was "Angry Winter" (Brett, 89).

3Ravagli returned to Italy in 1960 and died in 1976.  The red fox statue now adorns Ravagli's memorial at a cemetery in Spotorno, Italy, as recently confirmed by Stefania Michelucci (5).

4"The Spirit of Place" is the name of the opening essay in his Studies in Classic American Literature.  The earlier, more idealistic, versions of these studies were collected by Armin Arnold in 1961 under the title The Symbolic Meaning and they will be included in the Cambridge Edition of SCAL. 

5Lawrence tells how Rananim was first planned late in 1914 (Letters 2:268)‑‑and he directly cites the song version of "Ranani Zadikim Zadikim l'Adonai" ("Rejoice in the Lord, O ye righteous," Psalm 33:1), referring to the psalm as sung by Koteliansky.  A link seems likely, too, with the Hebrew adjective "ra'annanim" (green, flourishing) from Psalm 92:14 (K. W. Gransden, 22‑32).  

6E.W. Tedlock, Jr., later edited her Memoirs and Correspondence; see also Michael Squires, D.H. Lawrence's Manuscripts, containing correspondence between Frieda and the bookseller Jake Zeitlin, and others, and revealing significant details of the dispersal of the Lawrence manuscripts over a period of 30 years.  

7 See both the first and second editions of Gilbert’s Acts of Attention; Shapiro’s statement is in his personal letter (1985), in Legacy (Reference List).

8Other Lawrence organizations include Phoenix Rising of New Mexico, the D.H. Lawrence Society of England, the Rananim Society, the Haggs Farm Preservation Society of England, and the D.H. Lawrence Societies (besides those named in the text) of England, Japan, Korea, China, Australia, and Italy. In Iida's book, writers discuss the lively Lawrence circles and scholarship in Britain, the United States, France, Italy, Germany, Poland, Finland, Mexico, Canada, Australia, Japan, Korea, China, and India.  International Lawrence conferences have been held in diverse locations, including Boston, Shanghai, Montpellier, Ottawa, Nottingham, Paris, Taos, and Naples.  The next two are scheduled for Kyoto and Santa Fe.

9The Modern Language Association of America has also published a new book presenting numerous ways of teaching Lawrence’s works (see Elizabeth Sargent and Garry Watson in the Reference List).

10On this largest collection, in the Harry Ransom Humanities Research Center at the University of Texas, see Roberts, 23‑37.  In addition, the UNM Lawrence collection includes a number of items by both D.H. Lawrence and Frieda Lawrence.  Included, for example, are typescripts of some of the essays in Reflections on the Death of a Porcupine.  The University of California (Berkeley) also has significant Lawrence manuscripts and typescripts; and among other Lawrence repositories in the United States are libraries at Yale, Harvard, Princeton, Cornell, Duke, Stanford, UCLA, Northwestern, the University of Illinois, and the New York Public Library.  (There are still a few private collectors, as well.)  Of course, the University of Nottingham has an excellent collection of Lawrence manuscripts, typescripts, and art works as well as the renowned D.H. Lawrence Centre.

11Some of the other literary journals devoted to Lawrence include Études Lawrenciennes (University of Paris), Journal of the D.H. Lawrence Society (Eastwood, England), D.H. Lawrence Studies of Kyoto (Japan). D.H. Lawrence Studies (Korea), Rananim (Australia), and the recently announced (2000) Quaderni Lawrenciani (Italy).  The Newsletter of the D.H. Lawrence Society of North America is edited at the University of Maine (Presque Isle) by Eleanor Green. 

12The book is a 1915 first edition of The Rainbow with the Frank Wright book jacket.

13Helen Croom (Bristol, England) is the owner of an academic listserve as well as the Rananim listserve; for the latter, Tina Ferris (Diamond Bar, California) and R. H. Albright (Boston, Massachusetts) are the Moderators.  Charles Rossman, Professor of English at the University of Texas (Austin), was the originator of the academic service.

14See Peter Preston, 28, recording that 1990‑1991 was the first year in which the number topped 10,000.  The Broxtowe Borough Council had purchased the property for the Visitors' Centre and shop in the former year.

15This essay, like others by Lawrence on Native Americans, will be in the Cambridge Edition of

Mornings in Mexico and Other Essays.  The texts have been established through examination of the surviving manuscript and typescript material from Lawrence's New Mexico period.

16Referring to 1923, for instance, Warren Roberts, James T. Boulton, and Elizabeth Mansfield, editors of Lawrence's letters of that period, state that "never before or afterwards were so many Lawrence books published in so short a time" (Letters 4:18).  One reason for the flurry of publications was the enterprise of Lawrence's new American publisher, Thomas Seltzer  (from 1920 to 1924).  According to the same editors of Letters 4: "Altogether, twenty of Lawrence's books appeared with the Seltzer imprint, and of eight major works published between May 1921 and March 1923 only one was published first in England" (2).  Another five Lawrence books appeared in 1924‑1925 during the remainder of the American period and five more were completed and near publication by the time he returned to Europe.  See also Nicholas Joost and Alvin Sullivan on The Dial and Sharyn R.Udall on Laughing Horse.

17This letter to his agent Robert Mountsier on Nov. 6, 1922 (among other letters) tells in detail of his desire to go to the ranch and to invite others there.  But see John Turner and Worthen, distinguishing between this plan and the earlier one of Rananim (135‑71).  

18See especially Knud Merrild and David Ellis.

19After Frieda's departure, Lawrence journeyed west again, reuniting with the Danish painters, Merrild and Gotzsche, in Los Angeles, then rambling with Gotzsche through western Mexico and eventually to Vera Cruz.  In Mexico, he wrote his co‑authored novel, The Boy in the Bush (with Mollie Skinner), published in 1924.  

20Upon his arrival in cloudy London, he sent "Spud" Johnson an essay of exultant praise for the sunny Southwest and its free-kicking spirit ("Dear Old Horse, A London Letter"), intending it as the first in a series of travel pieces for Johnson's Laughing Horse.  Only one other of this group ("Paris Letter") was published in his lifetime, but a third, "Letter from Germany," appeared in 1934.

21 See note 5 above. 

22"Diary" notebook (1920‑1924), in Tedlock's Frieda Lawrence Collection, 98.  This notebook, now in the Harry Ransom Humanities Research Center at the University of Texas at Austin, contains notes about finances along with manuscript versions of some of the poems for Birds, Beasts and Flowers.

23Lawrence had dismissed Mountsier in February 1923 and had no American agent until the following spring, when the English agent Curtis Brown began to handle Lawrence's American market as well as the English.  

24Lawrence was at this time at the height of his "Pan cluster," comprising the century's most notable revival of the "all" god (see Patricia Merivale, 194‑219).  Lawrence envisioned not simply Pan's resurrection in the New World but his survival here from primordial times despite his legendary "death" in the Old World.  On St. Mawr, see also James Cowan, American Journey, 90‑96; and Charles Rossman, xiii‑xxxii.

25The title, as published in Johnson's Laughing Horse, contained these last two words "Tired Out," but Lawrence's own manuscript and typescript do not.  It is probable that the Cambridge Edition of Mornings in Mexico and Other Essays, including this piece, will use the shorter title.

26The other essays include "The Future of the Novel" (published in 1923 as "Surgery for the Novel‑‑or a Bomb"), "Why the Novel Matters," and "The Novel and the Feelings" (both written in 1925 but unpublished in Lawrence's lifetime).

27In 1929, for example, Lawrence was still deeply concerned with affairs at the ranch, writing Brett about the importance of ascertaining its boundaries: "Glad you had the rights of the ditch fixed.  One day, when you can get a chance, do try and get someone to fix the real boundaries of the ranch‑‑locate them, I mean.  If some old‑timer can remember the corner‑tree, then you can take the sights.  Old Willie Vandiver [the blacksmith at San Cristobal] might know.  You know the ranch‑property is really a square, and is quite a bit bigger than the present enclosure.  And the piece above the house, up towards the raspberry canyon, is really inside the bounds, and I should like that secured especially, as it keeps us private.  If we could find out the corner marks, we could fence bit by bit" (Letters 7:506).

28Although there has been controversy about the authenticity of the ashes, Lawrence's Cambridge biographers have found their papers in order. 

29In Psychoanalysis and the Unconscious and Fantasia of the Unconscious (1921, 1922), however, Lawrence quarrels with Freud, disassociating himself from Freud's ideas of the incest motive in the unconscious.  Although Lawrence never lived to see revisions of Freud by Jacques Lacan and others, some critics today read him in terms of post-Freudian stances (see, for example, Cowan, Trembling Balance; Earl Ingersoll; and Margaret Storch, Sons and Adversaries).  Of course, Lawrence was interested in investigations of unconscious motivations in literary tradition, itself‑‑in such modes as drama, dramatic monologue, first‑person narration, free indirect discourse, and "stream of consciousness."

30In a letter to Richard Aldington, Frieda uses similar imagery for Lawrence: "I see him in the tradition of . . . Francis of Assisi with Lorenzo's [Lawrence's] almost uncanny love for animals and plants" (Frieda Lawrence and Her Circle, 88).

31See also Robert R. White, Patricia Janis Broder, Sherry Clayton Taggett and Ted Schwartz, and Luhan, Edge of Taos Desert and Taos and Its Artists.

32Dates for these books are as follows: Bynner, 1951; Merrild, 1938; Foster, 1972; Luhan, 1932.  Merrild's was later reprinted with another title: With D.H. Lawrence in New Mexico: A Memoir of D.H. Lawrence (1964).  See also Lois Rudnick on Luhan.

33Brett's portraiture is shown, for example, in the National Portrait Gallery and Tate Gallery, London; the Glasgow Institute of Fine Arts; the Metropolitan Museum, New York; Boyer Gallery, Philadelphia; Denver Art Museum; and Dallas Museum of Fine Arts.  Frank Waters particularly praises her paintings of pueblo ceremonials, stating that the "heyday of Indian dancing" is forever "framed in her gorgeous paintings" (150).  See also Hignett.

34See also Rachelle Katz Lerner, 79‑94, on Lawrence and William Carlos Williams.

35See Louis L. Martz, "H.D. and D.H.," 126‑128, on ties between the Taos memorial and the temple in H.D.'s poem, itself reflecting the Egyptian temple in Lawrence's novella The Man Who Died (first published in a short version, The Escaped Cock, a title which is, today, often used for the entire tale). In a letter, Frieda confirms the likeness between the fiction and the actual ranch shrine as created by Ravagli and herself: "We have made a lovely place on the hill, a bit like the little temple of Isis in 'The Escaped Cock'” (Frieda Lawrence and Her Circle, 69).

36See also Evelyn J. Hinz and John Teunissen in their Introduction to Miller's The World of D.H. Lawrence, 24.  Miller also wrote a second book on Lawrence, compiled late in his life from his extensive notes: Notes on 'Aaron's Rod' and Other Notes on Lawrence from the Paris Notebooks. 

37Personal letter from Shapiro (1985), in Legacy, 8.

38See Neal Bowers, 11‑12.

39Personal letter from Bly (1985), in Legacy, 9.

40Creeley is, of course, making a pun, referring not only to the British currency but also to Ezra Pound, who so substantially edited T.S. Eliot's The Wasteland that he has been credited with some of its distinctive features.  Pound was an early supporter of Lawrence's poetry.


41The central characters in Boyle's Year Before Last and "The Rest Cure" are believed to be based partly on Lawrence, the latter drawing upon details of his last illness and death (see also Leo Hamalian, chapter 6).

42LeSueur identified deeply with The Man Who Died and was attracted to Lawrence's working‑class origins, his passion for the earth (influencing her descriptions of the Midwestern United States), and his fertility themes, including the mythology of Persephone (see Hamalian, chapter 4). 


43Millett's Sexual Politics, at the end of the 1960s, was most hostile; Simpson provided important historicity; Gilbert’s “Preface” and Siegel’s book consider the literary influence of women writers on him and his on them.  This present narrative takes into account more than 20 women writers and critics, from memoirists of the 1930s like his boyhood companion and sweetheart Jessie Chambers (E.T.) to a recent biographer who casts him as preeminently the "married man" (Brenda Maddox, whose book is entitled The Married Man in England).  


44See also note 29 above.

45Manchester Guardian, 12.  Alastair Niven once even made the claim that Lawrence is "the most widely studied author in the English language" after Shakespeare ("D.H. Lawrence: Literary Criticism and Recent Publications," British Book News [September 1985]), as reported in Legacy.


46While Lawrence was proclaimed a "guru" by some of the "hippie" movement, who displayed posters of him at "sing‑ins" and "love‑ins," writers on Lawrence frequently point to the irony that he was claimed by a movement with which he would have felt so little in common.  His late essay "A Propos of Lady Chatterley's Lover" contains a ringing defense of "Marriage sacred and inviolable, the great way of earthly fulfilment for man and woman" (Lady Chatterley's Lover, 321‑322).  This essay was cited during the English trial by clergymen and other expert witnesses. 

47The first of the trials (1950‑57) had actually been in Japan, where the case brought against Oyama Publishing Company resulted in a restrictive decision that has, however, not been enforced in recent time (see Iida, "The Reception of D.H. Lawrence in Japan," 240‑4).

48A report that Brett did not attend (for example, Sean Hignett, 260) is erroneous, for she appears in conference photographs.  She was then 86 years of age and would live to be nearly 94, dying on August 27, 1977.  Her ashes are scattered on the "Pink Rocks" below Lobo Mountain (see Hignett, 262‑263, 270).


49See note 8 above on the other International D.H. Lawrence Conferences sponsored in part by the DHLSNA.
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SECTION 10:  VERBAL BOUNDARY DESCRIPTION


The accompanying enlargement of the USGS map shows the total property square and the portion we are nominating.  The boundary lines for the proposed Lawrence Ranch District are marked in black.  (Starting at the northeast corner, go counterclockwise.)  Use the gully for the north boundary, head west about 350 meters, and follow the tree-line around the horse-corral pasture.  Crossing over Lawrence Ranch Road, continue to follow the tree-line southward around the alfalfa field till it intersects with the 8320 elevation line (swinging around eastward and cutting off the narrow tip of the field), then follow the tree-line again northward till it intersects with the dirt road leading to the Fellowship Cabin, and from that point go about 200 meters due east until reaching the property line.  Then follow the property line northward approximately 200 meters until it crosses the gully.

BOUNDARY JUSTIFICATION


The boundary for the Lawrence Ranch District includes the cabins, memorial shrine, outbuildings, fields, spring, and other sites that have been historically part of the Kiowa Ranch and relate strongly to the life and works of author/poet D.H. Lawrence.  This area is referred to by UNM as "Ranch Headquarters" and represents the approximately 10 acres that Frieda wished to remain open to the public, plus an additional six acres of scenic pastureland.  The pristine landscape within the boundary area retains a high degree of historical integrity.  Excluded from the boundary are modern constructions which have no historical significance, such as the concrete reservoir to the southeast; the Fellowship Cabin to the south; Kiowa Village to the southwest; Lobo Lodge, the campsite, and a 200-gallon water tank to the northwest; and a storage garage to the north.

SECTION 11:  FORM ALSO PREPARED BY

Name/title:  Dr. Virginia Hyde (Professor of English Literature at WSU and President-

      elect of the DHLSNA)

Organization:  D.H. Lawrence Society of North America

Street & number (building #):  Avery Hall 301, Washington State University

Telephone:  (509) 335-6716, (509) 338-9596, (509) 332-2815

City or town:  Pullman                   State:  WA                            Zip code:  99164-5020

SECTION 11:  ADDITIONAL DOCUMENTATION

List of Archive-Ready Photographs

Information common to all contemporary photographs except for # 3, 15, 20, 36 & 37:

1.  Lawrence Ranch District

2. Taos County, New Mexico

3.    Photographer, David Barnes

4.    Location of Negatives, WSU (Hyde address, above)

5. Date of Photograph:  1998

Individual Information:

6.   Sign at entrance of ranch road

7.   Camera Facing – N

8.   Photograph #1

6.   Caretaker’s Cabin, backside at entrance to ranch grounds

7.   Camera Facing -- SE

8.   Photograph #2

3.   Photographer, Tina Ferris

6.   Caretaker’s Cabin, southwest side showing solar panels

7.   Camera Facing -- N 

8.   Photograph #3 
6.   Lawrence Cabin, front

7.   Camera Facing – N

8.   Photograph #4

6.   Lawrence Cabin with NE scenic view

7.   Camera Facing – NE

8.   Photograph #5

6. Lawrence Cabin, east porch

7. Camera Facing – N

8. Photograph #6

6. Lawrence Cabin, west porch with D.H.L’s chair

7. Camera Facing – NW

8. Photograph #7

6. Lawrence Cabin, westward rear

7. Camera Facing – E

8. Photograph #8

6. Lawrence Cabin, close-up of buffalo painting on west side 

7. Camera Facing – NE

8. Photograph #9

6. Lawrence Cabin, eastward rear

7. Camera Facing – S

8. Photograph #10

6. Lawrence Cabin, east side showing attic crawl-space

7. Camera Facing – SW

8. Photograph #11

6. Lawrence Cabin, southeast corner showing porch and garden area

7. Camera Facing – SW

8. Photograph #12

6. Lawrence Cabin, log construction detail

7. Camera Facing – W

8. Photograph #13

6. Lawrence Cabin, interior showing historical relics

7. Camera Facing – NW

8. Photograph #14

3.   Photographer, Tina Ferris

6. Lawrence Cabin, typewriter

7. Camera Facing – SE

8. Photograph #15

6. Lawrence Cabin in relation to Brett’s Cabin, showing 2nd horno site

7. Camera Facing – NW

8. Photograph #16

6. Lawrence Tree, trunk with bench in foreground

7. Camera Facing – SE

8. Photograph #17

6. Lawrence Tree, crown viewed from beneath

7. Camera Facing – Skyward

8. Photograph #18

6. Alfalfa Field, downhill scenic view

7. Camera Facing – SW

8. Photograph #19

3.    Photographer, Tina Ferris

6. Alfalfa Field, dirt road to Fellowship Cabin

7. Camera Facing – SE

8. Photograph #20

6. Brett’s Cabin, front

7. Camera Facing – NW

8. Photograph #21

6. Brett’s Cabin, east side

7. Camera Facing – W

8. Photograph #22

6.    Brett’s Cabin, rear

7.    Camera Facing – S

8. Photograph #23

6. Brett’s Cabin, west side

7. Camera Facing – E

8. Photograph #24

6. Brett’s Cabin, detail of log construction on SW corner

7. Camera Facing – N

8. Photograph #25

6. Brett’s Cabin, interior

7. Camera Facing – N

8. Photograph #26

6. Cabin grouping, big barn in relation to Brett’s and Caretaker’s cabin

7. Camera Facing – E

8. Photograph #27

6. Big Barn, front

7. Camera Facing – E

8. Photograph #28

6. Big Barn, rear and showing east side of Caretaker’s Cabin

7. Camera Facing – SW

8. Photograph #29

6. Small Barn, front in relation to head of Memorial path

7. Camera Facing – N

8. Photograph #30

6. Small Barn, close-up

7. Camera Facing – W

8. Photograph #31

6. Small Barn, rear view from Memorial path

7. Camera Facing – S

8. Photograph #32

6. Small Barn Addition

7. Camera Facing – N

8. Photograph #33

6. Outbuilding Grouping, small barn in relation to corral stable

7. Camera Facing – W

8. Photograph #34

6. Cowshed and Corral in meadow

7. Camera Facing – W

8. Photograph #35

3.    Photographer, Hugh Witemeyer

6. Spring, taken in winter

7. Camera Facing – N

8. Photograph #36

3.    Photographer, Hugh Witemeyer

6. Spring, close-up

7. Camera Facing – NE

8. Photograph #37

6. Lawrence Memorial, long-shot uphill

7. Camera Facing – E

8. Photograph #38

6. Lawrence Memorial, front close-up

7. Camera Facing – E

8. Photograph #39

6. Frieda’s Grave & Headstone

7. Camera Facing – W

8. Photograph #40

6. Frieda’s Gravestone, photo detail

7. Camera Facing – W

8. Photograph #41

6. Lawrence Memorial, interior

7. Camera Facing – E

8. Photograph #42

6. Lawrence Memorial, close-up of rear rose window painted by Brett

7. Camera Facing – W

8. Photograph #43

6. Lawrence Memorial, interior showing rose wheel & scenic view from doorway

7. Camera Facing – W

8. Photograph #44

Historical Photograph

1. Lawrence Ranch District

2 Taos County, New Mexico

3.    Photographer, Warren Roberts

4. Location of Negative, unknown; original photograph in University


of Nottingham Library, England

5. Date of Photograph:  by 1956

6. Lawrence Memorial, Close-up of altar showing original fox statue

7. Camera Facing – E

8. Photograph #45 

LIST  OF  MAPS

(JPEG graphics copies of maps located on CD-ROM)

Map 1

USGS Map (detail)

Map 2

USGS Map (detail of Lawrence Ranch vicinity)

Map 3

Boundary Map


Map 4

Facilities Sketch Map
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Floor Plan Map
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With the exception of Appendixes G, K, and  P, most of the historical photographs are believed to be by 

the Honorable Dorothy Brett.  Originals are housed at the University of Nottingham, the Harry Ransom Humanities Research Center at the University of Texas, Austin, UCLA (or unknown).

A. Sketch of Kiowa Ranch, by D.H. Lawrence (1924)‑‑see also





Text 3 below

B. The Kiowa Ranch, painted by the Honorable Dorothy Brett,





D.H. Lawrence, and Frieda Lawrence (1925)

C. Homesteader Cabin in relation to “guest cabin,” later dismantled,




and original Indian horno oven (1924)

D. D.H. Lawrence and Frieda Lawrence with Taos Indians Candido and




Trinidad Archuleta pause from working on house repairs (1924)

E. Interior of Homesteader Cabin kitchen (1924-1925)

F. Lawrences in kitchen porch of Homesteader Cabin with family cat (1925)

G. Homesteader Cabin exterior  (c. 1933 or 1934)

H. Frieda Lawrence & D.H. Lawrence with original horno oven beside 




Homesteader Cabin (1924)

I.
The Lawrence Tree,  painted by Georgia O'Keeffe (1929)

J.
Lawrence and His Three Fates, painted by Brett (1958)

K. D.H. Lawrence and Frieda Lawrence with Brett and a friend digging 





potatoes in ranch garden (1925)

L.
Brett's Cabin and "big barn" (by 1933)

M. D. H. Lawrence with horse Prince, hauling wood to build the 




cowshed (1925)

N.
D.H. Lawrence on horseback (1924 or 1925)

O.
D.H. Lawrence and Susan the cow (1925) 

P. Interior of D.H. Lawrence Memorial with original fox sculpture (by 1956)

Q. First Edition of The Plumed Serpent, cover art painted by Brett at




Lawrence Ranch (1925)

R.
Manuscript Page from "Diary" Notebook by D.H. Lawrence (1924)



S.
The Corn Dance, sketched by D.H. Lawrence (1924)

T-T3      Last Will and Testament of Frieda Lawrence (1955)

U-U2.
 Resolution by Board of Regents, UNM (1955)

TEXTS:  Poetry, Prose, and Letters

(Located in the  pages immediately following)
1.
Poem "Autumn at Taos,” by D.H. Lawrence (1923)

2.
Letter from D.H. Lawrence to Margaret King (1924)—see also Appendix A

3.
Letter from D.H. Lawrence to Catherine Carswell (1924)

4.
Excerpt from "Pan in America," by D.H. Lawrence (written 1924) 



5.
Letter from D.H. Lawrence to Emily Lawrence King (1925)

APPENDIX 1:  POEM FROM THE TAOS PERIOD

AUTUMN AT TAOS

by D.H. Lawrence



Over the rounded sides of the Rockies, the aspens of autumn,



The aspens of autumn,



Like yellow hair of a tigress brindled with pines.



Down on my hearth‑rug of desert, sage of the mesa,



An ash‑grey pelt



Of wolf all hairy and level, a wolf's wild pelt.



Trot‑trot to the mottled foot‑hills, cedar‑mottled and pinon;



Did you ever see an otter?



Silvery‑sided, fish‑fanged, fierce‑faced, whiskered, mottled.



When I trot my little pony through the aspen‑trees of the canyon,



Behold me trotting at ease betwixt the slopes of the golden



Great and glistening‑feathered legs of the hawk of Horus;



The golden hawk of Horus



Astride above me.



But under the pines



I go slowly



As under the hairy belly of a great black bear.



Glad to emerge and look back



On the yellow, pointed aspen‑trees laid one on another like feathers,



Feather over feather on the breast of the great and golden



Hawk as I say of Horus.



Pleased to be out in the sage and the pine fish‑dotted foothills,



Past the otter's whiskers,



On to the fur of the wolf‑pelt that strews the plain.



And then to look back to the rounded sides of the squatting Rockies.



Tigress brindled with aspen,



Jaguar‑splashed, puma‑yellow, leopard‑livid slopes of America.



Make big eyes, little pony,



At all these skins of wild beasts;



They won't hurt you.



Fangs and claws and talons and beaks and hawk‑eyes



Are nerveless just now.



So be easy.











Taos.


--Birds, Beasts and Flowers (New York: Thomas Seltzer, 1923), collected in Complete Poems of 


   
D.H. Lawrence, ed. Vivian de Sola Pinto and Warren Roberts (New York: Viking, 1971),



pp. 408‑409.

APPENDIX 2: LETTER FROM D.H. LAWRENCE

TO NIECE, MARGARET KING

Del Monte Ranch.  Questa.  New Mexico

                                                   31 August 1924

My dear Peg

     We got back from the Hopi Country last Monday‑‑I'll probably write an article on the dance.  ["The Hopi Snake Dance"]  But how I hate long distance trips in motor‑car‑‑so tiring!  We went about a thousand miles

altogether.

     You ask me what we grow on the ranch:  Nothing.  There is a big clearing, on which the old owners used to grow alfalfa, and we call it the alfalfa field (it's a sort of clover, alfalfa, blue, grows tall and thick).  Forty years ago a man came out looking for gold, and squatted here.  There was some gold in the mountains.  Then he got poor, and a man called McClure had the place.  He had 500 white goats here, raised alfalfa, and let his goats feed wild in the mountains.  But the water supply is too bad, and we are too far from anywhere.  So he gave up.  Mabel Luhan bought the place for $1200 six years ago, and let it go to rack and ruin.  Now she traded it to Frieda for the MS. of Sons and Lovers.  Every one is very mad with me for giving that MS.  The ranch was worth only about $1000, and the MS of Sons and Lovers worth three or four thousand‑‑so everybody says.  But I don't care.

      I'll draw you a little plan of the place:

                [sketch of ranch‑‑SEE APPENDIX A]

     We have only one little spring of water‑‑pure water‑‑that will fill a pail in about 3 minutes:  it runs the same summer and winter.  If we want to grow anything, we must water, irrigate.  Maclure used to bring the water in a made ditch, over deep places by wooden runnel bridges, for nearly 3 miles:  from the Gallina Canyon.  Then, from the house canyon, he brought it down two miles.  It's very difficult, though, in a dry country with dry gravelly soil.  You can't bring much flow, so far:  and in summer very often none.  So we leave the ranch quite wild—only theres abundant feed for the five horses.  And if we wanted to take the

trouble, we could bring the water here as Maclure did, and have a little farm.‑‑There's quite a lot of land, really‑‑it say 160 acres, but it takes a terrible long time to go round the fence, through the wild forest.‑‑We got lots of wild strawberries‑‑and we still get gallons of wild raspberries, up our own little canyon, where no soul ever goes.  If we ride two miles, we can get no farther.  Beyond, all savage, unbroken mountains.

     We get our things from Taos‑‑17 miles‑‑either by wagon or when someone is coming in a car.  Our road is no road‑‑a breaking through the forest‑‑but people come to see us.  Every evening, just after tea, we saddle up and ride down to Del Monte Ranch, for the milk, butter, eggs, and letters.  The old trail passes this gate, and the mailman, on horseback, leaves all the mail in a box nailed on a tree.  Usually we get back just at dark.  Yesterday we rode down to San Cristobal, where there is a cross‑roads, a blacksmith, and a tiny village with no shop no anything, save the blacksmith‑‑only a handfull of Mexicans who speak Spanish‑‑we went to get Frieda's grey horse‑‑the Azul‑‑shod.  They call him in Spanish el Azul‑‑the Blue.‑‑During the day there's always plenty to do‑‑chopping wood, carrying water‑‑and our own work:  some times we all paint pictures.  Next week the Indian Geronimo is coming up to help me mend the corral, and build a porch over my door, and fix the spring for the winter, with a big trough where the horses can drink.  I want a Mexican to come and live here while we are away:  to keep the place from going wild, squirrels and bushy‑tailed pack‑rats from coming in, and to see the water doesn't freeze for the horses.  It gets very cold, and snow often knee deep.  Sometimes, for a day or two, no getting away from the ranch.  

     There, I hope that's all you want to know.  

     I hope your exam went well.‑‑As for Wembley, I don't a bit want to go there.  But London can be fascinating.  

      So glad you like your new house:  we had the photographs.  I must send you some photographs of here.

     I haven't heard from your Aunt Ada at Ripley for so long.  Is anything wrong there?








 
Love to you all.     DHL

     The autumn is coming, very lovely.  The alfalfa field is all mauve and gold, with dark michaelmas daisies and wild sunflowers.  I send a pound each for you and Joan.


 ‑‑The Letters of D.H. Lawrence, Vol. 5, ed. James T. Boulton and Lindeth Vasey (Cambridge: Cambridge 


University Press, 1989), pp. 110‑112.


     APPENDIX 3: LETTER FROM D. H. LAWRENCE
TO WRITER CATHERINE CARSWELL

Del Monte Ranch.  Questa.  New Mexico

                                                         18 May 1924

My dear Catherine

 
We have often spoken of you lately.  I wonder what you are doing.  We had your letter about your cottage and Don's job.  That was mean, to take the job back again.  You do have bad luck. 


Did I tell you Mabel Luhan gave Frieda that little ranch‑‑about 160 acres‑‑up here in the skirts of the mountains.  We have been up there the last fortnight working like the devil, with 3 Indians and a Mexican carpenter, building up the 3‑room log cabin, which was falling down.  We've done all the building, save the chimney‑‑and we've made the adobe bricks for that.  I hope in the coming week to finish everything, shingling the roofs of the other cabins too.  There are two log cabins, a 3‑roomer for us, a 2‑roomer Mabel can have when she comes, a little one‑roomer for Brett‑‑and a nice log hay‑house and corral.  We have four horses in the clearing.  It is very wild, with the pine‑trees coming down the mountain‑‑and the altitude, 8,600 ft. takes a bit of getting used to.  But it is also very fine.‑‑Now it is our own, so we can invite you to come.  I hope you'll scrape the money together and come for a whole summer, perhaps next year, and try it.  Anyway it would make a break, and there is something in looking out on to a new landscape altogether.‑‑I think we shall stay till October, then go down to Mexico, where I must work at my novel.  At present I don't write‑‑don't want to‑‑don't care.  Things are all far away.  I haven't seen a newspaper for two months, and cant bear to think of one.  The world is as it is.   I am as I am.  We don't fit very well.‑‑I never forget that fatal evening at the Cafe' Royal.  That is what coming home means to me.  Never again, pray the Lord.


We rode down here, Brett and I.  Frieda lazy, came in the car.  The spring down in the valley is so lovely, the wild plum everywhere white like snow, the cotton‑wood trees all tender and plumy green, like happy ghosts, and the alfalfa fields a heavy dense green.  Such a change, in two weeks.  The apple orchards suddenly in bloom.  Only the grey desert the same.‑‑Now there is a thunderstorm, and I think of my adobes out there at the ranch.‑‑We ride back tomorrow.‑‑One doesn't talk any more about being happy‑‑that is child's talk.  But I do like having the big, unbroken spaces round me.  There is something savage unbreakable in the spirit of place out here‑‑the Indians drumming and yelling at our camp‑fire at evening.‑‑But they'll be wiped out too, I expect—schools and education will finish them.  But not before the world falls.


Remember me to Don.  Save up‑‑and enjoy your cottage meanwhile.

                                                      






Yrs DHL

  ‑‑The Letters of D.H. Lawrence, Vol. 5, ed. James T. Boulton and Lindeth Vasey (Cambridge: 


Cambridge University Press, 1989), pp. 46‑47.

APPENDIX 4: EXCERPT FROM THE FINAL VERSION

OF "PAN IN AMERICA" BY D.H. LAWRENCE,

ORIGINALLY PUBLISHED IN JANUARY OF 1926

IN THE SOUTHWEST REVIEW

[This article begins]:
     At the beginning of the Christian era, voices were heard off the coasts of Greece, out to sea, on the Mediterranean, wailing:  "Pan is dead!  Great Pan is dead!"

     The father of fauns and nymphs, satyrs and dryads and naiads was dead, dead, with only the voices in the air to lament him.  Humanity hardly noticed.

[Later in the article, Lawrence continues with a complete description of

the Lawrence tree which stands in front of the Lawrence cabin, using it

to demonstrate his life philosophy (below).  The tree is a contributing site

within our district classification.  This is the same tree Georgia O'Keeffe

painted in 1929, entitling the painting The Lawrence Tree.]

     And yet here, in America, the oldest of all old Pan is still alive.  When Pan was greatest, he was not even Pan.  He was nameless and unconceived, mentally.  Just as a small baby new from the womb may say

Mama!  Dada!  whereas in the womb it said nothing, so humanity, in the womb of Pan, said nought.  But when humanity was born into a separate idea of itself, it said Pan!

     In the days before man got too much separated off from the universe, he was Pan, along with all the rest.

     As a tree still is.  A strong‑willed, powerful thing‑in‑itself, reaching up and reaching down.  With a powerful will of its own it thrusts green hands and huge limbs at the light above, and sends huge legs and gripping toes down, down between the earth and rocks, to the earth's middle.

     Here, on this little ranch under the Rocky Mountains, a big pine tree rises like a guardian spirit in front of the cabin where we live.  Long, long, ago the Indians blazed it.  And the lightning, or the storm, has cut off its crest.  Yet its column is always there, alive and changeless, alive and changing.  The tree has its own aura of life.  And in winter the snow slips off it, and in June it sprinkles down its little catkin‑like pollen‑tips, and it hisses in the wind, and it makes a silence within a silence.  It is a great tree, under which the house is built.  And the tree is still within the allness of Pan.  At night, when the lamplight shines out of the window, the great trunk dimly shows, in the near darkness, like an Egyptian column, supporting some powerful mystery in the over‑branching darkness.  By day, it is just a tree.

     It is just a tree.  The chipmunks skelter a little way up it, the little black‑and‑white birds, tree‑creepers, walk quick as mice on its rough perpendicular, tapping: the blue jays throng on its branches, high up, at dawn, and in the afternoon you hear the faintest rustle of many little wild doves alighting in its upper remoteness.  It is a tree, which is still Pan.

     And we live beneath it, without noticing.  Yet sometimes, when one suddenly looks far up and sees those wild doves there, or when one glances quickly at the inhuman‑human hammering of a woodpecker, one realizes that the tree is asserting itself as much as I am.  It gives out life, as I give out life.  Our two lives meet and cross one another, unknowingly:  the tree's life penetrates my life, and my life, the tree’s.  We cannot live near one another, as we do, without affecting one another.

The tree gathers up earth‑power from the dark bowels of the earth, and a roaming sky‑glitter from above.  And all unto itself, which is a tree, woody, enormous, slow but unyielding with life, bristling with acquisitive energy, obscurely radiating some of its great strength.

     It vibrates its presence into my soul, and I am with Pan.  I think no man could live near a pine‑tree and remain quite suave and supple and compliant.  Something fierce and bristling is communicated.  The piny

sweetness is rousing and defiant, like turpentine, the noise of the needles is keen with aeons of sharpness.  In the volleys of wind from the western desert, the tree hisses and resists.  It does not lean eastward at all.  It resists with a vast force of resistance, from within itself, and its column is a ribbed, magnificent assertion.

     I have become conscious of the tree, and of its interpenetration into my life.  Long ago, the Indians must have been even more acutely conscious of it, when they blazed it to leave their mark on it.

  
‑‑D.H. Lawrence and New Mexico, ed. Keith Sagar (Paris and London:  Aylscamps Press, 1995), 



pp. 39, 40‑41.

APPENDIX 5: LETTER FROM D. H. LAWRENCE

TO SISTER, EMILY KING ["PAMELA"]
Kiowa Ranch.  c/o Del Monte Ranch, Questa.  N. Mexico  

Saturday 30 May [1925] 

My dear Pamela

     I had your letter yesterday:  am thinking that by now Ada should have received the parcel from Mexico with the puma skin for you.  Hope it won't go lost.

     We are getting on well here.  I am much better‑‑almost my normal self again.  But I have to beware of the very hot sun, and of the sudden cold.  

     We have been on our own ranch all the time:  only stayed down on Del Monte five days.  But Brett is down there, in a house of her own.  The water from the Gallina is for here:  it runs gaily past the gate,

though the stream isn't very big now.  It is a terribly dry spring—everything burnt up.  I go out every morning to the field, to turn the water over a new patch.  So the long 15‑acre field is very green, but the ranges are dry as dry sand, and nothing hardly grows. Only the wild strawberries are flowering full, and the wild gooseberries were thick with blossoms, and little flocks of humming birds came for them.‑‑We are now building a new corral for the four horses‑‑and we are having a black cow on Monday‑‑and we've got white hens and brown ones, and a white cock—and Trinidad caught a little wild rabbit, which is alive and very cheerful.  That's all the stock:  except for Rufina's sister and two little Indian tots with black eyes.  The sister has only got an unknown Indian name, and speaks nothing but Indian.‑‑We made a garden, and the things are coming up.  We have to turn the stream on the garden, in dozens of tiny channels, to irrigate it.  And the nights sometimes are still very cold.‑‑Trinidad saw a deer just behind the houses, last week.  But I don't want him to shoot it.

     I hope you will come one day and spend the summer:  we will manage it, when we are all a bit richer.

     By now you will have got a copy of St. Mawr:  and there is a description of the ranch in that.

     Glad you've got another dog.  Heaven knows what is best for Peg:  I hated teaching.

     Here is the kiss for Joan x

                              
    x

                                                        


Love  DHL

Frieda's nephew Friedel Jaffe is here‑‑quite a nice boy of 21.

  
‑‑The Letters of D. H. Lawrence, Vol. 5, ed. James T. Boulton and Lindeth Vasey (Cambridge: 



Cambridge University Press, 1989), pp. 257‑258.

