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Bay is probably the least-known of all the books D. H. Lawrence 
published during his lifetime. This small collection of eighteen 
poems is Lawrence’s first fine press, limited edition publication. 
The Charing Cross bookseller Cyril Beaumont published Bay in 
November 1919 as the eighth book in his Beaumont Press series. 
Bay is also Lawrence’s first illustrated book. Ten of the eighteen 
poems feature bold zinc block headpieces from watercolours by the 
American artist Anne Estelle Rice.     

The main reason for the critical neglect of Bay is that the 
collection – unlike Look! We Have Come Through! and Birds, 
Beasts and Flowers – did not survive as a separate, discrete poetry 
monograph in Lawrence’s Collected Poems (1928), nor in the 
familiar Complete Poems (1964, 1971) that derives from the 
Collected Poems. Lawrence made it clear to his agent, Curtis 
Brown, that it was all right to break up Bay in the Collected Poems. 
This decision transformed the monograph into something like a lost 
work. Lawrence did keep fourteen of the eighteen Bay poems 
together in the Collected Poems, but he scrambled the order, 
separated them from the other four Bay poems, and did not indicate 
that these eighteen poems had once comprised a poetry monograph 
titled Bay.   

The book’s great rarity also contributes significantly to the 
neglect of Bay. The total planned edition consisted of only 200 
copies in three different limitations and binding variants: 120 
copies on hand-made paper, 50 copies on cartridge paper with the 
engravings hand-coloured, 30 copies on Japanese vellum signed by 
Lawrence and Anne Estelle Rice and with the engravings hand-
coloured. As it turned out, Cyril Beaumont was able to publish only 
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175 copies: about 25 of the 50 cartridge paper copies were 
accidentally destroyed before publication and after Beaumont had 
distributed the type. How many Lawrence scholars have seen a 
copy of Bay? 

Bay is a sequence of poems “à propos of the war” (3L 233). Bay, 
‘England, My England’, the twelve poems published as ‘War 
Films’ in the July 1919 number of Poetry, and the ‘Nightmare’ 
chapter of Kangaroo constitute Lawrence’s most important direct 
literary statements about the Great War. Only two critical 
interpretations of Bay have been published. My own reading of the 
poems can be found in ‘Bay: The Noncombatant as War Poet’, 
published in 1988.1 That same year Holly Laird devoted ten pages 
to the sequence in Self and Sequence, her excellent study of 
Lawrence’s poetry.2  

Much more remains to be said about these poems, but in this 
essay I will concentrate instead on two interrelated Bay topics. First 
I will chart Lawrence’s frustrating experience with Cyril Beaumont 
– an experience that produced some of his most colorful and 
amusing letters, as well as a stylish if somewhat belated fine press 
book. The Lawrence biographies tell this story only passingly. Then 
I will discuss the relationship between Lawrence’s poems and Anne 
Estelle Rice’s illustrations. To my knowledge these pictures have 
never been reproduced before, and certainly no one has ever 
analyzed the relationship between poems and pictures.  

  
I. Lawrence, Cyril Beaumont, and the Making of Bay 
It seems somehow appropriate that Cyril Beaumont and Lawrence 
were near-contemporaries. Beaumont was born in 1891, but he 
outlived Lawrence by nearly half-a-century, dying in 1976. 
Beaumont wanted to become a research chemist, but, having failed 
his matriculation examination, he became a bookseller instead. His 
father bought him the shop at 75 Charing Cross Road in 1910,3 
where he worked until 1965 (Figure 1). As Lady Cynthia Asquith 
recorded in her diary, the shop consisted of “two very small rooms 
lined with books—a few old ones and all the new poets—De La 
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Mare, etc., in little, funny bindings”.4 Beaumont made his book 
business a success, and he had the enterprise and imagination to 
become a publisher as well.   

Beaumont was always interested in the theatre, and after seeing 
Anna Pavlova and Mikhail Mordkin dance in London in 1911 he 
became passionately interested in ballet. He is remembered today 
more for his career as a dance historian and critic than as a 
publisher and bookseller. He was particularly enthusiastic about 
Diaghilev’s Ballets Russes, which “contributed so much” to his 
“artistic development” and which he regularly wrote about.5 
Ultimately Beaumont published over two dozen books devoted to 
ballet. During his long career he also edited Dance Journal and was 
ballet critic for both Dancing World and the Sunday Times.   

The personality clash between Cyril Beaumont and D. H. 
Lawrence makes the Bay episode seem like a Lawrence short story 
– and a comic one at that. In the ballet world Beaumont, nicknamed 
Rizhka because of his auburn hair, “was a regular distinctive, even 
dandyish visitor backstage during Diaghilev’s London seasons, 
dressing in autumn-coloured velvet jackets and hand-made silk 
shirts”.6 Lady Cynthia Asquith described Beaumont as “very fair, 
flaxen, fresh-complexioned, quite boyish-looking” (Figure 2).7 It’s 
almost too much that Beaumont’s first name was “Cyril” – the 
name that Lawrence gave to the effete, autobiographical narrator of 
The White Peacock (whose friend Alice Gall sometimes calls him 
Sybil). For his part, Beaumont was “full of amazement” upon first 
meeting Lawrence.8 Lawrence seemed “a small man” to Beaumont: 
“and, with his reddish gold hair, moustache and short tapering 
beard, rather reminiscent of a faun from baroque ornament”.9 
Notice how Beaumont instinctively aestheticizes Lawrence. These 
two men were not kindred spirits. 
 Bookseller at the Ballet preserves a fascinating fragment of 
conversation between Lawrence and Beaumont from the back room 
of Beaumont’s bookshop. At one point Lawrence pointed in the 
general direction of Charing Cross Road and said, “You see those 
buses out there? … They’re not really there, you know”. This Zen 



Keith Cushman 106 

moment resists easy interpretation. Did Lawrence make this 
uncharacteristic observation out of the despair he was feeling at this 
point of his life? Or was he simply pulling the leg of the “very fair, 
flaxen, fresh-complexioned, quite boyish-looking” bookseller to 
whom he was selling some poems? Beaumont always wondered 
“whether this was said as a genuine belief, or simply to shock”. At 
the time he replied that he “should be very sorry to walk across the 
road under that impression”.10  

As a book dealer Beaumont specialised in first editions and 
deluxe and private-press books. In 1917 he began to think of 
starting a private press of his own. He had observed that fine press 
books “were invariably limited to classic authors, and being deeply 
interested in the literature of our own time, it seemed to me a pity 
that modern writers should not be afforded an opportunity of having 
their works published in a choice form during their lifetime”.11 He 
taught himself hand-printing and founded the Beaumont Press.   

Early in 1918 Michael Sadler asked Lawrence to contribute to 
New Paths: Verse, Prose, Pictures 1917-1918, which Cyril 
Beaumont intended as “an annual periodical related to the arts”.12 
Beaumont served as co-editor as well as publisher. The hardback 
book is “decorated” by the American artist Anne Estelle Rice. 
Lawrence contributed two poems, ‘Labour Battalion’ and ‘No 
News’. Other contributors included W. H. Davies, Walter de la 
Mare, John Drinkwater, Robert Nichols, and Richard Aldington,  
all of whom Beaumont would publish in the first seven volumes of 
his Beaumont Press series. Aldous Huxley, John Gould Fletcher, F. 
S. Flint, two of the Sitwells, Augustus John, Walter Sickert, 
Gaudier-Brzeska,  Mark Gertler, and Ernest Collings were also 
represented. Michael Sadler’s essay on ‘The Young Novel’ 
includes considerable praise for Lawrence but also suggests that “it 
is not unreasonable to plead for reticence”.13 Meanwhile by early 
1918 Lawrence had realised that as long as the war continued, 
private publication offered the only possibility for publishing 
Women in Love. At Sadler’s suggestion, he contacted Cyril 
Beaumont in February 1918. 
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 On 6 March 1918 Lawrence went to 75 Charing Cross Road to 
meet Beaumont. The bookseller came prepared for the meeting. 
“He himself would not have anything to do with the publishing” by 
subscription of Women in Love, but he gave Lawrence “estimates 
from another man” (3L 219). Beaumont didn’t want “his name to 
come in at all”. Lawrence believed that the scheme “if it came off 
… might even make me £200 or £300 – or more trouble” (3L 220). 
Beaumont was not interested in publishing a lengthy, controversial 
novel, but poetry – his real love – was a possibility. 
 In December 1916 Lawrence had sent Lady Cynthia “a tiny 
book of poems” (3L 49) to see if she liked them. If the poems found 
a publisher, he would dedicate them to her. Lawrence called this 
small collection of 29 short, aphoristic poems All of Us; he would 
later re-title the collection ‘Bits’. Lady Cynthia delivered the poems 
to Beaumont, but Beaumont “shied” at them, finding them “too 
doubtful little pills”. (Ultimately Harriet Monroe published twelve 
of these “bits” as ‘War Films’ in the July 1919 issue of Poetry). 
Meanwhile Beaumont “worrie[d]” Lawrence “for a pretty-pretty 
book of verse” instead (3L 234, 230). Lawrence responded by 
sending Beaumont a “little book of Impeccable Poems”, “all 
smallish, lyrical pieces”. That collection was Bay, and, as Lawrence 
wrote his agent J. B. Pinker, surely “such a little book would not 
take long to come out” (3L 230, 232, 234). Little did Lawrence 
know what lay ahead. 
 Lawrence’s ironic language – “a pretty-pretty book of verse” – 
suggests that he had some doubts about Cyril Beaumont from the 
beginning. He was also skeptical about fine press publications. 
After all, authentic books were to read, not to collect. Lawrence 
would write in ‘The Bad Side of Books’ that “a book that is a book 
flowers once, and seeds, and is gone. First editions or forty-first are 
only the husks of it” (IR 78). But in early 1918 Lawrence was in a 
self-described “state of hopeless poverty”. He told Pinker that 
making “other little books of poems” was “the best thing to do”. 
Lawrence was willing to give Beaumont the Bay poems “outright” 
(3L 233, 238, 233) for a mere £10 in ready cash. The agreement – 
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signed on 21 May – did allow Lawrence to sell the poems to 
magazines as well. Ten of the eighteen Bay poems appeared in 
periodicals. 
 Not all the Bay poems are altogether new. ‘Guards!’, ‘The Little 
Town at Evening’, ‘Last Hours’, ‘After the Opera’, and ‘Ruination’ 
are revisions of earlier unpublished poems. One of the subtitles of 
‘Guards!’, the first poem in Bay, is ‘A Review in Hyde Park 1913’, 
that is, the year before the outbreak of war. But, as Holly Laird 
points out, “the poem appears as a verse epistle in Lawrence’s 
earliest notebook, dating from 1908-1910”.14 In Collected Poems 
Lawrence changed the date to 1910, which is probably the date of 
the actual experience. ‘The Little Town at Evening’ and ‘Last 
Hours’ both began as schoolmaster poems. ‘After the Opera’ is 
recognizably from the same period, for it is organised around the 
poet’s contrasting responses to the beautiful “girls with their large 
eyes wide with tragedy” on the opera stairs and the barman with 
“reddened, aching eyes” and “thin arms”. The barman makes the 
poet “glad to be going back where I came from”.15 The bleak 
landscape of the eight-line ‘Ruination’ was readily adaptable to the 
Western Front. Lawrence’s revision of the five early unpublished 
poems allows them to fit seamlessly into the sequence.  

Lawrence professed a special fondness for Bay. In December 
1918 he told Harriet Monroe that some of these poems were the 
“best of any I have done. I feel a bit tender about them”. In 
February 1920 he wrote Catherine Carswell that some of the Bay 
poems were “really beautiful and rare” (3L 305, 469). It is no 
wonder that Lawrence became increasingly impatient and frustrated 
with Cyril Beaumont’s delays in publishing the book.   

When Beaumont and Lawrence signed the agreement, the 
publisher was still working on Richard Aldington’s Images of War, 
the seventh book in the Beaumont Press series, and he was also 
“occupied with the production of several other publications, not 
Press Books”.16 He didn’t even begin working on Bay until early 
1919, that is, after the war had ended. Beaumont asked Anne 
Estelle Rice to design the front board and provide illustrations. I 
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will discuss Rice’s contribution to Bay – and Lawrence’s response 
to her contribution – in the second part of this essay. 
 In late September 1918 – before Beaumont had begun to work 
on Bay – Lawrence was already complaining to Lady Cynthia about 
Beaumont’s lack of progress: “Your poems: that miserable little 
Beaumont is waiting for some opportunity or other: they will come, 
certainly: and I expect before Christmas”. “Miserable little 
Beaumont” was the first – and one of the least colourful – of 
Lawrence’s many epithets for Cyril Beaumont. Still, Lawrence was 
looking forward to the book, “hand-printed and beautiful, 7/6 a 
copy” (3L 287). On 28 November, ten days after the Armistice, 
Lawrence asked Beaumont if he had “any idea when you are going 
to publish that little volume of verse of mine, called Bay” (8L 28). 
In March 1919 Lawrence was speculating that he hadn’t received 
proofs because Beaumont was “in difficulties – money” (3L 331). 
In June he sent Lady Cynthia a set of the Anne Estelle Rice 
illustrations. Beaumont by now was “half done – suppose he will 
live to finish” (3L 366). 
 On 16 July 1919 in a letter accompanying some corrected proofs 
Lawrence noted that Beaumont had printed the wrong text of 
‘Guards!’ and had transposed ‘Last Hours’ and ‘Town’ – errors that 
typically happen and that Beaumont corrected. Lawrence, worried 
about slowing down Beaumont’s already deliberate pace, said that 
“if it is really important you can break the order” of the poems. But 
Lawrence could not conceal his frustration. Straining to be 
accommodating, he promised “not to alter more than a word or so” 
in the proofs he hadn’t yet seen: “this cannot mean much delay:  
especially at the rate you get on at. I believe you intend this to be 
one of my posthumous works” (8L 29). By 16 September 1919 
Lawrence had become more sarcastic: “[dear, foetid little 
Beaumont] … slowly filters through the poems. He must be nearing 
the end. Perhaps by Christmas he will actually spawn his 
production” (3L 395). 
 Lawrence finally received a copy of Bay on 29 January 1920, 
over eighteen months after he had submitted the manuscript. 
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Choosing his words carefully, he told Beaumont that the book was 
“charming” and that its “essential format” was “quite beautiful”. 
But Bay arrived with no dedication to Lady Cynthia Asquith after 
Lawrence had been promising her a dedication for three years.  
Lawrence could barely contain himself: 
     

But now why did you forget to inscribe it to Cynthia Asquith? I   
promised it her, and I know she’s looking forward to it. Can’t 
you do anything about it? Please print it in, if you can. Just put 
‘To Cynthia Asquith.’ I reminded you so often. (3L 465) 

               
Lawrence pointed out that the illustration for ‘Last Hours’ was 
upside-down (Figure 4, at end of essay) – before reiterating that he 
was “really put out about the inscription” (3L 465). He also 
wondered why Beaumont hadn’t included ‘Labour Battalion’ and 
‘No News’, the two poems previously published in New Paths, as 
he had stipulated he would. Lawrence didn’t know that Lady 
Cynthia was somewhat dubious about being honored with the Bay 
poems, which had “very little rhyme or rhythm about them”, though 
at least they were “mainly (thank Heaven) not erotic”.17 Beaumont 
rectified his omission of the dedication by tipping in a dedication 
page. 

A week later Lawrence shared his real opinion of Bay with 
Catherine Carswell.  Beaumont was 
 

non compos. You should see his letters. He hasn’t done a thing 
I want him.  He’s left out poems, he left out the inscriptions, he 
left out everything. To my violent expostulations he writes 
inane imbecilities – the man is hopeless. Have you ever seen 
him? Such a silly-looking little book, I think it – Bay, except 
it’s [sic] beautiful paper and print. (3L 469) 

              
Interestingly, “Have you ever seen him?” slips into Lawrence’s 
invective. The “silly-looking little book” was expressive of a man 
whose style and appearance Lawrence found appalling. 
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 For his part Beaumont explained that the “delay in completion 
was due to some extent to the difficulty of getting the proofs passed 
for press, as Lawrence was then abroad in Italy and moved about to 
Capri, Florence, Anticoli-Corrado, Picinisco and so forth”.18 But 
this was true only of the signed, hand-coloured edition of 30 on 
what Lawrence called “Japanese vellum-rubbish” (3L 462). 
Lawrence had been on the continent for only a week when Bay was 
published on 20 November 1919. As early as mid-June Lawrence 
had urged his publisher not to “be very long setting up, will you, as 
I may be leaving England, and I should like to see the book before I 
go” (3L 365). 
 In letters to various friends and acquaintances in 1920 Lawrence 
described Beaumont as “not very responsible”, “terribly weasel-
brained”, a “bewildered chicken”, “the most undependable insect 
on earth”, “that damned Beaumont”, “a slip-shod imbecile”, “such a 
procrastinator”, and a “scatterbrained chap” (3L 475, 487, 494, 535, 
568, 586, 595). Perhaps Lawrence’s personal animus came out most 
clearly in a letter to Robert Mountsier in August of that year in 
which he characterised Cyril Beaumont as “a sort of precious 
publisher for young bloods down from Oxford” (3L 585). 
Lawrence’s first experience with fine press publishing was unhappy 
almost from start to finish. 
 
II. Lawrence, Anne Estelle Rice, and the Making of Bay 
Anne Estelle Rice was born near Philadelphia in 1879. After 
studying at the School of Industrial Art of the Pennsylvania 
Museum (the original name of the Philadelphia Museum of Art) she 
embarked on a career as an illustrator and painter. In 1905 the 
Philadelphia magazine The North American sent her to Paris to 
illustrate the new fashions. After she met the Scottish painter John 
Duncan Fergusson (1874-1961) there in 1907 she began to focus on 
painting. She also embarked on an affair with Fergusson that lasted 
about six years.19 
 In Paris Rice discovered post-Impressionist and Fauvist art. In 
1908 she began exhibiting at the Salone d’Autumne, where fellow 
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exhibitors included Matisse and Derain. Rice became known as an 
American Fauvist. Later Lawrence would refer to her as “one of the 
Matisse crowd from Paris” (3L 362). In an appreciation of Anne 
Estelle Rice published in March 1911 Holbrook Jackson praised her 
“joyous colour and singing design”.20 
 In the summer of 1911 John Middleton Murry and Michael 
Sadler founded the ambitious quarterly (later monthly) journal of 
literature, music, and the visual arts called Rhythm. John Duncan 
Fergusson served as art editor and contributed his own drawings 
and woodcuts. Anne Estelle Rice was one of the main illustrators 
for Rhythm before the journal folded after fourteen numbers. When 
Katherine Mansfield spent the spring of 1912 in Paris, Rice and 
Mansfield became good friends. Lawrence’s review of Georgian 
Poetry: 1911-1912 appeared in the March 1913 issue of Rhythm. 
Theodore Dreiser met Rice in Paris in 1912 and based the character 
named Ellen Adams Wrynn in A Gallery of Women (1929) on her.         

After Fergusson left Rice for a young dancer, she married the 
critic O. Raymond Drey in 1913 and moved to London, where she 
would spend the rest of her life. Lawrence met Rice and Drey 
sometime before Rice received the Bay assignment. This would 
have happened almost as a matter of course given the Lawrences’ 
and Dreys’ mutual friendship with Mansfield and Murry. The 
meeting must have taken place sometime between the Lawrences’ 
return to England in June 1914 and the publication of the three 
numbers of the Signature – Lawrence’s joint enterprise with Murry 
and Mansfield – in October and November 1915. O. Raymond Drey 
subscribed to the Signature on 28 September 1915 (2L 404). In 
June 1919 Lawrence described Rice as “an American woman I 
know” (3L 366), but he left no record of any meeting. 
 Anne Estelle Rice and John Duncan Fergusson put in brief 
fictionalised appearances in Women in Love. The CUP editors of 
the novel point out that Lawrence adapted an anecdote Mansfield 
shared with him about a drunken party in Paris one night in an 
artist’s studio. Lawrence transforms Anne Estelle Rice into Fanny 
Rath: Anne/Fanny, Rice/Rath. Fanny is “frightfully in love with that 
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painter, Billy Macfarlane”, a version of the Scotsman Fergusson. 
“Every woman in the room was ready to surrender” to Gerald 
Crich, who is also at the party, “even Fanny Rath, who is genuinely 
in love with Billy Macfarlane!” (WL 393-4). Rath and Macfarlane 
are barely bit players, but it is agreeably surprising to find 
Lawrence making use of Rice and Fergusson in this way.  

Bay was not Anne Estelle Rice’s first project for Cyril 
Beaumont, who “always had a great admiration” for her art.21 Their 
shared interest in the Ballet Russes might have brought them 
together. As noted above, Rice “decorated” Beaumont’s New 
Paths: Verse, Prose, Pictures 1917-1918. These decorations consist 
of fifteen vignettes, and the book also reproduces one of her 
paintings. In his essay, ‘Tendencies in Present-Day English Art’, 
which introduces the ‘Pictures’ section, the American poet John 
Gould Fletcher characterizes “this brilliant woman” Anne Estelle 
Rice as taking “a foremost place” “among the painters who have 
not been directly concerned with the war”. He also describes her 
“as the best-equipped decorative painter now in England” and 
praises the “generous, warm, human sympathy” of her work.22 
Fletcher knew and liked Anne Estelle Rice, but at the time she did 
have a serious reputation as a modern painter. Rice also contributed 
the cover design and thirteen illustrations to Robert Nichols’s The 
Budded Branch, the fourth title in the Beaumont Press series, 
published in July 1918. 

The colophon for Bay credits Rice with both the cover and the 
decorations, but Beaumont actually designed the cover himself. He 
was “not quite satisfied” with the design Rice submitted, and she 
was too busy working on “an important painting” to create another 
one. But when Beaumont began to think about his own design he  
 

could not make up [his] mind as to the correct meaning of Bay. 
Was it a tribute to the victorious conclusion of the War or was 
it an expression of defiance?23 
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Beaumont didn’t ask Lawrence what he meant by his enigmatic 
title. Surely Lawrence wasn’t celebrating the “victorious conclusion 
of the War” since the war wasn’t over when Lawrence wrote the 
poems and indeed the outcome was still in doubt. The bay laurel is 
the source of the laurel wreath that crowned the victor in athletic 
competitions in ancient Greece. Does the title Bay suggest that the 
embattled poet is crowning himself? One also wonders whether 
Lawrence knew that the British trenches were built with a system of 
fire-bays alternating with traverses (protrusions of earth and 
sandbags). If he did – which seems unlikely – his title could suggest 
that he as poet was on the firing-line.   

“Inspired by an arabesque designed by Raphael, [Beaumont] 
devised a vertical stem having green bay leaves at intervals, with a 
Greek key pattern superimposed” (Figure 3).24 “Your binding is 
awfully pretty”, Lawrence commented, “but isn’t it rather like 
spring?” (3L 465). 
 Anne Rice and her husband spent the late spring and summer of 
1918 at Looe, the small resort town west of Plymouth in Cornwall. 
She suggested that Katherine Mansfield should join them, and when 
Mansfield did, “Anne made a fuss over her, and arranged for the 
staff of the Headland Hotel to provide extra food for the invalid”.25 
Here Rice painted the superb portrait of Mansfield that is now in 
the Museum of New Zealand in Wellington. And here she also 
painted the ten watercolours that were used as Bay illustrations plus 
the cover design that Beaumont decided against using. 
 The amazingly comprehensive collection of Bay materials held 
by the University of Nottingham includes Rice’s ten watercolours, 
Rice’s and Beaumont’s designs for the cover, the printing blocks 
for the illustrations and the cover, and eight letters from Rice to 
Beaumont dated 1918. There has always been considerable 
misunderstanding about the Bay pictures. Lawrence isn’t the only 
person to assume that the pictures are woodcuts (3L 366, 469). 
Although they look like woodcuts, they’re actually engravings 
made from zinc printing blocks. I don’t know whether Rice or an 
artisan working for Beaumont copied her watercolours onto zinc 
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plates. Certainly an unnamed artisan finished the complicated 
process, which involves powdering the plate with a mixture of 
asphaltum and dragon’s blood, heating the plate, varnishing the 
plate, and finally immersing the plate in a mixture of nitric acid and 
water. This artisan would have also affixed the finished zinc plates 
to the wooden blocks before Beaumont hand-printed the images.   
 Beaumont asked Anne Estelle Rice to decorate Bay because he 
believed that “all her work was distinguished by an unusual sense 
of colour and rhythm”.26 In a statement in a gallery publication in 
1912 Rice had spoken of “the value of line to give energy and 
force, the value of a dominant colour and shape”.27 These Fauvist-
sounding principles could describe her strong Bay images with their 
heavy outlines and (in two of the three variants) extraordinarily 
bright colours. Carol Nathanson has observed that the poems’ 
“spare and forceful Imagist style inspired Rice to create head- and 
tailpieces [sic] with the crude vitality of German woodcuts and folk 
art”.28  

On 26 May 1918 she told Beaumont that she planned to do the 
designs with more weight than her designs for Nichols’s Budding 
Branch: “By weight I mean a play of masses – perhaps not as heavy 
as the Rhythm stuff, but something fuller – more solid, than the 
former designs for you, still retaining the lyrical quality, which is 
the strong thing in Lawrence’s work”.29 On 2 July she reported that 
she liked Lawrence’s poems and reiterated that “their decorations 
will need some ‘weight’”.30 Part of Rice’s challenge was working at 
such a small scale. The ten pictures vary in size, the largest 
measuring 7.4 cm. x 4.8 cm. 
 In March 1920 Lawrence wrote Lady Cynthia that the Bay 
poems were “delicate … – in their own way the rarest things I’ve 
done” (3L 494). But Anne Estelle Rice’s engravings are in no way 
delicate. Instead they are bold and, when hand-coloured, vivid 
almost to the point of brashness.31 Lawrence thoroughly hated these 
illustrations, mainly because he considered them “silly, to my 
poems”. He told Beaumont in May 1919 that the pictures were 
“very amusing – almost comic”. The “silly little wood cuts” were 
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“so out of keeping with the poems”. Rice’s pictures were “pretty 
bad: no good at all. Ah but Beaumont and his ‘beautiful books’ – he 
must run his little course” (3L 362, 360, 469, 366). Lawrence seems 
to be saying that he should have known better than to give his 
poems to an arty, fine press publisher. 
 In late May 1918 Anne Rice whimsically exclaimed to 
Beaumont that “some day we’ll be able to get properly drunk on all 
the gorgeous colours that have been invented”.32 Her passion for 
color expresses itself in the intense, unrealistic, not to say garish 
Fauvist color of her Bay pictures. The sky in the ‘Guards!’ picture 
is pink. The hills in the ‘Little Town at Evening’ picture are light 
yellow. The flowers in the ‘Last Hours’ picture emerge from a 
background that is partly yellow, partly orange. The multi-coloured 
bird in the ‘After the Opera’ picture struts on orange foliage before 
a deep blue background. In such a small book the rather extreme 
colours of the pictures risk overwhelming the poems.  

On 5 July 1918 Rice complained to Beaumont that it was 
“difficult to find an idea – (outside of a pure abstract one) for some 
of the poems”.33 Was Rice somehow overlooking the obvious fact 
that Bay is a sequence of World War I poems? Only the ‘Winter-
Lull’ engraving has anything to do with battle, and the cypress trees 
and the Russian-looking church steeple in that picture’s background 
are the unlikely, almost perverse inventions of Anne Rice rather 
than evocations of the Western Front (Figure 5). ‘On the March’, 
‘Bombardment’, ‘The Attack’, and ‘Tommies on the Train’ are four 
of the poems that Rice chose not to create an image for, which 
suggests that she preferred to avoid World War I – an odd decision 
for the illustrator of  a sequence of war poems. 
 Beaumont chose Anne Rice, an artist who had “not been directly 
concerned with the war”,34 to decorate Lawrence’s sequence of war 
poetry. In contrast he had asked Paul Nash – already developing a 
reputation as one of the greatest English war artists – to illustrate 
Richard Aldington’s Images of War (1919), the Beaumont Press 
volume that immediately preceded Bay. After fighting on the 
Western Front in 1917, Nash became an official war artist. His 
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eleven expressive, stylized engravings for Images of War are direct 
depictions of Aldington’s poems. They powerfully enhance the 
poems, many of which “were written on a rifle-butt while sitting in 
the trenches”.35  

The problem with Rice’s headpieces isn’t that they are inter-
pretations of the Bay poems rather than direct depictions. In 
Lawrence’s words, the engravings are “so out of keeping with the 
poems” (3L 469). Rice’s often oblique pictures rarely reinforce the 
poems, nor can it be said that poems and pictures engage in creative 
dialogue. Often poem and picture are at cross-purposes. For 
example in ‘Guards!’, the first poem, the poet watches soldiers 
being reviewed in Hyde Park. The first two lines describe the 
“trees” that “rise like cliffs, proud and blue-tinted in the distance” 
(Bay 9). Almost all the rest of the twenty-two lines describe the 
soldiers. Yet the illustration depicts the trees: blue-green trees 
against a pink sky with pink clouds (Figure 6). In ‘Town’ Lawrence 
depicts wartime London, “Original, wolf-wrapped / In pelts of 
wolves, all her luminous / Garments gone”. In contrast Rice depicts 
a placid London night scene with boats on the Thames and tall 
buildings in the background. Lawrence’s London “Used to wear her 
lights splendidly”, but now “Instead / Darkness” (Bay 17-18). Yet 
in Rice’s picture lights are visible in two of the buildings (Figure 
7). The soldier-speaker of ‘Last Hours’ lies “in deep grass” in “an 
oak’s unchequered shade”. But instead of depicting this speaker, 
Rice depicts the “insouciant flowers” of the penultimate stanza 
(Bay 14-15) – insouciant flowers that Beaumont printed upside-
down (Figure 4). Indeed one aspect of the aesthetic integrity of the 
illustrations is the total absence of men and women.   
 Three of the ten pictures illustrate a metaphor from the poem. 
This works rather effectively for ‘War-Baby’, written in honour of 
the Carswells’ infant son, John Patrick.36 The poem begins, “The 
child like mustard-seed / Rolls out of the husk of death / Into the 
woman’s fertile, fathomless lap” (Bay 39). Rice depicts a mustard 
plant rather than a mother and child. Her image is all the more 
effective because for once the background is white in the hand-
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coloured variants. This choice emphasizes the plant’s resilience 
(Figure 8). 

The illustrations for ‘After the Opera’ and ‘Obsequial Ode’ are 
more jarring. In ‘After the Opera’ the poet describes the “Ladies / 
Stepping like birds with their bright and pointed feet” (Bay 18) as 
they come down the opera stairs. Instead of depicting the ladies on 
the stairs Rice offers a finely feathered orange, pink, magenta, and 
yellow bird that fills the pictorial space (Figure 9). The speaker in 
‘Obsequial Ode’ addresses a soldier who has journeyed from life to 
death, a man who has “A voyage to sail beyond the charted seas” 
(Bay 29). Rice depicts a Spanish galleon with blue hull and deep 
blue sails against an orange, cloud-filled sky (Figure 10). Although 
the colourful bird does make a strong statement, one can understand 
why Lawrence felt that the pictures are “so out of keeping with the 
poems”. 

Lawrence and Rice were both in England throughout 1917 and 
1918. Beaumont could easily have convened a preliminary meeting 
in which the three of them discussed the project and allowed 
Lawrence some input into the illustration of his poems. But that 
was not Beaumont’s modus operandi, nor was this simply because 
he didn’t want Lawrence looking over Rice’s shoulder. Beaumont 
gave his Beaumont Press artists free rein to express their artistic 
response to the poems they illustrated. Input from the poet would 
have constrained the artist.      

Indeed Lawrence didn’t expect to be involved with the 
illustrations for Bay. Jan Juta, the painter of the illustrations of Sea 
and Sardinia (1921), travelled separately to the island and painted 
his eight pictures without having read Lawrence’s completed 
manuscript.37 Lawrence had no real control over Blair Hughes-
Stanton’s wood engravings for the Cresset Press Birds, Beasts and 
Flowers (1930).38 The difference is that he liked Juta’s and Hughes-
Stanton’s illustrations but hated Anne Estelle Rice’s. 

Beaumont reported that Bay “was well received by both public 
and press”. One reviewer wrote that the book “with its vigorous and 
charming decorations by Anne Estelle Rice and its chintz-like cover 
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is altogether charming. Mr. Lawrence is here at his best as a poet, 
thus justifying such handsome type and paper … Mr. Beaumont is 
to be congratulated on his achievement in personal printing and 
publishing at a time when we are threatened with too much 
uniformity and standardization even in our books”.39 We should 
remember that Lawrence himself called Bay “charming” (3L 465) – 
though admittedly in a letter to Beaumont. 

We might also take into account Beaumont’s observation that 
 
[w]hen one is absorbed in the details of production it is most 
difficult, knowing how much trouble this or that effect has 
occasioned, to stand aside at the actual moment when all is 
ready for press and view the work in the light of a cold and 
dispassionate criticism.40 

 
Lawrence’s criticism of Rice’s pictures, although anything but cold 
and dispassionate, is at least comprehensible. No doubt his 
frustration over Beaumont’s dilatoriness contributed to his response 
to the illustrations. Perhaps my own criticism has been overly cold 
and dispassionate. Surely the people who bought a copy of Bay in 
the early 1920s – and probably nearly everyone who has ever 
bought a copy of this rare book – were pleased with both the poems 
and the look of the illustrations. Still, any analysis of the actual 
relationship between poems and pictures is certain to seriously 
complicate one’s response to the book.   
 Ultimately Cyril Beaumont published 26 titles in the Beaumont 
Press series before ending it in 1931. In the decades that followed 
he was best-known for his distinguished career in the ballet world.  
Industrious, creative, and successful, he was anything but the 
epitome of obliviousness that Lawrence makes him seem. At his 
death in 1976 Beaumont left an estate of £173,794.41   

Although over the years Anne Estelle Rice “exhibited at the 
Leicester Galleries and the Wildenstein Gallery, and varied her 
work as a painter by occasional illustrations and designs for the 
theatre”,42 she gradually faded from view. She found it difficult to 
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make her way as an artist in England, and the Depression was a 
difficult time for all artists. Late in life she even remarked on the 
“conflicting demands of easel and kitchen, noting that quite often 
the kitchen won”.43 Her career had started promisingly, especially 
in Paris, but today it is difficult to locate her in the encyclopedias of 
twentieth-century artists. Rice died in 1959. An exhibition of her 
work at the Hollis Taggart Galleries in New York City in 1997 
points to the possibility of renewed interest in the art of Anne 
Estelle Rice. 

Beaumont may have been a “bewildered chicken” and “the most 
undependable insect on earth”, but in October 1920 Lawrence 
asked him whether he should send an early version of Birds, Beasts 
and Flowers for the publisher’s consideration. Despite the ill 
feeling over Bay, in the spring of 1922 Beaumont invited Lawrence 
to write the introduction to Aldington’s translation of a Goldoni 
play, the fifteenth title in the Beaumont Press series. Lawrence 
begged off, saying that he was too busy, but he took the opportunity 
to ask Beaumont if he might be interested in publishing an English 
edition of Tortoises. Poets need publishers, and publishers of fine 
press books need distinguished writers to contribute introductions. 
But Bay turned out to be the only joint venture of D. H. Lawrence 
and Cyril Beaumont. In this instance one collaboration was more 
than enough. 

 

     
    
 Figure 4. ‘Last Hours’.         Figure 5. ‘Winter-Lull’. 
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 Figure 6. ‘Guards!’         Figure 7. ‘Town’. 
 

                 
 

  Figure 8. ‘War-Baby’.        Figure 9. ‘After the Opera’. 
 

  
 
  Figure 10. ‘Obsequial Ode’ 
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