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PREFACE.

THE Preface to the First Edition of “ New Studies
Tennyson ” read as follows :

“This little book is intended to precede, possibly by
several years, 2 much larger work which has long been
in course of preparation, and which will contain complete
commentaries on ‘In Memoriam,’ ¢ Maud,’ ¢The Prin-
cess,’ and ‘ The Idylls of the King,” together with critical
and explanatory notes on all the other writings of the late
Laureate.”

Although this “ Handbook to Tennyson,” which retains
a few extracts from the preliminary ¢* New Studies,” may
serve in future years as a companion volume to the [arger
undertaking mentioned above, it has nevertheless been
designed as a Complete Introduction to the Works of
Tennyson for the present use of the general reader, as
well as for the requirements of schaols and colleges.

e whole of the poems have been brought under
review; and they are considered as nearly as possible in
the order of the Table of Contents prefixed to the one
volume edition of Tennyson’s works.! The number in

L “The Complete Works of Alfred Lord Tennyson.” With a Portrm t,
Ciown 8vo. ys. 64, Macmillan and Co , London



vi Preface.

brackets gives the page of that volume on which the poem
will be found.

In preparing the present work of wider scope the author
bas kept within view some principles expressed in the
Intioduction to * New Studies in Tennyson” : .

“It has been the main object of the writer to stimulate
the higher emotion and to cultivate the finer imagination
of the student, rather than to check the growth of these
artistic faculties by an accumulation of unsympathetic
facts. . . . Some help the student and the general reader
must have, and the commentator has merely to see to it
that the information he offers is of the right kind. The
author, many years ago, met with a series of magazine
articles entitled ¢ How to look at a Picture;’ with their aid
he was able to discover and appreciate in any good paint-
ing a thousand beauties hitherto concealed from his most
careful gaze. Possibly, then, the following Chapters may
help some student or casual reader to look at and listen to
a poem.”

To the above it may here be added that in this more
comprehensive volume evidence has often been brouight
forward in support of criticism ; and space has sometimes
been given to details for the purpose of ascertaining the
truth.

The author’s best thanks are due to Mr. W. J. Lias,
of the Downs School, Clifton, late Scholar of Jesus College,
Cambridge, for his kindness in revising the proof sheets.

Urper BeLGrAVE RoAD,
CLIFTON,
September, 1895,
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HANDBOOK TO TENNYSON'S WORKS.

CHAPTER L

TENNYSON’S LIFE, TIMES, AND
CHARACTERISTICS.

PART I.—LIFE OF TENNYSON.

“THE hero and the bard is gone” By this first line of
an ode ! that celebrates Byron as a hero, but has little
to say about his poetry, we are reminded that there have
been poets whose mere lives were poems, and whose
Jnaetrv was the Hoause of Life humilt to music. As we
might expect, such poets are rarer in our less eventful
days, when, if the leaders of thought gain something from
uninterrupted study, they yet, according to Milton, also
fose something :
“'The wisest, nnevperienced, will be ever

Timorous and loath ”
Pas adise Regained, ifi. 240-1.

What Milton means by unexpeiienced” may be
gathered from the context; and many yeais before, ip

1 “QOn the Death of Lord Byron,” in * Poems by Two Brothers.”

(Signed A I.1n the ed. of 1392.)
B



2 Handbook to Tennyson's Works.

plamnet piose, he had set forth the doctune that a poet’s
uducition, 1if nothing moie than “studious and contem
plative,” 1s very mcomplete It must have a living share,
he says, 1n events that stir human expenence widely and
to the depths

Of comse we can neve: sepaiate a poet’s woik from his
hife, however sequestered and contemplative that hife may
have been, but if only this, for example—f Tennyson had
been moie fiequently compelled to breast the blows of
circumstance, he might have become a more powerful
poet and a greater dramatist

On the other hand, we lost Chatterton altogether
Sometimes the stais above us seem to govein ow condi-
tions, and poor Chatterton failed to grapple with his
evil star Possibly, therefore, we may rest well content
with 1 ord Tennyson’s long hfe of ease and seclusion,
content also to read is biography not so much m the
pages of history as in his own poetical work, where 1t 1s
clearly wiitten, mteresting and instiuctive

There 15 yet one other consideration The woids “mere
frequently,” above, were used adwisedly Circumstance
did deal Tennyson one blow, and that a ternble one, and
while he was still young , and fhe Shock ot it was diftused
through all his hfe  But though this piivate soriow gave
some power and some passion to hus poetry, and brought
him closei to the hearts of his countrymen, it left him
without that wide knowledge of men and things which fell
to the lot of Shakespeare and Milton , perhaps it even
tended to keep lum apart from some of the mghty
activities of a rapidly growing nation and a wotld advanc-
ing era

‘We have mentioned incidentally that Loid Tennyson’s
life may be read in s works , we may now add that lus
poems are undoubtedly his best biogiaphy Nevertheless
1t 15 useful to 1ecall the glmpses which recording friends
hate gnien to us of the gieat poet as he moved thiough
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Iife, at that stately distance, to a i1esting place wheie the
meanest of his fellows may now stand neai hus dust

Alfred Tennyson was boin on August 6th, 1809, the
year which gave buth to two other great men, Daiwin
and M: Gladstone His father, D1 G Clayton Ten
nyson, was rector of Someisby, a small pansh i Lin
colnshne

Alfiefl was one of twelve childien, and the thud of
eight brothers, most of whom have witten poetry , two of
his elder biothers, Fiedeuickh and Chailes (afteiwaids
Chailes Tennyson Tuiner) being poets of some note His
fathe: died mm 1831, but hus mothei, who will be mentioned
again 1 these pages, lived to see her son famous
Tennyson’s childhood was uneventful, but such as allowed
him to be nursed by Nature, to observe her ways, and to
love her, and it encouraged the growth of fine emotion,
though at the same time it helped to tender the poet
retning and sensitive  From the time that Alfred and
his biother Charles left Louth Giammar School n 1820
(Alfied was then eleven and Charles thuteen) until they
weie both entered at Tumty College, ‘Cambndge, 1n 1828,
they weie edicated at home—or 1ather, they were often
daft b adavete shamsalies, @ pase oF goed frdane thee
falls to few in these days when, as the schoolmaster in
Mr Dawidson’s play confesses,

¢ T for food
Have made myself a grindstone, edging souls
Meant most for flymg

The caily fights of these affectionate poet biothers
were fiequent and fiee and far, then wits were not
shaipened with the kmfe that had cut their wings Thus
it came to pass that they weie led to all the Castales,
and fed with the milk of every Muse , and thys 1t furthe1
came to pass that after six yeais of this almost peifect
poetical appienticehood, they published at Louth (1826 7}
the dow famous “ Poems by Two Biothers”
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For this collection of boyish veises the venturesome
publisher gave them £17 mn cash, together with three
pounds’ worth of books The “Poems” found very few
putchaseirs and fewer 1eaders But for the copyight of
the same bool. £230 was subsequently paid, the original
manuscupt was sold mm Decembe1, 1892, for no less than
£430 ; and at about the samc time booksellers wele ask-
mng £24 for a copy of the precious volume

From one point of view these paiticulai> aie somewhat
thelancholy , for they may be regaided as a mowinful
lustiation of a 1eflection m “In Memotiam,” Ixxv 4
They are yet more melancholy on this account ; the book,
as we shall see heieaftei, contained no pieces of gieat
promise, nothing that could compare, for example, with
the early work of Chatterton

The date pinted on the title-page of this notable
volume 1s 1827 Loid Tennyson 1efers it to the yeat
hefore

‘We now lose sight of Chailes Tennyson who, as stated
above, entered Timty College with Alfied in October,
1828 At the same time, bemng then i his eighteenth
year, Aithumi Hemy Hallam went up to Cambudge, and
he and Tennyson soon foimed a lasting firlendship Both
were competitors for the Chancellor’s prie poem of
1829, the subject being “ Tunbuctoo,” and the prize fell
to Tennyson But Hallam’s attempt was iemaikable,
especially for a man so young (neaily two years younger
than his friend) Like Tennyson he bioke thiough the
traditional verse of this college exeicise, and his work—
igamn considering s age—gave piomse of the futme
scaicely less tiustwoirthy than Tennyson’s Hallam was a
wonderful and a good man , two fragments of testimony
shall be allotted to lim heie Tennyson spoke of him
1s bemng “as nea1 perfection as man mught be” and
Monckton Milnes wiote “We aie deprived, not only of
a beloved fiiend, of a delightful companion, but of a most
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wise and nfluential counsellor and of the example of
one who was as much befoie us m everything else as he
1s now 1n the way of hife **

In 1830, wlule he was yet at Cambridge, Tennyson
published 1 London, “ Poems, Chiefly Ly:iical,” a book
that aroused criticism, mostly favou able During the
summer of the same year he joutneyed in company with
Hallam to the Pyrenees After the death of his father in
1831, Tennyson did not return to Cambridge , but Hallam
remained at the Unnersity till 1832, when he took his
degree In spite of this, the twofilends continued to see 2
good deal of each other, and thereis m “In Memoram?
a description of one of the visits paid by Hallam to the
Somersby rectory In the year 1832, Teanyson pub
lished his second tolume,” entitied “Poems,’ which
showed a considerable advance upon the first Hallam
who had been studving law in London, tiavelled to the
Continent with his father in 1833, his health had fo
some time been delicate, and while abioad he was seized
with a sudden and fatal illness, and died at Vienna on
September 1yth  On January 6th, 1834, his 1:emains were
mterred at Clevedon

The loss of his fricnd, together with some adverse
criticism of the 1833 volume, kept the poet almost silent
for neaily ten 1ears  Lut all this time he was prepaing
his wings for a surer flight, the volume of 1842, and
dunng these vewus some pait of “In Memouam?” was
wiftten His lfe at this penod may be left to the words
of Margaict Fuller mn a letter of August 1842 “Much
has he thouzht, much sufierted” Though the poet was
not actually compelled to get his iving by tieading some
rougher road thin the flowery walk of letteis, his means
were scanty We heai of him Ining “1n poietty with his
friends and golden dieams ’

1 Seealso ‘In Memorum ’ cix cuv
Ixxan 3 Dated 18,,
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These friends included the foremost men and women
of letters Many of them he met in London, wheie the
Cock Tavein was a favourite haunt, as he seems * to tell us
m “Will Waterproof’s Lyiical Monologue ” His place of
abode was often changed In 1837 the Tennyson family
left Some1shy,? and after living at High Beech, Tunbridge
Wells, and Bohley, they removed to Cheltenham, where
they remamed till 1850 In that memoiable year
Tennyson published his “ In Memonam,” was appointed
Poet Lauweate in succession to Wordswoith, married
Emily Sellwood, and with her took up his residence
at Twichenhami Here Hallam Tennyson was bomn,
August 1rth, 1852 In 1853 the poet 1emoved to his
famous retieat, Fairingfoid, at Fieshnate1, where Lionel
Tennyson was boin, March 16th, 1854 This was his
home until 1867, when he puichased the estate of
Aldworth in Sussex Thete he resided for the remainder
of his Iife, though fo1 many yeais he continued to spend
the winter and spung at Tarungfoid He died on
Octobe1 6th, 1892

Such 15 the outlime of a hfe that appeais somewhat
commonplace , yet 1s 1t truly wonderful, most wonderful
m what may best be called its completeness Certainly,
as we have seen, 1t wants the eainestness, the austenty,
the strenuous effort which Milton associates with the life
of the 1deal poet, yet in some 1espects 1t 1s so idcally
pexfect as to be almost bewildering The poet hsped,in
numbers , he won the prize poem at his univeisity , he

“published poems while yet in his teens, he published
when mote than fourscore yeats old Though he wasnot
always inchned to kiss the rod, no writer profited more
by the discipline of adveise cuiticism, and from the outset
he was accorded approbation of sufficient authornty to save

1 To a fastidious taste 1t 15 healthier and sweeter to avoid the wine and
b: of modern biography or hovel
« “In Memoriam, ¢ €1 cul




Posttion in the History of Englisk Poetry. 7

him from despair, if not from self-distrust. His life was
one long service of song, yet was there in it a period of
years 11833-1842) with just enough in them of mystery.
suffering, romance, and dealings with the world to thaw
the ice of regularity. He was a most learned man, and
with that a wise man. He was happy in his family, his
friends, his friendship, his fortunes. He received a pen-
sion from the State and he was made Poet Laureate.
Oxford bestowed on him its proudest token of esteem,
the honorary degree of D.C.L. He had the privilege
of refusing a baronetcy ; he had the privilege of becom-
ing a lord. An honoured son succeeds him in the peer-
age. Thongh heir of all the ages, he produced work
that was strikingly original. He excelled in lyrical, mono-
dramatic, and narrative poetry; he wrote a long and
beautiful pocin on a subject of almost pational interest,
and one that so many poets before him had attempted or
thought of attempting ;* then he produced several im-
portant dramas. Poetry seemed to wait upon his dying
bed ;2 he was buried in the Poet’s Corner of Westmninster
Abbey. In life he secured what most great men have
missed in life—a meed of praise; only in one thing
might it be said that he fell short of fruition, for death
.alone could tell him how much he was loved.

PART 11 —TENNYSON'S POSITION IN THE HISTORY Or
EKXGLISHE POETRY.

~Man is man, and master of his fate,”® is amony
Tennyson's earlier doctrines. In later years it assumes
the form “Alan can half control his doom.”*

3 ¥ {dylls of the King."

~ * His proud head pillowed on Shakespeare’s breast.” —SwinBUERNE.
2 * Marriage of Gerint.”

4 ** Locksley Hall Sixty Years After,” couplet 135,
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Even the poet, most independent of men, will be
moulded—in part—by circumstances. He cannot alto-
gether stand aside from his age. And in order to know
him thoroughly, we should first learn something about the
times to which he was born.

If we look back through the centuries of life and letters,
we shall hardly fail to notice how often the literary period
connects itself with some important phase of national life;
and we also find that a great poet almost universally
represents a great historic age.

Speaking roughly,and with especial reference to English
poetry, the times of Tennyson were preceded by three
important periods.

The first period has Chaucer for “morning star,
Shakespeare for noonday sun, and, to repeat Tennyson’s
figure, Milton for evening star. If we assign dates to it,
they are 1350—1675, though given in such round but
convenient numbers they overlap. A central date would
be, 1600, and a central historical epoch the reign of
Elizabeth. This, the first period, and especially the first
part of it, has the characteristics of youth; it has fresh-
ness, beauty, strength, and joy. It includes much of the
making of our composite English race, its victory in the
struggle for existence among races; new freedom, a new
world, new learning, and along with that, the religious,
political, social, and literary influence of the Bible. No
wonder that such an age should give birth to our two
great poets, Shakespeare and Milton.

The next is a period of reaction, dating roughly from
1650 to 1750, leading names being Dryden, Pope, and
Johnson,’and a central epoch the reign of Queen Anne.
Its characteristics are well marked; its poets appeal to
the intellect rather than to the emotions; they neatly -
dress the body of poetry, but they put into it the soul of
prose; the book of humanity and the book of nature are

”1

2 # Dream of Fair Women,” stanza 1.
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alike closed to them, they deal with the limited and often
petty lfe of “society” and “the town,” their fancy
seldom attains to unagination, nor their wit to humour,
and thev mostly affect a satire whose pungency 1s bitter
ness tather than saltness Their poetry affords pleasure
to some people, but 1t 1s pleasure of a lowand scarcely an
artistic ordei, such pleasure as we denrve fiom watching
a clever chemical experiment, or a game of chess, or the
sleight of hand of a juggler, or fiom listening to the
mouthing of a mob orator in Hyde Parh  Even m the
one great poem of tms school, Popes “Eloisa to Abelaid,”
our emotional attention 1s too often disttacted by meic
tricks of conscious rhetoric

Nothing could be moie natural than a new 11se in
poetry after such a decline—or 1athe1, a new birth after
such a death It was due to many causes, such as, n
history, the Declaiation of Independence and the fall of
the Bastille

Its hteiary origins aie numerous, among them arc
the romantic movement i Germany and the wntings of
Voltane and Rousseau, preceded by others in England
There 1s a general return fiom attfice to ait, from the
town to nature, fiom society to manhind, fiom ntellect to
emotion, from philosophy to romance, from politics to the
people, and, with one or two exceptions, fiom satue to
love Cowper appears as the moining star of this new
day, and Keats 1s 1ts eveming star But while Cowperis
nearer to the age he hetalds than Chaucer wasto theé Eliza
bethan epoch, and repiesents many of its elements, Keats
in spirit stands farther apait than did Milton  Scott, hke
Keats, seldom looks beneath the suiface of the life of Ius
own day, he lives rather in a past of romance, and Keats
i a past both romantic and classical Buins, standing
for Scotland, 1eflects in his poetry many of the new
emotions of the new era

Of the others who are more closely 1dentified with the



10 Handbook to Tennysor’s Works.

stir of the time, Wordsworth was the wisest, Byron the
strongest, and Shelley the sweetest singer. Another to
be named with these, one who bequeathed to Tennyson
so much that is precious in poetry, was Coleridge—musical,
mysterious, beautiful, capricious. '

Among notable features of the new poetry is a certain
looking forward, sometimes eager, sometimes wistful,
sometimes sublime. It is a feature of Tennyson’s poetry.
Byron, Shelley, and Wordsworth might well turn their
faces towards the other distance and the hues of
promise; the French Revolution behind them was an
exhausted volcano with a desert of ashes around. It had
introduced no new principles; at best it had merely
directed attention to principles already existing ; but even
that-use of it was made barren by excesses and by the
subsequent disgust of right-minded men. It would have
been better for the world, perhaps, if these new principles
had arisen not as a destructive volcano in France, but as
a well-spring of water in England ; indeed, just as Tenny-
son was becoming an author, those waters, after being
pent up for half a century, gushed forth from English
ground, cool, pure, and refreshing.

Like the French Revolution, Byron was furious to pull
down, careless to build up. Yet even his misanthropic
eye looked onward to a time “When the heart and the
mind And the voice of mankind Shall arise in com-
munion.” These are almost the words of Tennyson in
“Locksley Hall”! To the French Revolution Shelley
was

‘! As the last cloud of an expiing storm,
Whose thunder is its knell.”
Adonais,
He had striven to redeem the present, though he found.
greater’hope in the future ; and these offices of love and
trust were part of Tennyson’s inheritance from Shelley. -

1 Couplets 64 and 65.
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The bequest of Kcats," who knew not of these things, was
a lnnunious dalhving with esteinal beauty But the poet
from whom Tennyson rccened the laurel wreath gave
him also the goodhest nfts of song Itwas Wordswnoith's
pmuilege to learn the lesson of reivolution iwice, for he
made verses 1 1790, and wrote Jood poetry after 1830
Of the first of these lessons he has lett us full reco:d

After sayving
¢ Lotus

Lerave this unknit republic to tl v wc urge

Of her o vn passions
he repeated the words of Daniel,

¢ Uiless abore lumself he can

Erect himsel, how po ratlnt gismun ,
thus he laid baie the secrets of failure not of the Fiench
Revolution onlv, but also of all such 1e1olutions , and then,
11 respect of the future, he added—

W elne by admiration, hope =rd lcve

And even as these are well and wieely hued

In dignmiry of being ne ascend
One other aspect of Tennyson's four great predecessors
must be carefully borne 1n mind 1n any attempt to estimate
the relation m which thev stood to their own time and to
Iis, neither Byion no1 Keats announces that high concep
tion of poetry and the poetic function which we associate
with many gieat poets, and which possessed Tennyson
almost as much as 1t possessed Milton Neither Byton
nor Keats could bave said with the fervour of Shelles,

¢ Drive my deal thoughts over the u1 nerse,

L:ne witherud leaves, to quicl ¢n 2 new b rth
Ode fothe V' est Bud
¢ I will be wise
And just, and fres, and mild, 1f 10 me hes
Such power , for I grow weary to behold
‘The selfish and the strong snll tyranmze
‘Without reproach or check 2
Revolt of Islam

1 See alop 54 2 Cf Tennysons ' The Poet
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Nor with Wordsw orth,

I would give utterance in numerous yeise
Of Tauth of Grandeur Beauty Love and Hope
And melancholy Fear subdued by Faith
Recluse

From such a passage as this last we may leain what
Wordsworth was to Tennyson We might almost hear
Tennyson s 1eply,
So did he speak
The words he uttered shall not pass away
No—they sank into me the bounteous gift

Of one whom time and nature had made wise
Recluse

Such weie Tennyson’s predecessois, foremost figutes 1n
the gieat poetic exa of Revolution, their wutings ennch
the years that lie near the beginning of the nineteenth
century, some five and twenty on either side

The lull that followed the Revolution stoim was of
shoit duration The velry year of Tennyson’s first volume
was the year of the second French Revolution and the
second English Revolution, the year of the “ Thiee Days”?
m Pais, and of the appeniance of Loid Giey as Prime
Minister in England and chimpion of the Reform Bill
It was the yeai of the opening of the Liveipool and Man
chester Raillway Mr Hushisson, who met his death on
that occasion, had 1ecently biought forward the fiist
notions of Fiee Tiade, which the beginnings of steam
navigation weie soon to do much to develop It was the
year of Lyell’s “ Punciples of Geology,” and of Comte’s
“Cours de Philosophie Positine” Keble’s “ hiuistian
Year” had been punted 1n 1827, 1n 1829 Catholic Eman
cipation had become law , and forthwith O Connell began
to agitate for the Repeal of the Union The position of
the Insh Church was called in question mn 1831, and 1n
the sumne yeat the Corn Law Rhymes of Ebenezer Elliott
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preached more powerfully than fiom any pulpit a new
doctine for the poor

‘It 1 the derdi Powet that mhes

Bread dew, ana labour cheap
At this time 11ch-binting was1ife,! and Tunt and Cobbctt
wete filling the new-foirming mind of the masses with
ideas of socal equality, while the most auwcciatic of
Euwopean nations, “that o’eigioun DBaibanian m the
East” -~ was absoibing Poland The year of Tennyson’s
second volume passed the Rcform Bill, biought out
“Tiacts for the Times,” pioposed to emancipate slaves,
saw Faladays cipeuments i Electnieity, and heatd
George Combes lecturc on popular education.

Thus we find m the yecais of Tennyson’s fiisl two
volumes something moie than the germs of “all the
wonders that would be »* political 1¢form, social 1eform,
1ehigions 1efoim , the 1ctreat of old 1chgions hefoie the
mvasion of new iehgions, iehgions of inquiry, doubt,
negation, emotion, art, philasophy, and, most mavellous,
most potent of all, the “ Fauny tales of Science ’* that wele
now being told on every hand Tiuly a gicat poet was
ciossing the thieshold of a gieat age.

We need not follow him thiough that age ; fo1 1ts 100ts
he, all of them, 1n the yeais just descubed, and the
history of the next siaty yeais, in then 1elation to Tenny-
son, may almost be swnmed up by a mention of the two
Titamc foices taking birth that weie to nfluence his hie
and woik moie powecifully than all the 1est togethei—new
religrous mquury and the doctines of Evolution.

But we 1 om year of 1895 may look back and sce those
sinty yeais of futuie as they hic m the tiact of the past
Let us smvey them fiom the poet’s standpomt m the

l second Locksley Hail. It 1s somcthing like Woids-
1 To “Mary Bovle, vt v X Alo ““ Lhe Prneess, " v 363 367

? Sonnut, ‘“Poland ’
3 *“Loclsley Hall couplet 63 Y 7 f, couplet v



14 Handbook to Tennysor's Works.

worth’s case over agun , some enthusiasm for a mighty
present, followed by distrust and disappomtment, but not
by despan , and then the final faith—* Onward ” 4

.

ParT 111 —CHARACTELRISTICS OF TENNYSON

Although the chaiactenstics of a gieat witer often
colour lus writing to such an extent that when deahng
fully with lus litera1y work we desciibe the whole man,
yet 1t 1s useful to 1egaid them apait, and, further, to
anange them under sepaiate heads, provided we under-
stand that the distinctions aie more o1 less aibitrary, and
that qualities assigned to some speci1l department may
at any time cross theu borders

I —PERSONAL Of Tennyson’s foim and featuie
nothing need be 1epiresented here, his fine head 1s
famihar to all who possess hus poems, and this 1s but a
gude book to be taken up by those who aie tiavelleis
thiough that region of wonder and delight knownas“ The
Works of Tennyson” A moie accessible full length
portrait of the poet might, however, be desirable

‘What 1s true of a man’s physical frame 1s also true, but
1n a less degiee, of hishabits and his character , they will
vary at different pettods of ife  Nou 1s the testimony of
friends always to be relied upon When we have i1ead
Mr Theodore Watts’ assertion that “ Tennyson had that
artistic egoism which enabled lim to work upon his own~
lines 1n defiance of all hostile criticism,” w e a1e confronted
by Mr Knowles, who assmes us that Tennyson was hurt
by criticism as a sensitive child might be hurt by the cross
lock of a passing stranger, and the same authonty
repeats Tennyson’s own remark, “ The Reviews stopped

1 See the Inst poem of the last volume ‘“The Death of the Duke of

Clarence lines 14 17 (page 856 1n the one volume edition) andin * Locks-
ley Hall Sixty Years After, couplet 140
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me’ Among this and similar conflicting evidence, we
cannot do hetter than rest content with the testimony of
thiee g1eat men who knew him 1n his youth, manhood, and
age, respectively Aithur Hemy Hallam, “My othe:
heait, and almost my half self” ! wiites of his friend in
1832, “I think you would hardly fail to see much foi love
as well as for admnation” Next, Thomas Cailyle, most
keen to obseis e charactel, spoke of him 1n middle hife as
“a true human soul to whom yom soul cansay Biother’”
The third tribute shall be that of Robeit Biowning mn the
year 1889,—“1I have loved you deaily ”

Turning now for 2 moment to look at the poet as he
appeais m his poetty,—and, we must add with some em
phasis, m his prose—we seem 1o discover a somewhat
shghteiman To those who have gazed long and lovingly
he will now and then betiay a foible or disclose a weakness
These minor blemishes aie fully consideied in an Appen
dix to this chapter, p 49

To the foregoing remaiks we may now add a suggestine
Ilaint as to Tennyson’s chatacter fitst supplied by Hallam 1n
1832  “ His neivous tempeiament and habits of solitude
give an appearance of affectation tohis manner, whichis no
true imterpretation of the man, and wears off on fuirther
knowledge ? We may fanly adopt this as a final esti-
mate 1n 1egard to any personal weakness that may be
detected m the poets work, merely malung the reserva-
tion that, as explained 1n the Appendis, 1t applies some-
what less closely in this liteiary connection

II —RrLicious Given a general vagueness incidental
to the 1dealiing tendencies of an imagmatne witer,”
Tennyson’s 1ehigion, as we gather fiom his works, was a
rehgion of tiansition  If he had been ashed (o state the

1 “The Princess

2 There are exceptions DMilton s trumpet, even in poetry, gave out no
uncertain sound , nor did 1t spoil lus organ music 1t was s the t umpet
stop 1n an organ  So clear was never so musicnl
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fundamental doctiines of Chistianity, first, when ““ Poems
by Two Biotheis” were published, and agam, “more
than half a hundred years”' later, when he wiote the
stanzas to Mary Boyle, his two statements would have
seemed strangely at vailance  For if we may judge from
the “Poems by Two Biothets,” his views 1n 1827 were the
“happy views” of poem xxun of “In Memoriam ,” and
1 the volume of 1889 will be found the poem to Mary
Boyle, which contans the following stanza
““What use to brood? this hife of nfingled pauns
And joys to me,

Despite of every faith and creed, rem-un<
‘The mystery

But the tiansihional quality of Tennyson’s rehigion was
not uniform ; 1t mcluded oscillation and regiession ; and
if we now 1apidly follow the course of his 1eligrous
oprmions as 1t 1uns thiough the long seres of his poems,
we must fiist bear :n mund the fact that with one
or itwo exceptions we have no means of ascertamning a
piecise date The year on the title-page of a volume
seives as a himit mn one direction only For example, in
the “ Demeter ? collection, “ Ciossing the Bar” 15 punted
last of all the poems,® but the date of its composition
may have been eatlier than that of such other pieces as
“Vastness,” “ By an Evolutiomst,” and “To Ma~y Boyle.”
We could not even speak of all poems n the last volume ?
as 1epresenting the thought of the poet not eather than
the date of the volume which preceded 1t, 1t contains, for
example, “ Mechanopilus,” which 1s 1efeired to the time of
the fiist 1a1lways Thelefore the following quotations
which illustiate what have been called oscillation and
regression of rehigious opinion must be 1ead with the
caution due to absence of exact date,

1 ¢ To Mary Poyle
- 111 mo placed atthe end of the one volume edition « f [enny <on's poems
o 1he Death of (Lnone Al bu « Drecam and Otl @ 1eens
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* The *early heaven and happy views” may be said to
haie 1eceived therr fiist shock at the unnersity, where the
inquinng munds of many associates set lennyson dlso
mquuiny, and in the manner habitual to hum thioughout
his caicer as an autho, he takes occasion to utter thiough
the hips of a fictitious chaiacte:r just so much as he chooses
of his own emotions, and the result 1s “The Supposed
Confessions of a Second 1ate Sensiive Mmd” It would
secem that the cpithet “second 1ate” has its origin n
another characteiistic of [ennyson, aheady noticed, and
called by some cnitic “ unfortunate modesty ,” nd Hallam
well says of this poem, “The mood poitrayed 1s rather
the clouded season of a stiong mind, than the habitual
condition of one feeble and second 11te”  Itis the mood,
we may add, which at some time o1 otha: has clouded
nearly every other stiong mund from that diy to ths

In this poem 1cferences to Sciiptute and to many points
of Chnistian doctiine mcluded within “happy views ” aic
made Ina manna totally diffcient fiom that in the “ Poems
by Two Inotheis” The poet has begun the battle of
nineteenth cenfury unceitainty , he has begun to fight hus
doubts (“In Memoniam,” \cvi)

In many other poems of the cather volumes, the Bible
1s quoted paitly thiough “ cluldly wont and ancient use,”
paitly in a spuit mercly artistic, examples would be the
“latter fiic” of “The Kiaken,” the “stuange angel” of
“To ——” the “ Like Stephen’s” of *“ The Two Voices ,”
to which mny be added

¢ Theie 15 a hand that guides —Pruncess

But these and many others like them must be passed by
Meanwhile, as in *“ Lhe Two Voices,” Philosophy his
been called in as an ally by both sides , and Evolution,
newest and most teinible of combatants, 1s soon to lead
the vanward of the aimy of doubt We now 1each “In
Memoriam,” the most important poem for our purpose, for
C
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1t 1s also the most peisonal , but on the side of doctinial
Chiistiamty one quotation will be enough, because of
its comprehensiveness, 1t 1s the line mn which the poet
speaks

¢ Of comfort clasp d in truth revealed *

This doctrinal 1ecognition of the Bible 1s unequivocal

‘The next lines to be quoted show extremes meeting—
the “caily heaven and happy views” strangely assorting
with a faith that “ cares not to fix itself to foom,” Itisa
well-known passage,

‘“ There lives more faith in honest douht
Beher e me, thanin half the creeds

We are so accustomed to these lines now as to have
difficulty i 1ecognizing the years—not faither back than
1827—when to ninety-nime in every hundred of peisons
calling themselves Chustians, they would have sounded
blasphemous Amud the consteination they caused, Bible
texts would have been biought to bear upon them—
¢ Blessed aie they that have ot scen, and yet have
belhieved ”—and so foith *

In “In Memonam? also we find the first cxpiessions
of what some would call “ Higher Pantheism,” ¢ Chuistian
Agnosticism,” and much more But, betore leaving the
poem 1t 15 important to examine the introductory stanzas,
which bear the latest date The fiist of these contamns
the word “beheving "—almost the only nstance of 1ts use
by Tennyson afte: the first pertod of “obstinate question-
ings” Buat, against one use of the cieed-word in these
stanzas, we have to set “thinks” in the third stanza,
“seemest” 1n the fourth, “tiust” in the sivth, and again

1 Wirhin the expenience of the present wnter, these remrks 4pply toyears
much more recent than 1827 It 1s well even now to contrast the two famous
lines quoted above with such a later expression s the following 1n * Vast-

ness  ‘*Faith at her zenuth, or all but lost in the gloom of doubts that
darken the schools
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“tiust” n the tenth' No1 does the moie dogmaticteim
occut agam mn “In Memonam

4 Itisthe same mn “ Maud,”—a 1ehgion libeial, and of com
promise , old and new meet with as httle clashing as may
be “We aic puppets,” “the duft of the Maker 1s
dark ,” “He that made it will guide,” “sullen seeminyg
Death may give more Iife to Love ,”

¢ Anise, my God, and sti] e, for we hold Thee just

¢ But the churchmen fun would kill their church
As the chutches have hilled then Chnst -’

Tennyson’s views of the human and the divine natume of
Chnst aie also vauable and compiehensive A good
example of this tendency to comptomise 1s fuinished by the
foregoing quotation when 1cad side by side with the well-
Lknown line of “ In Memoiiam,” “ Ring in the Chist thatas
tobe” “EKilled their Chust” means “Ciucified the Son
of God afiesh, and put him and the 1eligion they preach
to an open shame by 1eason of then sloth, then woildlmess,
then anything but Chustly lives ” -  But n the hine from
“In Memoriam” the woid “Christ” 1s less personal—“men
have long called themselves Chustians, but Chust’s king-
dom 1s not fully established yet , his subjects ate Ch.istian
chiefly 1n name, not in deed, in Iife, we stll have to
look foiwaid for a Chustian communily worthy of the
name—* The laiger heart, the kindher hand’—the man who
may be wotthy even of Chnist’s second coming

“Whereof the man that with mc trod
This plinet, was a breathing type * 3

References to the efficacy of prayer aie sometimes con-
ventional and sometimes 1eal, those in the *“ Morte
d’Arthut” are probably 1cal because of their caily date ;

1 The stanzas th lves are fully expl d 1n the Appendix to Chap IX
2 Cf ““sabbath drawlers of old s1ws,” 1n ‘“ Sonnetto J M K ’
3 ¢ In Memoriam,” Epilogue, 38
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the simila1 eaptessions 1n “ Harold” may peihaps be
regaided as meie literary adornment

Still more noteworthy, proceeding fiom the hps of
Tenny son, are two lines connected with the © Idylls of the
King? The fast 1s m the “ Dedication” to the Punce
Consort, dated 1862,

% I'1ll God s love set Thee at his side agamn,
and the other 15 the address “ To the Queen,” dated 1872,
% And fierce or careless loosenus of the futh 1

Nothing quite so definite as the first will be found agamn ;
and the second 1s evidence that to the last Tennyson
clung to ot looked kindly on “the old faith ”

In the Arthutian poems, a3ain, all the opposing elements
appear still inteispeised with sciptwal allusions , post-
tiv1sm, 1gnosticism, monotheisin, pantheism, doubts cont
cerning God and love, faith m God and love, doubts
concerning immortality, belief in ymmo:tality , and they
will all be found over and over again, together with Bible
1eferences, m the poems contemporaty with and that
followed the “Idylls of the King” One consideration has
yet to be added the poems towards the close of the con-
flict speak oftener of trust in God, and Love, and Immoi-
tality

From a survey of his poems, dramatic and petsohal, 1t
would therefore seem that Tennyson’s religious opinions
have constantly varied, and could never well be regaided
as absolutely definite, as a consequence, his writings aie
not altogether unltke those other writings, of prophet
or evangelist, which may be cited to then purpose by men
of very different shades of belief and thought, fiom dog-
matists to philosophers To these conclusions, which
have been diawn fiom the poet’s writings, there may now

1 ¢ The old faths Ioosen and fall, the new y ears nun and rend '
SWINBURNE
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be added a vety important item of personal testimony In
the “ Nineteenth Century ” for January, 1893, Mr Knowles
wiites concerning Tennyson , “ He foimulated once and
quite deliberately his own 1ehgious cieed mn these woirds

‘THERE’S A SOMETHING THAT WATCHES OVLR US,
AND OUR INDIVIDUALILTY TNDURES THAT’S MY FAITH,
AND THAT’S ALL MY TAITH’”

The connection between Religion and Ethics will vary,
but 1t 1s nearly alnays close,® even n this age of scientific
analysis 1t 1s closel than we imagine Butf for a moment
we may speak of a poet’s ethics as apart fiom his theology,
then assuredly not one voice in the whole civilized woild
would question the opinion that the influence of Tennyson’s
writings in respect of the highest conception of morality
ever formed amongst men 1s not less than that of any other
poet

11T —PonITicAL AND SociAt Views Likelusrebgious
opinions, but 1n a less degiee, these weie tiansitional and
tending to a comptomise Theie was 1n Tennyson a fiim
but not evactly dogged clinging to old foims and the
past, and there was some disposition to mahe “ the bounds
of ficedom wider yet ”? But change, though necessary and
healthful, was to be “no1 swift not slow” These words
aire to be found n the poem “ Love thou thy land,” stated
to have been wiitten about the year 1833, but not published
tll 1842 And so far off fiom this as the “ Demeter ”
volume of 1889, almost the same woirds occur 1n a poem
called “ Politics ”

“Up hill “too slow’ will need the whip,
Down hill *too quick,” the chain

In most of his vicws, therefore, Tennyson was cautious
and tempezate,

1Seep 37
2 I believe in progress, and I would conseive the hopes of man —Tén-
Pyson, in a letter 1o Aubrey de Vere
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€ Turming to scorn, with lips divine
‘T he falsehood of extremes "

He was too cautious, pethaps, ever to be sangume There
wele exceptions, however, sometimes a political pre-
judice or a soaial conviction would overponer his poetry,
as when he allowed the roar of the cannon to break in
upon the music of “ Maud,” o1 when 1n the two “ Locksley
Halls* and “ The Prormse of May” the cnes of prophet
and pieacher rose highe: than the chanting of the poet

Like Shalespeate and Chauce: he had a contempt for
“the ciowd,” and not always so good humoured and
Lindly as therrs ; for hus was an hom

“When more 1nd more the people throng
The chairs and thrones of civil power, *1

He showed great distiust 1n the ciowd of “iaving
Pans,” as we read m “ The Pincess,” conclusion,

*Yonder, whiff ! there comes 1 sudden heat °*

And though the poet 1eplies as for hunself,

# Maybe wildest dreams
Are but the needful preludes of the truth, ’

yet the protests agamnst the “Dblind hysterics of *he Celt”
are twice 1aised m “In Memouam ,” and so late as
1886, in “ Locksley Hall Sinty Years After,” we hear lus
final judgment—* Celtic Demos rose 2 Demon.” In the
same poem, while convinced that demociacy 1s having
1ts way, he tells us what that way seems to be—* Demos
end m working 1ts own doom ”

Of course, like most of the poets of the fifty yeas
behind him, or of those at his side, he has some con-
fidence 1n the progress and higher destinies of the human
race ; looks humanly forwaid to a time “ When each shall

1 “In Memouam,” wx1 , see also cxur  These poems appear to have been

wnitten 1 or about the year 1848, as they refer to the Chartist movement at
home and the 1 trious 1evolutions abroad
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find his own in all men’s good:” (though here may be
noticed most of all the wavering and occasional back-
sliding that we have already associated with his religious
opinions); and he looks even politically forward to a time
when those distinctions, and prejudices, and animosities,
and murders hitherto sanctioned by the dreadful, if
necessary, name of “ National” shall be swept away by
humanity in its onward march ; 'or if not quite to this,
atleast to an epoch of Ethnocracy, as we may call it :

‘ There the common sense of most shall hold a fretful realm in awe.”

Locksley Hall (65).

But there is little in Tennyson nearer to democracy
than this ethnocracy ; to him, as to Carlyle, history has
been “ the biography of great men,” and the death of that
history is wept over in “Locksley Hall Sixty Years
After”:

 Poor old History passing hence.”

Greatness is the measure of the man; those horn-
handed breakers of the glebe do not count in the world’s
records. One still strong man in a blatant land is his
best coneeption of government, present or future. He.
did not mix with the people in his life, nor with the:
people did he make his grave. Greatness was the
measure of the men who bore his bier. When the
poor and the oppressed are mentioned in his pages, it is
not with the hopeful sympathy accorded to them in these
latter days by many enlightened minds. Enoch Arden,
the most heroic soul among all Tennyson’s men and
women, is one of the English working folk ; but Enoch
Arden stands almost alone. As we read the poet’s
writings through, we feel that his interest and sympathy
is oftener with the men of many acres. From first to
last the rustic squire, for example, is a favourite type;
sometimes, as in “Maud,” being earthly, he is re-
buked, but in “Locksley Hall Sixty Years After” he
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appears at his best;! while the people have sunk to their
lowest.®

Like Shakespeare’s—perhaps too much like Shake-
speare’s—was Tennyson’s patriotism. It was insular, and
was often the patriotism of great men. It was left to our
English poet to write a magnificent ode on the death of
the Duke of Wellington. It was left to a French poet
to breathe as in moumful protest a requiem over the
thousands of brave English peasants who died where they
had won that soldier’s battle, This could lardly have
been otherwise ; nor does it lessen our debt of gratitude
to the bard, who, by his splendid songs to the glory of
our country, bids us remember how we came to be

*This old England ., . .
Which Nelson left so great,”
The Fleet.
and further reminds us how alone under existing con-
ditions we may still-stand together if neced be against
the world, and exclaim, “ we are a people yet.”

Peace hath her victories no less than war, and the
splendid ode sung at the opening of the International
Exhibition follows immediately on “The Charge of the
Light Brigade.” Was this juxtaposition of the two poems
intentional ?

At least it brings home to us the fact that this greatest
of poets laureate could silence in due season the long
accustomed strains of valour or battle, and hymn the
newer praises of national amity and social love.

His views of war may be put briefly. Having referred
to the notion that the existence of evil may be traced
to worlds before the man, he adds that man

‘‘ Needs must fight
To make true peace his own.”

Epilogue to Charge of the Heavy Brigade,
This recalls the famous saying, “ War is the natural staté
1 Couplets 120 and 134. ? Couplet 48.
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of man,” which is true or false according to the meaning
infused into the word natural, the simple truth being
that war is the natural state of man in a given state;
when the beast has been worked out, war is the unnatural
state of man. This fact was not altogether lost sight of
by Tennyson. In “Locksley Hall,” before the blight
fell on him, he locked triumphantly forward to a time
when the war drum should throb no longer.

Later, the time when war shall cease seems to rccede
farther into the future—

¢ Far, how far no tongue can say"” . . .—FBxkibition Ode.
“ Will it ever? late or soon?"”
Locksley Hall Sixly Tears Aficr.

Of commerce he believed perhaps too much at first,
and too little afterwards. In “ The Princess” “Com-
merce and Conquest ” are ““ two crowned twins ” destincd
to achieve the freedom of the world. In “Maud” the
tone is more reserved ; in the “ Exhibition Ode ” his song
is worthy of the occasion ; the progress of the human
race will be advanced by the united industry of the nations,
and the merchant ship is to be *“the fair white-winged
peacemaker.” From this point, however, commerce is

ought less of as a factor in the world’s progress. Itisno
longer coupled with conquest, but in “Locksley Hall
Sixty Years After” the vision of the “ Exhibition Ode”
is seen once more; commerce and peace are now the

' two crowned twins, and rightly :

“ Robed in universal harvest up to either pole she smiles
Universal ocean softly washing all her warless Isles.”

But again, the vision is seen very far off :

% Warless? when her tens are th ds, and her tt ds millions,
then—
All her harvest all too narrow—who can fancy warless men ?”

Equal in importance to the religious and social move-
‘ments of the age, and closely related to each, is the great
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scientific movement, of inception on the one hand, where
practical results are concerned, and of revolution on the
other, where it enters the region of philosophic thought.
If science has given us almost a new physical life,
scientific inqiiry has swept away systems of mental and
moral philosophy as old as thinking man. The doctrine
of evolution, we might say, has compelled mankind to
begin mental life over again. From its principles, as
from a single vigorous stem, all branches of modern
knowledge are outspread. ’

Therefore in such poetry as Tennyson's, which is the
very vaice of the age, both these amazing products of the
age must be represented.

The “fairy tales of science” found a ready listener in
Tennyson. In “The Two Voices” we read :

¢ Before the little ducts began
To feed thy bones with lime . . . *

The two stanzas originally at the beginning of “ A Dream
of Fair Women ” are one long figure taken from balloon-
ing,l a triumph of science that is introduced yet more
skilfully into “Locksley Hall”! Gas is mentioned in
“The Palace of Art,” first edition, and, in the same
poem, some omitted stanzas express “ the joy wherewith
the Soul contemplated the results of astronomical experi-
ment ;” and throughout his career, like Shakespeare, the
poet makes good poetical material of such contemporary
marvels ; as, forinstance, the conjectured planet in the lines
“To H.R.H. Princess Beatrice.” The latest example of
this practice, and perhaps the most interesting of all, will
be found in the opening lines of *St. Telemachus,” where
a graphic description is given of the wonderful sunsets
that shortened our winter soine twelve years ago.

But science was much more to Tennyson than occasion
for-poetical ornament : he expected from it as much as

1 Couplets 61-63.
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from commerce and conquest;' he was so enthusiastic
that the progress of science seemed slow to him—as slow
as civilization itself; ~
** Science moves, but slowly, slowly, creeping on from point to point:
Slowly comes a hungry people. . . ,”

A temporary distrust expressed in the same poem passes
away when he reflccts that after all there is more enjoy-
ment *in this march of mind In the steamship and the
railway ” than could be found in the islands at the gate-
ways of the day. In “ Maud” the distrust grows deeper,
for “ The man of science himself is fonder of glory, and
vain, An eye well practised in nature, a spirit bounded
and poor ;” and by the year 1865 we have had * Science
enough and exploring, Matter enough for deploring.”?
The rest of the story is short, and most of il will be told
elsewhere in this volume. It is a sad story of disillusion
and despair :

* Till the sun and moon of our science are both of them turned into blood.” ¥

And as will be shown in the chapter on “In Memoriam,”
Tennyson is never more sadly earnest than when he bids
these “days of advance ” remember that science “is the
second, not the first.”

Evolution he regards throughout with a caution due to
the magnitude of the subject, its numberless yet vast
issues. It does not enter his poetry until after the pub-
lication of “The Vestiges of the Natural History of -
Creation,” in 1844. The date of some of the poems in
“In Memoriam” may be determined by a reference to
this book. There is just a little of teleology in “ Locksley
Hall,” and sometimes the poet identifies teleology with
evolution. “The Princess” introduces the cosmogony
of La Place, the new theory of human development, and

1 *In Memoriam,” xxi 5 ; Ixxxv.7; “ Epilogue” 36; seealso *‘Locksley
Hall,” 59 and 60-65.
2 From the poem ‘' 1865-1866." 3 ¢ Despair.”
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the doctrine of design in nature. But “In Memoriam”
devotes whole poems to these and kindred subjects.! To
sum up, the poct accepts the fact of evolution as regards
the individual, and with some eguanimity, though he
does not attempt to explain the birth of the human soul,
which is in reality a paramount difficulty when viewed
from any such standpeint ; and as regards the evolution
of mankind as a part, or of the universe as a whole, the
bewildered hope of Tennyson is perhaps no less touch-
ing thap the despair of Lucretius, stern, complacent, or
magnificent :
¢ Forward, backward, backward, forward, in the immeasurable sea,

Sway'd by vaster ebbs and flows than can.be known to you or me.”

“ Sic igitur mundi naturam totius aetas
Mutat, et ex alio terram status excipit alter ;” Rk
though Tennyson, as usual, after serving as counsel for
the prosecution pleads with equal earnestness for the
defence— '
" Only that which made us meant us to be mightietr byand by " ;

and thus in some sense he preserves a balance between
blind optimism and arrogant pessimism.

It was much the same with the great Woman’s Rights
question ; the poet is mediator or umpire between con-
tending parties rather than a partisan. This is well seen
in one of the characters in “ The Princess ;” for the King
of the North is created to give fuller expression to the
Biblical or primal opinions of the “fat-faced curate” in
“Edwin Morris:” “God made the woman for the use of
man.” Yet the “Hard old king,” after converting into
poetry the well-known Scripture, “ Thy desire shall be to
thy husband, and he shall rule over thee,”? after coming

21 liv., Iv., Ivi., cxviii,, exx. Some of these poems therefore appear to
have been written later than 1844. Soalsocxxiii. and cxxiv. Many of them

derive material from the Bridgwater Treatises of 1833-36; others are in-
debted to Lyell’s ** Principles of Geology.” t

2 * Man to command and woman to chey.”
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near to repéating the savagery hinted at in Locksley
Hall,” “a little dearer than his horse,”! yet includes
within the same spcech sentiments that are the poet’s
own best convictions ; “ Man with the head and woman
with the heart ;” or again, “ The bearing and the training
of a child Is woman’s wisdom.” The first of these opinions
is attested by almost all the women in Tennyson’s poetry :
the second may be found in “In Memoriam.”* From all
this we learn that the poct in his zeal as moderator some-
times weakens his position as dramatist. And with regard
to all these important cases—religious, political; social,
industrial, or philosophical, we may say in conclusion that
they have been brought in for hearing time after time
during some sixty years before an intellectual court in
which Tennyson sat as judge. Doubtless the position
of advocate would have heen much more cffcctive for a
poet ; but it would not have been so safe for the nine-
teenth century. .

Tennyson erred—if he crred at dll—on the side of

. freedom that grows out of law and bears fruit of order.
And if we may embody another figure in a concluding
remark, it should be added that during the past fifty years
the function of Speaker in our House of Commons has
more than once rivalled the function of the orator ; and
never was a speaker more nceded in the parliament of
thought, if these fifty years are, as the poet has described
them, years of
¢ Men loud agaiust all forms of power—
Unfurnish'd brows, tempestuous tongues—
Expecting all things in an hour—
Brass mouths and iron lungs.”
Freedon:.

IV.—MAaN, NATURE, ART. (2) Man and Naolure—
These two subjects of poetry are sometimes kept apart,

1 ¢ She’s yet a colt—

‘Take, break her : strongly groom’d and straitly curl'd.”
2 xl., stanza 4 see also Chapter VI1I.
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but we have the best of both when both are blended.
Man is made man by virtue of his environment ; but, what
is not so readily acknowledged, that environment in some
sense owes its existence to man.

We need not do more than touch philosophy on the
surface, and pass at once toa comprehensive definition of
the third term in our hcading—Art is man, or nature, or
both, idealized.

But the subject of Art must be reserved for the next
division of this section. We have here to consider some
of the relations between man and nature as they appear
in the poets.

The opening paragraph above may seem frivial, but it
contains the root of all that is to follow ; and possibly it
may not be usual to consider man as a subject of poetry,
apart from nature. Yet a brief estimate of the extent to
which human existence is reproduced by this poet or that,
may not be uninteresting. Shakespeare, of course, stands
first ; in one of his plays, say Henry V., there is more of
our real English life than in any single work of any other
writer. In these days of the steamship and the railway—
and, we may add, the thousands of novels that sketch
every type of character from every grade. of life—it is easy
enough for a poet to bring all mankind into his pages ; so
much the more marvellous is the dramatic comprehensive-
ness of Shakespeare. But after Shakespeare, Tennyson
may rank among the best who have left us large legacies -
of idealized English men and women ; he has created a
delightful modern society to which all are admitted ; in
which all may find friends who will never fail them; to
whom they may withdraw from a world too often coarse,
or wearying, or unkind ; and in whose company they may
multiply and prolong their days.

After this hasty glance towards that better and wonder-'
ful world pcopled for us by the poets, we return to the
subject of man and nature.



Characterisiics of Tennyson 31

The aiufical school of veise makers! whose dealings
are with the undeistanding, limit then rhetoric to man ,
natue, if picsent at all in their veise, 1s as paisley primly
placed around cold meat—conientional, a matter of
course, and not to be eaten But in imagmative work
Iike Shalespecaie’s, natme 1s as the wholesome salad, o1
the 1efteshing fimt of the feast, to be eaten and to be
enjoyed

In regard to the piesentation of the natural world 1n
poetry, Shakespeue 1s easily first Certamnly he never
uses nature except as 1elated to man , as the bachground
of the human pictuie, but he 1s so spontaneous, so fiesh
and so true, that the floweis he has pluched and placed in
his veise still bieathe then euly fragriance and ghsten
with the moining dew  No poet approaches him heie

Buins and Scott and Chaucer and Thompson and
Matthew Ainold might next be mentioned , Tennyson 1s
not far behind these He pants our England minutely,
beautifully, and lovingly, only not so ficshly

“If not so fresh, with love as tiue,” and for this we
thank him deeply As we tuinhis pages, the open loveliness
of English landscapes, the moie seciet beauties of insect,
leaf, and flower-—the countless common gloiles among
which we tiead with huirying feet—all these he pamts;
and they are ouis only because he has painted them
England 1s lovelier, all English life 1s 1ichet, because
he has Ined amongst us

Like the other poets named above, Tennyson mostly
sketches s figues fiist, and then fills 1n hus canvas with
landscape But, as ahcady hinted, he loves to limn
Nature for her own sake too,and sometimes, though 1a1ely,
her chaims are all lus pictmie And he can pamt all
nature , not homely England alone And, what 15 moie,
like Shakespeaie and Milton, he can pamnt what he has
not seen Shakespeaie may suipass him 1n the power of

1 Seepp 8andg
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descubing scenery with the mere aid of the imagination ;
and Milton must surpass him m the divine faculty of see-
ng “ things mvisible to mortal sight » He could not have
the broad stiong sweep of brush that has filled some of
the pages of “Paradise Lost” !

¢ With many a frozen, many a fiery Alp,”

things feaiful and wonderful and vast , he could not have
wiought into hving beauty

¢ All that bowery loncliness
Ihe Liooks of Lden mazily murmwing ’

for this woik of Titan and of Angel was intiusted only to
a moital who was blind, who, compassed about with
daikness might espy the seciets of the Abyss, as thiough
the might we other moitals see our heaven beautiful with
stars
But in the Arthuiian poems Tennyson has more than
inalled Spenser 1n depicting a world visionaiy yet 1eal—
moie 1e1], more beautiful, and moie enduting than the
wotld of Ining man
Also he has gnnen us glimpses, viv1d and splendid, of
¢ % wonsirioums wormmie. mdiw moons and nappy Shaes,
Bicwths of tropic shade ind palms 1n cluster, knots of pardise
Summer wsles of Eden lying 1n dark purple spheres of ser

The last woid brings before us another of lus tiiumphs.
Shalespeaie may always be excepted , but who else hike
Tennyson has woven verse of the sound and colour and
spint of the sea? Only Swinburne, perhaps, for the sea
was his “ green-gndled mother ?

Then theie aie the natme-woishippeis, poets who
bieah away fiom then human ielationships and shaie
Natwe’s life ; who pant foith her praises till their voice
becomes her voice Such was Shelley—

““He 15 made one with Nature , theie 1s heard
His voice 1n all her music,”
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Such was Shelley when he sang'to the west wind :

¢ Be thou, Spirit ficrce,
My spirit ; be thou me; impetuous one ;”

or Byron, when he mused by the ocean :

“1 love not Man the less, but Nature more

From these our interviews, in which I steal '

From all I may be., . . .. »
or Wordsworth, who would “bend in reverence to Nature,”
who “stood by Nature’s side *—

“ Nor was this fellowship vouchsafed to me

With stinted kindness, . . .

Mine was it in the fields, both day and night,

And by the waters, all the summer long. . . . "

Prelude.
or such, again, was Keats who, to be alone with Nature,
would
¢ Fade far away, dissalve, and quite forget . . .
The weariness, the fever and the fret

Here where men sit and hear each other groan.”
In our day, when scientific thought is again making a god
of nature, such poets are the more entitled to a share of -
sympathy and admiration. But none of these was Tenny-
son. Like Shakespeare and Aschylus and Euripides and
Sophocles (dramatists certainly, but they took their bent),
like Homer and Virgil and Dante and Milton and
Chaucer, and many other great and screne souls, he was
human, and he never forsook his humanity. Possibly he
held to the doctrine with which this section opened, “ we
have the best of both when both are blended.”

(8) Tennyson as Artist. 1If poets such as Browning,
Swinburne, Matthew Arnold, or William Morris were
being considered under this head, we might approach
the subject at once; but before speaking of Tennyson
as an artist in verse, it will be best to take a rapid survey
of the principles of art. The poet’s own views embrace
a prospect extensive enough for the purpose of this short

D ;
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section, in which, as in the former one, philosophy may
here and there be touched on the surface, but never
sounded to its depths.

Tennyson’s theory of the nature and function of art is
popular rather than artistic or profound, yet it serves
excellently as a starting-point for a whole treatise. In
% The Palace of Art,” for example, the poet has laid founda-
tions on which both ethical and sthetic structures may
be built up in many a. modern fashion. Though ad-
dressed in the first instance to an artist,' the poem was
afterwards dedicated to an unprofessional friend ; at least, -
the word “artist” was removed. By this change the poet
may have thought that he would be making a more general
appeal, and one that would reach all men of culture.

For the ethi¢al lesson of “The Palace of Art” is one
that should be learnt by every educated man or woman
who forgets that

“There’s nothing we can call our own but love.”

It may be learnt by the poet himself if he remains “ arbed
in his isolation.” We might almost venture to say that
Tennyson had built his own little Palace of Art—hedged
around with shrubs of laurel? Other poems besides
“The Poet’s Mind ” discover a tendency towards aloof-
ness ;* or shall we merely say that he was jealous of his
high vocation? In “Maud” the man of science was pro-
nounced fonder of glory, and vain ; and if we may judge
from the spirit of the age, this palace building is quite
as common among the devotees of science as among
the worshippers of art.

In “In Memoriam” a whole poem* has been inserted
as a wamning against the tendency to lave knowledge for
its own sake; and a place is found in “The Palace
of Art,” especially in omitted stanzas, for the scientific

““You are an artist, and will understand
Its many lesser meanings.”

2 ““The Poet’s Mind,” p. 89. 3 See p. 137. 4 exiv.
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enthusiast who has broken with the affections and the
1esponsibihities of our common humamty. But what the
poem specially condemns 1s our modein tendency to
turn to a merely selfish «wsthetic account the most sohd
virtues hknown amongst men, to Ine above and away
from the “daikening dioves of swine,” those humbler
human brethren of the plain to shut ourselves upma
Palace of Art where we may feast in ow 1solated ease on
artistic dishes made yet mote delectable by sweet spices
extracted fiom despised and mutilated memorials of
human achievement and Joodness Such an one 1s the
Soul in Tennyson’s poem , and for her, escept repen
tance be timely, the worm that dieth not 15 suzely waiting
She does 1epent, however, and 1s saved

But, accoiding to Teunyson, 1t faies woise with another
type of one sided human hfe Conceining the youth mn
“The Vision of S:n” who buwlt himself a palace of the
flesh, the poet anxiously mquues, “Is theie any hope ?”
And the answer 15 givenin a language that no man under-
stands

Thete aie yet other palace buildeis gn the volume that
contamns “The Vision of Smn’ , St Simeon Stylites, St
Agnes, $u Galahad, build for themselves their palace of
ecstasy , and tlus 15 the fanest of all, but

¢ Lheres nothing we ¢ call om own but love

these theiefore are not fiee fion blame, they all have
“shut Love out,” and “mn turn shall be Shut out from
Love”

In the dedication to “The Palace of Ait,” fiom which
the last quolation was made, the following passage will
be found

¢ Beauty, Good, 1nd hnowledge are three sisters
Chat doat upon each other, friends to man,
Living together under the same roof,

And never can be sunder d without tears

And he that shuts Love out 1n turn shall be
Shut out from Love
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Whatever may be its philosophical value—and this we
shall endeavour to ascertain—the passage is remarkable
because in 1882, just fifty years after its appearance,
Matthew Arnold found it worth repeating almost verbatim.
At the opening of the Josiah Mason Institute at Birming-
ham, Professor Huxley had declared that science of itself
could furnish a liberal education. In an article combating
this opinion, Matthew Arnold contended shat science alone
was by no means sufficient for the powers and needs of
complete mental life.' “Human nature,” he asserted,
“js built up of three powers, a power for Beauty, a power
for Conduct, and a power for Knowledge ; and they can- -
not be isolated.”? To return to Tennyson’s statement,
the “Love ” of the last line quoted is really included in
his “ Good” of the first line ; and this again is the equi-
valent of Matthew Arnold’s * conduct,”?

Having suggested this slight modification, we proceed
to examine the subject of art on the lines laid down by
Tennyson.

The use of language endowed us with thought on the
one hand, but also, in great measure, with the higher
feelings and abstractions on the other. If we now speak
of these higher feelings as being either moral, or merely
emotional, we have a threefold division of mental life;
and although the boundaries between these divisions are
always debateable, yet the intellectual, the emotional, and

1 Or, as Tennyson words it in the Dedication to * The Palace of Art,”
“ the perfect shape of man.”

2 It is interesting to notice the same threefold divisionin ** In Memoriam”
(cii.), where the poet represents the maidens of his dream as singing “of
what is wise and good and graceful.”

3 Possibly the physical life might have been taken into account, as in its
relation to “‘The Vision of Sin,” Life, we might say first, is physical as
well as mental ; it is better that the soul should subdue the hody, than that
the body should weigh down the soul (** Vision of Sin*); but our physical
being demands due recognition in any examination of complete human life.
It is with the mental life, however, that we are chicfly concerned in the
above.
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the mowal life aie sufficiently distinct as a giaspable
growth of contiast Next 1t will be seen that they cor-
respond with the thice divisions of Tennyson or Matthew
Ammold, for knowledge 15 the substance of the intcllectual
Iife, beauty of the emotional, and goodness of the moial
Fuithe1, scicnce mav be 1egaided as the minister and the
expression of knowledge, ait as the nunmister and the ex-
pression of beauty, while fiom one pomt of view 1eligion
will be recognAd as thc mimster and the expicssion of a
moiality that extends thiough and beyoml human ex-
perience mto tlic 1eztons of the infinite and the etcinal

Thus far we havc been following the lead of the poct in
om endeavow to discover the province of ait, and the
poet’s habitation thetem , but at this stage we must make
a short excursion by owmselves

In the forme1 section, it was defiued as “man, o1
nature, o1 both, idealived” But the definition was left in-
complete, because 1ts completion involved a shoit ngquny
mto the history of the human mind

As a general teim fo1r the advance made by man 1n lis
progiessive self-adjustment to his sumiioundings, we may
convemently employ the woid tiuth, tiuth, then, 1s the
measure of mans success 1n realizing and harmomzing
with the exquisite fitness of things *

But truth has its speciil aspects  In one of these it
appeais as the recoid of successful 2ttempts made by the

1 The statement on page o that environment 1n some sense owes its
existence to man, may now recuve ome caplanation It 1s possible that
man s environment 1$ more 1ndebted to man than man to his environment
because man s mind not only registers the facts of 11y environment, but also
by a potential principle inherent in Iife ind evinced 1n reaction, it relates and
1interprets these facts thus 1t reveals it=elf, builds up its own nature and out
of its progressive expericnce creates zn 1deal of further progression As to
the question whether man s environment may be said to exist apart from the
mtelligence that percerves it, we answer that each has called the other into
existence, and each for existence depends upon the other No wonder that
Tennyson gives a promnent place to * Circumstance 1n hus poetiy  (See
under poem ““ Circumstance,” p 95)
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human mntelligence to 1calize and establish haimonious
relations between 1tself and the exteinal world , and the
1deal of this objectne or mtellectual tiuth 1s set forth m
Tennyson’s well-known poem, “TIlowct 1n the cianned
wall” Ina second aspect it appeais as a recold of the
successful’ attempts made by the buman will to establish
. similax 1elations between riself and its actions—o1 what
1s ultmately the same thing—society , and the 1leal of
tlis subjective or moial tiuth finds perfct eapression in
Shakespeaic
1o thine ownself be true,

And 1t must follow as the might the day,
Lhou canst not then be false to any man

Thudly, when these efforts to 1ealize life to the utter-
most aie put forth by the emotions, then the haimonies
established constitute emotional truth, moie commonly
known as beauty ' Thus, beauty 1s in the 1egion of feehng
what ntellectual truth 1s m the region of cognition, and
moral tiuth in the tegion of volition

This, then, 1s beauty, one pioduct of the many hai-
monious relations established between man and his sui-
1oundings by a potentiality of 1ealization implied m con-
sciousness  and ait 1 nathing mare than the atempt tn
realize moie of these haimonies thiough some emotional
medmum , and thirdly, to idealize 1s merely to go beyond

1 Therefore, as 1n the former note the sense of heantiful that appreciates
and the thing beautful that 15 tppreciated, have each of them called the
other into existence, and each for eaistence depends upon the other ““Lhe
thing beautaful 1s the object or the 1dea that has been placed 1n harmonious
relation to our emotions beauty theiefore n 1ts first aspect 1s strctly
relative

As to the question whether an object may be beautiful 1n itself, we have

lated for man s ntell annd lent interpicting principle called
1nto action by the external world , slmllarly there may exist m this external
world of stimuli something beyond and above stimulus, but of this we have
no knowledge Turther, because there 1s no limut to the harmonies of relation
that :emain to be established between emotion and environment, it follows

that absolute beauty 1s unattammnble  1he same holds good of tellectual
and moral truth




Characteristics of Tennyson. 39

one’s fellows in these progressive attempts to interpret the
subjective world of society, and the objective world of
nature, history, fact. The ideal of the savage will shocka
modern European ; the ideal of the modern European in
any of these departments of self-expression will doubtless
be a cause of compassionate astonishment to “ the crown-
ing race.” On the other hand, to vitiate any one of these
approximations to the ideal! is to destroy harmonies
already establisfed under that head.

"Although very much remains to be stated, we are now
in a position to complete our definition of art in the former
section by adding the words, “through an emctional
medium.” Also we have learnt to regard Tennyson’s
threefold division of mental life as correspondent to the
three aspects of one great reality—truth. And, finally, a
point of view has been gained from which we may dis-
cover the “many lesser meanings”* of “ The Palace of
Art,” and other poems by Tennyson, and more clearly to
recognize the truth of his assertion :

¢ Beauty, Good, and Knowledge are three sisters . . .

And never can be sunder'd without tears.”

With respect to the latter, we have learnt from Shake-
speare and from some principles of ethics, that no self-
realization or self-expression can be consistently and pro-
gressively self-regarding unless it has reference to the
interests of the whole human family; and since art,
science, and morality are modes of self-realization and
self-expression, it follows that each of the three embraces
the general progressive good of mankind ; and therefore
none of them is independent of the others, for none may
neglect a power which works equally with itself for the
general good. For example, the ideal moralist must avail
himself of the kindred powers of knowledge and beauty;
in order to be generous he must first be wise. As to the

1 Beauty, for example. 2 See note, foot of p. 34
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relation between beauty and morality, Tennyson tells us
n Ius poem, “In the Children’s Hospital,” that flowers
“freshen and sweeten the wards like the waft of an angel’s
wing ,” and 1n regaid to statuary, he poimnts out in “The
Piincess ” that

“T'o look on noble forms

Makes noble thro the sensuous organism =
That which 1s higher *

Similarly, the artist and the thinker must work with the
general good m view they may never “shut Love
Ollt 21

‘We notice next in Tennyson’s poem that the *soul,”
the “glorious Dewvil,” loved Knowledge for 1ts beauty ;
and 1f Good, Good only for its beauty By this we are
reminded of an expression much 1n vogue, “ A1t for ait’s

1 We may here briefly consider such “lesser meanings ’ as the following

¢! Authors, essayst, atheist, novelt, realist, rhymester, play your part,
Pant the mortal shame of nature with the living hues of Art

A httle further on { ¢ Locksley Hall Siaty Vears After ) we read
“‘Have we risen fiom out the beast; then back into the beast agam?’

1hat 15 to sy 1f we were nght m admiting the progressive nature of
morality, and our obligation to it, 1 return to the past will probably be
immoral In ages dating neater to mans coarsest satyr shape,” we mght
expect in a poem the fleshly fever of Bacchanaliin worship, or n sculpture,
a Prnapus Unfortunately, mn his strmming after effect, the artist often
betrays 2 tendency towards such retrogression And this 1s what the poet
imphes 1n the words ‘Reticence ° Reverence,” ‘ naked, *‘Zolaism, *1n
the context of the couplet quotedabove As tothe  realist, what 1s true of
literary language 15 true of any other artistic mode of presenting form or
fact, 1t may be stnhing from eacess of ideality or from excess of reality

Chiefly by virtue of contrast, the realist hus effect of pl g surprise
by 2 mere copy of the fact, as in ¢ Robmson Crusoe —a work that may be
contrasted with the ideality of the * T'aery Queene ” But the realist pomted
at by Tennyson se.ures lus eficct of surprise, moare or less pleasing, by
copymg facts that are unfamiliar because through the tacit consent of a
progressive morality they have long been regarded as improper subjects for
art In * Robinson Crusce, for le, a ber of the of
our daily life are left unrecorded in deference to the higher purposes of art

Certainly, the modern realist clums only some of this * mortal shame of
nature  to be consistent, he should surely clum 1t a2Z 7
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sahe,” and we are often given to understand that a con

scious moral aim 1s mjuious to art

The 1eal tiuth 1s contained in a foumer paiagiph,
wheie ait has been consideied as a means to an end—
the geneial good, towaids which 1t contuibutes jointly
with science and morality If in the pwmsuit of ait the
mind aims at the higher good, the woik of ait will be of
the lighest orde:r as well as of the highest peifection
If, on the other hand, the aitist aims only at aitistic effect,
he will probably fall shoit of that maik because he did not
aim above 1t This eapluns the statement, “all 1eally
great schools of art h1ve been inspired by religion > !

The foregoing consideiations seek to establish the
truth of Tenny son’s doctine as quated at the outset , but
they may also explain the many half expiessions of his
whole truth that aie met with 1n modexn hiterature  The
following are examples

fBeauty 1s truth truth beauty —keirs
¢ The seal of truth 1s beauty —CuirLes I'enrsson TurRNIR

¢ To see things 1n their beauty s to see things mn their tiuth
MaTruLw ARNOLD

* hnowledge 1s the prent of love wisdom, love stwlf —J Harn
““ True knowledge lcads to love —WORDSWORTH

*¢ Utter knowledge 1s but utte:1 love —1rNNYson

*‘ Moral beauty 1s the basis of all true beauty —RuskIv

*¢ Beauty 1s a hind of goodness * —HuxLEy

In conclusion, therefore, the first and the highest aim
of art 15 moial, and 1t was this aspect that was most
cleaily percenved by Tennyson He had an eye and a
soul for beauty, but he was not an artist “That did love
Beauty only ,” and to lum beauty was “a kind of goodness »

Like him 1n this respect among great poets were Milton
and Wordsworth , among lesser poets mght be added

1 This most important truth may be stated in another form Art Science,

Morality, are not antagomstic until one or more of the thiee makes an
attempt to dominate anather or the others
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Cowper and Longfellow; a characteristic utterance of each
would be as follows :

Of Milton :—* Poetical powers are the inspired gift of
God.”

Of Wordsworth :—* The purpose of this highly-gifted
being is the expression of truth.”

Of Cowper :—

“71 ... tell them truths divine and clear,
‘Which, couched in prose, they will not hear.”

Of Longfellow :— The poet, faithful and far-seeing.”

In speaking of Tennyson as an artist, we have chosen
to deal first and most fully with his characteristic view of
the subject as set forth in one of his well-known poems.
It remains briefly to notice one other aspect of art, and
Tennyson’s relation thereto.

To help us in this branch of the subject, we must con-
struct a more explicit definition of art. “Art is truth .
expressed, by emotion, in a form of beauty.” Milton,
both in theory and practice, holds a high conception of
beauty. Wordsworth sometimes stopped at truth.

In Tennysow's wellknown poem “ The Poet)” metaphor
and imagery are often confused ; but we gather that the
poet in his theory attaches more importance to truth
in poetry than to beauty ; yet, as a fact, no artist in verse
has laboured harder than Tennyson to attain perfection
of beauty. For this he deserves our gratitude. How
essential to poetry is this element of beauty may be learnt
from the lines of Cowper quoted above, or from such
a line as this other in which Goldsmith apostrophizes
poetry :

¢ Aid slighted truth with thy persuasive strain.”
But this seeking after truest beauty belongs not to 2

poet, nor to poets ; rather it is a passion to all arlists who
are worthy of the name,
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Much that appeitams to the subject of Tennyson as a
hteray aitist wall be met with mn the following pages.
The late Laureate’s position among poets 1s glanced at 1n
the chapter on the “Idylls of the king” In the same
chapter an attempt 1s made to estimate lus qualities as
epic poet His dizamatic powelsaie consideied in Chapter
XIV. His special gifts as a witer of ballad and song,
of philosophical poet1y, nartative poetiy, 1dyll, monologue,
are 1ecognized 1n then appropriate places Of Tennyson
as a lyiic poet geneially, something 1s added in the second
Appendix to this chapter, and a thud Appendix indicates
what may peihaps be regarded as the one slight blemish
upon woirk so extensne, so various, and so good as that
of Tennyson

V.—HUuvoUR. Much has been said of late on the sub-
ject of humour 1n Tennyson , to some he appears almost
destitute of this faculty otheis tiace 11ch veins of 1t
poems geneially regarded as serious  Possibly something
would be gamed by a fulle: inquuy into the natuie of
humour; but this cannot be effected without some 1ie-
ference to the kindred faculty of wit Wit may be 1e-
garded as a play of fancy addressed to the intellect,
wheieas, humour 1s a play of inagimation add:essed to the
emotions ; and just as imagination mncludes but tianscends
fancy, and emotion mcludes but tianscends thought, so
humout ncludes but transcends wit

Wit 1s a product of the intellect, either alone, ot
aided by only so much of emotion as may seive to give
pomt to the expiession; and this emotion will be of a
low order, o1 even of the lowest—the emotion fo1 example
with which we regard a pantoimme, as compazed with that
we feel when listening to a sonata by Beethoven Humous,
on the other hand, 1s far less dependent on the mntellectual
faculties , 1magmation, fine emotion, sympathy, and a high
moial sense a1e laigely concerned 1n 1ts production.

‘Wit 1s 100 often the heaitless laugh of talent humow
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in its highest form is the “Olli subridens” of a godlike
genius who sees through human life, and who therefore
flashes a smile even on the tears of its tragedy.

In fact, any resemblance between wit and humour must
be traced to the means by which the two forms of self-
expression are produced: though shading off into one
another, yet, broadly speaking, in purpose and effect they
are unlike. In each case we may discover juggling of
words and of thought ; but while this juggling is often
the end of wit, it is but the beginning of humour.
The great humorist, so far as he avails himself of
the baser instruments, uses them strictly as a means
to a noble purpose, until at last the stage fool is at
once the impersonation of the highest morality, the
profoundest wisdom, and the most touching pathos—
for such is the fool of the world’s masterpiece—King
Lear.

The pivot of the subject is the word “play” in a former
paragraph. A genius will almost certainly possess the
power to “play,” whether in regard to wit or humour, but
he may not always have the inclination. Some joyous souls
there are, Shakespeare and Chaucer, for example, who
never lose the godlike faculty of smiling. With others it
is intermittent. Others again, like Milton, must sup-
press it almost throughout their life. How was it with
Tennyson? Matthew Arnold seems to speak of him as
one who “takes dejectedly His seat upon the intellectual
throne.” There is some truth in this. * Tears,idle tears”
may be regarded as the poet’s most passionate utterance
of a ruling passion. But Tennyson was many-minded ;
and he wore his nature lightly enough to langh in due
season. We must, therefore, expect to find in his writings
a proportionate amount of humour.

The best poem for the purpose is “The Princess.”
There in abundance are wit and humour and all the
gradations between. We may begin with the mere verbal
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quibble. “They . . . would call them masterpieces :
they master'd me.” This was the highest humour that
the puny Gama might aspire to, and his son’s intellect is
upon the same level. “1 thought her half sg4# talking
of her wrongs” From these low beginnings of wit we
may pass to such delicate hnmour as the following :

** Scarce had I ceased when from a tamarisk near

Two Proctors leapt upon us, crying, ¢ Names ;*

He, standing still, was clutch'd : but T began

To thrid the musky-circled mazes, wind

And double in and out the boles, and race

By all the fountains: flect I was of foot:

Before me shower'd the rese in flakes ; behind

I heard the puff°d pursuer; at mine ear

Bubbled the nightingale and heeded not,

And secret langhter tickled all my soul.

At last I hook’d my ankle in a vine,

That claspt the feet of a Mnemosyne,

And falling on my face was caught and known."”

The Princess, 1V, 230-251.
To this may be added such other passages in the same
poem as IV. 189, 190, and IV, 206-8. As an instance of the
poet’s gift of refined irony, mockery, banter, nothing could
surpass “ The Spiteful Letter” ; and of poems essentially
humorous the finest are “Will Waterproof’s Lyrical
Monologue” and “The Northern Farmer—Old Style.”
Further it may be noticed that Tennyson’s humour in
such poems as “The Princess” and “The Northern
Farmer ” is not only delicate and subtle, for it broadens,
deepens, softens into the beneficent smile of Shakespeare,
and Chaucer, and those other demigads of verse who regard
human things
¢ With larger, other eyes than ours
To make allowance for us all.”

It is perhaps unfortunate that some of the best examples of
Tennyson’s humour are not dramatic, but mono-dramatic,!

1 This fact alone, as will often be noticed in subsequent chapters, makes
any ison with Shakespeare misleadi Apart from the enormous

gain of a dramatic environment, “The Northern Farmer” stands before us
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and are bound up with the verbal play, as in the poems in )

dialect. “The Northern Farmer” and the rest are, some
of them, wonderfully sympathetic, humorous studies of
that ruder life to which a higher civilization looks back
every now and then with the fondness and regret of a
Cromwell for his sheepfolds ; and others again are sketched

from a newer world with the same kindly and matchless

insight ; but dialect is a sort of falsetto, not always reliable
as a test of humour ; like parody, it produces the most
striking effect with the least expenditure of effort. Many
young poets cover their faces with this mask of dialect—
from Shakespeare, let us say, to Rudyard Kipling—they
laugh ortheyscreen their beardless chins behind it. It gave
Burns an enormous advantage : ¢ Her ’prentice han’ she
tried on man ;” this rhyme, and therefore this line (and
you will find other instances in the same song), would
have been forbidden to the artificer in literary English.
Therefore we are not so greatly struck by humour in dialect
form ;' and we may further repeat that it seems to lose in
" monologue just a little of the perfection to which it attains
in drama proper.’
VI.—As POET LAUREATE. The office of Poet Laureate
"is often an invidious one, and it has beenheld in suspicion
and scom by great poets themselves. But Tennyson
filled it admirably. As was noticed before, one can
hardly fancy him saying of his perfect life—or of any
part of it—O that I might live it over again! Whata
rare fortune was this to fall to the lot of any mortal man ;
and it is true of his poet laureateship ; he discharged it to
perfection. It was pleasant, no doubt, to have a great
Queen for patron, and a great era of the people tosing to ;

as a statue that the artist has chipped and chiselled during half a generation.
Falstaff on the other hand lives and moves amongst us; is of our flesh and

blood ; and his being is spontaneous as our own. Further, we may notice

that in his dramas Tennyson’s h is rarely
1 These views are fully explained in the note on *The Northern F: armer.”
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for all that, it is no easy matter to acquit oneself well in
this job-work of poetry. Like the hero in Byron, whose
love was not to be commanded, so the poet is coy and
difficult to win ; when he writes to order we hardly expect
to find him at his best; and in any case we have mis-
givings concerning the verse so produced. Yet Tennyson’s
duty work is of great excellence, and of itself would form
an interesting and valuable volume. How graceful and
courteous, yet how wise and dignified is the address to the
Queen which is prefixed to the goo pages of rare poetic
wealth which he chooses to call his * poor book of song.”
It combines the advice of a privy councillor with all the
respect and none of the flattery of a courtier. And such
are most of the addresses to royalty. And among the
other themes set apart for the poet who has won the laurel,
what excellence again. His patriotic ballads are the
finest and the noblest of their kind ; the “ (Ode on the
Death of the Duke of Wellington” is worthy of * the last
great Englishman.” O, again, what could be more fitting
to the occasion than the “ Ode sung at the Opening of the
International Exhibition” of 186z; how different the
history of the following thirty years might have been if they
could ever have taken to heart the gospel of industry here
preached. Whatever the position of Tennyson may be
among the poets of the world, both the Crown and the
people of England give him special thanks and honour
for the services he has rendered as Poet Laureate.
And what comes next? a slighter age, and no poet?
“ A simpler, saner lesson might he learn
Who reads thy gradual process, Holy Spring; . . .

Thy scope of operation, day by day,
Larger and fuller, like the human mind.”

Let us not say with one critic that Tennyson is the
last of the Laureates, nor with another that ‘poetry is
played out.’ Rather let us believe with Matthew Arnold
that the future of poetry is immense; that as long as
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human Iife 1etains the common mstinct of self-preserva-
tion, 1t will care to reverence and to chensh the high
poetic traditions and powers of its humamty

Most appiopriate heie aie the words of M Tame.
“The poet 1s for ever young For us, the vulgar, things
are threadbaze .. On the other hand, the poet 1s as
the fiist man on the fast day ?

The poet 1s for ever young, but am earth 1s not for
ever , and “Symbols, ke all other teriestuial garments,
wax old” And these wondrous word symbols of poetry,
they may outhive a pictuie, a statue, music , but they too
must pass away Is there no hope beyond this woild for
poetry, the divinest thing human 1n this world? Let us
ask of the great master who has sung of worlds before
this woild We ask him not in vain , the answer comes
as from the 1egion of the immoitals

“If the hps were touch d with fire from off a pure Pierian altar,
Tho their music here be mortal need the singer greatly care?
Other songs for other worlds ! the fire within him would not falter
Let the golden Ihad vamsh, Homer here 1s Homer there

Our Singer now 1s there—there where we find him
wouthier to be loved Theie let us leave um, deeply
thankful that he dwelt so long amongst us, reverently
convinced that mn benign influences of wisdom, love, and
beauty, he dwells amongst us still
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APPENDICES TO CHAPTER L
APPENDIX I.

(Abridged from “ New Studies in Tennyson.”)

+  “This question of occasional weakness in Tennyson’s
work gives me an opportunity of introducing the subject
of Plagiarism, which some reviewers deal with in rather a
summary fashion ; and they show but little respect for Mr.

. Churton Collins ; though why writers who, like Mr. Col-
lins, dwell sometimes upon the ‘letter that may be false-
hood’ should, of @ course, be dead to the ‘spirit that

. ‘quickeneth,’ I do not quite see. And here let me repeat,

-fit is not that I love Tennyson less, but that I love
Shakespeare and Milton more;’ and here let me add,
fthat I love truth most’ Having the truth, therefore, as
my motive, I proceed briefly to acquaint you with my
impressions of Tennyson as a plagiarist.

“1 should first remark that plagiarism is a relative
_term ; that is to say, a small poet is much more liable to
' the charge of poaching in the preserves of literature

than is a greater poet. For example, when, in ‘In Me-

. moriam,’ Tennyson recalled Shakespeare (Hamlet) :

 And from his ashes may be made
‘The wiole? of his native land,”

: he was not careful so much as to change the name of the

+ flower. Our latter-day poet knew his powers and his

. consequent rights, and no man need trouble himself to
dispute them.

“But when at the outset of my studies I discovered that

" many of the most important additions and improvements

,in later editions of Tennyson’s poems might be traced to
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Shelley, Milton, Wordswo1th and others, Iwas set thinking
fo1 theie 1s some soit of difference between a suggestion
fiom another wiiter that appeais as an orgamc growth,
and the same suggestion when 1t occuis as an interpola-
tion My 1eflections, howevel, ended by acquitting our
poet on the giound of gencial greatncss But when, 1n
the yea: 1884, I 1ead the Laureate’s letter to M1 Dawson,’
I was agan set thinking, and 1t was not without con-
siderable effoit that I disbuidened my mind of 1its doubt
You may know the Fiench pioverb, ¢ Qu s’excuse, s’ac-
cuse ,’ well, 1t 1s certainly tine of this letter "~—wiitten, as
the poct tells us, ‘quite contraty to my custom’ The
most notable fact about the letter 1s that 1t consists 1n
gieat pait of apologies, which appear foiced o1 mcon-
sistent There 1s included a very characterstic exposition
of plagiaiism, and some of the other remaiks have an
uneasy significance and appea: to be uncalled for Those
who caie to 1ead for themselves will probably 1egiet that
such a letter should have been wirtten, and they will
assuiedly be possessed by the conviction that the poet
1emains much greater than his occasional lapses into
evplanatory prose might seem to imply

“ ALin Lo this detect 15 the tendency common to some
other poets to indulge in sclf depieciation, to be a httle
careful about eatly poems, to point to then early date, to
date them indefimitely, and so foith We have, for
example, ‘ The Dead Piophet,” 182—, the last figuie being
omitted, though 1t 15 possible that the omussion may be
due to a difficulty mn assigming the date, we have i
the prefatory notice to ‘The Lovers Tale, € 1gth yeai,’
‘ omissions and amendments that would have been made,’

1 See pp vu uvin ‘‘ A Study of Tennyson s Princess by S T Dawson,
published by Dawson Brothers, Montreal (Second Edition )

2 ‘Asof plagiarism generally all poets must borrow to some extent—the
tmitative reflective, literary poets most of all It 15 not the borrowing, but
elaborate and scarcely plausible excusation that we should complain of *
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‘mispunts of the compositor’ Agamn, mn the note pie-
fixed to ‘The Window, ‘wlhose almost only wmerit s
perkaps that 1t can dance to Mr Sullnan’s music’!
So the ‘Motte d’Aithui’ was mtroduced to us as ‘faint
Homeric echoes, nothing woith’ “Bechet’ was ‘not 1n-
tended 1n 1ts present form to meet the exigencies of om
modern theatie’

“To sum up, I1ecollect scaicely any 1eference made by
the poet to lis poems? that does not appear aitificial,
over sensitive, o1 unnecessatily apologetic I have alieady
noticed the ¢ genus and genality *1n the ‘Tuesias * dedica-
tion. It 1s swely stiange that such an aitist should have
cared to gild 1efined gold But, as a last word heie, I
may tell you that Tennyson when wiiting piose was like
Gairnick off the stage— ‘acting’

“ Alin, again, are the poet’s lamentations over the dis-
advantages of time and place and 1ace

¢ Whnt hope 1s here for modern rhyme

¢ A tongue tied poet in the feverous days

days of hutry and woiry that will not leta singer compose
at hus will Iike

1 Perhaps the dnft of these remarks will be better understood if this
quotation 1s exarmned mo:e closely as a typical one  In the original edihon
the Dedication of ““1he Window read as follows *‘These little songs,
~uhose almost sole merzi—at least till they are wedded to music—1s that they
are so excellently printed, I dedicate to the printer  Nothing can be more
stnking as wn example of Tennyson s occasionnl ostentatious self depreciation
than s carefulness to retain mn a totally different context the words here
printed 1n italics

2 “Since this Lecture was dehvered, I have read Mr Knowles’ Remims—
cences, ‘ Aspects of Tennyson, II,” ¢ Nineteenth Century January, 1893
Here I find careful note of the fact that the respective poems of the three
brothers may never be 1dentified that none of the authors had been beyond
their native county that of twenty six misprints, the publisher would
correct only seven, that the mad scene 1n ‘Maud was wnitten 1n twenty
mnutes, and had been accounted the finest thing of the kind out of Shake
speare  Profoundly interesting 15 the reference to the construction of ‘In
Memonam ’ In the same article the reader will meet with other kindred
and significant remarks, especially those on adverse criticism
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“ *Old Virgil, who would write ten lines, they say,
At dawn, and lavish all the golden day
To make them wealthier in his readers’ eyes.’

“Many similar passages I could quote to you, but I
forbear ; and we shall all be relieved by remembering
that our poet is said to have spent a day over a few lines
of ‘Maud ;* and let us be deeply thankful that, apart from
these apparent exceptions, his genius was patient and
dignified.”

ArpENDIX II.

(From “New Studies in Tennyson.”)

“Even in this department of lyrical poetry, in which
expression ranks comparatively higher, I cannot,like some
reviewers, allow Tennyson an absolute supremacy. Cer-
tainly Shakespeare and Keats are mentioned as compeers;
and the lyrics of Tennyson (like those of Keats) are
¢ Perfectly beautiful, let it be granted them ; where is the
fault?’ But they do not always'thrill you ; sometimes
they lack force, fire, passion ; sometimes they are sweet,
even to softness, and betray that element of weakness
pointed out in a former lecture. Tennyson has written
¢O that ’twere possible,’ and ‘Early Spring,” but Shelley
has written the ‘ West Wind’ and the ‘Skylark,’ Surely
Shelley deserved some phrase of mention—we will not
speak of honour—from the reviewer’'s pen. If I might
select one poem in our literature in which all the best
elements of lyricdl poetry seem to be represented, that
poem would be Shelley’s ‘ Ode to the West Wind’ Now
this is a Iyric, and mere perfection of form might give it
some rank, but notice the many other high qualities that
unite to place it amongst the very finest of its kind.
There is the personal element ‘strongly pronounced—a '
wonderful charm in a lyric—you have all felt it in ¢ Cross-
ing the Bar;’ there is prolonged and fine, mighty and °
prophetic emotion and thought; there is fiery passion
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and deepest pathos ; there is imagery abundant and lovely
and wonderful ; and as to the manifold music—listen to
the large frec movement, now calm for very fulness, now
tumultuous as the tempest ; the absolute ecstasy of the
song bird ; the wild or plaintive or passionate melody ;
-the long cadences of melancholy sweetness—think of
these and all those other elements, just enough reduced
to perfect form by just enough of perfect art—and then
believe with me that in the poetry of the lyre Tennyson
has another rival besides Keats. Shakespeare, as I
endeavoured to show in my former lecture, should be no
rival at all.”

ArpENDIX IIL
(From “New Studies in Tennyson.”)

“ Tennyson’s chief weakness—if I may be allowed the
paradox—is ‘ weakness’; even in his charm we often find
a softness which sometimes suggests want of strength,
and is akin to effeminacy. Bulwer Lytton was not alto-
gether at fault when he called our poet °School-Miss
Alfred,’ and spoke of him as ‘out-babying Wordsworth.’
This, for example, is a babyism of Wordsworth’s :

“One mornmg, raw it was, and wet,
A foggy day in winter time.
And this, though of later date -than Bulwer’s criticism,
may stand for the out-babying by Tennyson :
! *I stood on a tower in the wet
And New Year and Old Yearmet. . . . . '
The following line, I think, occurs in the Arthurian

poems :
¢ What go ye into the wilderness to see?’

And thls in the ‘ May Queen’:

¢1 thought to pass away before, and yet alive Iam. . . . .
“ These lines are quoted partly as examples of general
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weakness, and not altogether as illustrating weakness in
‘charm.’ ‘What go ye into the wilderness to see?’ is
biblical to excess ; metrically weak also.

“Much of the ‘Conclusion’ of the ‘May Queen’ is
below the standard of the other two.parts ; and this first
line,

¢ I thought to pass away before, and yetalive I am,’

with its forced inversion and vowel repetition at the close
(especially when we have regard to the rthymes of the first
couplet), is by no means the strongest of its company.
The expression, ¢ I thought /o pass away,’ may be dialectic;
but we are more familiar with ‘I thought thy bride-bed
lo have deckd, sweet maid’ (Hamlet). The following
examples are chosen from a later poem, ¢ The Princess;’
Canto V., lines 60-65 ; also lines 78-102; VI. 131; VII,
21 ; and some of these again find resemblances in such a
passage as lines 338-357 in ¢The Coming of Arthur’!
Others will be noticed as we proceed from the first
volume where, in such a poem as ¢ Adeline, they are very
abundant, to the last volume where, in the dedication of
¢The Bandit’s Death” to Sir Walter Scott, they are
slightly apparent.

As to the source of much of this weakness in Tennyson, -
especially as it appears in his first two volumes, we may
find it in the earlier work of Keats—the poet to whom
also he stands indebted for so much of his charm.

“ Sometimes this occasional weakness is due to man-
nerism, verbal or metrical. An author is said to be guilty
of mannerism when he employs a striking expression of
his own, or a known rhetorical device so often as to-offend
good taste ; or when he employs it consciously, and .for
the purpose of producing a forced and isolated effect,
rather than unconsciously, and as subserving the main

is further instructive to compare this speech of Bellicent with the

“ baby-words"” of Clymene in the ‘“ Hyperion™ of Keats, But the very -
slight weakness in this passage of Keats is more than partly intentional,
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artistic puipose of his wotk, One example will llustiate
this The poetical use of the veib /% rz2g 1n such a line as

I Zwng with grooms and por ers on tl e brid~e
Gl a
o1 1n
Who but /ixng to hear
The 11pt arauon flowing fice
In Mesnos 1

occurs 1 ‘ The Puncess’ no fewer than nine times, and
this frequent recuirence of the word has a tendency to
weaken the style both of parts and of the whole

“The reader must not too 1eadily trust the impression
produced on his mind by any 1solated passage or example
This word would not have been put forward as suggestive
of manneism but for the fact that 1t 1s one among a large
number of nstances Only by taking into consideration
as neaily as possible the whole of a poet’s work can
we evpect to foim a 1ehable opmion on such points
*Paits,’ says D1 Johnson, ‘aie not to be examned till the
whole has been surveycd ’




CHAPTER II

“POEMS BY TWO BROTHERS,”
“TIMBUCTOO,’ “TIHHIE LOVER’S TALE"”

“Porvs BY TwWOo BROIHERS,” 1826 7

THE utle page of this interesting volume 1s as follons —
“Poems by Two Brothers ‘¢ H-cc nos novimus esse nihil
—Mas 22/ London, Punted for W Simphm and R

Maishall Stationer’s Hall Cout, and J and J Jachson,
Y outh, Mmpcccxxvii > The contents are 102 short poems
coveling 228 pages None of the poems are signed, though
initials were added in the onginal manuscript These again
were removed before the book was published In the re-
print of 1893, the poems are signed with the mitials A T,
C T,or F T (four poems), standing for Alfred, Charles,
and Frederich Tennyson 1espectively Poems quoted in
thisnotice are signedA T Inthe pieface to the newedition
the reader 1s informed by the present Lord I'ennyson that
the 1dentity of the poems cannot be rehed upon, as his
uncle Frederick could not be ceitamn of the authorship of
every poem, and the handwnting of MS 1s known not to
be a sme guide In this edition, moreovel, a few poems
~—not of any importance—have been added , they formed
part of the ongmal manuscupt of 1827, and aie signed
A T, and they arc folloned by “Timbuctoo” As to
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" the original volume of 1827, we are inclined to wonder
why it did not contain the “ Ode to Memory,” which is
said to have been written * very early in life,” and which
is superior to anything in that volume.

In many respects the book bears a striking resemblance
to Byran’s “ Hours of Idleness.” It displays the same
boyish affectation, self-depreciation, pedantry; there is
the same or a greater abundance of classical quotations
and allusions ; notes of all kinds, explanations, volunteered
- information, apologies. Both books adorn their opening
. page with modest Latin. Byron makes the announce-
ment that his poems were composed by “ A minor "—
“who has lately completed his nineteenth year”; some
of the pieces dated from his fourteenth year. The authors
of'* Poems by Two Brothers ” tell us that their verses were
written “from the ages of fificen to eighteen ” (Charles
was in his nineteenth year, Alfred in his eighteenth), “not
conjointly, but individually, which may account for the
difference of style and matter.” In the “ Advertisement?”
of disparagement from which these words are taken,
occurs the very same figure employed by Byron in his
self-depreciatory preface ; “I have passed the Rubicon,”
says Byron, “and must stand or fall by the ‘cast of the
. die” “We have passed the Rubicon,” the young Tenny-
sons write, “and we leave the rest to fate.”

This preface in “ Poems by Two Brothers ” is succeeded
by some introductory couplets of similar purport———

*Ye who deign to read, forget t’ apply
The searching microscepe of scrutiny,”

and these again find many parallels in Byron’s prose
-prologue. It may be too early to detect in this volume
signs of the sensitiveness to criticism which afterwards
became almost a disease to Tennyson, but as in Byron’s
case, so in this, some characteristics of the future man
may be traced back to boyish pages ; where also we shall
probably discover the first faint signs of genius. They
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will be very faint, however, the “ Hours of Idleness,”
though not a precoctous production, gave greater promise
of poetic power, and secured a proportionate share of
criticism

“A good poet’s made as well as born” Next tothe n-
fluence of the “ Hours of Idleness,” this will probably be the
strongest impression felt by an admnzer of Tennyson who
reads for the first time “ Poems by Two Brothers” That
the poet ts “ born” in Cicero’s sense or Ben Jonson’s could
scarcelybe conjectured fiom the first collection of the verses
of Alfred Tennyson Such a fact would have to be learnt
from his later productions Heie we have perhaps the
most unpoetical experiments 1n poctiy that were ever
gathered together in such quantity and proceeding from
authois of such subsequent repute One of the most
stiking features of “Timbuctoo,” ¢ The Lovers Tale,”
and the volume of 1830, 1s the enormous advance 1n poetic
power which 1s displayed by each of them, an advance
quite out of proportion to the inteival of time that had
elapsed since Tennyson contubuted his shaie to the
volume of 1827  Certainly “Timbuctoo” and ¢The
Lover’s Tale” are blank verse, which may account for
something, and there 1s not any blank verse in * Poems
by Two Brothers” In nearly all the pieces the joung
aitists have to contend with rhyme*

Yet, and tlis 1s another interesting featwme of the
volume we aie now considering, an attentive eye and ear
may discover the piototype or detect the musical germ of
many a later masterpiece We have the fiist of the
Libans and Adelines and Madelines 1n “Did not thy
roseate lips outvie,” and 1t may be as well to men-
tion here that these portiaits of women seem to have been
suggested, at least in part, not only by such sketches as

1 Ta wiitevery good blank verse 1s of course the highest achievement 1n
thishind  but in blaok verse something less than very good a beginner may
often display poctic powers thit must be suppressed 1n rhyming verse
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Byion’s ¢ Marion,” but also by vatious other writers,
among whom would be Horace and Skelton,

Most important, howevei, and profoundly inteiesting, ,
and not to be found 1 Byion’s volume, 1s the first indica-
tion of that mimute and emotional desciiption of natural
scenery, some of 1t near home,! which chatms us mn “Ma-
rniana” and “The Dying Swan”—

* Damp 2nd dank
Hang the thick willows on the 1eedy banl.,
Beneath, the gurgling eddies slowly creep
Blackened by foliage, and the glutting wave
T hat saps eternally the cold grey steep,

»

and m many poems, such as “The Dell of E—,” we
meet with sketches so famous and famihar in after
pages —
* High hills on exther side to heaven upsprung,
Y dad with groves of undulating pne,
Upon whose hetds the hoary vapours hung,
And far, far off the heights were seen to shuine
In clear relief against the sapphne shy  ~
In “Persia” theie 1s preluding of “ Timbuctoo,” “ The
Hespetides,” and *“ The Lotos Eaters” Itisin such frag-
ments as these that we may get a first ghmpse of Tenny-
son But what some of us may peihaps look fo1, we shall
not find, an eaily indication of the mystic side of Tenny-
son’s being , his affinities with other enistences and other
worlds than ours. In “Memory” there 1s 1egret for the

past—
“ Memory, why deceive me
By thy visions blest, ’

but they aie not the visions of “ Teais, Idle Tears,” “ The
Two Voices,” “In Memouam,” “Fai, far away,” “The

Ancient Sage,” and yet other poems of later years.
There 1s much evidence, however, of deep seriousness

L % In Memonam, hux
4 “ Dymng Swan,” “(Lnone, *‘Lotos Eaters,*
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and early earnest religion. Indeed the prevailing tone of
verse 1s thoughtful, not with the thoughtfulness of a boy,
but with the wisdem of manhood or the melancholy of
"age But this no doubt 1s paitly due to the influence of
Byion ; and when the young poets bemoan “the vices of
life,” or look back on then past with disappointment or
with fond regiet, as the case may be, they can point to
such les as the following in the “ Homs of Idlencss .”

¢ I loved, but those I loved are gone,
Had fniends—my early fliends are fled

t Weary of love, of Iife, dexour'd with spleen,
T rest, 2 perfect Limon, not nineteen *

Byion 1s the chief inspiration of “Pocms by Two
Biotheis ;” but many other poets lend stiay notes ; such
are Moore, whom all boys love , and romantic Scott, and
Pope, who, stiange as 1t may seem, 1s often the boy’s
poet; and to these some contempoiary 1eisifieis may be
added. Theie 15 also much 1ansacking of the classics;
indeed, Lite1ary materials are biought fiom many and
strange lands, and the range of i1eading displayed m
“Poems by Two Brotheis” 15 peihaps greater than that
which is discovered by the similar but more powerful
volume. the “Hous of Idleness,” of twenty years before

#TIBUCI00,” 1829,

Though not included in Tennyson’s collected works,
“Timbuctoo” will alnays be associated with the poet’s
name and fame. It 1s very often regaided as nothing
more than a specimen of “prize poetry;” and the date
assigned 1s 1829. But Tennyson was not the man to
wilte poetry to order within a himited space of time;!

1 Sec ¢ Ode on the Death of the Duke of Wellington
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and when first advised to compete for the Chancellor's
medal he is said to have demurred. At the request of his
father, however, he yielded ; but he had bethought him of
an earlier poem in blank verse, “ The Battle of Arma-
geddon ;” this, re-cast, might serve the purpose. One
line from “The Lover’s Tale "—* A center’d glory-circled
memory,” and three good ones from the. “Ode to
Memory,” lent their aid to the venture. It has already
been naoticed that “Persia,” in “Poems by T'wo Brothers,”
may be regarded as the herald of “ Timbuctoo.”

In the “ Cambridge Chronicle and Journal ” of June 12,
1829, the award was made known as follows :

“On Saturday last the Chancellor’s gold medal for the
best English poem by a resident undergraduate was
adjudged to Alfred Tennyson, of Trinity College.”

The poem was printed in “ Prolusiones Academicz” of
1829, reprinted with Hallam’s “Timbuctoo,” in 1834,
again reprinted with the change of one word* in 1859
in a volume of Cambridge prize poems, and it is now
included in the recent edition of “Poems by Two Bro-
thers,” 1893.

The subject of Timbuctoo is well set forth in the fol-
lowing passage from Hallam’s poem :

'* Not all youthful joy has past away . . .
A City stands
Which yet no mortal guest hath ever found.
Thou fairy city . . . I would not wish thee found }
Perchance thou art too pure . . . a splendour in the wild.”
Tennyson rebuilds to music the splendid city of a
dream. Musing on the past when Atalantis was “A
center’d glory-circled memory” and Eldorado a paradise
to which “men clung with yearning hope,” he exclaims,
" Wide Afric, doth thy sun *
Lighten, thy hills enfold a city as fair?"
Suddenly a seraph stands by his side, and his eyes are

1 ¥ Cones of pyramids ™ was substituted for ‘ Araks™ of pyramids.
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opened to behold “ within the Sopth ” the “crystal pile”
of Timbuctoo. The seraph then explains his mission, to
“play about man’s heart a thousand ways,” and make
him feel and know mysteries of loveliness, things higher
than he can see; yet, he continues, “ The time is well
nigh come When [ must render up . . . to keen Dis-
covery " this glorious city, my latest throne. That might
well be the poet’s mournful conclusion, for, as Shelley
says, “ Those cruel twins, error-and truth,” have “left us
nothing to believe in worth The pains of putting into
learned rhyme.”

Arthur Hallam writing to Mr. Gladstone, September
14, 1829, said of Tennyson’s “ Timbuctoo,” “ The splendid
imaginative power that pervades it will be seen through
all hindrances. I consider Tennyson as promising fair to
be the greatest poet of our generation, perhaps of our
century.” A remarkable piece of criticism truly, especially
for a young man of eighteen.

One of the finest passages in the poem is the brilliant
simile beginning

¢ Like dusky worms which house

Reneath unshaken waters, but at once

‘Upon some earth-awakening day of spring

Do pass from gloom to glory, and aloft
‘Winnow the purple, bearing on both sides
Double display of star-lit wings, which burn
Fan-like and fibred with intensest bloom,

Even so my thoughts, erewhile so low, now felt
Unutterable buoyancy and strength

‘To hear them upward through the trackless fields
Of undefined existence far and free.”

Moreaver, in the last four lines we have the first expres-

sion of Tennyson’s tendency to a kind of trance involving

a loss of personality, which however, seemed “no ex-'

tinction, but the only true life.” Tennyson describes the
phenomenon to Mr. Knowles in these words: “Some-
times, as I sit here alone in this great room, I get carried
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away out of sense and body, and rapt into mere exis-
tence.”! As we have seen, no reference to this subject
could be found in “Poems by Two Brothers,” but it is
here, and in other lines of “ Timbuctoo,” so early as 1829;
and it is present in nearly all the longer poems to follow,
its fullest expression being found in poemns cxxii.and xcv.of
“In Memoriam.” One aspect of this “moving about in
worlds not realized ” is fully dealt within the commentary
on “Tears, idle Tears,”?

Milton, Keats, Shelley, and Wordsworth all enter into
the composition of ¢ Timbuctoo ;” but Shelleyis the most
important vitalizing force ; the fertility of imagination, the
rapid movement of the verse and the splendid imagery
are especially his. Still, the poem is due to Tennyson,
and besides being excellent work it is the source to
which we trace back the streams of greater excellencies
that flow through the “Idylls of the King,” “ The Prin-
cess,” “ Lucretius,” and most of the other works in blank
verse. This Tennysonian close, for example, unless a
little too 1maginative, will suggest Dora :

¢ And the moon
Had fallen from the night, and all'was dark:"

Here is a cadence that will be heard in “ Lﬁéretius,”
“ And thick night

. Came down upon my eyelids, and I fell.”
And this Miltonic trick of verse is often overdone by
Tennyson :

“‘ As when in some great city where the walls

Shake, and the streets with ghastly faces thronged, . . .”

The word *shake,” owing to the pause immediately
following, takes to itself about half the collective weight
of accent in the whole line. Then, as might be inferred
from the rapid movement of the verse indicated above,

1 “ Nineteenth Century,” January, 1893. 2 Chapter VII,, Appendix.
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\

the lines often run without a break into one another
until with the aid of the pause a medial line structure is
effected within the terminal, and becomes a dominant
measure of greater complexity and greater beauty.! It is
the manner of young poets under less enlightened con-
ditions to measure line and thought or limb of thought
with the same instrument of measurement, and thus un-
consciously they avoid much of the trouble of blank verse
making. But then, of course, the lines they turn out areall,
or most of them, end-stopt and monotonous, like many of
the early lines of Shakespeare. Not in this respect only,
but in a multitude of others, Tennyson (and this is true of
Browning and Swinbume, and Matthew Arnold and most
other modern poets) seems to have overleapt the period
of mere experiment or tentative practice in blank verse ;
and these remarks apply equally to another long poem in
the same metre, “The Lover’s Tale,” which was written
about this time.

¢ THE LOVER’S'TALE,” 1827-8.

This poem, written, as Tennyson tells us, in his
nineteenth year, z.e., between August 6th, 1827, and
Aungust 6th, 1828, and, therefore, before the poet went
to Cambridge, was not given to the public until 1879,
when it appeared, with “The Golden Supper” as Part
IV., in a volume of ninety-five pages. Originally it
" had been printed as the last poem in the volume of

1 QOther characteristics of the verse are an abundance of shurred syllables ;
these also quicken the movement ; and there are *“ feminine endings,” which
add to its varety, This subject is treated more fully in the first Appendix
to Chapter IIL' The ““did " tense (Chapter III., Appendix ii.,, p. 107)
occurs frequently; the word *‘rapt” is used twice; so is our famous
¢ distinet.” Many phrases appear, which are employed afterwards, such as’
the ““ wild unrest ™ of *“ In Memoriam.”
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1833, but was withdrawn, perhaps, as being too long for
the volume, or more probably, because its author was
frightened by recent adverse criticism, and regarded the
poem as imperfect. Nevertheless, a title-page being
added, it was published as a small volume of sixty pages,
but was immediately suppressed. Of the few copies that
had been presented to friends all were recalled except
one, now preserved in the Rowfant Library. It was from
this copy that the pocm was pirated about the year 1868,
and in consequence Tennyson determined to include it
with a brief third part, and the Sequel, in “The Holy
Grail” volume of 1869. But again the poem was with-
drawn, only the Sequel being printed. This is known as
“ The Golden Supper.”

If “The Lover’s Tale” in its present form was written
before Tennyson entcred Trinity College, and within a
year of the 1826-7 volume, it is a most remarkable work,
especially when we understand that the author contem-
plated omissions and amendments, and that it was marred

- by the many misprints of the compositor (see Prefatory
note). It is moreremarkable than “ Timbuctoo?” of 1829,
more remarkable than most of the contents of the 1830 or
1833 volumes as originally published, and only less remark-
able than Browning’s first poem. By a curious coincidence
Browning’s “ Pauline ¥ was published in 1833, the year in
which “ The Lover’s Tale” was printed. And if we admit,
what is only reasonable, that Tennyson’s poem was under
revision up to the time of its appearance in print, we shall
be able to compare between the two young poets, who for
more than half a century were to be rivals in such a rich
renown. Browning was twenty-one on May 7th, 1833, and
Tennyson was twenty-four on August 6th of the same year.
Viewed in the light of these dates, “ Pauline ” has a still
greater advantage over * The Lover’s Tale;” for, as we
venture to think, when viewed in any otherlight it appears
tobe a greater poem, and a poem of more certain promise.

F



66 Handbook to Tennyson's Works.

Another striking coincidence between the two poems is
the influence of Shelley in each., Line for line, there is
not in all literature a wealthier storehouse of umagery,
imagination, and passion than Shelley’s * Epipsychidion.”
From this especially, but also from his writings generally,
both poets have derived much inspiration and much
material.

The characteristics of * The Lover’s Tale” will reveal
themselves to all who read it together with its sequel, * The
Golden Supper,” which appeared as an independent poem
in “ The Holy Grail ” volume of 1869. Parts I.to IIL which
form the early poem have a certain charm in the very
exuberance, freshness, and swiftness of youth ; sometimes
an overwrought fancy as of the later Elizabethans checks
the impetuous imagination of Shelley ; or again the stream
of story is lost amid a wild luxuriance of imagery

¢ Of eglantines, a place of bural
Far lovelier than 1its cradle.”

The rush of the verse seems to save the poet from some
of the weaknesses that appear in most of his early work ;
but such a figure as the following :

*f Qe i Aneprereidige e 2 rusey ey
Turned 1n 2 lock,”

would have been excluded fiom his well-considered early
work. In “The Golden Supper?” all fanlts disappear;

we may miss some of the freshness of youth, but we
enjoy the excellence of art.



CHAPTER III

“POEMS, CHIEFLY LYRICAL, 18,0, OR,
JUVENILIA”

“To THL QUELN.”

THCSE dedicatory stanzas weie first published mn 1831,
the year in which Tennyson was presented as poet
laureate at the Queen’s lgvee in Buckingham Palace.
They were then one more in numbei, for the following
was omitted in subsequent editions

¢ She brought a vast design to piss
When Lurope and the scatter d ends
Of our fierce world did meet as fiiends
And brethten, m her halls of glass

The stanza has defects, the evpletine *“did meet,” for
example. In other 1espects 1t 1s below the standard of
the rest And if we may trust the impiessions of Cailyle,
the exhibition of 1851 was not notable enough to be
singled out from the events of the reign Of the exhibi-
tion of 1862 Tennyson wiote latel, “ The woild-compel-
hng plan was thine,” and this time the ciedit of the vast
design 1s tiansferred to the Prince Consort Almost
every line of the ongmal dedication has been altered ;
the fiist two woids, “Reveted Victoria,’ fully attest the



68 Handbook to Tennyson’s Works

enormous value of even the shightest changes made by
Tennyson 1n the indefatigable industry of his genius
One other emendation may be noticed

And if your greatness and the care

That yokes with splendour yield you ttme

To seel In this your Laureate s rhyme,
For aught of good that can be there

This earlier reading of the thind stinza points to a time
when the poet wore the wreath uneisily And 1n the
original MS 1t was preceded by anothw fiom which we
recuive the same 1mpiession

¢ Nor should I dare to flatter state
Nor such a vy would yon receive
Wee I to shape it, who believe

Vow nature true as you are meuw

In 1889 thhis MS was sold for /30 It contained the
well known footnote addiessed to the publisher (Moxon),
put of which 1an as follows ~ “Ought not zall the yous
and the yours and the Z7s to be 1n capitals?” To the
poem 1n 1ts present peifection, a 1eference will be found
Qu.q 47

“Porns, CHICILY LYRICAI, 1830, OK, JUVI NILIA’

In 1830 Tennyson came before the public with % Poems,
Chiefly Ly1ical,” a small volume of 154 pages, and contan-
mg 53short poems This was succeeded 1n 1833 by another
volume of about the same size, contaming 30 poems,
mostly short ones

Eyery educated Englishman 1s familiar with the names
of most of the poems that appeared in these first\ olumes,
but unless he happens to possess the books as ongmally
published, he will foim a very false estumate of 1 enny son’s
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earlien poetic achievements Taling the two volumes
togethes, 1t will probably be no exaggeration to say that
therr value as compaied with the value of the poems that
represent them 1n recent editions 1s not moie than one
thnd For the presence, in the two eaily books, of
poems afternards 1ejected, lowers then value by about
one of the thuds,' and the othe:r thud of deducted value
1s accounted for by 1eadings since coriected This fact
should be borne caiefully 1n mind by every student of
Tennyson, namely, that the two groups of poems n
modern copies headed “Juveniha”- and “ The Lady of
Shalott and other Poems,’ aie far fiom bemng 1epiesentn-
tive of the poet’s handiwork at the periods to which they
respectively 1efer

Further, the volume of 1842, in which many of the
pieces compuised within the two groups just mentioned
appealed m a 1evised foim, contains a notice conceining
the four poems “ You ask me why,” ¢ Of old sat Fieedom,”
“ Love thou thy land,’ and *The Goose ,” this notice 1s
to the effect that these added pieces were witten, with
one exception, 1 1833, but agamn we must 1emember
that as they did not appeai 1n prunt until 1842, they also
recenved the benefit of the poets matuter pans ?

Since, therefoie, these two gioups aie cortected up to
1842, and yet the one gioup s still called “Juvemba,”
and since both gioups are practically 1egarded as repre
senting the volumes of 1830 1nd 1833 1espectively, we
seem 10 have before us a double task, the first to treat
the “Juvemha” and “The Lady of Shalott” poems as

1 A poet s gentus at amy gnen time 15 measured almost as much by what
he rejects as by what he retams

2 A title adopted by Byron for one of his early poetic ventures It may
also be noticed that the ¢ Juvemha contains poems that did not appear 1n
the volume of 1830 and in * The Lady of Shalott group are some poems
not published hill x842

3 These remarks apply also to ““The Two Voices, which, although first
pubhshed n 1842, was ongmally dated 1833
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they ongmally appeaied , the second to deal with them
1n their mmproved foims as poems published not earher
than 1842. Or perhaps 1t may be possible to adopt the
middle course of examining eachveision of a poem as we
review the gioups setiatim, tahing also a passing glance
at the rejected poems

The equity of some such coutse will appear fiom many
consideiations  For example, in editions of twenty years
back, we find “The Lady of Shalott” poems in theu
amended form described as “ Poems published mn 1832 "
That description 1s now wiscly omitted , then why should
not the title * Juvemlia ” be omitted also? Further, the
other title, “ The Lady of Shalott and othet poems,” 1s a
Iittle misleading for it has a tendency to cai1y the reader
back to 1833

This chapter would therefoie be headed moie evactly
“The Poems of 1830, together with such of these poems
as weie published mn an impioved form 1n 1842”

Why the title of the volume pubhished 1n 1830 should
have been “Poems, chiefly Lytical” does not appear
fiom 1ts contents, for strictly speaking, all are lyucal,
moie or less Possibly the poet had m his mind the
early volume of Wordsworth and Colenidge, the cele-
biated “Lyncal Ballads” of 1798, especiall, when we
remember that Aithur Hallam was to hawe been joint
contnbutor with Tennyson O the poet may have in-
tended to imply that “ [he Lover’s Tale” and many
other long pieces were in hand, or some of these weie
ongmally to have been inserted, such as the “ Un-
published Diama written very early,” a choius from which
1s mncluded in the volume Or agan, we may interpret
the title by citing Tennyson’s rematk to Mr Knowles, “ 1
soon found that if I meant to make any mark at all, 1t
must be by shoitness, for all the men before me had been
so diffuse, and all the big things had been done?”
“ Tiunbuctoo,” a futly long poem, had been foiced, as we
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may say, mto print, and “The Lovet’s Tale,” though
actually mcluded at the end of the yolume of 1833, was
withdrawn befoie the book was published Such, appa
1ently, w1s the poet’s determination to publish only shoit
poems, and “to get the workmanship as perfect as
possible # !

And for so young a man, the workmanship of this and
the succeeding volume 15 very fine mdeed It would not
be easy to name a poet who w1ote better verse at such an
eaily age The well known 1emaik of Coleridge m 1833,
“He has begun to wiite verses without very well under-
standing what metie 1s” admits of only a paitial explana-
tion  Colendge tells us that he “hnd not 1ead all the
poems ,” not did Tennyson accept the clder poet’s advice
“to write for the next two or thiee years in none but one
or two well known and stiictly defined meties” Possibly,
as will be seen further on, some explination will be found
1 the fact that the young poct often 1efused to wrnite 1n
metie at all.

On the other hand, if Colcuidgze had complamed that
Tennyson’s eaily poetiy was fan enough m foim but
mantmg a spedt, A he had noticed the paalness of
poetic mmpulse as compaied with eipeunmental woid
panting and wealth of amassed matenial, and that many
of the expeiiments wete of a pueille, or tufing, o1 efferm
nate, or dilettante kind, 1if he had noticed fuither that
the relation between foim and thought was morganic, ke
that of clothes to body, not organic like that of body to
soul—had he quoted a line from “Three Sonnets to a
Coquette,”

‘“The form the form alone 1s eloguent,

we mught have understood him better ; for many poets of
the same age have been more poetical, have put moie
spmt mnto the form of then poetiy , theie 1s too much—

1 Remark to Mr Kknowles ** Nincteenth Centmy, January, 8



72 Hapdbook to Tennysorn's Works.

far too much—of the cunning phrase-maker, and too little
of the singer in the first volume.

How different it might be, will appear from thesc lines
of Byron :

¢ As on the beach the waves at last are bioke,
Thus to thei extreme verge the passions brought
Dash into Poetry, which 1s but passion,

' Or atleast was so ere 1t giew a fashion,”

Most of the poetry in this, and much in the succeeding
volume, is “a fashion,” That is the gravest fault we can
find with it. But this fault is not without a 1edeeming
charm ; and how often have we wished that the early
passionate utterance of Shakespeare, Byron, Shelley,
might have clothed its strength with more beauty.

The following, in the order of their impmtance, are
some of the special feattres presented by the fifty-three
poems of the volume of 1830.

(a.) The extraordinary inequaldly of the pi.. es, some of
which aie weaker than any in “Poems by Two Brothers,”
whilea fewdisplay a stiiking originality and a poetic faculty
and chaim considerably in advance of “ Timbuctoo” and
“Thelavers Tale” Inequalities in (e samee poRmy, 2.2,
“The Ode to Memory,” will also be noticed.

(6.) Two poems will be remembered as most fully re-
presenting this new charm so suddenly and unexpectedly
introduced into poetic art—* Mariana ” and “ The Dying
Swan.” Of each of these the germs may be found in the
quotations from “ Poems by Two Brothers” on p. 50.
The lines in “ Mariana,”

“ A sluice with blacken'd waters slept,

And oer it many, round anu small
The cluster'd marish-mosses crept, . . "

may be compared with the first quotation, “ Damp and
dank,” etc., and with the second, * High hills on either
side,” etc., the following lines from “ The Dying Swan?” ;
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Some blue pe thy mn the distnce rose,
And white against the cold white shy,
Shone out then ciowning snows

These two poems aie the most oiiginal and the most
dehghtful pieces n the yvolume. Next to them “ Onana’
might be mentioned as possessing a httle of their chaim,
and next to “ Ouana,” “ Clanbel »

Having looked 1nto the poems to discover the souice of
this chaim, we seem to find 1t 1n a new, often minute, and
always emotional description of natme , the emotion being
lent paitly by the eanest poet, paitly by some mndividual
animate object, geneially a human being, which 1s placed
m a pathetic situatton and made to unpress 1ts pathos
on all its sunioundings, whether the scene 1s shetched
fiist, o1 the ndividual, the 1esult 1s the same, natme 1s
mnteifused with the amimate emotion  This will be more
fully explained 1n the sepaiate notice of each poem In
“ Clanbel,” fo1 example, the emotion expressed in the fist
line impiegnates the whole We may 1ccognize the same
effect 1n the fitst line of Giay s Elegy

(¢) This s the pictonial element, chiefly But along with
1t and as part of 1t, we hear a new music of veise, made
of a blending of all past beauty of sound 1n song, and hike
the other element taling witchery fiom the human
emotion. The imp1ession of ongmality which we receive
from these two elements in Tennyson 1s due fust, of
coulse, to the poet himself, in his eainest 1elation to ns
woik, as explained 1n the note on “ Claibel,”* but also to
careful workmanship and a close attention to the best
models and matenals of foumer artists In his most
effective work, gems of foume: poets, sometimes re-cut o1
re-polished, will almost ceitainly be found set cunmingly
amongst his own.? It may be added that among Tenny-
son’s forerunne1s, the poet who has most nearly succeeded

1P 5 ~ Seealso p 96
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m producing this kind of poetty 1s Colendge , after him,
Keats may be mentioned
Thetre 1s yet another new music of poetiy in this volume,
chicfly in blank veise, the mamn feature of which 1s 1its
airangement, body of sound, and movement, 1t may be
heaid 1n the thiee lines quoted from “ The Dving Swan,” !
or 1in blank verse in the opening lmnes of “The Sea
Fames,” and m such lines as the followng in *“The
Mystic”
¢ Four faced to four corner= of the sl y
For the two first were not but only seemed
One shadow 1n the mdst of a great liyht
The last line 1s the ancestor of many hundieds 1n poems
to come
‘And the new sun rose bunging the new year 4
This new verse 1s often weighty with finely modulated
vowel sound, the nearest thing to 1t in eailier literature
being the “ Hypeiion” of Keats
(@) The number of poems 111egular 1n mets e, 01 having
no metie at all, foimless poems, such as most of the
sketches of women—in fact, a laige piopoition of the
pieces m the volume
These formless poems a1e most of them novel, and the
are not often imitated n after yeais Thereaiebut three
o1 four even 1n the volume that follows so closely on this,
and there ale none 1n the volume of 1842 They are not
formless, how cver, quite 1n the sense m which most of the
writings of Macpherson, Tupper, and Whitman are form-
less They possess such symmetrical elements as feet,
Iines, and usually 1thymes But while one type of foot 1s
mostly preserved thioughout, the sequence of the rhymes,
and the length and the sequence of the hnes are not re-
ducible to rule.
1P 73

~ lhe chief peculiarity 15 mn the last two feet, they me frst Pyrrhnc
second Sponda ¢

¢ Last hne 1n the ** Idylls of the King,
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This increase of vanety often threatens not to adoin
but to destioy the element of uniformity , and we aic
sensible that the poct 1s secming for himself an unfan
advantize (See the fiist Appendin to this Chapter )

(e ) Influcnce of the poctic past —Nhnor contemporuy
poets aie not so fiequently piesent in this new vaise  Of
the past, Byion has ceased to be a potent mfluence,
Shelley 1s less a power over the poet thin he was n
“Timbuctoo” and “The Lovets Tale,” but he 1s well
represented, especiilly by matenal fiom “The Witch of
Atlas” Keats appeus, and he will be moie clemly tecog
nizable m the next two volumes Milton, Wordsworth,
Colendge and Shakespcaie aie met with heie and theie
but to complete the list of poets, Latin and Gicek 1s well,
whose echoes blend delightfully with this new music,
would be impossible And Tennyson dinks of other
waters than those that flow fiom the familiu Ilippociene,
to take one example fiom the beginning of the volume,
the epithet “cnimson thieaded ’ attached to “hips”
“ Lilian ” m1y be deined fiom “The Song of Solomon,”
v 3, “ Thy lips are hike a thhead of sculet”’

(f) Next to this careful hoading and use of the literary
treasuies of the past—and 1t will be still more noticeable
n subsequent olumes—we may mention the stoung up
of poetic matenals, studious nuwe punting, woid-
painung, phiase making, cliboiation of poetic diction
of all kinds® No poet ever amassed and piepated his
materials so extensiely, caiefully, and systematically as
Tennyson® It should swely be the despan of all who

1 Compound adjectives, poetic detul often repeated excesses s of ed
final (probably caught from Keats), pet words perhaps archuc—*hight and
shadow, ‘‘marish,’ and the hike

2 And no poet exhibits the fact so patently  Perhaps one illustration se
lected from a large number may serve to make this clear The word rzy~
tod of doubtful grace but employed by Spenser and Coleridge, wns dis-
mussed (p 120) from ¢ Ihe Millu s« Dwghter  of x833 and reappeared
¢ Balin and Bilan of 1885
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come after. Also there is abundant experiment in metre
and numberless other poetical devices ; the most striking
attempt being the many formless poems of which men-
tion is made on p. 74. Apart from this, thought is often
exquisitely adjusted to form, mood to imagery and music ;
the natural world to its human habitants.

(g.) The Effect of the Impulses of the Day, and of new
surroundings, especially Cambridge life, on the poet’s
habits of thought. This is illustrated by such poems as
“The Mystic,” “A Sonnet,” “The Supposed Confessions of
a Second-rate Sensitive Mind,” “To ? “The How and
the Why,” and by one or two patriotic poems ; for example,
“ The English War-Song,” and the “ National Song.”

(h.Y A Tendency fo draw Characters or Humonrs,
and sometimes to endue them with a portion of his own
individuality.

(#.) Restricled Views of Art. See especially “The Poet.”

(7.) A Subtler Use of the Classics. This is touched
upon in (¢).

The above list of special features of the volume which
inangurates Tennyson’s remarkable career does not aim at
being exhaustive. Many other poems might have been
selected as giving some evidence of a new power or beauty
in poetry, such as “ The Ode to Memory,” “ Recollections
of the Arabian Nights,” “ The Sea-Fairies,” “ The Poet,”
“The Sleeping Beauty”: and the sometimes laboured,
often musical, but always artificial sketches of women form
a novel and pleasing group. Further, we are left with a
general impression of fine imagination allied to sobriety of
thought, of sympathy with nature, a marvellous powerof de-
picting and idealizing natural objects, a refined devotion to
truth as well as to beauty, and a musical inventiveness and
charm that subdues all those other elements unto itself,

The poems will now be considered seriatim, As ex-
plained in the Preface, the numbers in brackets give the
page of the one-volume edition.
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(2) “ C1 \RIPCI ? by 1ts title illustrates Tennyson’s pie
ference for fine sounding hitera1y names that contain some
remote allusion Thus he adds to the beauty of his wark
Often the poem or scene comes fiist, and the name
second, as 1 the case of “ Fatima” “Clar:bel” has been
made poetical by Spenser (* Factie Queene,” II 1 ) and
Shakespeare (“ Tempest”), though we need not always
seek to 1dentify Tennyson’s name titles

In this pocm we find a cuious compound word “low
heth”, also 1t 1s inteiesting to note that the following
single words mn the orizinal edition, “10seleates,” “ oak
tree,” “thickleaved,” “cleaivoiced,” aie now wntten as
compounds , this means that the artist 1s anxtous to adopt
every possible device whereby a given numbe:r of woids
shall produce the most striking effect Here also are
favourite words and eapiessions , *“ambrosial,” “thick
leaved,” “inward,” “athwait,” “slumbious,” “runnels,”
“hollow ' The “lntwhite” and some of the former
words occur m poems suppressed—pottions of the second
“Mauana ” may be mstanced Some, such as “ inwaid”
or “imnner,” are very fiequently used, “with an mner
voice,” for example, in “The Dying Swan” As implied
m some of om: former :emaiks, a whole volume might be
wiitten on Tennyson’s collecting, hoaiding, and economiz-
g of words, phrases, and nnages fiom nature , there 1s
nothing quite like 1t m the lustory of any other poet

We may now add that to powmnt to tlus fact 1s not to
dispruse Tennyson, mn such caieful study of poetical
matetial of «ll hinds we have alieady discovered nota little
of the magical beauty of his compositions , but at present
he has not become expert enough to disguse devices o1

1 From other poems the hst may be imncresed by * mansh, *‘ mellow,”
¢ round  circumstance, use, level countcrchange, © poplar, and
many more *‘Brond basede 1mn the Addrcss to the Queen and the
“ Arabian Nights, 15 the broid based pyt umds of Poems by Two
Brothers  then it appears m ‘ Pyramds broad based of ¢ The Gem of
18,1 In* The Supposcd Confessions 1t 15 varied to * broad imbrsed
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to conceal effoit In “ Claubel,” for example, the over-
fanciful compound “low-heth” spoils the effect of the
other words with a similar archaic ending

This poem, which 1s placed fiist in the volume, 15 1n
many 1espects a typical production, and therefoie must
receive a propoitionate share of our attention

Tennyson calls “ Clanbel” “ A Melody ” 'What the poet
means by the term may be guessed 1ather than discovered
Probably he would wish us to reverse the well-known
expression “ Songs without Wotds "—music, thatis ta say,
which 1s almost atticulate, and style his poem “words
musically mariticulate,” or word-music W hatever ntel-
lectual basis the melody may possess, will be seen 1n the
following paragraph But first we may notice the time
element—eve, noon, midnight—with which we aie so
famhar in the two “ Mauanas ” and hindied poems, and
1emember also the constructive principle alieady sug-
gested of n1se, culmination, and decline  Finally, we may
charactenize “ Clauthel’ as a beautiful requiem of natme
over humanity, boine 1n upon us by

! Some gradual sohtary gust

1hat comes upon the silence and dies off,
As if the ebbing air had but one wave 1

The poem has alieady been 1efeired to i the Introduc-
tion to the volume of 1830, under the heads of emotional
desciiption of natuie and emotional music, which blend
1n one new and" debightful effect of charm Sometimes we

1 Nature 13 seldom used 1n this w1y by Tennyson  Itis ~o 1n the sere
nade 1n * \[aud but that suits the excited Jover 1s appropriate also to the
loverm * ihe lalking Oak  Cf abo ¢ 1he Brook aud the human sym
pathies of thesea tn * Fnoch Aiden  and  Sea Dreams The sentiment
of “Claribel ma)y 2léo be compared with the tollowing st inza omatted fiom
Gray = Elegy

““There, scatter d oft, the earliesk of the year
By hands unseen are show rs of violets found

Ihe redhmenst loves to build and warble theie
And httle footsteps hghtly print the ground
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may discover the secret of Tennyson’s charm by observ-

ing the process of building or reconstruction, as in the

“Palace of Art;”' sometimes, but only in part, by re-

moving the musical and pictorial elements, and compar-

ing the residuum with the original. Treated thus “Cla-
ribel” would be reduced to some such prose as the
following :—* Caroline is buried near an oak tree, a

grove, a river, a smaller stream, and something like a

cave. The spot is marked by a stone overgrown with
. moss.” Or the bare fact might be stated in four words,

“The girl is buried.” If we now reverse the process and

erect on this low foundation the whole fabric of music

and vision, we shall find the practice delightful and in-
structive. If next we seek to establish within our minds
the subtle relations existing first between the spirit and the
form of the work, and secondly between the architect and
the building as of creator to his creation, we shall pro-
bably expect to grasp the charm itself. But there we
should stop ; for to grasp the charm, could we ever do it,
* would be to destroy the charm ; it would be like taking
the heart out of a nightingale to get at the secret and
the source of song.

Hence the words “in part” which are employed above.
This exercise neverthelggs, both analytical and synthe-
tical, i5 useful and even necessary to the student and
the lover of poetry; and it is the same with all the
other arts.

(2) “NOTHING WILL DIE.” (3) “ALL THINGS WILL
DIeE” Many poets have set themselves to balance the
prosand cons of life ; and according to the later Tennyson,
the second scale is oftener the lowest ; yet, latest of all,
he holds them even. There is something like this in

© Milton’s “L’Allegro” and “ Il Penseroso ”—the order of

I This study, especially of emendations. is very important.
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the poems in each case being the same, and seeming to .
discover a tendency toward the graver aspects of our
existence. In Shakespeare the corresponding pieces are
“ Henry V.” and “ Hamlet.” By-and-byin Tennyson the
opposing forces meet in one poem,—*“The Two Voices,”
or “In Memoriam,” or “The Ancient Sage” Besides
other poets, Shelley and Barry Cornwall may be recognized
in “ Nothing will Die,” and Wordsworth in “All things
will Dje.”

(3) “LeoNINE! ELEGIACS” This exercise becomes
interesting when compared with the experiments in
quantity on p. 2437 (“ Hexameters and Pentameters”).
Making due allowance for the rhymes, these elegiacs are
the “longs and shorts” of a schoolboy who scarcely
knows how ill they look in their foreign dress ; and the
later “ Experiments ” prove that the writer felt how ex-
ceedingly difficult it was to force the classic metre into
English, but prove also that if it could be done, he could
do it. As in “Claribel” and the * Marianas,” a time
element may be noticed ; but this poem has other affini-
ties with the first *“ Mariana,” as will be mentioned later.

(3) “SuPPOSED CONFESSIONS OF A SECOND-RATE
SENSITIVE MIND.” Hallam complains that the title has
“an appearance of guaintness, which has no sufficient
reason, and seems incorrect.” ‘ The mood,” he continues,
“is rather the clouded season of a strong mind than the
habitual condition of one feeble and ‘second-rate.’” The
justice of this remark has been noticed elsewhere (p. 17).
We here see something of the poet himself in the first
stage of the religious uncertainty described in “ In Me-
moriam * by the words “ Perplext in Faith * (xcvi).

1 From Leo or Leoninus, canon of the Church of St. Victor, Paris, twelfth
century, who wrote many such. The end of the line rhymes with the middle.
2 Complete Works, one vol.
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“¢ It 1% man s privilege to doubt,
If so be that from doubt at length
1 rnth may stand forth unmoved of change *

“Ayme! I fear
All may not doubt but everywhere
Some must clasp Idols
The poem comes of contact with unmiversity life and
thought, and gn es evidence that Tennyson was beginning
to share in the new ideas about religion These 1deas
took the form either of destructive criticism, or of a new
constiuctive, eainest, and practical Chnistiamity Tenny-
son adopts something of both
At present we have glaneed at five poems only, but
these are enough to show us what will appear moie
plainly as we proceed, that much of the poetic matenal
employed bears the stamp either of Tennyson or of some
other poet , that 1s to say, 1eading almost any half dozen
consecutine limes, we are able to say this 1s Tenny-
son’s woik, or, this 1s a modification of some other poet’s
work
One or two passages mn the “ Supposed Confessions ”
are noteworthy The sketch of infancy i1s remarkable
chiefly because 1t gnnes no hint of antenatal existence
Inteiesting, on the otherJhand, 1s the appeamance thus
early of the following figure
“ As from the storm
Of runming fires and fluid range
Of lawless airs, at last stood out
This excellence and sold form
Of constant beauty
The lines descriptive of the dymg lamb have a wonderful
fulness of detail In sentiment they are something akm
to the following from Pope’s ¢ Essay on Man,” Epistle 1.
81-86
1¢ The lamb thy not dooms to bleed to day,
Had he thy reason, wounld he skip and play?

Pleas d to the last, he crops the flow ry food,
And hichs the hand just rais  to shed lus blood,

G
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O blindness to the future ! hindly givn,
That each may fill the circle mark d by heavn

Being of a consideiable length, the poem presents
many peculiaities of 1magery and diction, one o1 two of
which may be mentioned “ An 1mmage with piofulgent
biows” appears m “A Fiagment” as “ A peifect Idol
with piofulgent brows” Theie also will be found “the
slumbrous summe1 noon ” of the eleventh line, but in “A
Fragment” summeinoon 1s printed as one woid Tenny-
son’s characteristic use of the verb *diaw ” oceus twice
in the poem , twice also the word “ hollow,” which 1s per-
haps his special favomite at this early period, and indeed
for a long time to come 1tappearsin “hollowan ,” and
“hollows of the fringed hills” The constantly 1ecuruing
“inward” of “Claribel” and *“ Mariana” 1s heie also
“Hating to” and “proof” ai1e used again 1n the Sonnet
to] M K Other examples will be 1eferied to mn sub-
sequent notes, but a constderable piopoition will be left
unnoticed This 1s true 1n most other instances, and
sometimes, as 1n the case of the forme:r poem, and even of
such chatacteristic compositions as ““ Recollections of the
Aiabian Nights” and “ Eleanore,” the limited space of the
present volume precludes the mttoduction of a subject
which the reader should nev ertheless keep caiefully in view.

(6) “THC KRAKEN” The monster 1s either sea-
serpent or octopus “ Faintest sunhghts flee About his
shadowy sides” . recurs m “Lucretius ” as “ How
the sun delights To glance and shuft about her slhippery
sides ...” The poem 1s akind of sonnet of fifteen lines,
with the clunax at the tenth instead of the eighth. It
contains some skilful lnes, and some that resemble
Shelley, “ The dull weed some huge sea-worm battens
on.”‘

1 ¢ Prometheus Unbound *
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(6) “ SoNG.” Here the “ crisp waves” and the “ridges”
of “ The Supposed Confessions ” re-appear as the “crisped
sea” and the “ridged sea.” “The latter—the “enridged
sea” of “King Lear,” IV. vi. 71—occurs in “The Sea
Fairies ;” and it may be compared with the “ridged wolds”
of the “Ode to Memory ;” while the former becomes
the “crisped Nile” of “ A Fragment,” and after frequent
employment in poems published apd unpublished may
be seen as “the crisping white” in “The Holy Grail”
“ Mellow ” may be noticed ; also the compounds *“ down-
carolling,” “low-tinkled.”

(6) “LI1LIAN.” Begins and ends with “fairy Lilian ;”
“rises like a fountain from a small jet of water, towers
pretty and musical for a moment, then falls back into the
jet. Here again is “pleasance ;” and the compound
words in proportion to the length of the piece are very
numerous—ridiculously numerous. It is astonishing that
such a ‘cunning artist should betray a lack of taste like
this. The piece is also rather weak., Certainly the com-
pounds suit the light sketch ; but “innocent-arch” and
* cunning-simple ” and some others are effeminate. Com-
pounds are perhaps the most effective of all epithets;
they really compress a clause into a word. All good
poets use them ; young or inferior poets sometimes abuse
them ; at present they are so treated by Tennyson ; but
they never were by Milton; they were by Rossetti, who
speaks of “soul-winnowing hands,” and a “soul-seques-
tered face.” Shakespeare is first under this head of com-
pound epithets ; his are so fresh, forcible, appropriate,
beautiful. In Shelley they are often splendid ; in Keats
they sometimes resemble Tennyson’s, as in * purple-
stainéd mouth :” but Keats had a way of his own of
strengthening and beautifying epithets, small or common

ones, monosyllables—

Where palsy shakes a e sad last gray hairs,”
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And wending mossy ways

In faery lands_forlorn

all which examples are fiom the same poem ' The poem
of Tennyson’s mn which these double edged adjectines ale
seen to best advantage 15 “Recollections of the Arabian
Nights ,” but, as before noticed, he sometimes yohes
together two indepgndent woids by the mere means of
the hyphen, and then, instead of secunng his desned
effect, he defeats 1t  In this poem “ baby roses” adds to
weakness and duninishes beauty Similar in the “ Arabian
Nights” are “citron shadows,” “boat head,” “mwyrh-
thickets” Such stienuous stiiving after effect may be
the chaiacteristic of a school of poets, but 15 not often
met with as an 1solated case

(6) “IsABr1 ” 1s perthaps the best of the poitiaits of
women, and the poitiait of the best woman Here we
will notice the sounded éd final, such a maiked character-
1stic of the earlier work of Keats and Tennyson

Were fiacd shadows of thy fixed mood
Revered Isabel, the crown and head

There aie some half dozen others, and they help to
spoil the poem They aie greatly i excess On the
othe1 hand, the only example in “ Vanana "—gnailed—
1s beautiful  Also 1n “ Isabel ¥ we seem to discover a hne
of prose that could scarcely be intentional

¢ A clear stream flowing with a muddy one

(7) “MARIANA” In the volume of 1833 15 a lync
entitled “ O Love, Love, Love!” to which 1s prefixed
a quotation fiom Sappho that suggests the source of
some of the lines, and guides us to classic ougmals for
most of the otheis In a later edition the title of the
poem 1s changed to “Fatima,” and a new stanza 1s added

1  Qdeto a Nightingale
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which makes mention of a “city s castein lonets” (z ¢,
warting for sunuse), “buining drouzht,” and a “long
desert to the south ”  Thus stanza hwing been added, the
poem was ieady for a cential human figue, and the
honow of the situat on was conferied on Fauma Some
what 1in the same wav, the backgiound of “ Manana ”
may have been shetched, if only mentlly, before the
figure of the foicground was pamted in, especially as
Sappho again suggests some of the situitions  The poet
pethaps has brooded over some moated zi1ingce neat lns
birthplace Turthes, some of the scenety with the same
predominance of detnl over geneial featunes, has been
met with in “ Poems by Two Biothers’ If he has sought
a human occupant for his 1deal abode, 2 chince hne o1
two in Shake-peaic supplies the want It has aheady
been mentioned that in “ Leonine 1 le,1res” we have
a poem m many iespects ke “Manana, but one n
which evening alone 1s shetched, all that s wanunys
1s some suitible name for the mounful lover who waits
m vam for his Rosalind Fuither, as “ Maiana” sug
gested (for 1easons to be given late1) another landscape
to shetch, so “ Manana m the South” piobably lent the
additional stanza to “ O Love, Love, Love,’ and demanded
for 1t a name

This pamtm, of natute so that every detail 1s made
subservient to a human emotion, 15 to be met with m a
fragmentary form n many poets fiom the times of Sappho
heiself , but Tennyson was the fust to elaboiate such
pictures Obscive how we 1ead desolation 1n every aspect
of the scene long befoic we 1each the desolate figure—the
gairden was neglected, the broken sheds looked sad, the
grange was lonely Indeed, the 1efitamn which mtroduces
the human being who 1s the subject of the composition 1s
by far the weakest pait of 1t, and fiom this point of view
the poem might have been called “ The Moated Grange”
rather than “ Mariana? So the thiee opening stanzas of
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Gray’s Elegy bespeak the subject In that poem, too, is
the time element, the daily round Manana was sad at
evening, midnmight, morn, but eiening, as m the last
stanza, and 1n sumlar passages by other poets, was the
saddest of all

Few changes have been made 1 this masterpiece , one
or two deserve mention The last line but four in the
last stanza read onginally

‘* Downsloped was westening 1n his bower *

a worse line with something of Milton 1n 1t  In the first
edition many of the compounds—* marishmosses "—were
without the hyphen, some elisions, “up an’ away,” “¢’
the pane,” have judiciously been altered The metie 15
original and fascinating A few other mteresting par-
ticulars will be 1eserved until “ Manana in the South”
comes to be considered A note on the use of the poetical
past indefinite m this poem will be found at the end of
the Chapter (Appendix II)

The portrait of Mailana may haive been taken fiom
the “Isabella” of Keats, or fiom Sappho—

Ssduxe ey @ ceravva

vas T} mxosg, paeca 36

yux g, mape § spxer’ wpe,
. Epw e posa ra-sutw

or from Henryson’s “ Testament of Cresseid ”

‘ On this wyse, weipmg, scho mard hir mone
Weiping, s~ho woik the nicht fra end to end

(8) “To——? Ths 1s another evidence of the interest
taken by Tennyson 1 the new 1eligious energies of the
day We are remunded of the poem “To the Rev F D
Maurice” The epithet “cleai-headed” 1s unfortunate,
perhaps the most unfortunate in the volume

(8) “MipLrinr”  In the foumer poem we had “ ray
fimged,” heie 15 “sun fringed ,” heie also “hght and,
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shadow,’ and a host of otheis, especially fanciful com
pounds Outwardly the most stiihing featue of the two
poems 1s their abundance of the tucks of diction ahcady
referzed to. It s the deteimimation to be bulhant that
destrovs the lustie

(9) *THE OwI ’ has something Shakespearean about
the fist part.’ The poem exhibits Tennyson s fondness
for ammate natme Hereafter m * The Swallow Song,”
% Maud ’ and “ The Thiostle ’ he will 1epeat 1n verse the
notes of other and sometimes sweeter birds.

(9) “ RECOLLFCTIONS Ol THE ARABIAN NIGHTS” A
brilhant senes of poetical magic-lantein shdes that move
before us to a music equally builhant, probably there 1s
no mote stuihing achievement of musical word-pamnting
the language Something of the manner i1s caught from
Colendge ; much of the matenal 1s Shelley’s; but the en-
semble 1s oniginal and beautiful

{(11) “ODE 10 Mrwory”  Another chaiacterstic
poem, though due to many poets n 1ts paits. It has been
noticed mcidentally on pp. 57, 72, 77. Some of the de-
scuptive passages would be excellent if they weie not over-
studied ; they can scarcely be disembarrassed of then own
cfort or of their burden of bortowed beauty Neverthe-
less the Ode 1s thoughtful, well constiucted, full of promise,
and, again, 1n 1ts entirety, onginal

(13) “ SONG.” This must be regaided as the worst poetry
we have yet met with ; the 1efiain especially 15 weak.

(13} “A CHARACTER ’ Fne stanzas of Wordsworth’s
“ A Poets Epitaph,” begmninyg * Physician att thou,’ are

L Song at the end of ** Love's Labour’s Lost.’
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most piobably the groundwork of Tennyson’s “Character.”
Other suggestions may have been suppled by Shake-
speare, “1. Hemty IV ,” I. m. 30-68, where, after the
fight, Hotspur 1s pester’d with a popinjay ; and wheie
Jaques recounts his meeting with the fool (“As You
Like It,” II vn 12-42) The latter passage may have
fuinished the expression “ Lack-lustre eye ” Stuking
1esemblances may also be found in the sketch of Achilles
m “Troilus and Cressida,” Act 11, Scene 1., such as

¢ He doth 1ely on none
In will peculiar, and in self admisston,”

which may be compared with,

* Aud stood aloof from other minds

In impotence of fancied power,’
or again,

‘¢ He that 1s proud, eats up himself,
with

¢ Upon himself himsclf dud feed ,
and again,

¢ Possess d he 15 with z1catness,
And speaks not to hiumself but with a pude
T hat quarrels at self breath,*

with

f And trod onsilk, asif the winds

Blew his own praises m his eyes *
The piece, theirefore, may be regaided as an “experi-
ment ,” and its manner reminds us of the satiie in * Sea
Dreams,” which also seems to have been suggested by
Shakespeaie

(13) “THL POET.” Of the “Intellectual All n-all”?
sketched 1n the foomer poem we aie told

““ Yet could not all creation pierce
Beyond the bottom of his eye *

1 Wordsworth, “A Poets Epitaph
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Such an one would ¢ botanize Upon lus mother s giave,”
but no blossom there could fill lns heait with thoughts
too deep for tears, lis “lack lustie dead blue eye’
might never penetiate beyond the soidid fact But the
Poet, accoidmyg to Tennyson, 1s prumanhy a See1! And
agam, m “ I'he Poets song’
He singsof what thev o ld1all 1e
W hen the yean have died 1 vay

This poem has alieady been i1cfeued to It 1emains
to be 1epeated hete that Iennyson s conception of “ The
Poet > 15 not exutly wustic Thou,ht has precedence
oter emotion, moiahity over beauty It 15 much the
sanfe m ¢ The Palace of Wit ° Had he been musician,
or pamtel, o1 both, had he possessed Biownmgs ap
preciatne fondness for those aits,® he might have done
more Justice to the singer 1s such, aind have claimed for
him first—o1 demanded of him fust—the faculty of song
In other woids, he would haye distinguished between the
emotional beauty of the artist, and the moral o1 1ntel
lectual beauty that the gieat aitist shaies with less compie
hensine souls The gieater mcludes the less , the poet
must de a singer mMst, as was Tenmyson Forcunately
his theoiies did not aftect hus piictice, Wordsworth was
less happy with lus theory of over familiat and theiefore
“unnatmal ? poetic diction To Woidsworth, moicover,
something 1s oned by this stately poem, and somcthing
to Milton

(14) “THE Por1s MIND” Suggested, 1t 15 said, by
the dispaiaging 1emarks of some unneisity filends  Itis
strangely eainest It may be compaied with the equally
earnest thought of “ In Memotiam,” xav

1 See especilly the second stanza - See pages 42 and 76

8 Music he was fond of but not with an arusts fondness Very sig-

mificant 1s the remark 1n ¢ The Ioresters that a Savon has noe soul for
music Tenny<on was of Norman descunt
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The remarks made upon the preceding poem apply
also to this protest, which, however, is as youthful in
aspect as “ The Poet” was mature.

(15) “TuE SEA FATrRiEs.” This is the first of several
poems, mostly classical in subject, and often appropriately
modernized, which give expression to a feeling old-world
in its first aspect, but soon claimed bya modern humanity.
£'¢ wlow & ol neudrag weg Fpya woibus ; ““ Let us eat and
drink, for to-morrow we die,”—such are earlier statements
of this particular feeling :

¢'Were it not better done, as others use,

To sport with Amaryllis ;

such is the form it assumes in “ Lycidas ;” and in Tenny-
son’s next volume we shall find it splendidly developed
in “The Hesperides”! and “ The Lotos-Eaters:”
¢¢Is there any peace
In ever chmbing up the climbing wave 2"
Besides the very oiiginal blank verse at the beginning, a
lyrical movement equally Tennyson’s own, appears in this
musical and richly coloured composition. Some of the
imagery finds resemblances in Shelley :
¢ The Nereids under the green sea,
Their white arms lifted o'er their streaming hair,
‘With garlands pied, and starry sea-flower crowns »
Promethens Unbound.
As to the subject of the poem, a first suggestion may be
found in the following lines :
Aep’ ey’ liwy worlan’ "Odured, proya kvdop "Axaily,
VA% AATATTNGOY, (VL yunTepny &% dnolomg.
Odyssey, XII, 184-5.

(15) “THE DESERTCD Housr.” These verses contain
but hittle poetry. They appear to have been written while
the poet could still possess his * early heaven.”*

1 Seep 145 2 “In Memoriam,” xxam,
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(16) “ THC DYING SwaN” No poem m the volume
1s fiee fiom aftectation 1 respect of diction In “The
Dymg Swan’ these blemishes aie less frequent than
usual , but, as 1t 1s a well known co1iposition, they shall
be mentioned 1n detail

“Under 100f,” “ under shy,” an “nne1 ” voice, “adown,”
“took the reed-tops,” ““ took the sou' , ’ of these latter two
the prototy pe 1s the well-known passage in “ Cymbeline *

DNaffodils

That come before the swallow dares, and Ze/.

The winds of March with beauty *
And in Milton, “ Zoo/ withi1avnishment .. » Butsuch
use$ of the veib “take” are mostly classical,—“ Quaeque
milu sola capitwt nunc mente yoluptas *—and Tennyson
may have being tasting the waters highet up the stieam
of song The opening descliption of the second division
of the poem has already been noticed as existing 1n pait
m the “Poems by Two Biothers” and elsewhere “ At
its own wild wili ? 15 in Woidswoith’s sonnets Noticeable
also ate “maiish,” “matnish floneis” *“Joy hidden n
sorrow ? occuts often, from “Poems by Two Biotheis?”
to “The Gaidener’s Daughter ?

“Whuch petfect joy perplest for utterance,
Stole from hu 1 ta sorrow

or “In Memoram ’

¢ In the midmost heut of giif
Thv passion clasps a secaet joy
To these may be added “ Afa1,” *ancar ,” “tumult of
their acclaim ” may be compaired with “Is wrought with
tumult of acclaim” (* In Memoniam’)  The “creeping
mosses” aie often met with, also “the wave worn hoins”—
the “ horned flood ” of “ In Memoriam,” and, 1n a different
application, the “ hoinedalleys * of the “ Supposed Con
fessions of 2 Second-1ate Sensitine Mmd”? All the abote
words or phiases are used fiequently by the poet, especially

-



92 Handbook to Tennyson's Works.

at this early period, some, such as “under,” “inner,”
“ marish,” so often that they become something moie than
mannerisms As a fuither remuk on a subject of such
peculiar interest, we may say that they evidence—and there
ate more striking examples n other poems—the most
studious collecting of poetical curiosities on 1ccord  Most
poets make a note of this phiase o1 that, and perhaps store
up choice words and images fiom nature , but no poet has
made such systematic use of them, o1 experimented with
them so 1epeatedly In this poem, shoit as 1t 1s, some ai1e
employed twice over *“tool,” for example We might
account for the 1epetition of “under ” and “manish,” but
not of “took * Tennyson never qute fieed hunself fiom
this forble of word worship or this fault of 1epetition , * 1t will
beapparent to every careful student of the poet On the
other hand we must remember that our English tongue
owes not a little of 1ts wealth and power and beauty to
these 1 ery researches and expeiiments

It 1s partly because such mannerisms aie fewer, less
obvious, and less obtiusive, that *“ The Dying Swan”1s a
notable poem, not has 1t undergone much alteiation
But there 1s very much more to say The poet’s tieat-
ment of nature was explammed on p 73, but again there
1s much to add, and it should not be 1n the form of ex
planation Many years ago, when the piesent wiiter had
read the usual schoolboy’s Latin, Greek, English, and
French poetiy, he cherished mn his memory a fair share
of poetical surpuises But one day he chanced upon
a quotation fiom “The Dymng Swan” in Chambeis’s
“Encyclopzdia of Englsh Literature,” and among s
“suiprises ” the cmotion of that moment became hence-
forth perhaps the most memorable

The poem 1s indeed a remaikable one. Together with
“ Manana ” 1t proclaimed the advent of a poet ouginal,

L See note on DManperism, p 54
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enchanting, and possibly great. The second section of
the poem is the finest, as it is also the most characteristic
picce of poctry in the volume of 1530.

But the Pre-Raphaelite first section is also very fing ;
under the spell of the emotion symbolized, its realism
becomes transformed into an ideal beauty that transcends
all reality. Following these, the third section swells in a
full crescendo, till it closes with a flood of music.

(16) “A DIRGE.”
“Thou diedst, a most rare hoy, of melancholy.”

The remainder of the scene from which this line is
taken (“ Cymbeline,” IV. ii., 208) may have suggested
Tennyson’s “ Dirge.” * Thou thy worldly task hast done” !
corresponds to “Now is donc thy long day’s work.”
Other resemblances, especially in the flowers,® may be
left to the rcader. The poem is not very good ; “folds
thy grave” is rather a strained expression, and there are
other weaknesses. Here is “light and shadow” once
more. The occasional change from trochaic to iambic
measure is well managed.

(17) “LovE AND DEATH” is a poem generally ad-
mired. The sentiment is partly

“ Qur weakness how shapes the shadow, Time,”

Princess.

which, in “ The Mystic,” reads thus :

“QOne shadow in the midst of a great light,
Qne reflex from eternity on time ;

Which again is Shelley’s (“ Adonais ”) :

. ¢ The One remains, the many change and pass ; B
Heaven's light for ever shines, earth's shadows fly ;

1 Line 260.
2 ¢ Long purples” (printed as a quotation in st edition) are weil known
in ** Hamlet,”
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Life, like a dome of many-coloured glass,
Stains the white radiance of eternity,

Until Death tramples it to fragments.”
The expressibn “what time,” so much affected by minor
poets (in imitation of Milton’s anglicised Latin), does not
occur often in Tennyson ; only—if we remember rightly—
in “The Princess,” and in some minor or cancelled poems.
“ Gathering light ? is * Colligit ignes ” of the * Georgics ”
i. 427 ; the word “vans,” found also in an inferior sonnet
of the 1830 volume, is used by Milton and others.
“Lustrous” occurs as a stock word, as do “sheeny,”
and “parted,” and “eminent.” The poem is built up of
fifteen lines, linked by rhyme, and having a climax at the
ninth.

'

(17) “THE BALLAD OF ORIANA” is effective, but
weak occasionally. It is a most difficult poem to read
aloud because of the frequent refrain. It appears to have
been suggested by other ballads written to memorize the
death of Helen of Kirkconnel, who threw herself in front
of her lover, received the bullet aimed at him by a rival,
and then died in his arms. Tennyson’s version is not so
simply pathetic as the best of the Helen of Kirkconnel
ballads :

' Curst be the heart that thought the thought,
And curst the hand that fired the shot,
When in my arms burd Helen dropt
And died to succour me ;”
s0 in Tennyson, “O cursed hand! -O cursed blow!”
And his “O breaking heart that will not break,” is like
the fragment in *“ Troilus and Cressida ;”
* O heart, O heavy heart,
‘Why sigh’st thou without breaking.”
All nature, as usual, mourns with the mourner; this is
very well done, and some of the lines are wonderfully
graphic in their condensation ;

¢ When the long dun wolds ;|re ribb’d with snow
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The high sounding name “Oriana” is not unknown in
literature. Farquhar uses it for one of his characters in
“ The Inconstant.” Queen Elizabeth was called Oriana in
some contemporary madrigals.

(18) * CIRCUMSTANCE.” This word, as we have seen,’
was becoming an object of anxious interest to the poet.
No wonder that he should have eased his heart by ex-
panding the terrible abstract term into concrete poetical
form. The poem has admirers, and is often quoted ; but
it is not very remarkable. As to the word itself, it appears
in “The Mystic” as “wayward vary-coloured circum-
stange,” in the ‘“ Supposed Confessions” as ‘“the grief
of circumstance,” and it will be conspicuous so late as
the “ Lines to the Duke of Argyle,”—“This ever-chang-
ing world of circumstance.” The thought has some slight
affinity with the doctrine of “ Dualisms ” :

¢ Two children lovelier than Love adown the lea are singing,
As they gambol, lilygarlands ever stringing :
Both in blosmwhite (sic) silk are frockéd . . .
Like, unlike, they sing together
Side by side,
Midmay's darling goldenlockéd,
P ' tanling di

deyed.” 3

(19) “THE MERMAN—THE MERMAID.” Like “The
Sea Fairies,” these poems are vivid and musical. They
may be called trifles in the volumes of Tennyson, but
they would look more than pretty in the pages of a lesser
poet. They exhibit his accustomed wealth of diction, in
which they often resemble Shelley and Keats ; and they
have much witchery of sound. Also they are disfigured by
some of the blemishes so incident to this volume ; among
their mannerisms may be noticed the word “inner.”

(20) “ADELINE,” (21) “MARGARET,” (22) “ROSALIND,”

1 See p. 37. The word is similarly used by Keats.
2 One of the poems of this volume which were not republished.
3 These lines are printed as above in the first edition.
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(22) “ELEANORE.” Of these, “ Adeline” alone belongs to
the volume of 1830; the other three appeared first in
1833. In “Adeline” we hear echoes of former poets;
“ Breathing Light (with its capital, to make the more of
it) against thy face,” occurs more than once in Shelley:
“ And move like winds of light”;* * Nor unhappy, nor at
rest” may be compared with Scott's “Were neither
broken, nor at rest.” This poem has been mentioned on
p- 54, as furnishing numerous examples of Tennyson’s
occasional weakness in poetic style.

(22) “ELEANORE” recalls Shelley more than a dozen
times, and many other poets, ancient and modern,'enter
into its elaborate composition. But in a volumne such as the
present, the subject of parallel passages like that of poetic
diction must be dealt with incidentally rather than sys-
tematically ; the reader is to be kept in mind of the
existence of parallelisms, rather than supplied with an
exhaustive list of them. Yet nothing is more conducive
to a thorough knowledge and, finally, an appreciation of
Tennyson, than attention to these constructive details,
The same holds good with several other poets, notably
Milton and Virgil. One resemblance to another poet
may serve as an example of the rest; “Tresses un-
confined” occurs in Byron’s “ Maid of Athens.” As re-
gards diction, “ Eleéinore ” is almost as rich in picturesque
words, phrases, and imagery as the “ Arabian Nights.”
And we must bear in mind its date, 1832.

The poems describing women are generally regarded
as mere exercises or fancy sketches. But there is little
doubt that many of them are taken from real life, and
some at least are a half expression of “love first learned
in a lady’s eyes,” of which some poems no longer published
also seem to give evidence.

1 % Adonais,
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(21) “ MARGARET” gives us just a little of the “ perfume
of the cuckoo flower,” which 1 “ The May Queen ” makes
the sense faint with 1ts sweetness Butin this poem 1ts
fiagrance 1s hardly perceptible Here again are “amber’
and “mellow,” and the 1est, and the figme * sit between
joy and woe” 15 a faimbar one “Buining bhian” and
some other expressions aie in Shelley

(22) “ROSALIND” was fo1 a tune withdiawn from pub
hication As the poem stands 1t 1s not without spirt, and
1s well adapted to the character In the ougmal a note
was added, which, like a sumilar note m “The Palace of
Art,” énables the poet at once to 1eject and to 1etam a
portion of his peem

“ Perhaps the following lines may be allowed to stand
as a separate poem, ougmally they made part of the
text, wheie they weie manifestly superfluous ’

This note 1s followed by thirty thiee lines contaimng
much that 1s interesting  “ Full sailed before a vigoious
wind ,? “full sailed,” probably fiom Shalespeare's
sonnets, appeais often , in “Lle1nole,” for example, and
the “Supposed Confessions ™ In “The Plincess ™ we
read “That sail’d Cull blown befoie us,” which 1s a cunous
vaniation The lines

Ficsh as the erly <ersmell blown
Througl viney wrds from an inland bay,
are another 1eminiscence of Continental sceneiy,! and the
- passage
Becuse no shadow on you falls
Th nk you hearts are tennisballs
To play with wtnton Rosalind ?
testifies to the good taste of the poet who withdiew
the piece Some mught fancy there was too much of
“The Skippmmg Rope” 1n the last quotation Eleanoie

1 See Introduction to next chapter
H
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is the last portrait hung in Tennyson’s gallery of fair
ladies. Horace and Byron have been indicated as
furnishing models for the later poet; also Skelton, with
his verses to Maistresses Margery Wentworth, Isabell
Pennel, and Margaret Hussey. To these poets many
others might be added. Like Rosalind, Skelton’s Mar-
garet Hussey is compared to “faucon Or hawke of the
toure.”

(24) “My LIFE 1s FULL OF WEARY DAYS” is found
in the volume of 1833, There it is addressed “ To——."
The line “Ring sudden scritches of the jay,” in which
we have another but not so forlunate example of bird-
notes, originally read * Ring sudden laughters of the jay.”"
% Laughter ” was to be reserved for the wood-pecker—* As
laughters of the wood-pecker.”! These verses are spoilt
by the over-subtle pathos of the closing couplet, which
rcally amounts to bathos. On the other hand, how suc-
cessful is the fall at the end of the “ Lady of Shalott,”
“He said, she has a lovely face ;” successful also, spite
of the rhyme, is the last line but one of “The Lord of
Burleigh” : “ In the dress that she was wed in.”

24) EARLY SONNETS.

(24) 1. “To——" Published in 1833. This is after-
wards compressed into two well-known stanzas in “The
Two Voices,” 127 and 128—*“Moreover something is or
seems,” etc. The familiar phenomenon is referred to
in other poems, such as “In Memoriam,” xliv. See
also Appendix to Chapter VIIL.

(25) IL. “To J. M. K.” (1830). This was John Mitchell
Kemble, at Cambridge with Tennyson, aflerwards so well
known as an authority in early English literature and

1 From “ Kate,” in the volume of 1833. Also in *‘The Princess,” the
note of this bird 1s d to laughter (** Prologue,” 210-211).
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listory He was mtended for the chuich, but devoted
his Life to Iitertaiy wortk Here 1s Tennyson’s sympathy
with the new stu 1n the chuich, refeited to on p 81

(25) I1I. Published 1n 1833 This sonnet 1s badly
constiucted,, the third line 1s especially poor Two
figures fiom the sea paitly neutialize one another. It
may be interesting to note the old spelling “1t’s ” in the
onigmal Faulty as it may be, thiee of its lines will
commend themselves to all

“Mine be the power which ever to 1ts sway
Will win the wise 2t once, and by degrees
May nto uncongemal spnats flow

(25) IV “ALCXANDER.” Mr. Collins 1emaiks that
the allusion to the naphtha pits shows that the poet had
been reading Plutarch’s “ILife of Alexander” As in
 Persta,” ! some 1hythmic music is denved fiom proper
names.

(25) V. “ BUONAPARTE ” Published in the 1833 volume.
It may be counted among the patiiotic poems. The
figure at the close 1s chaiactenstic ; several of the earher
sonnets and shoit poems end 1n a similar manner.

(26) VI. “PoLAND.” Tennyson does not take much
to heart the fortunes of other lands than England ; but
mn the volume of 1833 theire are two sonnets on the
subject of Poland. This one 1s entitled “On the Result
of the late Russian Invasion of Poland,” and the other 1s
“Written on heaung of the outbreak of the Polish
Insurrection.”

(26) VII, VIII, IX. These sonnets, bearing the
title “ Three sonnets to a Coquette,” fiist appeared n

1 “ Poems by T'wo Prothers
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“ A Selection fiom the Works of Alfred Tennyson,” pub-
lished by Moxon in 1865. Whatever their actual date,
they are a striking contrast to the others that surround
them. With these they claim kindied only in respect of
the figures at the end of VII. and IX. Having due re-
ga1d to the subject, we may yet pronounce their manner
to be whollydifferent. Though not full-bodied nor trumpet-
toned, they are as original as they are beautiful. The
last sonnet we were examining was slightly Miltonic, but
not good. These resemble nothing in all preceding
literature ; they are new in many ways, in delicate grace,
perfection of form, but, most of all in the movement of
the verse. That is as much Tennyson’s own as the verse
of “Tithonus,” or a dozen other pieces that might be
mentioned ; only here, lest the sweetness should cloy, a
discord breaks up the cadence at the close of the series.
Five of the lines consist of monosyllables finely modulated.
One of the similes is very beautiful :
¢ Sadder than a single star
That sets at twilight in a land of reeds,”
and may be compared with Wordsworth’s

* Fair as a star, when only one
Is shining 1n the vky.”
These sonnets found many imitators, but they have seldom
or never been surpassed in their special excellence.

(27) X. This is the second of two sonnets in the 1833

volume. The first opens with the lines :
J «g beauty, passing beauty ! sweetest Sweet !

How canst thou let me waste my youth in sighs 2"
And this second sonnet continues, * But were I loved. . .”
It has been retained as much the better of the two ; and it
endswith the usual Tennysonian figure. Although superior
tosomé of the others, it should be compared with the former
three : it will hardly fail to make their perfection more
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apparent. In those there was no redundant syllable to
destroy the superb grace of movement ; no such line as
« All the inner, all the outer world of pain,” lines that may
be found frequently in the sonnets of Mrs. Browning, for
example. The figure “Fresh-water springs come up
through bitter brine,” is employed in an improved form
in “Enoch Arden”:

¢ And beating up through all the bitter woild,
Like fountains of sw eet water 1 the sea

(27) X1. “THE BRIDESMAID.” This is going to the
other extreme. There were halting lines in Sonnet X,,
but it was fairly good: here it is difficult to discover
strength or beauty. “ The couple ” alone would condemn
the work, even if the second line had not condemned it
already.

This ends the series of poems styled “ Juvenilia,” most of
which,though sometimes in an altered form, were published
in the volume of 1830. A few comments will now be made
on those poems of the 1830 volume, that are not included
among the “ Juvenilia.” Of these the number is con-
siderable ; no less than twenty-two of the original fifty-
three contained in * Poems, chiefly Lyrical,” having been
rejected. The opinion has already been put forward, that
a poet’s genius is to be measured not only by what he
retains, but also by what he rejects ; and since some of
these remaining twenty-two pieces are astonishingly weak,
we can afford to be less severe on the unfortunate critics
who failed to discover the greatness even of a poet who
could write “ Mariana” and “The Dying Swan”; and,
strange to say, this is equally true of the next volume.

It may be well to state here a general fact to which
attention should be diiected ; a poem or some portion
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of a poem 1s often found to be omitted, apparently
because 1t contains a too obvious imitation of some other
poet
Such, for example, might be the case with a sonnet of

some merit,1n which—in the manner of Keats—

¢ All night through archwavs of the bridged pearl,

And portals of pure silver wall s the moon,
Iike which the poet’s soul must

“Turn cloud to hight, and bitterness to joy

And dross to gold with glorious alchemy
There 1s something of Shakespeaie in the last ine  And
m the hine

** An honourable cld shall come upon thee, ’

“eld”? looks like Byron’s propeity Other and moe
obvious cases will be mentioned 1n succeeding chapters
Also 1t 15 interesting to notice the very large number

of phrases 1 these rejected verses that subsequently find
a place 1n later poems , from the line “When the first
matinsong hath wakéd loud,” the poem “ Memory” sup
phies matenal to “ Love and Duty” and “In Memoiiam ”
In “ The Giasshopper,” the passage “ Thou hast no compt
of yeais, No withered immoztality,” makes * Tithonus ?
the nichei— ~

¢ Me only cruel immortality consumes

I wither slowly
And “ The Mystic ” with 1ts “ Daughters of Time, dininely
tall,” adds a grace to the “ Dieam of Fair Women ”

‘“ A daughter of the gods divinely tall

Fiom the poems afterwards published as “ Juvenilia”
many mannerisms were expunged, such as “blossom-
star1éd shore ” from “The Poet’s Mind”, and we there-
fore expect to find 1n the condemned poems a laiger pro
poition of these experiments o1 tricks of style Of the
sounded “ed” final the most remarkable example 1s that
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quoted on p 95 1n the extiact fiom “Dualisms,” where
other cunosities of diction will be found, as also a 1ecol
lection of Keats’ ¢ Mid-May’s eldest chuld »

Probably the most characteristic ftagment of diction to
be met with n these experimental poems 1s the following
hine fiom “ The Mjstic,”

** Keen knowledges of low embowed eld, *
which, howeier, 15 not so bad as the metaphysical poet’s

“ Knowledge’s first mother 1s 1nvention

Here we meet with Byion’s “eld” agam Of course,
“eld ? belongs to other poets, to Keats, for instance, as
“crazéd eld”, but it was aftected by Byion m his earlier
verse

An account of these poems setiatim would be extremely
mteresting, but it must be left for a larger wortk  Among
the most impoitant aie “ The Mystic,” aheady referred
to, which contains anothe: 1eference to the condition of
trance mnto which Tennyson seems occasionally to have
fallen (pp 62, 63)

' He often lying broad awake, and yet

Remaining from the body, and apart

In imntellect and power and wall hath heaxd

T'ime flowing i the middle of the mght,

And all things creeping to a day of doom
Another 15 “The Sleeping Beauty,” a very good beginning
of what was afterwards to become a beautiful poem 1n the
volume of 1842 “Hero to Leander” 1s a striking 1ep10
duction of Shelley’s erotic verse, with an admixture of
Keats. The book ends with o pameg,” which, though
ostensibly nonical, contains such lmes as

1 A mickname given to the Heraclitean philosophers who maintaned, as
one of their doctunes, that all things were 1n a state of perpetual change or
.

flux or ‘ becommg ’ These old new philosophies really ded
themselves to Tennyson in many of their aspects, hence the words ¢ os
tensibly romcal * above In this connection the poem may be compared
with “* 1he Mystic * and others
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¢ But if I dream that all these are

They are to me for that I dream,
which was afterwards to become, in ©“ The Higher Pan-
theism,”

*Dreams are true while they Iast, and do we not live 1n dreams ©

And the argument at the close, “ Ai1gal—this very opinion
1s only true 1elatively to the flowing philosophels,” 1s not
so good as Byion’s

¢ When Bishop Berkeley said there was no matter,
And proved 1t, twas no matter what he smd

APPENDICES TO CHAPTER III

APPENDIN |

The high pleasuie of art 1s found 1n a moie even contest
between the foices of nregular emotion and the laws of
regular expiession 1n a nice adjustment of impetuous
thought to well defined ait foom  If we cannot discover
some law 1 obedience to which every poition of the ait
structure 1s harmoniously adjusted to every other portion
and to the whole, then the symmetiical element 15
destroyed, and the woik ceases to be a work of a1t (See
also the remark on Form in Diama, in Chapter XIV)

Of course this law will operate with more or less stiin-
gency, according to the peilod, tempei1ament, and enviion-
ment of the wniter , it will vaiy as fashions vary, and for
exactly the same 1eason It will vary evenin the same indi-
vidual Let us take Shakespeaie for an esample As
noticed already on p 64, when he begins to wiite blank
verse he does not exactly count syllables o1 accents on
his fingess, but he does this, as fa1 as possible he males
sentence ot phrase comncide with the line , and thus the
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thought helps to measuie the line, and saves the beginner
much anmuety and tiouble He makes his foot of a
uniform pattein, m each hne he pauses at the natural
place~ after the second foot, for theie 15 no middle m a
hne of hie feet, and the stiong stiess which maiks the
pause will be laid on the shoiter first poition of the line,
much as it stitkes the eailier syllables of an Enghsh
word.

By means of these and many other devices that could
be mentioned he “measuies  his verse with the maumum
of cettainty and the mimimum of ttouble, but the 1esult-
ing unifoinuty 1s dangelously neai to monotony  This 1s
the opposite extieme, a too 11,51d applhicition of 1ule
He will on occasion wiite such umfoun veise even when
he has mastered his ait, but then we shall always 1ecog-
nize both lus purpose of effecting a contiast and the beanty
of the expedient  Passing on, howener, to such a play as
“The Tempest,” we have befoie us blank verse so vated
m 1its stiucture that the old devices of foimal foot, r1egula:
pause, and end-stopt hne are altogether disguised,~— but
not destioyed, the most obvious of stiuctmal elements,
the very lines themselh es, headed by then capital letters,
almost give place to new lines that 1each fiom pause to
pause (and the pauses may occut anywhere) , and so with
the other stiuctuial elements But aamd all this vanety
we never fail to 1ccognize 1f not the old law, at least what
may be called a “law within the law ° Such poets as
Macpherson, Tuppei, and Whitman abuse the licensed
play of varety within uniformity , and many others at
times assume a fieedom that peiplexes 1ather than
pleases

These remaiks apply with as much tiuth to the stiuctme
of poems themselves as to the stiuctuie of then parts The
“Qde,” which 1s consideted 1n Chapter VIII, 1s not often
successful m English, Giay setaiigid example whichfew or
none could follow , but these n1egular poems of Tennyson’s
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first volume seldom exhibit such symmetry of form as will
rank them with the “ Ode.” They are more like some of
the lyrics in “Maud,” which from one point of view might
be regarded as an unsuccessful compromise between chorus
and drama,but were probablysuggested by thesong Dryden
wrote for the madhouse scene in “The Pilgrim.”! We may
therefore assign to the irregular poems of this volume the
remarks which will be found in the chapter on “Maud,”
adding, however, that the very important symmetrical
element of rise, culmination, and decline is observable
in the construction of some of the pieces, such as
¢ Claribel” and “ Lilian,”

APPENDIX ILZ

“In order to realize the surpassing excellence of
Tennyson's workmanship, we may compare his song,
¢ Home they brought her warrior dead,” with the following
lines on the same theme in ‘The Lay of the Last Minstrel,’
canto i, section ¢9; and even when we have made in
favour of Scott all necessary allowances, we shall pro-
bably be astonished at the superior finish and taste
displayed in the work of the later poet.

¢ But o'er her warrior's bloody bier
‘The Ladye dropp'd nor flower nor tear!

1 Entitled “Of a Scholar and his Mistress, etc.”—

““ Look, look, I see—I see my love appear”
(*“And 1 see my Oread coming down.”)

“ For like him there is none "
(** There 1s none like her, none.")

And the metrical movement of “ Come into the garden, Maud,” is found in
the speech of Phyllis,

¢ Shall I marry the man I Jove.”

2 From “ New Studies in Tennyson,” pp. 68 and 6Gg,
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Vengeance deep brooding o er the slan,
Had loch d the source of softer woe ,
And burming pride and hagh disdain
Forbade the 11510g tear to flow
Untal, amud his sorrowing cln,
Her ~on lispd fiom the nurse s ] nee—
““Andif1 hie to be a man,
Ay fuher s death revenged shall be ' ?
Then fast the mother s tears did seek
To dew the infant s hindling cheek

“ Just now I was duectmg yow attention to the gens
displayed by Tennyson 1n 1efining upon the excellences
of forme1 pocts, especially thosc of this century, and mn
bringing them nearer to mens Ilnes m a poety of
striking origmahty ; but I foreboie to pont out, fiom the
many thousands, some one constituent element of that
oniginality, because any such example would serve equally
well to illustiate my present subject. Fiom among the
five o1 s1x hachneyed turns of evpression 1n these lmes by
Scott, I will sclect for yom guidance this one, viz, ‘did
seek.’ Now, such a poetical past indefinite tense may,
according to conditions of date, context, and the 1est, be
erther a heauty o1 a blenush, and chiefly on this account ;
the law by which the comely hat of onc yeat 1s con-
demned as the hat lndeous of another ye, opciates also
1n the region of poetical devices In om: carlier hterature
this ‘did? tensc, though perhaps employed to excess mn
Spenser and the mmatuie wntings of Shakespeae, 1s
usually 1 good taste Milton makes 1t beautiful 1n
Lycidas , Pope condemns 1t ; by lus time 1t has become
‘out of fashion’ Yet Giay uscs 1t with pecular giace,
smalle1 poets at the end of the eighteenth and the begin-
ning of the nineteenth centwnes 1endered 1t repulsive,
some leading poets of the samne peiiod employed it with
mdiscretion , though well adapted to his mannel, 1t 1s
sometimes a blemish 1n Keats, ttom whom 1t may have
descended to Tennyson, it 1s a blemish n this passage
from Scott ; but when Tennyson 1cyned its use, 1t was
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again made to pioduce the effect of ¢ pleasing surpnse’
In these lines fiom ‘ Mariana i the Moated Grange,’ 1t
1s charming—nay, bewitching

¢ When thichest dark #sd trance the shy

For leagues no other tree drd mark

‘Lhe poplar made, d:4 all confound

“ Nothing, agam, could be more beautiful than the

emplovment of this word 1n the ¢ Lotos-Eate1s,’ although
there 1t 15 appropriate 1ather as echomg Spenser and
Thomson On the same principle we justify and admire
Mr Swinbwines 1esnnal of not systematic, but abundant
allite ation »




CHAPTER IV

THE VOLUME OF 1833, OR, “THE LADY OF
- SHALOTT, AND OTHER POEMS”

THE date of this volume 1s sometimes gnen as 1832, for
1t was published in December of that year , but the title-
page reads, “Poems! by Alfied Tennyson, London
Edward Moxon, 64, New Bond Stieet, MDCCCXXXIIL”
It contains thuty poems, mostly shoit ones, which,
together with a long note beginning on p 127, fill up the
volume of 233 pages
Of this second collection of poems the most stiking

chalactenstics ale the evidence of foieign tiavel, the
mcteased influence of Keats, and an extraordmnary -
equality of workmanslip Nevertheless, the poet advances

o a gieater perfection some of the Lest qualties of the
foumer volume, more elaboately, as in “The Lotos-
Eaters” and “ (Cnone,” he clothes an universal emotion
m 2 classic diess, the romantic ballad, richly wiought, 1s
an mmpottant feature , he begins to tieat moral questions
in an allegorical manne1 and with gieater eainestness, as
m “The Palace of Art ’, and, lastly, as n “ The Miller’s
Daughter” and “ The May Qucen,” he sings of the affec-
tions and the home and simple countiy life and scenery
as only an Enghsh poet could, and moie sweetly than any
other English poet ever did

1 The words ¢ Chiefly Lyrical are now omutted
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(27) “THE Lapy of SHALOTT ’ Tlis poem, which
stood snth m the volume of 1833, will seive to illustrate
the foiegoing mention of inequality of worhmanship
Some poets, hike Swinbuine and Biowning, seldom wiite
a weak line, otheis, ike Tennyson, and spite of the fact
that “ His worst he kept, his best he gave ” will now and
then gne the people of their worst As 1f to show how
weakly he could still waite, he ended the fiist stanza of
“ The Lady of Shalott ” as follows

* lhe yellowleaved waterlly,
The greensheathed daffodilly,
Iremble 1n the water chully
Round 1bout Shlott
Tennyson never lookhed younger than that The only
difference 1s the change of accent from acute to grave?!
The following lines also occu 1n the o11ginal edition

¢ Though the squally eastwind keenly

Blew, with folded nns serenely !

there also the bullhant figure of fire fhes, used with much
effect by Shelley, adoins one of the stanzas It s to be
met with agamn two or thiee times 1n the ealy poems of
Tennyson, notably in “Locksley IIall” About seventy
of the Imes 1n “The Lady of Shalott” have undergone
change , others judiciously omtted aie such as these

¢ She leaneth on a velvet bed,
Full roy 1)ly appainlled,

and again,
¢ No time hath she to sport and play

But, with not moie than one other compatison of the teat,
we shall understand that the eathier poem wanted not only
the strength and fimsh* of the 1842 version, but also much
of its chaim. And the same 1s true of other poems of the
1833 volume, notably “The Miller's Daughter,” which
was almost entucly spoilt by the fitst stanza alone

1 Acutein1830 griwvemn 833 ~ Cheihymes, however, remain imperfect
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Similaily 1t was the last stanra of “The Lady of
Shalott’ that most of all hilled the charm of the poemn
¢ They crossed themselves their stars they blest,
kmght mnstrel abbot, squue and guest
‘There lay a parchment on her breast,
That puzzled moie than 1l the rest,
The wellfed wits at Camelot ,
*The ved tas rtoven curously
The char ne is b oken uiter ly,
Dya v near and feay sot—ths is I,
Lhe Lady of Shkalott
Fiomsthe eailier veision, howevel, we leain—if 1t 1s
necessary to leain it—the much quested “moral” of this
brilhant 1omantic ballad
¢ She hnows not what the curse may be
Therefore she weayeth steadily,
T/erefore no other care hath she

It 1s the “ eclipsing cuise of biuth” mto a woild wheremn
a capacity fo1 higher enjoyment imphes a capacity for
higher pain It 1s put into these two pathetic Iines from
“ Lancelot and Elaine”

“Being so very wilful yo 1 must go

Being so very wilful yon must die
In its wider application the piummciple 1s set foith n
“In Memotiam?”

“*Tis better to hate loved and lost
Than nevet to have loved 4t all

For
 She lives with little joy or fear, 1
but to this must be added
“Lake a beast with lower pleasures, hke 1 beast with lower pains <
On the other hand, could mankind 1evetse the fourth

stanza of Part II in “The Lady of Shalott,” and see the
lovers 1n the moonhght first, and after that see the dark-

1 % The Lady of Shalott, st ed
« See the whole of Poem \xvn, ¢ In Memoniam
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ness and the funeral pall, there mught be less of heart-
breaking So much for “the moial” shut withmn the
bosom of this rose.

The last stanza of the new version, besides being moze
excellent 1n every way, biings Lancelot to look on heij
bings, theiefore, the whale poem nearer to the *“Idylls of
the King,” and gives us another ghimpse of the poet as he
1s at woik on his great subject in the years 1833-1842.
‘We seem to gather that during this interval the :dyll of
Elame was under contemplation

¢ And Lancelot later came and mused at her . .

Among other correspondences, the web that was woven
curiously becomes in “ Lancelot and Elaine ” “ The silken
case with biraided blazonings,” and the parchment that lay
on her bieast 1s the letter that Arthur in the later legend
spied in her hand.

The poem of 1833 has moie 1 common with the
* Mauana ” group ; but theie 1s this difference in either
version ; nature changes with the mood or the situation
of the figwe 1t surrounds. In Pait III. the advent of
Lave 15 annamced by 2 sun that dazdes thraugh the
leaves and flames on the aimom of Su Lancelot, his
emblazoned shield spaikles amud the yellow harvest—and
so on with every stanza ; and it was “All 1n the blue un-
clouded weather.” If a figme 1s employed, it will be of
the purple mght and stanry clusters, or 1t will be a brilhant
meteor How changed 1s everything when the cuise 1s
come ; as we 1ead Pait IV. 1t almost seems that eaith
felt the wound.

But without staymg to notice other special artistic
featuies of the poem, we must briefly 1emark that 1n form,
sound, and colout 1t 1s splendidly wiought ; of things that
ate at once new and beautiful 1t has enough, we might
almost say, to found a whole school of poets—as 1t has
done in part Rossettr’s manner may often be traced to
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the magical influence of this ballad, as may some of
Swinbuine’s music

The “Lady of Shalott,” as evcty one knows, 15 after-
waids to be “The lily maid of Astolat” Su Francis
Palgiave tells us that the poem was founded upon an
Itahan romance That some sort of prototype was found
for 1t moie suggestive than Malory 1s certainly probable ;
but we may well be content in this instance to accept
Tennyson’s great gift with a thankfulness that does not
cate to mnquite further how it came mto his possession

(29) “MARIANA IN THE SOUTH” According to
Shakespeare, the Moated Giange was situated near
St Luke’s in Vienna , but, except for a vineyaid, there 1s
very Iittle scenery in “ Measwme for Measure” The names
and the sentiments aie Italian mostly—*“1 had as lief be
a list of an Enghsh Keisey” says one of the speakeis.

The scenery of “Mariana’ 1n the cather volume
appears to be Enghsh, and often of the county of
Lincolnshie, 1if we may judge fiom such a line as

 And glanced athwait the glooming flats, *
and fiom some passages m the “Poems by Two
Brotheis ”

Now, Tennyson has been travelling to the Rhine and
to lands of vineyards since he wiote the fiist * Manana ,”
this we gather from “In Memoriam ' and “ O Darling
Room ,” also we know that he spent some time in the
neighbourhood of the Pyienecs; hence he was brought
m mind of the fact that vineyards weie not to be found 1n
England, accordingly he composed another “ Mariana »
poem, putting 1n what “southern ” scenery he could

And he makes the most of this southein scenery First of
all, the line quoted above reappears in “The Gem” fo1 1831,

“ Lookmg athwart the burmng fiats ™
This 1s Egypt, further south still. Tennyson was fond of
1 Ixa1 and xcvin
I
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the more or less indefimte “ South ,” 1t occurs agam and
again 1n his verse  “Fatima ” looks
¢ Athwart the burming drouth
Of that long desert to the south
and thus suits the poem to her name This tecalls the
“level ” of the second line of “ Maiiana in the South®
As suggested elsewhere, the second stanza in “Fatima”
from which two hnes have just been quoted may have
been left over from tlus “ Mariana” But to identfy
all the sceneiy of the poem would be impossible For
example, an olive 1n the first edition becomes a willow
in the second Veiy interesting 1s the “dry cicala ” of the
last stanza, seen by the poet in the Pyrenees ,' and often
mentioned by earlier poets, in “ (Enone” 1t appears
along with the hzard,? as 1t does in Shelley *
¢ The cicale above i the lime,
And the lizards below in the grass
although the lizard was probably suggested by Theocritus
We shall find the Lizard also a little further on in the
earlier version of “ Mariana 1n the South
To sum up, the first “ Maniana” had been a success ;
Tennyson, who might have felt the ongmal English
setting mappiopriate to a lady placed in the south by
Shakespeaie, takes the opportunity of resetting the theme,
and 1 southern scenery, especially as he himself has
been travelling “south” Mr Chuiton Collins finds a
1esemblance to Sestin’s descuiption of a “hapless wife
pming forloin amid the toriid hoitois of the Maremma ?
This 1s very probable 1n either version of “ Marnana 1
the South,” theie 1s more of the Maiemm 1 landscape than
any other
1 In the Pyrenees, where part of this poem was written Isawa very
beautiful species of cicala —TENNYSON 2 note on  Cnone
2 The hizard with his shadow on the stone
Rests like a shadow, and the cicala sleeps

Old ~
4 Hvmn of Pan ( er510m )
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The only 1elation that Tennyson establishcs between
the two *“ Mananas”1s contained 1n the note he attaches
to the second “Maunana,” iz, “See ¢ Poems, Chiefly
Lyrical’? But from the poem 1n its earher form much
more 1s to be discovered, too much, we feair, for our
space We have aheady scen that the poet identifies
much of the scenerv of “ (Tnone with the Pyrenees, and
the presence of the same cicala m “Marana in the
South ”? 1efers that detail also to the Pyrenees Thisis
true of many other poems in the volume of 1835 Else-
where Tennyson tells us that “veils of thinnest lawn ‘1in
the * Lotos Eaters ’ nas suggested by the Pyiences

The following 1s part of the first stanza of * Mariana mn
the South ’ as ongmally published

¢ Behind the barren hill upsprung
W 1th pointed rocks aganst the hght,
“Lhe crag sharpshadowed overhung
Rach glanng creel and mlet bnghe,
which 1s less hke the Maiemma, a vineyaid also 1s
mmtroduced  Moreo e, the hzard appears in this version,
but 1n a dream

.

* The hisard leaot  the sunhght played *

Othe: passages suppoit the conjecture of Mr Collins
Dovwn tn the dry salt mushes stood
1hat hon e dul Iattuced
And other lines of the stanzn possess an interest that
makes them woith quoting
Not 1 breath
Ss ayed t] e sk viney ard underneath,
Or move ! the dusty southemwood
For many other puiposes a study of onginal versions 1s
neceswily to a full or even an appieciative knowledge of
Tennyson Lhe 1eader would find the word * runnel” of
“¢Clatrbel,’ the oft i1epeated figme, “the laige leaves
talked with one another,” and pethaps as many as 4
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hundred other lessons 1n poetical composition on the
one hand, and—what 1s also mmportant—Ilessons n the
gradual evolution of Tennyson’s grace, perfection, un-
utterable chaim

In its present foim, “ Mariana 1n the South” 15 1n some
respects a better poem than its predecessors, nothing m
the volume of 1830 bears comparison with the superb
second and third stanzas,! and to do Tennyson justice,
they are not so much altered from the onginal as are
many other paits of the poem The scenery i1s more
“made up,” but 1t 1s very effective A vauation on the
metre of the first ¥ Maiiana” was tried m this second
poem, but subsequently abandoned, and nghtly At
present the two poems are nearly 1like in metre

(30) “ THE Two VoIces ¥ This poem of 154 stanzas was
published for the first time 1 the volume of 1842 , 1t was
then dated 1833, but the date was subsequently removed
The form of the verse 1s to be found in the “ Ode on the
Death of Lord Byron” m “Poems by Two Brothers,”
and there 1t 15 more appiopiiate, though of course em-
ployed withlessskill The stanza serves well enough fora
Thienody or a Litany, but 1t does not make very good
poetry, least of all n such a long poem as “ The Two
Voices,” where we find many awkwaid or halting lines—
“To which the Voice did mge reply,” “ Which did ac
complish their desie” “Should that plamn fact, as
taught by these ,” or, for a whole stanza, what could be
flatter than the following

41t spake moreover in my mind

¢Tho thou wert scattered to the wind,
Vet 1s there plenty of the kind

Here and there the verse becomes poetry—sometimes

1 With ‘““her melancholy eyes divine,' cf Keats “her maiden eyes
divine —Ere of St Agnes
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very good poetry ; such would be the five stanzas be-
ginning “The highest mounted mind ;” and there are
others, especially near the close; and no doubt the
poet thought the triplets admirably adapted to his sub-
ject: and of course he manages the metrc as well as
can be. For all that, the poem is dull, and drags, and
is often weak ; and this irrespective of the argumentative
and heavy subject. It is easy to turn, by way of com-
parison, to real poetry, in what may be called a companion
poem. In “The Ancient Sage” there is nothing that
resembles a weak line :
* The plowman passes, bent with pain
To mix with what he plow'd ;"

or if it is not enough to call attention to a representative
line or two, we might substitute the twenty lines in which
these two occur, or the succeeding lyric of sixteen, and
ask whether, as poetry, these are not worth the whole of
“The Two Voices.” Only the rhymed lines have been
compared ; but much would remain to be said in favour
of the blank verse of the later poem.

As to the subject matter of “ The Two Voices,” that is
somewhat better than the manner, though much of it
streams on to us from the Flowing Philosophers them-
selves, But first, there is no reason why good—or even
bad—philosophy should not make good poetry. Almost
any material, when duly idealized and tinged with emotion,
is a fair subject in poetic art. Nothing at first sight could
appear less inspiring than the pursuit of agriculture or
the atomic cosmogony of Democritus ; yet the “ Georgics”
are based on the first of these, and the great poem of
Lucretius deals largely with the other.

“The Two Voices” takes us back to “Nothing will
Die,” “ All things will Die,” and “ Supposed Confessions
of a Second-rate Sensitive Mind.”

Not only in * L’Allegro” and “ Il Penseroso,” but also
in “Comus,” we find Milton “making choice” between
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many things, choice between cavaher gallantry and
Puritan austeity, for example, or between pomp of ritual
and punty of character His rule of ife had to be chosen
rather than discovered With Tennyson 1t was very
different
Shall vze not look into the liws
Of life and death, and things that seem
And things that be ~nd analyze
QOur double nature and compare
All creeds tall we have found the one—
If one there be
This passage from the “Supposed Confessions of a
Second 1ate Sensitive Mind” could hardly have been
wrtten by Milton , but we seem to heat 1t spoken aloud
despondingly, or cheerfully, o1 manfully, or defiantly as
the case might be, not by Tennyson alone, but also by
Mautice, and Biowning, and Carlyle ' From one pomt of
view, as we have seen already, Truth 1s an everlasting
seeking , and this truth was the only rule of life possible
to these eager souls, cast as they weie by a somewhat
violent wave of the Gieat Deep upon the shore of this
nineteenth century
Many other names might be added of gieat men who
were born into the woild about the same time, and did
battle, each 1n lus own way, with the spuitual, social, and
mtellectual disoider of then day Such weie Newman,
Gladstone, and Ruskin? And later, when the centuy
had half run its comse, the typical woids quoted above
fiom the “Supposed Confessions” had to be said over
agamn—and again despondingly, or cheeifully, or man-
fully, or defiantly, or all these in one—by Matthew
Amold, and Kingsley, and Clough, and Geoige Ehot.
Nor do these names by any means exhaust the hist, the
poem of “The Two Voices * 1s the commonest symptom
among sufferers from the malady of the age, and few

1 Maunce born 1805, Biowning, 1812, Culyle, 17p5
J H Newmnn, born fBor , Gladstone, 1809 Ruskin, 1819
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really earnest men and women have escaped that malady.
They all have “1enewed the quest ;”! thewr tiuth was an
evellasting seehing

Into the nature of their seeking or 1ts 1esults this 1s not
the place to mquue ; perthaps the best that they have
left us may be found m one hne of Matthew Arnold’s
“ Thyisis *—

‘“Roam on ! the hight we sought 1 shimung sull *

At any rate we must not expect to get a new and com-
plete system of moral plulosophy out of Tennyson’s
poems. We 1ead Luctetius not i order to discover
how woilds are made and unmade, but to steep out souls
n mouinful beauty. The ment of “ The Two Voices ?
must be sought in the yearmings and the strivings of the
heait of a gieat poet Whatever consideration the
gave doubts and answers theie proposed seem to call
fo1, will best be gwven to them wm the notes on “ The
Ancient Sage,’ which was witten as the result of fifty
moie yeairs of doubting and answering.

Meanwhile 1t may be suggested that those who would
gan for themselves some geneial knowledge of Tenny-
son’s philosophy, should study the following poems as a
group —“The Two Voices,” “In Memonam,” “The
Higher Pantheism,” “De Piofundis,” “Despan,” “The
Ancient Sage” There aie others; but these are most
akin, indeed any one of them will be found to repeat
and occasionally to modify theoiies set foith m the
others.

Fo1 example, from one point of view, “The Two Voices »
may be i1egarded as “ Despair” and “The Ancient
Sage” thrown mto one. We meet with a man “full of
misery ”—almost the woids used by Tennyson in the pre-
fatory note to “ Despair ” A fiist voice advises death as

1 * The Scholar Gipsy, * by Matthew Arnold
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the only remedy for ill. Against the more than twelve
several persuasions and arguments of this “ dull and bitter
voice,” the afflicted man advances many of the counter
arguments of “The Ancient Sage” When the voice
urges, “ What were you before birth? Nothing! Then
die, and return to nothing ” (107-111), it is met with a
rejoinder of many stanzas (112-128), some of which
embody the * Passion of the Past,” which is so cloquently
repeated in the later poem.

“The Two Voices” concludes in a manner which at
first sight is more poetical than convincing ; but as stated
already, the point will be considered more fully on a later
page. “This antenatal Past,” the Voice resumed, “this
walking of the soul from state to state is but a dream ;
your pain is your only reality.” “You have missed your
mark” is the reply (130); “you attempted to shut me out
from the future as well as the past; what I want is not
death, but more life.” The voice might have objected
that this past and future was not proven ; but it merely
added mockingly “Behold, it is the Sabbath morn.” “On
to God’s house the people prest. . . . One walked be-
tween his wife and child ;” and while the man who had
fought with his despair was looking at this picture of love,
a second voice came to his ear and whispered of “a
hidden hope.”

A brief analysis of the poem will be found in an Ap-
pendix to this chapter. -

(36) “THE MILLER’S DAUGHTER.” Again there is
very much to be learnt from a comparison of the earlier
version with the present; the following originally stood
as the first stanza of the poem :

‘I met in all the close green ways,
While walking with my line and rod,
‘The wealthy miller's mealy face,
Like the moon in an ivytod.
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He looked so jolly and so good—
While fishing in the milldam-w ater,
I laughed to see him as he stood,
And dreamt not of the miller s daughter

Such a stanza may fairly be described as a compound
of the very woist of Wordswoith, Cowpe1, and Campbell
Agam,
\“'Dh ! that I were the wreath she wreathes,

‘The mirror where her sight she feeds,
The song she sings, the air she breathes,
Ihe letters of the book she reads *

The fifteenth stanza of the onginal seems to have been
omutted partly because 1ts last four lines just quoted bear
a close resemblance to some others mn a chanson of
Ronsaid, which also supphes most of the song, “It 1s
the miller's daughte: ” Ronsaid, moreover, enlarges on
various Gieek onginals

The following may be noticed as one example of the
process by which Tennyson :1efines his poetic metal , the
Iine 1n the song, “ About her dainty dainty waist,” was in
the earlier copy “ Buckled about her dainty waist” The
change 1emnds us of Browning’s

O the little more, and how mnch it 15,
O the lutle less, and what worlds away *

The 1mp10yements made 1n this song alone are perhaps
as many as fifty This 1s the moie remaikable, because
it really 1s mntended to be “A tufie” which nothing of
poetic art but only “tiue love spells;” such a song as
mght have been written by “ the long and hstless boy”
himself The marvel 1s, that although so carefully elabo-
rated, 1t gives us just that impression still. Another
secret of the poet’s art is revealed by the first edition.
The song “Love that hath us m the net ” 1s another tnfle
that true love and not true art 15 supposed to spell . for
example, with one exception all the rhymes are alike, and
that agam, 15 exactly the soit of verse we should expect
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fiom such a lover, who was a “rhymester1” 1in his jouth,
and “over ganulous 1 age” In the earher version
another song took 1ts place, but this had the same
charactenstics, especially 1n 1egard to the rhymes

Tennyson’s unguaided mannei 1s well exhibited by the
line “Rosecheekt, roselipt, half sly, half shy,” o1 by “sil
ver paley,” as an epithet of the cuckoo floner Fimnally,
the original abounds with all those inteiesting pecu
hiatities noted elsewhere, and 1t can haidly bear any com-
parison with the veision of 1842

This poem, as now pcifected, needs no prase, 1t 1s
one of Tennyson’s many masterpieces, and, agam, 1s
stnikmgly ongmal It has often been said of human
characte: as presented in the verse of this poet o1 that—
“ How perfectly hfe like, these men and women are as
familiar to us as the hght of day, and this hife, we hive
1t? In “The Millers Daughter ” theire 15 somethmg
more An mtroductory note on “ Nature 1n Tennyson”?
gives expiession to the opmion that in art we have the
best of man and nature when both aie blended In tlus
poem the blending of the two 1s so perfect that to con
ceive of either as apait from the other 1s almost un-
possible, to use a formula alieady found convenient,
“each seems to have called the other into ewistence,
and each for existence depends upon the other” This
comes of Tennyson’s close and sympathetic study of
paiticulat scenery in his natine land , combined with the
assiduous practice begun long befoie in adapting every
aspect of exteinal natue to the particular forms of human
Iife which 1t enviioned 1in his poetic pictme This, 1n its
new petfection, 1s perhaps the chief chaim of “ The Mil
ler’s Daughter,” and of many poems to follow Other
beauties of the poem were pointed out on p 109 Asa
final remaik we may say that had “ The Lady of Shalott”

1 See p 29 section 1v
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and “The Miller's Daughter” appeared in their present
form in 1833, they mught have been 1egarded as the most
astonishing effoits ever put forth by a young poet. But
whateyer their date, it is still remarkable and admirable
that two poems so novel, and so totally unlike, should be
included mn the same small volume. If “The Lady of
Shalott ” might have founded a school of poets, so might
“The sMiller’s Daughter.” A new wonder and delight
was added to romance by the first of these poems, and
to our common life by the second.?

(39) “FATIMA.” The ultimate foim of this poem seems
to have been suggested by the two “ Mananas,” which in
many respects 1t resembles. Originally it was called
“ O Love, Love, Love,” and was pieceded by the follow-
ing quotation :

Qaxlye~ad paos x¥yog g Sevioww
Eppsy’ wynp—

which takes the reader to Sappho’s celebrated ode; but
Tennyson’s veise may be further indebted to Greek litera-

1 The following stanzas omitted from the early version possess great
beauty, though some of it 1s spoilt by the mannerism  “' under-ai,” and the
difficulty of the * whispering,” spite of the second stanza

“ Remember you the clear moonhght,
That whiten'd all the eastein nidge,
When o’er the water, dancing whate,
I stepp’d upon the old milibridge ?
T heard you whisper from above,
A lutetoned whisper, *1 am here I’
I murmur'd, ‘Speak agamn my love,
The stream 15 loud * I cannot hear,’

¢ I heard, as I have seem’d to hear
When all the under air was still,
The low voice of the glad new year
Call to the freshly flowered hill.
I heard, as I have often heard
The mghtingale 1n leavy woods
Call to its mate, when nothing stirred
To left or right but falling floods.”
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ture, for Ibycus and Tatius are mentioned by Mr. Churton
Collins as entering 1nto 1ts composition and some slight
1esemblances are to be found 1n Owvid’s “ Sappho Phaom.”

The piece, therefore, 1s patchwork , and not the least
cuiious bit of pattern 1s the second and additional stanza
which, as already mentioned,' determines the locality, and
seems appropiiate to the title  The ment of the poem 1s
considerable , the fou1 1hymes followed by three produce
a fine effect of intense and prolonged emotion, indeed,
music, 1magery, passion, all aie remarkable, and more than
worthy to be the mspiration of Mi. Swinburne. Seldom
does Tennyson allow himself such a passionate utterance ;
pethaps only n “ Love and Duty,” and the stanzas i “ The
Tnbute.” 2

(40) “ENONE” Those who compare the earlier with
the later versions of Tennyson’s poems, will probably be
struck by the fiequency with which an added beauty may
be traced to another wnter. This fact was referzed to in
the remarks on Plagiansm.? Many instances mght
be given, such as “ Laige Hespe1 glitter’’d on her tears,”
1 the last stanza of “ Manana i the South ;” 1t replaces
“Large Hespe: overshone The mowning gulf,” and 1t
resembles “No light could ghmmer on their tears” in
“Hypernion”* Such resemblances aie numerous in the
new edition of “(Enone,” the best known line m the
whole poem, “And at their feet the crocus brake like
fire,” which was added 1n the 1842 copy, can be tiaced 1n
part to Homer , and with some certainty ; for n 1ts com-
pany came other flowers not 1mn the earlier version ; and
the figure at the end of the line may have been suggested

1P x4 2 See Chapter X, 3 P 49
4 Judging from this very h 1c of dation in Tenny-
son, we may farly conmjecture that in many instances some beautful ex
pression 1n another poet was the sole of the ¢ And all

this again would be due to the immense accumulation of past poetic wealth
which Tennyson always had within easy view
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by Wordswoith’s “Flowers that sct the hills on fire »?
The reference to Homer 1s made much clearer by the fact
that the lines 1n the context,

¢ And o er him flowed 2 golden cloud and leaned

Upon him slowly dropping frigiant dew
are almost word for word with two lines in the context of
the Homer—

57 3 v M toTavro
rad gy Ypuos W o ava 3 ar v = v ceva
flad NIV 50 ,51
This example must be 1egnided s a typical one, and we
will now dismiss the compaison between the old and
the new version by i1emarking that with the exception
of “The Palace of Art,” the “ (Tnone” of 1833 fails
more than any other poem of 1ts final peifection in 1842.
The blank verse 1s very remnthable, though almost
the fiist we have met with, 1t 1s excellent, and something
new  Statelmess of movement, fulness of sound, aie its
chief chatacteristics These effects are produced paitly
by a catreful employment of open and closed vowels, partly
by avoiding a weah tenth syllable, the lines, though not
necessaily end stopped, have weight enough at the close
to give emphasis to the turn of the verse, and majesty to
the whole rhythm
The poem, which seems to have been suggested by

Theociitus and other classical wnters, and still more
closely resembles Beattie’s “ Judgment of Pans,” 1s said
to have shaped 1tself in the poet’s mind while he was
m the Pyrenees, accordingly, the first diaft 1s filled
m paitly with Pyrenean paitly with other scenery,
some of 1t imagmary In the revised version, as was
noticed 1n the case of “Mariana in the South,” there
1s less of the Pyienees and mote of imagnary land-
scape The same 1s true of *“The Palace of Art”

1 Compare also the puravys xpoxas of Sophocles (“‘(kd Col €85)
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Many bits of natwal description from * Poems by Two
Biothers ” aie woiked into the sketch of the valley. In
thus way the poet secures a more perfect cortespondence
between the solitary figure and the scene of her soirow
—the run’d folds, the fragments tumbled from the hills—
than if he had gone with his pigments to Mount Ida and
biought home on lis canvas some teal and revolting in-
congruity As 1t 1s, earth hearkens to her cry, the stream
15 loud because of her wrongs, the very stars of heaien
are trembling above her

“ (Enone,” “Hespeudes,” “The Lotos Eaters,” and
“ Ulysses” aie classical 1n outhne, but mostly modern 1n
sentiment Just as i Shakespeare we meet with long
passages that are really excrescent from the tiue dramatic
growth, so mm “ Enone” the speech of Pallas 1s the
speech of the mineteenth century poet himself , 1t breathes
of his sobiety, lus love of order and law, his wisdom and
—a word that cannot be written without apology—his
goodness. There 1s hittle enough of the Greek n 1t

The story of “ (Enone” 1s summed up 1n one line of
Owvid, “ Sustinet (Enonen deseruisse Paris” But the one
line stands between two Epics Foi the mortals, or even
the demi gods of Greek tragedy, were as flies whom the
high gods killed for their sport , and behind the stage of
saddened natwe on which Cnone plays her short,
pathetic pait, a banquet of the gods 1s spread, and Stnfe,
the Abominable, throws among them the fatal apple

(Enone had the gift of prophecy This effective ele-
ment Tennyson does not intioduce as (Cnone’s , it would
take away from the pity of her sonow, but she will talk
with the wild Cassandia, and hear her tell how the noise
of battle 1s nnging 1 hexr ears And we who also listen
can dimly forecast the ten yeais war i Troy, and all 1ts
mighty 1ssues

(44) THE S1S1ERS  Thus ballad 1s very shghtly altered
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from the form it took in the volume of 1833. The out of
vogue elision in “turret an’ tree” has been rectified.
Byron, as we should remember, is still in the poet’s mind.
The well-known lines in “ The Miller’s Daughter,”

“ There’s somewhat flows to us in life
But more is taken quite away,”

were a reminiscence of

¢  There’s not a joy the world can give like that 1t takes away ;"

and in this poem,
4§ kisy'd his eyelids into rest
His 1uddy cheek npon my breast *
is very much like Byron's (“ The Bride of Abydos"”)—

‘“ Come, Iay thy head upon my breast,
And I will kiss thee into rest.”

Tennyson’s poem recalls some of the old ballad form,
and some of the old ballad spirit, and adds a perfection
unknown to both ; but the subject is improbable, and not
so attractive as that of Oriana.

gy “TEr Paraoy G Arn”?  Far dhe Intodunationg
“To——, with the following poem,” and the ethical teach-
ing of the poem that follows, see Tennyson as Artist,
PP- 33-43-

Probably no poem by Tennyson has received such
careful revision as “ The Palace of Art.” It stands as the
antithesis of those fresh and forceful poetic masterpieces
with which we are so familiar in Shakespeare and many
other Elizabethans, in Scott, Byron, Shelley, and Burns.
However composed, their work has at least the appear-
ance of freshness. Tennyson himself in © Will Water-
proof” trusts that after his libation to the Muse he may
not find it necessary to

¢ Add and alter, many times
T'tll all beaipe and rotten.”
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From the first, Tennyson was an imitative poet, and
these also are the poets who elaborate. Yet if they suc-
ceed in removing all marks of painstaking, their work bas
a value and a charm of its own, second only to the charm
of impetuous passion and swift creative power. As yet,
painstaking has been apparent everywhere, but sometimes
in a degree so slight as to be scarcely a blemish. And
we regard its presence almost with satisfaction when we
reflect how important this very trifling with words and
phrases and rhythms has been to a genius like Tenny-
son’s ; but for this the world could never have wondered
at the flawless beauty of “Tithonus,” “Come into the
garden, Maud,” ¢ Tears, 1dle Tears,” “ Early Spring,” and
other poems too numerous to mention.

In “The Palace of Art” of 1833 more traces of Euro-
pean travel are discernible than in the improved copy.
Rejected fragments are reserved to be made more beauti-
ful in future poems; among the pictures on the arras
“Venus . . . . glowed double on the blue;” in “The
Princess ” she becomes “a double light in air and wave;”
and the “streaming crystal” that flowed from her sides in
this later poem, was in “ The Palace of Art” the property
of another figure. Here too we have the explanation of
the woods that shook and the colour that danced above
the flood in “The Princess ;” for we catch “The gleam
Of that great foambow trembling in the sun.”

“¢ She lit white streams of dazzling gas
In moons of purple glass *
will be met with again in “ The Princess ” as
“Two sphere lamps blazon'd like heaven and earth,”

a new and ingenious scientific device, worthy to remain
though the vulgarized gas must go. But the gas, when
first introduced, was good poetic material, like Milton’s
artillery.

Again, “The Halicarnasséan” becomes “The Carian
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Aitemisia strong 1n war” We have not esxhausted the
phrases tiansferred to “The Princess,’ and a laige
number are left to be traced to other poems Many other
interesting lessons must be passed by And 1t cannot
be too often 1epeated that a study of these poems as fist
published 1s most useful 1f not essential to a knowledge of
Tennyson , and the subject might well fill a volume

Next we notice the poet’s 1emark (appended as a note
to stanza 14 1n the oungmal) “When I first conceived
the plan of ‘The Palace of Ait) I intended to have in-
troduced both sculptuies and pamntings mto 1t, butitis
the most difficult of all things to dewzse a statue 1n verse
Judge whether I have succeeded n the statues of Elyah
and Olympias ”

Now Tennyson had drawn many prettybut artificial verse
portrails of women , next, as in this poem, he 1eproduces
pictutes 1n veise , these, not being 1egaided as onginals,
but as copies, are admuable , on the other hand, the por
traits of women had to be regaided as oniginals, and there
fore weie less successful Of course, the pictures are
ongmal, “devised” by the poet, but they are supposed
to be prchures, unagined gs such, before they became verse
To create in the mind a piece of sculptuie 1s very much
harder than to call up 1n 1imagmation a pamting , harder
also to repioduce the colouiless, one element form
verse To describe sculpture, as Byion did, would be
comparatively easy  This seems to be the poet’smeaning
But his note se1ves a double purpose, 1t not only apologizes
for any 1nperfections that mmght be discovered if his im-
provised sculptme were compated with Byion’s well-
Lknown descuptions, it also gives him an opportunity of
bringing his two statues into public view, there was no
appropiiate place for them in the poem , and they were
adroitly set up 1n a note

Two other notes 1n the original are of sufficient inteiest
to be mncluded m this survey, the first 1s as follows —

K
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« If the Poem were not already too long, I should have
mserted m the text the following stanzas, expressive of
the joy wherewith the soul contemplated the 1esults of
astronomical expeniment It was pointed out on a former
page, that Tennyson preaches to himself as well as to
others this habit he shares with many great ‘masters,
including Shakespeare At fiast his enthusiasm for science
was almost a passion,-and sometimes 1n his earhier poetry
1t was a rival of love, as in “Locksley Hall” In this
part of the poem especially we hear the poet speaking to
himself
¢ Reguons of lucid matter taking forms,
Brushes of fire, hazy gleams,
Clusters and beds of worlds, and bee hike swarms 1
Of suns and starry streams ’
“These world wonders,” he would say, “I am over-
mchned to worship, you will find them all in some form
or other 1n my eainest verse” The same view may be
taken of other branches of knowledge excluded from the
revised edition, but displayed with a purpose 1n the first
The next note 1s explanatory of an expression that may
have perplexed many readers of the later editions of the
poem—
¢ Plato the wise and large brow d Verulam
‘The first of those who hnow
These were o1iginally,
¢ Bald Luther, largebrowed Veiulam
The king of those who know
To the last hine the following note was added

¢ Il maestro di color chi (sz¢) sanno —DANTE Jnf m

This then 1s not so much Tennyson’s deliberate estimate
of Bacon, as a convenient phrase fiom Dante Bacon’s
was a mighty intellect, but he 15 scarcely entitled to the
rank of king That Tennyson felt this seems clear from
the change made in the new edition, where Plato 1s put

1 Cf the similar figure n *“ Locksley Hall, 4nd Shelley s *“ The Cloud
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by the side of Verulam , “fiist ”1s substituted fo1 “king,”
and “The fist of those who hnow?” may apply to both
Plato and Verulam

In the version of 1833, more of the *motal ” 15 given

¢ And being both the sower and the seed became
All that she saw

Full of her own delight and nothing else,
My vainglorious gorgeous soul

In deep or vivid colour, smell and sound,
‘W as flattered day and might

The stanza adopted 1n this poem 1s generally 1egarded
as an mvention of Tennyson’s, but 1t was used by Vaughan
An example will be found i the Appendia to Chapter VII
It 1s not such a pleasing vanaton fiom the elegiac quatiain
as the stanza employed m “A Dream of Fair Women,”
because the shortened second line spoils the effect of the
three accent cadence at the close

The scheme of the poem may have been supplied by
G Herbeit’s ¢“ The World,”—

¢ Love butlt a stately house
In Herbeit’s poem, the palace was 1azed to the giound,

¢ But J ove and Grace took Glory by the hand

And built a braver palace than before
m Tennyson 1t 1s to be left standing for futme occupation
by the repentant soul and those to whom that soul was
bound by love!

Other sources may be found in Ecclesiastes, n 1-17.
Of the poem geneially 1t may be said that onginality,
wisdom, and beauty are somewhat marred by a stiffness
due 1n part to the stanza adopted, partly to a hingerng
suspicion of artifictality which the most studied elabora-
tion failed to remove lhe landscapes “copied” each
nto a stanza are new effects in poetry, and quite astomsh-
mg 1 then condensed truth and beauty One of the best
15 the bit of English scenery —

! Towards the end of the poem the Soul herself becomes part narrator.
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« And one an English home,—gray twilight pourd
On dew) pastures, dewy trees,
Softer than sleep  all thung~1n order stored,
A haunt of ancient Peace
As aule, the shoiter the poem, the more perfect should
be the rhymes This 1ule was violated 1 “The Lady of
Shalott » Here the shghtly impetfect 1hymes, “tiees”
and “Peacc,” almost add a grace to the stanza The
beautiful expression, “softer than sleep,” occursin Shelley,
and either poet may have had in nund Virgils “somno
mollior herba ”

(49) “LADY CLARA VLRE Dk VLRF’ was pnnted for
the first time in the volume of 1642 “ Che gardener
Adam” of this edition was subsequently changed to * The
grand old gaidener,” but the newet phiase proved am-
biguous, and theiefoie 1n 1875 the onginal reading was
testored Notice how suitably this poem follows “The
Palace of Art,” fo1 1t admimisters another rebuke to sel-
fish pride not pride of intellect and imagmation, but
pride of birth  Tiue piide of buth 15 in “The Puncess »
—Qur place 1s much , we two will serve them both”
In other woids, noble buth immposes the obhigation of
high minded principles and noble actions

The poem 15 very good, and 1s worthy of special notice
for the numerous examples it affords of the wisdom of
many set forth 1n a beautiful and perm inent form by the
wit of one , as for mstance in the well known line,

¢ lis only noble to be good

(50) “THE MAY QUEFN” “The Vay Queen” and
“ New Year's Eve” belong to the volume of 1833, but the
“Conclusion? did not appear till 1842 The first two
paits underwent only shght altelation One curiqus
change was made in “New Years Eve,” where “The
blossom on the blackthorn ” takes the place of the older
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reading, “The may upon the blackthoin ’ 1tis just possible
that the poet had been confusing the hawthoin and the
blackthotn, yet—and judging fiom other passages—this s
scarcely ptobable He may have intended the association
of the two shiubs to be a conientional one, such as is not
unhknown 1n countiy places Yet agam, if so, why the
alteratton ? He has well changed “ I shall heai ye when
ye pass ’ to “I shall hear you when you pass”

How the stansa of “ The May Queen” giew out of two
quattains of such 1 poem as “ The Ialking Oak ” mav be
discovered by a glance at the first stanza of the “Con
clusion.” This 1s little moie than eight lines of “The
Talking Oalk ’rolled out two 1nto one, omitting the alteinate
rhymes. We shall notice something similai 1n the hustory
of the couplets of “ Lachsley Hall” In this iambuc case,
however, many extia syllables weie needed to quchen
the moyement when the measme was adapted to a light
theme, as i “ The May Queen”, and other changes weie
intioduced, such as a tiochaic or monosyllabic fourth
foot—** The might winds come and go, mother, upon the
meadow grass” , “Tonight I saw the sun set he set
and left behind ”

In the mtroduction to this chapter, some 1efetence was
made 1o the ongmality and beauty of * The May Queen *
As 1 “The Miller’s Daughter '(especially the last stanza)
the effect 1s mainly p1oduced by 11chness and novelty both
of material and method disguised beneath an impression
of themost perfect stmplicity  'We will take the following
as an example

¢ When the flowers come again mother beneath the waming light
Yon ll never see me more 1n the long gray fields at mght ,

‘When from the dry dark wold the summer ars blow cool
On the oat grass and the sword grass, and the bulrush in the pool *

And first, n 1egard to the matenal , 1f we look closely into
the stanza, we shall notice two paus of epithets, both
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entirely new, viz.,, “long gray,” as descriptive of * fields,” *
and “dry dark” as descriptive of “wold?”: next, of the
objects of nature themselves some will be new, but mostly
simple enough to be unobtrusive : for example, the wold,
the oat-grass, the sword-grass, and the bulrush; and,
thirdly, the occasion of the whole stanza is novel, yet
most appropriate ; it is all in “the waning light.” Next,
as to the method : but this subject is inexhaustible ; nor
is it so clearly exhibited by a single stanza ; it will perhaps
be enough to point out that the bare sentiment is expressed
by the'words, “ You'll never see memore” ; but by reason
of the amplitude of choice and the skill in choosing them ;
by their arrangement ; by the tone they take from the
context ; and by the subtle sadness of the music, the very
large proportion of materials from the natural world which
go to make up the stanza are so charged with the emotion
of the articulate sentiment that although inarticulate they
express it over again with an infinite pathos ; and, last of
all, care has been taken that all these elements shall pro-
duce an impression of simplicity and naturalness.

Yet, as is the case with “ The Lord of Burleigh,” the
balree peiween pathos and bathos s 30 even Uhat the
jarring. of a single word would destroy the equilibrium ;
and we are not quite sure that the “ Conclusion ” altogether
escapes this danger.?

/ (54) “THE LOTOS-EATERS” Two poems in the
volume of 1833, “ The Hesperides” and “ The Lotos-
Eaters,” are related to “ The Sea Fairies” of the former
chapter. These two stand side by side; but eventually
“ The Hespenides ¥ was withdrawn, and gave up some of
its beauty to “The Lotos-Eaters” ; gave, for example,
the word “full-faced” from the following line :

* But when the full-faced sunset yellowly ,”
for the line in “The Lotos-Eaters” * Full-faced above the

1 Cf the “long dun wolds” of “Oriana.” 2 See also pp. 54 and 8.
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valley stood the moon,” 1ead thus n the fiist edition—
¢ Above the valley burned the golden moon” Besides
these changes, the latter pait of the more fortunate poem
was 1e-written, and “The Hespetides” was 1ejected
possibly on account of a few shght weaknesses, but more
probably because 1ts iesemblances maiied the single
beauty of “The Lotos Eateis ’

That a poet should make alterations m his published
work, even many times, 1sa matter partly ! for admration
and advantage, partly for disappiobation and regret In
this respect of new editions, literaryait stands almost alone
‘When we buy a picture that has been hung in the Royal
Academy, we take 1t for granted that the painter has done
with 1t But masteipieces of hiterary art, sold as such,
should not be subject to continued 1emodelling, for the
purchaser may be mclined to murmur, “Your work was
either ready fo1 sale, or not, and if not, you mght have
kept 1t until it was, you were either deficient 1n some
cntical faculty, or you foiced unfimshed work upon the
public and compelled them to buy over agam? To this
imagmary charge Tennyson has made himself much moie
hable than any other poet, and under this head it will
be interesting to compare lum with such other modern
poets as Biowning, Swinbuine, Longfellow, Wm Moms,
M Amold, D G Rossetti

But, to adopt the homely phrases of this argument, and
twist 1t back upon itself a little, the lover of poetry who
had the good foitune to buy *“ The Lotos-Eaters” of 1833
received full value for lus money. “ Nill tetigit quod
non ornavit ” must be quoted once more as we write of
Tennyson , but after this, few of us will greatly care to
hear the famihiar Latin again

Three sonnets were mentioned a short time back, as pos-
sessing an excellence unknown ta the sonnet before this
time 1t 1s the Spenserian stanza with whose murmuiing

1 See p 167
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¢ She had lulled him fast asleepe
That of no worldly thing he cate did take,”
and to whose music :

¢'Gan all the quire of birds
Their diverse notes t’ attune ;"

but the five stanzas at the beginning of “The Lotos-
Eaters” breathe a muimuring or a music moie melodious
even than Spenser’s on The Idle Lake or in the Bowre of
Blisse.

Very fine also is the musical effect of the closing
section as it is found in the improved version. Tennyson
had at least an ear for the music of verse ; and the de-
scription of “ the nerve-dissolving melody” in the second
section of “ The Vision of Sin” which may be compared '
with the section before mentioned, seems to show that
the Laureate was more of a tone poet than we are some-
times disposed to admit.

The main subject of “ The Lotos-Eaters” occurs in the
“Odyssey ;7 a good deal has been suggested by Bion
and Moschus, and in English literature, Spensei’s “ Fairy
Queen” and Thomson’s “Castle of Indolence” have
furnished additional motive and material. Indeed so
many poets aie laid under contribution that the poem is
almost “a posy of other men’s flowers,” and “little more
than the string that binds them” is Tennyson’s ; but the
bond is a cestus of no common magic.

It is impossible to speak of “ The Lotos-Eaters,” how-
ever briefly, without repeating what must be delightfully
obvious to all, the skill with which the poet has placed
his languid dreamers where earth, and heaven, and the
sea, and the very gods themselves are one languid dream.
But in the self-indulgent repose of the Lotos Land the
comrades of Ulysses were not permitted to linger :

wodg pedy By End viiag dryov khalovras dudyxp—
this is the voice of Tennyson ; and we shall soon hear it
again in * Ulysses” :
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“ How dull 1t 18 to pause, to mahe an end,
Lo rust unburnished, not to shine 1n use
As tho' to breathe were hife

And thus, a moial emerges fiom this beautiful poem

(56) “A Drrav or FaiR WoMEN” Like “The
Miller’s Daughtes,’ this poem was qute rumned by the
opening lines since removed Some of these must be
repeated, because they tend to support a former opinion,
hazarded in these pages, that the poet may sometimes
build for himself a Palace of A1t The fiist two stanzas
desciibe “a man that sails in a balloon ,” they tell how
he waves lis flags to #ke mob Delow, fiom wheie his
balloon “ Glows ruby-like . Filled with a finer an ”

¥ So, lifted high, the Poet at his will
Lets the great world fit from him <eeing all,
Higher thro scciet splendottrs mounting suill,
Selfpoised, nor fears to fall,

¢ Heanng apart the echoes of his fame

Very inteiesting 1n then 1elation to the “Puincess ” aie
the following stanzas
t* In every land I thought that, more or less,
The stronger, sterner nature overbore

The softer, uncontrolled by gentleness
And selfish evermore

¢ And whether there were any means whereby,
In some far aftertime the gentler mind

Might reassume 1ts just and full degree
Of rule among mankind

The stanzas i the present edition, beginning, “The
smell of violets” repeat a thought expressed in a very
mferior song on page 142 of the 1833 volume

“Who can tell
‘Why to smell
TLhe wiclet, recalls the dewy prime
Of youth and burted time? *

Both passages are important, for though their violet does
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not biing back all the glory and the dieam of Woidswo1th’s
“Pansy,”! yet when read in conjunction with the last two
stanzas of the poem they are found to forecast the “jearn-
ings that can never be eapiest” of © Tears, Idle Tears”
A gieat many improvements weie made n the 1842
version of this poem, the most notable being the lincs

“ The bnight death quiver d 1t the victim s throat,
Touch d, and I knew no more

which aie a very foitunate vauation on the grotesque
earlier reading

¢ One drew 2 sharp hnife thro my tender throat
Slow ly—and nothing more ’

The variation, as 1s so often the case, seems to find a
parallel m some former poet *

“A Dream of Fair Women,” besides being suggested
by Chaucer’s “Legend of Good Women,” “ bears a close
resemblance to the Tiionfi of Petrarch” Like “ The
Lotos-Eateis,” 1t owes very much to other poets

The poem, though often brilhant, has none of the
naturalness of “The Millers Daughter” or “The May
Queen ,” 1n style it most nearly resembles “ The Palace of
Art,” and gives an impression of stiffness As yet, the
only characters the poet has sketched without any show of
effort are those we met beside the mill-dam, or on the
village gieen These women m the “ Dream,” howevel,
are better diawn than the Adeline group, they gam
by bemng histoiic, and they have dramatic touches
Jephthah’s daughter and Cleopatra are splendidly
pamted, and made still more vivid by contiast and sur-
roundings , Cleopatra especially 1s a portiait so striking
and full of colour and of motion withal, that we find our-
selves convinced of the superionty of words to pigments
1n some departments of pictorial art,

1 See Appendix to Chapter VII 2 Sophocles, ““ Electra 1395
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It may be added that the Fan Women whom the poet
has honoured in this highly wrought poem aie Helen of
Troy, Iphigema, Clcopatia, Jephthah’s Daughter, Fair
Rosamond, Maigaiet Roper, daughter of Sir Thomas
Mote, Joan of Aic, and Queen Eleano:r Cleopatia had
fascmated his imagimnation and made some of his best
poetry in “Poems by Two Brothers” Fan Rosamund
and Eleano1 play an impo:tant part in his “ Bechet.”

(61) “THE BIACKBIRD ” was first published m 1842
In the first edition the last stanza but one read as
follows

T better brook the drawhng stares,

Now thy flute notes are changed to coarse—
Not hearing thee 4t all

The poet seems to have had his eye on the object while
wnting his verses, in spite of some blemishes they are
fresh and natwal

(62) “THE DFATH OF THT OI1D YCAR” This s the
last poem but one 1n the volume of 1833

It 1s just in Tennyson’s eaily manner, 1emamns un
altered, and contains nothing that 1s not lis own , unless,
if 1t be not to consider too curiously, we famntly hea:
among the veises the merument and infinite jest of
Yorick, and the quips of Hal with Falstaff, whose nose at
death was “as sharp as a pen” (stanzas 4 and 6) The
subject has several times entered into Tennyson’s poetry
Here 1t 1s treated with a pleasing fullress and picturesque-
ness

(62) “To ] S”» These beautiful verses fitly closed
the published volume of 1833, which, as orignally pre-
pared for the press, ended with * The Lover's Tale” J S
15 the James Spedding who was one of Tennyson’s circle
at Cambuidge, and afteiwards became a kindly reviewer
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of the poet’s worlk Until lus death n 1881, Spedding
continued to be one of the laureate’s intimate friends

This poem also remans nearly m 1ts otginal foim,
but with that 1emaik ow notice shall conclude All
Tennyson’s eatly poetiy i1s open to a ctitiaism both 1n
teresting and valuable , but the veises to J S seem too
sacied for scrutiny, whether ntellectual or esthetic
There will be few enough among the 1eadets of this book
who have not felt the ternible mnadequacy of woids to
comfort the bereaved , and they will surely deirive con
solation from the thought that our gieat poet who
addressed to his afflicted fizend these stanzas, not ex-
quisite alone, but also most earnest in sympathy, should
yet exclaim, “’Twere better I should cease ”

(63) “ON A MOURNER” was fiist printed in 1865,
1in the same volume that contained “ Three Sonnets to a
Coquetite” In this collection 1t natmally follows the
verses to ] S Theie 1s some interesting study of nature,
unmistakably Tennyson’s, 1n the poem, and lofty thought,
The figure and allusion n the last stanzas piroduce an
effect already noticed ,' 1n this case, howevel, emotion
seems to lose too much by the neutializing close

(64) “ YOU ASk ME WHY, 1HO’ ILL AT LASE,’ (64) “ Or
OLD SAT FRREDOM ON THE HLIGHTS,” (64) “ LOVE THOU
THY LAND,” and (66) “ THE Goose” did not appear till
1842, though stated to have been wiitten m 1833 (66)
“ ENGLAND AND AMERICA IN 1782 ” was first published
1n the cabinet edition of 1874

The five poems form a group devoted to political and
social topics Tennyson had httle sympathy with the
reforms that were bemng effected, and sometimes with
eager haste, during the years that followed close on 1830;
and he often cast an anxious glance across the narrow

1 Seep 100
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seas! whete 1aw ‘haste was again pioclamming heiself
half-sister to delay. The friend to whom the first poem
is addressed seems to have had less sympathy than the
poet with the great demociatic movement of the age,
Tennyson will not forsake England unless a society that
calls 1tself free shall happen to have made the individual
its bondslave = The stanzas aie based on a speech of
Spedding’s in the Cambiidge Debating Hall 1n 1832
The next poem, (64) “ O1 01L 531 FRFEDOM ON THE
HyricHrs,” expands two hnes i the foregoing
¢ Where I'reedom slo1vly bionacns down
Trom precedent to prccedent
And 1n the history of Ficedom a very important place 1s
assigned to Gieat Biitain  The last two hines admuably
desciibe Tennyson n his office of moderator.
1 “ God bless the nanow seas,
I wish they were a whole Atlanuc broad *
Lhe Prinee s
® It will be comenient at this pomt to notice the charge brought 1gunse
1 enny son of rumming averse to the creed of Collectwism  The clums of
the indinvadunl to 1ecognition are at no time less important than the similar
claims, put forward on behalf of the community  But the epoch of Tennyson
cahibits a tendency towrds stic or socialistic extremes , and again
1t appenrs Yeasonable to admit that the laureate s neutral position was safest

and best [hat it was a fairly neutinl one might be gathered fiom the
eightieth couplet of * Locksley Hall Sinty Y cais After

“ When the schemes and all the sy stems, kingdoms and republics fall,
Something kindlter, higher, holier—nll for each and each for all,

though 1n such a passage as the following 1n ¢ Metlin and Vivien, the ind1
vidual receives something less than his due—

¢ But work as vassal to the lugerJove
That dwarfs the petty love of one for one *
1he redative mmportance of mdividualism and collectivism 1s admurably
stated 1n the followine extract
 Tndividnality, that 1s to -ay, conscience applied alone leads to anarchy ,
society that s to say, tredition 1f 1t be not constantly interpreted and
1mpelled upon the 10ute of the futute by the ntuition of conscienc~, begets
d=spotism 1nd immobility  Lruth 1s found at thew pointof intersection It
1s forbidden, then, to the mdividuil to emanupite himself fiom the social
object which constitutes his task hure below, and for Lidden to society to crush
or tyrannize over the individual —DMazzing, Lssays
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(64) “LOVE THOU THY LAND ” 1s hgan an expansion
of the last two lines of the poem pieceding, some of the
reflections being due to Spedding It would be difficult
to find so much political and soctal good sense anywheie
else 1n literature  In one respect at least theseverses are
worth all the wnitings of Buthe, for while the old may
easily look back to them with fond or bitter iegret, the
young may as easily leain them by heart, and become fur-
mshed not with opinions but, what 1s much more mmportant,
with the best foundations on which to build up opmons.
Our age advances very rapidly, and the Iittle poem was
written many years ago , but if all boys and girls before
they left their teens could be brought to absorb 1ts few
stanzas, we might look fornard with more confidence to
the futwe

(66) “ ENGLAND AND AMERICA IN 1782 ? dates English
freedom fiom Hampden The thnd stanza i “ Of old
sat Freedom,” speaks of the “grave mother of majestic
works” as god-like m 1espect of dommmon, and king-like
1n respect of polity

The real truth will be found 1n the foutth stanza of the
same poem, “ The wisdom of a thousand yeais Is m
them” Whatever measme of freedom England may
possess, her people haie achieved1t, fieedom 1s not con-

ferred by a government nor even bought with the blood
of a patuot

(66) “THE GOOST” 1s a Inely allego1y of commerce
and free trade “ Alfred,” said Fitzgerald, “ cannot trifle.
His smile 1s 1ather a gum one” Theie 1s just a
Iittle truth mn Fitzgerald’s remark, and we may fairly admit
that in “ Ihe Goose” the poet smiles grimly, but the

poem 1s much cleverer than anything else of the kind
m the first two volumes



The Lady of Shalott, and Other Poeins 143

We have now reached the last of the gioup headed
“The Lady of Shalott and other poems” It may be
convenient at this pomt to select fiom this group those
pieces that were published, mostly in a much nfenor
form, in the volume of 1833 They are the following —
“The Lady of Shalott,” “ Mariana mn the South,” “ The
Miller’'s Daughter,” “ Fatima ” (as “ O Love, Love, Love”)
“(Enone,” “The Sisters,” “To —,” “The Palace of
Art,” “ The May Queen,” “ New Year’s Eve,” ¢ The Lotos-
Eaters,” “ A Dieam of Fair Women,” “The Death of the
Old Year,” “To J S” To these must be added (from
 Juvenilia,”) “ Margaret,” “ Eleanore,” “ Rosalind,” and
four sonnets

As the volume contained thirty pieces, there are yet
several not mcluded in the foregoing list Of these by
far the most important 1s * The Hesperides,” a beautiful
creation which has been noticed on p 134 The following
lines wall be sufficient to show the many 1egemblances that
this poem bears to the “ Lotos Eaters ”

‘¢ Father Hesper, Father Hesper watch, watch, night and day,
Lest the old wound of the world be healed

ke gilry-uineentzg

The golden apple stol n away

And the ancient secret revealed

Look from west to east along

Father old Himala weakens Caucasus s bold and strong

‘Wandering waters unto wanderning waters call,

Let them clash together, foam and fall

Out of watchings, out of wiles,

Comes the bliss of secret smiles

All things are not told to all

Half round the mantling might 1s drawn

Purplefringed with even 1nd dawn

Hesper hateth Phosphor evening hateth mom

Another of the lady poitiaits, “ Kate,” has some ment,
and the hnes “To Christopher North,” otherwise Pro-
fessor Wilson, possess a personal interest Wilson had
attacked Tennyson and some of his fnends n a cntique
of the 1830 volume published i “ Blackwood’s Magazine *



144 Haundbook to Tennyson's Wor ks.

for May, 1832 Tennyson was sneered at as “ the pet of
a cockney coterie.,” The following 1s part of the poet’s
reply

“When I learnt from whom 1t came,

1 forgave you all the blame,

Musty Christopher,
I could #o¢ forgive the prae,
Fusty Chnistopher
This 1s smait and amusing ; but Tennyson was too great
to make capital of any such bickerings; and although to
the last he neve1 lost his extreme sensitiveness to criticism,
his future references to ciitics aie usually moie graceful, or
good-humoured o1 dignified
One other poem 1n this volume of 1833 deserves

mention, but not on account of 1ts meut, for its weakness
15 phenomenal , one might almost say 1t was thrown in
among the other pieces as a morcean délicat for some
hungiy autic ; and critics wele often 1avenous 1n those
days. The megre nitle of the thiee stanzas, “ O Darling
Room,” 1s a commentary in 1tself ; we should lke to
discover that the poem was of very caily date, but,
strange to say, it was wiitten on Tennyson’s return from
the Continent 1n 1830,

“ For I the Nonnenw erth have seen,

And Oberwmter's vineyards green,

Musical Lurlex , and between

The hills to Bingen have I been,

Bingen in Darmstadt, where the Rhene
Curves towards Mentz, 2 woody scene

* Yet never did there meet my sight,
In any town, to left or nght,
A httle room so exquisite
Besides the poems of the volumes of 1830 and 1833,
three pieces have to be noticed that were contributed to
“The Gem,” a Literary Annual, in 1831 In the first,
“ Anacreontics,” the two lines

“* And drooping daffodilly,
And silverleaved hily”
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ate evidently the precursoi1s of

¢ The yellow leaved waterhly
The green sheathed daffodilly

which we have seen 1n the first edition of “The Lady of
Shalott” Otherwise the poem 1s not remarkable

Much more nteiesung 1s “A Fragment” Though
pethaps rather more Miltonic 1n style, 1t may be regarded
as left over fiom “Timbuctoo” In its thirty-one lines
we find the usual propoition of jewels re-set n after
yeals

Tusheening down the purple seas
¢ The great Pyramids

Broadbased amid the fleeting sands, and sloped
Into the slumbrous summernoon

¢ Aw ful Memnonian countenances calm
Looking athwart the burming flats

¢ Breathes low into the charmed ears of morn
Clear melody flattering the crisped Nile *

The third of these pieces, a short lyrnic entitled * No
Mote,” will be found 1n the Appendix to Chapter VII

In the same yeai, 1831, Tennyson contributed a sonnet,
“ Check every outflash, every 1uder sally,” to “The Eng-
hshman’s Magazme” for August In 1833 1t was re-
printed 1 “ Friendship’s Offermg ” As a sonnet 1t 1s not
excellent, but it describes the valley where “first 1 told
my love” The first three lines lend a sentiment to the
Lotos eaters—

¢ Spenk low and give up whally
Thy spurit to mild minded melancholy,

and in “The cuspdd wateis whisper musically,” we recog-
nize some of the poet's favounte phrases
In the year 1832 two sonnets wetie published, “Me my
own fate to lasting sortow doometh,” m “Friendship’s
) L
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Offering,” and “There are three things which fill my
heait with sighs,” contnbuted to *“ The Yorkshire Literary
Annual.” The first of these, like the sonnet ““ Check every
Qutflash,’ seems to stitke a personal note—

“ Put yet my lonely spinit follows thine

and the second reads like a reminiscence of the con-
tinental tour with Hallam—

¢ Of late such eyes looked at me—while I mused
In old Bayona nigh the southein sea

APPENDIX TO CHAPTER IV.

A SHORT ANALYSIS Or “THE TwoO VOICES.”

Stanza (1) Death 1s the only remedy forill (z) But I
am so wondeifully made. (3) Soare dragon-fhes. (6,7)
But man 1s better than they. (8-11) Man 1s not the
highest life ; and of men there aie plenty better than you.
(12) Yet no two men aie alike. (13, 14) But who will
mss you? (15) What hope of answer o redress? (16,
17) Death 1s the only 1emedy forill. (18, 19) I mightdo
better m the future (19) No ; your disease 1s past cure.
(20, 21) “So many worlds, so much to do, So httle done,
such things to be!” (22-24) For all that you must die,
and know lttle of the wonder that will be. (25, 26) Yet
—for one hour—I strive— (27-33) Truth will never be
found—and least of all by you. (34) A selfish death is
dishonour. (35-39) A loathsome Ife 1s worse. (40-52)
Might I not do some good before I die? (53-67) Good
mtentions ; but they fade with Iife away ; and truth flies
faster than men may follow. To die 1s best. (68-75)
But some have done well. (76) It was meie chance.
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(77-80) Death may be worse than life. (81-88) The dead
are atrest. (89-103) Yetin that sleep of death what dreams
may come. Our yearning for immortality is the one sure
proof of immortality. (106-111) Where were you before
birth? To begin implies an end. (112-128) Eternal pro-
cess moving on, From state to state the spirit walks.
(192) Mere dreams; your pain is real. (130-133) But
you cannot tell ine what death is, nor what might become
of my soul. Notdeath but better life is the world's desire.
(134) “Behold, it is the Sabbath morn!” (135-154)
“There'’s nothing we can call our own but love.”




CHAPTER V.

* THE VOLUME OF 1842, OR, “ENGLISH IDYLLS
AND OTHER POEMS”

I. INTRODUCTORY. After the yea: 1833 no poetiy was
published by Tennyson until 1837, when he contributed
the stanzas “ O, that twere possible” ta “ The Trnbute,”
and “St Agnes” to “The Keepsake” Agam he kept
silence until 1842. In that yea: his famous third volume
was given to the public.

Dunng fhis mteival of neaily ten years he had not
been 1dle. In a letter to Aubrey de Vere, Monckton
Milnes wutes ‘‘ Tennyson composes every day, but
nothing will petsuade him to prnt, or even write 1t down.”
The last statement must not be taken literally ; part at
least of “In Memoriam?” was lovingly written and re-
wiitten at intervals between the years 1833 and 1842
many of the eaitlier poems were re-cast; and by the end,
of the period the poet had piepaied for the press the
wonderful volume which 1s the subject of tlus chapte:.

It was accompanied by a volume 1 in two parts; the
first contaming a selection from the volume of 1830, and
the second from that of 1833. The two paits aie entitled,
(I) Poems (published 1830) and (Il.) Poems (published
1832). At the end of Pait II. the following note appears *
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“ The second division of this volume was published 1n
the winter of 1832. Some of the poems have been con-
siderably altered Others have been added, which, with
one exception, wele written 1n 1833 ”?

Volume II, which contained the new pieces, 1s also
entitled “ Poems , ” and the title of the two books together
15, “ Poems by Alfied Tennyson In two volumes Lon-
don Edward Movon, Dover Sticet MDCCCXLIIT”
The contents of the second o1 new yolume are, * The
Epi,” “Morte D’Arthw,’ “ The Gardener’s Daughter,’
“Doia,” “ Audley Cowmt,” “Walking to the Mail,” “St
Simeon Stylites,” “ The Talking Oak,” “ Love and Duty,”
“Ulysses,” “ Locksley Hall,” “Godna” *“The Two
Voices,” “The Day Dieam,” with its nine divisions,
“ Amphion,” “St Agnes’ Eie” (the St Agnes of 1837),
“Sir Galahad,” “Edward Giay,” “ Will Wateiproof’s
Lyuical Monologue,” “Lady Claie,” “ The Loid of Bu
leigh,” ¥ Sir Launcelot and Queen Gumevere,” “A Faie-
well,” “The Beggar Maid,” “ The Vision of Sin,” “The
Skipping Rope,” ¢ Move eastward, happy earth, and leave,”
“ Bieak, break, bieak,” “ The Poet’s Song” At the end
of the volume the following note occuis “The Idyl of
‘Dora’ was paitly suggested by one of Miss Mitford’s
pastorals , and the ballad of ‘Lady Claie’ by the novel
of ¢ Inheritance’”

II FIRST ASPLC1 OF 1HE VOIUME—" LOCKSIEY
HALL” (98) Possibly nothing better could be chosen as
suggesting the most 1emarkable charactenstic of Tenny-
son’s thitd volume of poems than the well known passage
1n Shakespeaie’s “ As You Like It”—

¢ Jagues VYes, I have guned my expenience
Rosalind Aund your expcrience makes you sad

Shakespeare was piobably about thirty-five when he

1 “You ash mewhy * ¢ Of old sat I reedom *¢ Love thou thy
land * ¢ Lhe Goose’
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wrote “ As You Like It;” a little older when he created
“ Hamlet.”

Turning to ¢ Locksley Hall}” we find a very similar
passage, although referred to the future :

¢ He bears a laden breast
Full of sad eaperience.”

And there are many passages in the same poem, not so
verbally alike, but of the same import, and pointed to the
present.

Judging from the date, 1842, Tennyson was about
thirty-three when he wrote “ Locksley Hall,” and we may
suppose he was some ten years older when he created the
nameless hero of “Maud,” that poem “ slightly akin to
“Hamlet” ' Like Shakespeare’s Prince of Denmark, and
this more modern Hamlet of Tennyson’s “ Maud,” the dis-
appointed lover in “ Locksley Hall ” finds that “the time
is out of joint.”?

Now, although, as will be explained in the chapter on
“Maud,” the age of the Prince of Denmark seems to
grow maturer, like his character, as he plays the tragedy
through, vet an average estimate would make him only a
little younger than the author of “ Hamlet.” In the same
way ’ the hero of “ Locksley Hall” is only a little younger
than the author of “ Locksley Hall.” Amy, moreover, is
something like Ophelia, in life but not in death. Maud

" slightly resembles Ophelia in life and in death.

“ Locksley Hall,” therefore, is Tennyson’s “As You
Like It,” wherein another Jaques is the forerunner of
another Hamlet. But Tennyson’s poem includes many
passages suggestive of Hamlet ; let us, therefore, call it
also “the first draft of  Hamlet,’” and “ Maud ” the revised
and enlarged tragedy.

1 See Chapter X,

2 *“Locksley Hall,” couplet 67. *‘Hamlet,” I.v.188. *Maud,” L. 1. 6,
8,9. And we are tempted to add, not one of the three seemed the sort of
man ““to set it right.”

3 See the first Appendix to this Chapter,
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From this point of view “ Locksley Hall” 15 the most
important poem m the volume, and the one to be studied
fitst.

111, “LockSLEY HALL ” SUBJECTIVE ' The poem
before WsT5 @ I0Ng Solil6quy ; Ghe actor comes upon
the stage, and pronounces one long speech; for the

1 Although the terms swdject:ve and obrectrve have b a Iietle worn
with usage, they are nevertheless , and a few prefatory !
may serve to explain their application to the subject of the p

‘We are sometimes too ready to believe that an artist must be altogether
impersonal, objective, that he 1s a bemng indifferent towards his creations,
and apart from them, that the poet singer, for example, 1»

' “ Not a whit
More 1n the secret than yourselves, who sit
Fresh chapleted to histen *
RoBERT BROWNING

As usual, the truth lies midway between two extremes  * Poetry,” says
John Stuart Mill, **1s overheard® That 1s to say, the poet speaks to him.
self, or from the lips of his characters, his ut 1S
and those who would Litow the secrets of his heart must listen with a most
sy mpathetic and long accustomed ear and they must hsten to all he has to
say

To all, that 1sa very important point  He who would form an independent

of the ] el 1n any one poem or passage, must begin by
hnowing all that the writer has wntten  If possible, he should not muss a
single line the poet has penned He should examine verses unpublished or
withdrawn, for these have a pecuhar power of casting hght He should
notice changes made in later edittons, he should become femiltar with the
poet s hahit of expressing himself 1n any one dramatic piece by carefully
studymng his other gues, mono d and dramas 1z short, as far
as possible, he should hnow the whole work, and the man from his work
Hence he may expect to find that opinions vary, and that his own Gpinion
will be subject to modification as he pursues his studies year after year

Of course some poets, Milton and Byron, for instance, are more personal
than others , but none can be regarded asimpersonal throughout Shake-
«peare » bhiography may be read in his works, or, 1 a shorter form, by the
aid of * A Midsummer Night's Dream, * ** Hamlet, * and * The Tempest,’
studied 10 with the S

Again, some forms of poetry are more perscnal than others. In the
ordinary lync, the poet 15 expected to overflow with his own emotion, 1
epic and narrative he 15 a story teller, but he may tell the story so as to
suggest something quite apart from 1t, or he may make occasional reflections
of his own, 01, even put them into the mouth of one of his characters, and
thas 18 true, though 1n a less degrec, of the drama,
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other characters, for plot, for change of scene, we have
to trust, and often 1n vamn, to his descuiptions What,
for example, could be vaguer, more unbkely, more un
dramatic than the first and the seventy third couplets
of “ Locksley Hall ?” Tennyson calls such poems “Dsa
malic Monologues ,” but 1s the one character a dramatic
character at all? he 1s merely a portitait made to speak
The difference between such a character as he 1s repre-
sented, or as he represents lumself, and the same character
1n drama proper, where he plays his pazZ,1s the difference
between the portiait and the ife  Character 1s developed
or discovered only by contact with character, and hfe
by the environment of hfe As 1t 1s easier to diaw the
one character, the portrai, than to diaw lfe, so Shake-
speaie m some of his eaihier plays created only one
character, and allowed the 1est of the dramatis persone
to remamn puppets For the same reason Tennyson’s
dramatic attempts are for many jears limted to the
monologue' He has called  Vlaud” a “monodrama ,”
it 1s strictly speaking a monologue  All that 1s added to
the monologue 1s a lyncal scene shifter,? if we may so
phrase 1t

These monologues are peculiaily adapted toa subjective
tieatment Thiough the lips of his one “ character,” who,
to smt his purpose, will usually be overdrawn, the poet
may safely utter his own moie daing thoughts, his
stronger emotions , and then, whenever convenient, he
will call his chatacter to correction ¢

1 ““The Princess mght to some 2ppear 1n exception but the question as
to whether the story 1s told consistently will be discussed i Cl apter VII

2 Change of mood as well as change of scene or mnaident are often
announced by a new lyric with anew form

3 In drama proper on the other hand it 15 much moe d ficult for the
writer to project humself into a character  Except 1a the tempoiary dramatic
su pension of the soliloquy (and not then neccssanly) so mncessant is the
act on of ea h chaincter on all the others and <0 directed to subserve the
dramatic 1ssues that any conscious moduficat on of this action n the part of
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In order to determimne between the subjective and ob-
Jective elements 1 such a poem as a monologue, we first
ascertain the poet’s geneial tendency by glancing at the
whole of lus woth  In Tennyson’s case the examination
leads us to expect a personal motive Then we ask,
‘“under what ciucumstances was the poem written® Is it
accompanied by other poems having a simila: motive ?”?
For ten yeais Tennyson has been almost silent, *“Much
has he thought, much sufferted”* We may theiefore
espect to find some poem standing in the same 1elation to
his 1830 and 1833 1olumes, as Shakespeate’s “ Hamlet”
to “Love’s Labour's Lost” He has lived long enough
and sadly enough to begin to find fault with life

Now we mquure of other picces contemporary, or neaily
so, with “ Lochsley Hall” To begm with, the first song
m “Audley Court” 1s just another smaller * Locksley
Hall” In “The Epic,” the 1ealm of rehigion 1s mvaded
by science, and theile 15 a “ general decay of faith Right
through the woild” In “ Walking to the Mail,” they that
loved At fitst hike dove and dove were cat and dog?;
the man, we ae told, was “Vexed with a morbid devil m
his blood, That vei’d the world with jaundice ” (we may
note the same figuie, ““ jaundice,” 1n “ Locksley Hall ), he
had married, ten yeais before, the daughter of a cottager
And what was the result? she “sourd To what she 1s”
“Like brecds like, they say Kind natme 1s the best”
(all this 1s m “ Locksley Hall?) In the same poem 1s
mention of “A Chaitist pithe”, *the 1aw mechamc's
bloody thumbs ? that “sweat on lus blazon’d chairs ” of
the “two paities”—“those that want and those that have,”

the author 1s destructive of dramatic effect Drama then ceases to be an
organic growth, 1ctual hfe, 1t becomes merely a representation of hife by
means of painted bricks gly preced together U ly to humself,
however, as often 1 Shalespeares case, the creatw s mtense and ruling
emotion may be expiessed mn his cieauon as fu as some one leading
¢harcter 1s concerned

1 Letter of Margarer Fuller, Augus,, 1847,
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which “still divide the woild”—“The same old sore”
To this we may add the six lines begmning

¢ His nerves were wrong  What auls us who are sound

“Edwin Morns”? (printed 1 1851) fuumishes equally

sigmificant matenal,

¢ Something of a wayward modern mind

Dissecting passion
Owm space does not permit fuller quotation, but those
who glance at the poem will discover another Opheha,
another Maud, who “ Moved Like Pioserpine mn Enna
gatheimng flowers ” And here we may quote from “Maud,”
“ What 1s 1t he cannot buy”,! for the lady 1s sold for
£6o,000, to “shght Sir Robert with his watery smile,”
Trustees and aunts and uncles preach down the daughter’s
heart.

“St Simeon Stylites,” though sufficiently objective, is
placed before us as a man who thought he found his
highest duty in forsaking his highest duty. Another
poem— of which we scaicely daie to speak—* Love and
Duty *—says of Duty, “O this woild’s curse  That duty
seemed to lie mn sacuficing true love upon the altar of
untiue marriage, oi, moie exactly, an alien love on the
altar of lawful marrage *“The Golden Yea1 ” (puinted 1in
1846) despairs of “the feveious days” The better days
to be are “not m our time, nor 1n our childien’s time ”
And the poem concludes, as 1n “ Locksley Hall,” with a
plea for action 1n the present ¢ Howsoever these things
be ... Igo”? Ulysses moreovel, when we meet with
him, 1s yeaining “to seek a newer world »

It should here be stated in passing that there 1s hittle
of rehgion in “ Locksley Hall” and m many of the other
poems that group themselves around 1t , that subject 1s

1 See “Maud, Partl X u Alsoeference to this passage onp 160
2 ¢ Locksley Hall g5and g7
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fully dealt with n the desperate struggle between “ The
Two Voices”, also in “ In Memoriam ”

To resume the former 1unning comment, we may next
notice that “The DayDream” pleads with utility 1n behalf
of beauty , ! and that in “Amphion ” the poet asserts

# Tis vain! 1n such a biassy age
I could not move a thustle

Possibly if “ Will Wateiproof ” had been diinking watei
mstead of po1t, we should have had a veiry different sketch
of the times even as 1t 1s, not everything looks rosy
through the :oseate wine And just because the flagon
(that held a pint) 1s empty,

¢ With self at strife
I tahe myself to task

a proceeding which 1s continued through some five
stanzas
The poem “Ta ——, after 1eading a Life and Letters ’
(printed 1849), doubts whether the times aie such as make
the poet’s name worth the winning “ Lady Claie ” tells
us how Loid Ronald was 1ewaided for being tiue to true
love “The Lowd of Burleigh * lihewise stooped, but he
played tiue love false—just ever so httle “King
Cophetua ” was more fortunate with his beggar maid
The lmes, “ Come not, when I am dead” (punted in

1851), grow 1n meaning if read with the following passage
on which they appear to be based

¢ Here lies 1 wretched coise  of wretched soul bercft !

Seek not my name  a plague consume you wicked cutiffs left

Here lie I, Timon who, alive, all living men did hate

Pass by, and curse thy fill, but pass, and stay not here thy gait *

Tesnon of Atkens

A somewhat similar sentiment finds expression 1n Shake-
speare’s sonnets  Over these Tennyson bitooded often at
this petiod, as we gather fiom “ In Memoriam ”

1 Science grows and Beauty dwindles
Lo/ sley Hall Sirly Years After
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% The Vision of Sin ” foums a fitting climmax to this long
airay of poems that deal, most of them, and more or less
duectly, with the mystery of evil

All the foregoing poems used to be regaided as belong-
mg to the rolume of 1842 They have theiefore been
gouped together  “Bieal, DBieak, Bieak,” mught be
added , but, sacied to the memory of Hallam, it finds a
place i the chapter on “In Memonam” The lonely
melancholy of “ A Faiewell ’ may also be mentioned , 1t
probably belongs to the year 1837, when

T vaving these, to pass anny,
I think once moie e seems to die
In Mempsran o

Glancing now at other pouns nem enough in dateto be
regarded as contemporaiy with the volume of 1842, we
fiist notice the mouinful and iemathable stansas con-
tributed by Tennyson m 1837 to “ The Tiibute - A Collec-
tion of Miscellancous Unpublished Poems by Vailous
Authois” They are well known as bemng the nucleus of
““Maud,’ and they aie fully tieated of 1n Chapter X.

¢ Teais, Idle Teais” must next be mentioned, its
tendeily regietful music flowing fiom the ilhmitable
yeais, found a place 1 “The Pincess” in 1847, but it
was piobably of eailier date It 1s fully consideied mn
the Appendin to Chapter VII

Some shoit poems published a hittle latei,! patriotic
and war-hke, give fnther evidence of influence cherted by
contempozary e\ents, as also do the subjects of wat and
patriouism geneially, which will be mentioned in the
chapter on “Maud” Meanwhile, the queshions to be
dealt with as avsing out of “Locksley Hall” are chiefly
social They appeat agamn 1n the “Enid and Nimue” of
1857, the “Idylls of the King” of 1859, and the “ Sea
Dreams” of 1860 When we 1each “ Aylmer’s Field ” of

1 # Britons guard your own’ (1852), * The Third of Tebruary (1852),
Hands all Round  (2837)  ““Lhe War (1859)



Englrish Iaylls and Qiler Poems 157

1864, we hear the curse first pronounced 1n *Locksley
Hall ” upon “ the social wants that sin against the stiength
of youth,” repeated with ternble emphasis
““He believed

This filthy marriage hindenng Mammon made

The harlot of the cities nature crost

‘Was mather of the foul adulteries

‘That saturate soul with body

At “Aylmer’s Field” we pause, 1t 1s the latest of the

longer poems that have links with “ Locksley Hall”, and
to complete the Iist, we now add the earher long poems
of the peitod, “The Princess,” “ In Memoriam,” * Maud *
The four “ Idylls » might well be citéd T this connection ,
but we will leave them in the region of romance, and
briefly show how closely the other four are ielated to
“Locksley Hall” This must be done very generally,
possibly by a single quotation From “The Princess,”
for example, we mught choose the very short passage
“Ourselves aie full Of social wrong® “In Memoiiam *
mcludes most of the topics of “ Locksley Hall”, the
quotation chosen shall be sunilar to that from “ The
Princess * “ Ring out old shapes of foul disease” (cv)
As to “Maud,” a just comparison between that poem
and “Locksley Hall” would require a sepaiate chaptei
The poems a1e p1obably sepatated by a nariower space of
years than the dates 1842 and 1855 seem to imply Each
ostensibly 1s a love story in which love 1s undone because
the guaidians of love have

¢ Two eyes for your banker,

And one chilly glance for yourself,
and 1n each poem the moody hero exclaims “ Fiailty, thy
name 1s woman,” and 1s then tempted to add, “ Man
delights me not, no1 woman nerthe: ! Strange characters
both, but for the fact that none could better play the pait

1 ¢ Thanks for the fiend best knows whether woman or man be the wore
Mand, I 1v 19
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of mouthpiece for the poet. The lover in “ Maud” also .
resembles the unheroic prince in “ The Princess,” who is
redeemed by love after terrible illness ; loses, for example,
his “haunting sense of hollow shows,” as the lover in
“Maud ” loses to some extent his “ old hysterical mock-
disease.” Butto return to “Locksley Hall” and “ Maud.”
There is the same outcry in each against almost exactly
the same social abuses : and the same distiust in Science,
though this is more decided in the later poem ;* there is
the same consideration ? of the possible benefits of com-
merce : of the more possible benefits of war ; of patriotism
as the moving spring of noble life. In each the love
motive is often overnmastered by some other, such as
patriotism, or war. In “ Maud,” for instance, as will be
seen in Chapter X., although Maud looks down from the
regions of her rest and cheers her lover, yet the com-
plete cure of the “disease ” is left to a patriotic war ; and
very strange indeed is the effect of the close of the poem.
So in “Locksley Hall,” the chief and the final hope of
noble life is contained in the two words, &1 _go,” * to which
we are bound to add, with your merry comrades; and, we
may suppose, to fight somebody somewhere. But this
most interesting comparison between Tennyson’s first
and second “Hamlet” must not be carried further. It
remains to glance again at the fourth long poem, “Aylmer’s

1 Compare—

* There methinks would be enjoy ment more than in this march of mind,"

. Locksley Hall, 83.
with

'* But these are the days of advance, the works of the men of mind ;
Mand, 1, i, 7.

in the first we have only the expression of doubt ; in the second of ironical
conviction.

2 Also in * The Princess,” * Those two d twins, C and
Conquest.”

3 ¢ Let it flame or fade” at the end of ““Maud” corresponds exactly to
*‘ Howsoever thesc things be” at the end of * Locksley Hall.”
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Field” : from which may be quoted a passage appropriate
not only to the more impoitant but also to the lesser of
these many * poems of cicumstance,” as they might alinost
be called ; 1 all of them we may fairly say that Tennyson
“Dash'd his angry heart
Agamst the desolatons of the world *1
And now, in the face of such overwhelming evidence,
which will be considerably strengthened in the chapter on

¢ Maud,” we may reasonably conclude that the chief motive !

of “ Locksley Hall ” is to be found in that part of the subject
matter which was contemporary; which had been ac-
cumulating for many years ; which for many years had
mvaded and pervaded the poet’s ife ; which found expres-
sion, more or less full and distinct, 1n almost all the poems
he wrote at that period.

But what of the second “Locksley Hall” ?—was that
written under the same circumstances? Precisely, 1s our
reply. It bears the same relation as the first “ Locksley
Hall” does to the time n which it was wntten, and the
poems near to 1t in date. The fitting character could be
created at any time ; and in “Locksley Hall Sixty Years
After,” Tennyson gathered together the sadder topics of
the day, the sombre reflections scattered among many
contemporary poems, and then once mote

““ Bore down 1n flood, and dash’d his angry heart

Agamnst the desolaticns of the world.”
‘Whatever he may have been in actual hfe, Tennyson is
seldom joyous in his poetry ; there he thinks deeply, feels
soberly, takes the time seriously.?

1V. “LocksLEY HALL,” OBJECTIVE, At the risk of
weakenmng our argument we place this inquiry in the
second place, thus securing a fuller advantage to a gene-
rally received opinion. But to regard “ Locksley Hall”

1 ¢ Aglmer's Field,” 633, 634 .

2 ¢ His also habittial gaze at life in its deeper aspects, which else would
almost have overwhelmed him with awe."—Mr KNoWLES of Tennysom,
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as a work of impersonal ait 1s exceedingly difficult , the
subjective motive cannot be lost sight of long together.
Nor can we view 1t aiight unde: this head without 1n-
cluding within our range of vision the companion poems,
* Maud,” “ Aylmer’s Field,” * Locksley Hall Sixty Years
After” It will be best tow, and then
examune the leading characters
It 1s a well known story, as noticed in the former
section , 1t 1s told by Tennyson sevetal times over It
finds a place, though with a difference, even 1n “ Locksley
Hall Sixty Years After”
“ Julted for a wealthier ! wealthier?”
A man and woman have known each other perhaps
since they were boy and gnl together The 1esult 1s love
The currents of their being flow on m one fan stiong
stream  But as long ago as Shakespeaie’s time,
¢ The course of true love never did run smooth,
But, either 1t was different 1n blood
Or else 1t stood upon the choice of friends *
Midsuntines Neght s Dreanz, 1 1 134
A “choce” detetmined by a too eager iegard foi
gold, and a too light regard for the intensest and the
holiest emotion of human hfe If the gul s weak, she
forsakes her lover and maines a fortune,! if she 1s
stiong, she 1emains true, and dies, and this with moie o1
less of heroism , for often the fashion of 1t looks clandes-
tine mm a day like ous
Such, in brief, is the story of “ Maud,” “ Aylme:’s Field,”
“ Locksley Hall,” and some other poems near the date of
1850.%
1 Was Amy so much to blame!' Amy loved me Amy fuld me, Amy
was a tumud child *
- * These had been together from the fuist
They might have been together til) the last
- Aylmer s I'ield 713, 714
lhis 15 the tale as told by ‘Maud “ Lochsley Hal, and ¢ Aylmer's

Field’ There 15 no such pathes of reltion hetween the loveis in ¢ The
Gardener » Daughte
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The subject, however, as mtioduced mto “ Locksley
Hall Siaty Years After * 1s different, the woman 1s not
weaky but victous, “ A wotldling, boin of worldlings.”

¢ She that holds the diamond nechlace dearer than the golden ning " (x1)

In this later pocm, moieovey, the lover 1s said to be “of i
easter, earthlier make”

Our buef considetation of the theme as such has no“,
brought us to the boader ‘of the former section, for the
fact that thc poet tells the stoiy with a puipose more
conscious than a mele att motne, 15 here agamn forced!
upon us, fiist fiom the fiequency with which he tells 1,
and ne\t, because the moral of “mairiage-hindering
mammon ’° may always be 1ead i some mneleiant |
passage.

In “Locksley Hall” and “Maud ? a 1emedy 1s pro-
posed for wounded love, m the former 1t 1s a prospect of
progress due mostly to science, m “ Maud,” where the
poet’s faith 1n science has been shaken, it lies 1in the
energizing of a nation by wai In “The Princess,” we
may add, which dates between the two,

T he sport h'f science, fill me with a faith "

while agamn, m “In Memoriam,” science fills the poet with
a doubt ;
¢ A higher hand must make her nild
If Yl be not m van »

In “Aylmers Tield” the poet’s best hope seems to be
ewpicssed by the saying “marniages aie made m
Heaven”?

- And lastly, m “Locksley Hall Sixty Years After,” no
hope 1s left m science o1 commeice ; none 1s suggested
by war, none by the piesent anywhere, except in 2 good-
ness itsclf exceptional ; what other hope there may be is
withholden n the future. *

1 Line 188
M
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T'rom the story we turn to the characteis ; as a genexal
statement at the outset, we may say that most of them
spoil the sto1y  “ Lochsley Hall” and “ Maud ’ contan
some of the finest poetiy ever wutten about ealy love,
and 1 each poem love 1s slam by the very hero himself
Che poet who could wiite.

“ First Iove first friendshup equal powuis

1hat mary wath the virgin heart”
would haidly do fan justice to « fisst lone ’ his loveis
aie extiavagant , those they love aic disappointing  The
heio of “Locksley Hall” stultifies lus position, he 1s the
sport of moods which “vary Mostly for the woise”

*““ The fires of youth, the follies, furies, curses passiontte tears ™1

The moods of Maud’s lovel vary yct more fo1 the woise.

One has haidly the patience to pomt them out As to

“ Aylmer’s Field,” the lover theie does not make himself a

lunatic , and why? simply because his biother acted as

Tennyson s spohesiman, and spoke to the citent of some

hundied and fifty lines, and spoke pietty plamnly That

15 just the difference 1n “ Aylmer’s Field ” the poet had

no motne for making the lover a caticatuie We look
jon to “Lochsley ITall Sty Years After, ’ in this poem,
{ as m “Locksley Hall” and “ Maud ”, there 1s only the
! one chaiacter throngh whom the poet may find utter-
ance for unpatient long pent emotion, and theicfore that
character 15 again a caicatule.

Tennyson, say some, allowed the lover to 1ave and
ezaggerate mm “Locksley Hall,” m oider that he might
1epresent hum 1n “ Locksley Hall Sixty Years Aftet ” as a
man whom tine had made wiser, kindei, and more
worthy to be loved. But smely Time, the physician,
never had a more unsatisfactory patient, 1t would be
much easier to show that sixty years had made Amy’s

1 ¢ Lorksley Hall Sisty Years After  (20)
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lover sinty yeus older and not a year wiset ! Certamly
he does cwtion his grandson 1n 1efeience to the past,—
*Youthful jealousy 1s a har,’ but of himself in that present
he confesses,—

¢ Heated am I you-—vou wonder—well it scarce becomes mune age—

Patience ' let the dying actor mouth his last upon the stage

¢ Cries of unprogressn e dotage ere the dotard fall asleep vogs

Loveis of Tennyson take mot so much exception at the
cunes of the dotaid , but they bear 1t 1ll that two of the
otherwise most entiincing love poems in our litciatme,
“Locksley Hall 7 and “ Vaud,’ should be made to 1ng
false because of the unaccountable moodiness of the
lover, a moodiness—and heie again we retuin to the
former section—that after all 1s accountable when we
1egard the character as an exponent of the poet's own
opinions

The lover 1n “ Locksley Hall” 15 inclined to believe?
that “woman 15 the lesser man ”— Heie, at least, where
natutc sichens, nothing,’ and a contemporary poem
speihs of the “Waywaid modein mind, Dissecting
sy’ The fiush off these dydiangs, W WA YUR, 'R
not entizely Tennyson’s own, the second, he entirely
condemns

¢ Your modern amourist 15 of easiet, earthlier mahe

For he held by an older doctrine, and himself could
look back upon the time®

“When passion first wahed a new hf. through lus frame

Then why did he not leave us at this matuier period a
poem of young love at once passionate and sane? Because
he was so engrossed with lus Hamlets *

1 Edith, to whom the work of redemp was left conjointly with Time,—
[ “ Nurseof alling body and mund  (Couplet 26)—does not seem to have been
much more successful

2 Conplets 75, 76, 77

3 Asin the sonnet  Check every outflash (p 145)

4 “*The Gardene:i s Daughte and the new version of ‘‘ The Mille »




164 Handbook to Tennyson's o1 ks

But Shakespeaie, who was doweted with the love of
this love, left us moie than one such poem And 1t 1s
cuttous that his notable play without a heroine 1s the play
that passionately idealizes a fuiend Just fo1 a Iittle he lost
his faith in woman, he foisook Opheha for Hoiatio, buthe
nevelr did it again  And fiom Romeo and Juhet to Feidi-
nand and Miranda, what lovelier pictures were ever diawn
of love? Let us be tiemblingly thankful that love—tlus
love '— was madc immontal by Shakespeaie

V CovwcLusiov Although Tennyson must seem to
have spoilt the impiession of these thiee monologues,
“Maud” and the two “Lochsley Hall's,” by too much
suspicion of motive, they aie neveitheless 1emarkable
poems .And although he does not say enough about the
good thatis brought forth of evil, and seems sometimes to
forget his own maxm,

$¢ Tt 15 better to fight for the good than to rail at the1ll, *

yet theie 1s left 1n them enough of wisdom and beauty to
charm us nto giateful admiration Nor does the leading
chaiacter mm “Locksley Hall” lose altogether his in-
dividuality o1 his attiactiveness He 1s young enough to
have a future before hum, and buoyant enough to have
some belhief in it To piraise the poem 1 detail would be
impossible hete, even if fifty years of praise had not made
praise something Iike presumption It will be enough to
say that “Locksley Hall” 1s one of Tennyson’s greatest
————
Daughter * might at first seem exceptions yet these give not the passion
of young love, but merely recollections of lIoven 1ge  *‘Iove and Duty 1s
a mystery ‘' The Talking Oak a lovely trfle  Further 1t 1s a very notable
fact that n all these poems the speaker 1 2 man and further, as will be
seen m ‘*The Princess,” the mans atutude 1s always patronising—never
naturally passionate Hence also Tennyson s women are never heroic hke
Shakespeare §
1 We do not forget our gratitude to Tennyson for the love he made im

mortal, the love of a fnend n “In Memoriam, and in “ Rizpah the love
of a mother
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successes , one of the most onginal, most fascinating,
most populal short poems of our time

It was a poetical smiprise and delight, onc of those
fortunate poems that everybody reads, and concerning
which some one tells you with enthusiasm, “I shall never
forget the first time I read 1t” Of these “fortunate”
poems Tennyson has written a remarkable number.
Shakespeare and Milton 1n our literalure, and some five
or six masters of song in other literatures are of couise
excepted when we make the asseition that 1t 15 impossible
for any man, 1eader or critic, to keep fairly in mind the
beauty, ougmahity, variety, and extent of the poetic
treasures bequeathed to his fellow mllions by this one
poet The maker of a book about Tennyson may be par-
doned if now and then he puts aside the weights and
measues of judgment, and pauses merely to admne

VI O1HER ASPECTS Oor' THE VOLUME OF 184z.
THEC REVAINING PorMs — The later explanatory title,
¢“Enghsh Idylls and Other Poems,’ points to a second
important charactenstic of the volume of 1842 The term
1dyl],” which 1s so largelv employed by Tennyson, meant
1n the original Gieek, “little picture ¥ In the sense of little
pictures of hfe 1t was applied to the bucolic and love
poetry of Theocnitus, which deals chiefly with the hife of
shepherds, and mostly uses pastoral scenery for the back-
giound of the picture  Thrs poetry, which was essentally
natural, found many imtators, such as Vugil It then lost
1ts natwalness, admitted pohtical, moral and philosophical
elements ; and 1n the hands of many English writeis of
pastoral verse became an msipad jingle of aitifice and
convention

The modern 1dyll seehs chiefly to expel aitifice and
restore nature Southey, accepting a hint from the
German 1dylls, wrote eight eclogues, which may be re-
garded as the precursois of Tennyson’s 1dyllic poems.
Some of Crabbe’s tales are 1dyllic, as alsO are some of
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Wordsworth’s. Tennyson, however, has widely extended
the province of the 1dyll, so that 1t includes such vaiious
compositions as the “small sweet Idyl” of “The Pun-
cess,” and the epical series of Arthuiian poems

One defimition of the teim “1dyll? will be found on
p. 201; and the following may serve as another, but a
precise definition of this foum of poetiy in Tennyson seems
impossible —*“ An 1dyll 1s a picture in verse of the sumpler,
purel, and moie natuial life that 1s always associated with
the country, and the scenes amid which that life 1s laxd
will mteapiet and haimonise with 1ts emotions ”

Such are most of the 1dylls in thisvolume, and we may
therefore expect a certain number of pocms des eloping 1n
various duections the type alieady mtioduced n “The
Miller’s Daughter ” ; poems of modein English life, fiesh,
simple, and of puie affection, and made one with every-
thmg that 1s beautiful m natuie Of these the best
example 1s “ The Gaidener’s Daughter ”

Modein Englsh life 1s also 1epresented in poctiy of a
conversational half idyllic chaiacter, such as “Edwimn
Moins” and “ Walking to the Mail” These picces are
strikingly novel. In “"Will Wateiproof’s Ly1ical Mono-
logue ¥ Tennyson’s fine faculty of humow appears for the
first time ; and 1 “Moite d Arthu1,” the book fuither
affords an eainest of the Aithuiian 1dylls

This volume of 1842, contaimmng as 1t did so much that
was new and at the same tume magnificent, easily estab-
hshed Tennyson’s position as a poet of a very high ordei.
Moreovel, although most of the poems weie to undergoa
good deal of 1evision, they weie on the whole much moze
highly fimished than thosc of the formei volumes and,
what was also important, with the exception of “The
Skipping Rope,” they offered little that could provoke
hostile criticism

Finally, the poet had profited gueatly by citicism and
by ten yeais of toil, in the new poems the mannerisms
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that weie so panfully abundant in the two carlier volumes
become less fiequent, and i some cases disappcar alto
gether , theie 1s less strainng after efiect, and more of
the seiious business of poet:v , melody does not so often
attempt to fice itself hom matter , the whole volume 1s
pervaded by yet higher rcfinement, tiuth, seriousness,
nobleness , and, to tetuin to the foimer section of this
chapter, if Tennyson’s expetience has made him sad, 1t
has also made him a gieater poct

Nor must another impoitant cause of his somewhat
sudden 1enown be forgotten , 1t has aheady been remarked
that the volumes of 1830 and 1833 which now reappeared
as “Volume I,” weie increased m value thiecfold But
to measuie poetic value in any such definite way is not
enough , 1t would be easicr and probably tiuer to say that
the revised edition of the eailier poems was almost as new
and remarkable as the additional volume of 1842

Three volumes, theiefoie, we might almost say, were
now sent forth at once and with these Tennyson could
challenge all or most of the poets is contempoiaries,
among whom, though some had almost ceased to write,
weie i1edoubtable names, such as Wordswoith , and the
follow ing list of possible competitors, forrudable or other-
wise, 1s not uninteresting —Southey, Lando1, Leigh Hunt,
Monckton Milnes, Biowning, Elizabeth Bairett, Lytton,
Sn H Taylor, Mackay, P J Bailey, Steiling, Hood,
Campbell, Ruskin

(67) “TuL EPIC,"—(68) “MORTI D'ARTHUR” (sce
“I1dylls of the King,” Chapter XI)

(72) “THC GARDCNCR'S DAUGHTLCR, OR, THL
PicTurrs —The second of these titles seems to suggest
the motine of the poem. The subject of the 1dyll 1s “ A
Rose 1 Roscs,” that 1s 1o say, the poet wants to paint a
beautiful woman i suggestive and equally beautiful
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sutroundings, Compared with what he intends to accom-
phish now, his former shetches, with one or two excep-
tions, are a mere Jingle of woids; among the exceptions
are The Miller's Daughte:, Aphrodite, and Cleopatra.
Further, the whole picture as 1n “ The Miller s Daughter,”
is to be suffused with the glow of young lone What
story will smit? 1t must be of the slendeiest, for he intends
to paint rather than articulate , then he had belte: boirow
mcidents from actual pamting, and thus disguise his
mtent, or diaw a parallel to it. Hence the pictuies;
hence the artist story teller, for he may enlaige the
pictonial element as he proceeds ; hence, as a fnthe: dis-
guise, the second airtist, who pamts his pictuies also.
But the stoiy 1s a little improbable, and after all too
evidently a makeshift, yet, in 1its kind, tlus poetry 1s
matchless. We have a picture, let us say, 1ather than a
poem , modern poets have often succeeded in expressing
emotion, too subtle for definite thought, by a kind of
word music , here, instead of aiticulatc emotion we have
word-painting.  Naturally, theiefore, thyme or quick
movement will be out of place wheie a pictonal effect 15
ammed at ; 1t 1s too obviously musical ; and we have stately
blank verse accordingly.

But the poem has other peifections, and too numerous
to mention ; 1t has also some of the faults with which we -+
aire familia1 , and other poets are laid under contribution
much as in the eather volumes Of these the chief 1s
Milton, For example, *Paiadise Lost,” 1v. 268 270

* That fair field .

Of Enna, where Proserpinc githering flowers,

Herself a fairer loner
may be compared with “A Rose in Roses” That the
passage was in Tennyson’s thoughts might be seen from
anothe: 1mitation m *Edwin Moirs,” “ Like Pioserpine
in Enna gathering flowers” ¢ Leaves that t1iemble round
a nightingale,” would be Milton’s “Auns, vernal aurs,
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Attune the tiembling leaves ” While under the spell of
such beauty as Ines 1n every lime of “The Gaidener’s
Daughter,’ we do wisely to remember the yet mote abun
dant and moie enchanting beauties of “ Paradise Lost ”?

(77) “Dora"—Tennyson’s bent 15 towards ssmphity ,
yet his woist faults appear in his simpler styles  His cluef
weahness 1s weakness,~ and this weakness will naturally
asseit itself in such simple poems as “ Dora,” wheie self
consciousness of manne:r has not been altogether refined
away “Locksley Hall Sinty Yeais After ” has twice the
stiength and much of the beauty of “ Locksley Hall”,
“The Ancient Sage ’1s worth a scoie of “Two Voices”
“Lucretius ” can 1val “Tithonus > and moie than mal
“Enoch Aiden”, and a stanza of “Rizpah” nught to
some seem a fair exchange foo “Doia” “Doa” 1s a
kind of poem about which we mught say, that had the
poet written that one only, it would have gnen us a dif-
ferent impression , the author of “ Doia,” and not Woids-
worth only, would haive esposed himself to the amusing
minucty of the biothers Smith—

¢ Papa (he s my papa and Jacks)

Bought me, last week, a doli of wax,
And biother Jach a top

¢ Isawthemgo one horse was blind,
7T he tauls of both hung down behind,
1har shoes were on their feet

The opening lines of *“Doia,” for example, read without
conteat, might seem to hold bathos at bay , but, looked

1 The famous comparison, wThath
‘Thathur

More black than ashbuds i the front of March,
may seem more novel than exact The ashbuds that adorn the brow or the
early part of March haye a rusty and dusty brown blach appeaiance, which
1s more noticeable by )s with Swinb s figure for a lady » hair—

‘¢ Clear now as the plume of a bnght black bird

~ Page 53
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at more closely, and mn connection with the rest of the
poem, they aie assuredly weak To begin with, the repe-
tition of any one set device 1mn such a poem 15 enough
to turn the scale  “ With Farmer Allan at the farm abode
Wilham and Doia Wilhath was his son,”—i1s good
enough , but towards the close we have, “ And fo1 thiee
hours he sobb’d o’et Wilham’s child, Thinking of Wilhiam ”
This remunds us too clearly of *“faim” and “Wilham,”
both repeated in the forme: passage Again, the woid
“abode” 15 used a second time, perhaps intentionally, at
the close, but 1t 15 too special in 1ts use, too biblical to
bear such 1epetiton This judgment comes of a moie
general view “yeained towards” in the first half dozen
lines 1s excessively bibhcal, as also 1s, “ Then the old man
was wioth,” a few lines further on  To the remaiks made
upon the close of the poem may now be added a 1eference
to the over-studied metiical prose of the last four Imes
As to the 1epeated line, “And the sun fell, and all the
land was daik,” 1t would be majestic 1n its beauty in the
“Idylls of the King ,” heic 1ts stiun 1s of a2 mood much
too high  Ifnow we view these paiticulais (which nught
be increased almost indefinitely), as they appear in the
poem as a whole, we aic sensible that the style has not
grown natutally out of the subject, 1t 1s not what expres
sion 15 to the featutes, 1t 1s not as the spint that niadiates
the foom

The faults of “The Gaidener’s Daughte: » nere alto-
gether different, that was a much better poem , weak
ness was raiely appalent , therc was a multitude of filed
phrases that had been used before by the author, o1 wonld
be used agam , some shght excess of natuial descryption
over motine and impylse—in other woids, the poem was
at times 1athe1 too objective to be the woik of an aitist in
words, and theie was pethaps an unnecessaiy quantity
of boitowed oinament  But the effoit was as lughly suc
cessful as 1t was novel,
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“Dora,” as Tennyson mfoims us, was “partly sug-
gested” by “The Tale of Dora Creswell,” m Miss
Mitford’s “Our Village’ One charactenstic of the
veise would be anticipated by a consideiation of its
simple style, theie 15 a very lamge proportion of mono-
syllables , moieover the 1mageiy 1s as plam as the style,
and the 1ocabula1y 15 essentially Enghish

(79) “AvupLry Cour1 ”! Tlus idyll of plain modern
Enghsh Iife 15 both new and excellent The stoiy may
be paitly 1f not wholly a means of intioducing the songs,
especially when we i1emember the two songs m “The
Puincess ” that were sung at a picnic- Foi these songs
ale something almost 1f not quite new, they are blank
veise made fairly lyrical—to be made charmingly lyrical
n later volumes * Aleady the second of the two antici-
pates the “Swallow Song” mn “The Piincess.” At the
end 1s another well-known Tennysoman close, follow-
mg and making approptiate a bit of descrption other-
wise somewhat long, somewhat too emotional, but, as 1t
stands, i1cal, admmnable, beautiful E-actly the same
device mav be noticed at the end of “The Puncess,”
wheie a yct moie lughly coloured desciiption 1s toned
down by thiee matter-of-fact lines and their concluding
“home well pleased we went” And, geneially, it will be
noticed that 1n all these 1dylls a perfect corzespondence 1s
pieserved between the subject, and the sceneiy and
1magery that adorns it Many of the figmes i this poem
aie plain but fiesh, and “ bieathing of thesea ¥ * Sharper
than an eastern wind ,” “as a thorn Tuins fiom the
sea,” “The pilot of the daikness and the dieam ,” “the
chiffs that guard my native land , > “ I mught as well have
tiaced 1t mn the sands ,” “the sea wastes all”

1 Seeqlsop 153
- Viz, “7Tears, wdle Tears, by Violet, ind ' The Swallow Song, by
the Prinee, Canto IV o See Chapter VII , Appendix
\
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(81) “ WALKING TO 1HE MAIL” This 15 another
Idyll, conversational or half-diamatic i foim, which
bungs us close—perhaps too close—to modern ordimary
English Iife The humou 15 a hittle bioad, as mght be
expected between characters who aie recollecting school
or college days, when one of them was “As ciucl as a
school boy *

To the motire of the poem some reference 15 made on
P- 153, 1t my be discovered paitly mn the hne that con-
tains words 1n 1italics, “ He left /Z:s wife behind ,” also,
“That was the last diop m the cup of gall” In other
woids, the poet deals first with unhappier relations be-
tween husband and wife than those of the Lord of Bui-
leigh, next, wmith “the same old so1e” that “breaks out
from age to age” At the close we note the reveision
from eainest moalizing to “thiee pyebalds and a roan.”

(83) “EDWIN MORRIS; OR, THr LARL”! was fist
published 1n the seventh edition of Poems, 1851. In this
wdylly as befits the occasion, the theme of ¢ Locksley
Hall” 1eceives highter —peihaps happier—tieafment .

“ She seems a part of those fresh days to me

Agamn we have a poem quite new in every paiticular ;
and a pleasant addition 1t 1s to the stotes of Englsh
poetiy. Nothing very poweiful o1 grand, perhaps, but—
and so ate they all—a wonder of minute beauty, fine
imagination, wise thought, perfection of form  As, wiiting
these notes, we tuin the pages over to glance for the
hundiedth time at this succession of pieces onigmal and
matchless of their kind, we become almost bewildered at
the “full cell’d honeycomb of eloquence Stored fiom all
flowers , ’ especially when we remind ourselves that there
aie yet to be noticed “The Talking Oak,” “Love and
Duty,” “Ulysses,” “ Tithonus,” and many more. From

1 See alsop 134
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this shght poem alone what a selection of apt or charm-
g quotations might be made ! what vividness of gesture-
panting, for example, 1n the lines, “ Again with hands of
wild 1ejection—Go '” but to begin quoting 1s easier than
to end, our attention, as often, must be limited to the
close of the poem , not intentionally commonplace this
time ; fo1 the last thiee lmes sketch the 1etuinming spring
and summe: that bring back little Letty, only three lines,
yet the enchantment of spring ! and the light and colour
and warmth and slumbious beauty of summer aie 1
them; and they do not contamn one among the many
thousands of hackneyed espiessions which the average
poet must make use of when descubing those seasons
Everything mn the thice Iines 1s new, or newly put, and
put with 1avishing effect

(85) “ST SINEON STYLITES®’ “A man’s chauty 1s in
propoition to his knowledge ; the gieater knowledge, the
greater chauty ” Theiefore when Tennyson paints for all
time such types of medizval i1ehgion as St Simeon of
the pillai, St Agnes, Sn Galahad, and the 1est, he will do
1t with some sympathy of chanty, “Thou wilt not gash
thy flesh for him,” says the preacher in “ Aylmer’s Field ,”
“for thine Fares uchly, n fine inen? Macaulay says
somewhere, “ It made them a sect, 1t left them a faction.”
Even the ways of domng God service will change with
the times; and what 1s at first a vintue may at the last
become a ndiculous form. The days have been when
men who would woirship must flee mnto the desert; the
world has been so lustful that he who would save his soul
from his body must triumph over his body altogether ;
and St. Sumeon on Ius pillar not only drew safely nearel
to his God, but also was hfted up before men who could
learn self-sacrifice and holmess 1 no other way. Cer-

1 ¢“Prime” recalls Malton s line
¢ The season, prime for 5w estest scents and airs,”
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tamly Tennyson makes a poem out of the situation , but
not quite as the Soul mn the “Palace of Ait” turns toa
vam and selfish zsthetic account whatever the past had
tieasuied of nobleness, faith, tiuth, beauty, and love He
does thiee things as an artist, he sets before us an 1deal
1epresentative of tlus class of ascetics , as a moralist, he
makes clecar to us then mistakes; as a wise man. he
makes us feel hindly disposed towards them, even as he
almost certainly does himself

“St Simeon Stylites” will he found 1n Gibbon’s ¢ De-
cline and Tall of the Roman Empue,” 1n those pages he
meets with no sympathy. The poem 1s a very clever m-
tellectual study ; that 1s 1ts chief ait, and fiom that we
must denve owr chief pleasue?

(83) “THL TALKING OAn” Spite of Goldsmith’s
“Edwin and Angelina,” and many other poems in which
this ballad stanza could not be iegarded as a complete
success, Tennyson was detetmined to tiy its quahties;
and, as usual, was completely successful

The poem 1tself 15 one of the most delightful in the
~vthime , arthy, foatdidy, wnd wleasdy Eugs e
well-known figure, “The flower she touch’d on,” 1s not
quite like Scott’s

“E ¢n the shght harebell rused 1ts head

Elnstic, from her airy tread,
for 1t 15 a “pathetic fallacy ;” and as such 1s appropriate
enough 1n a poem about a “ Talking Qak ”?

Those who know Tennyson as a metuist would evpect

1 At the same tume, 1t may be questioned whether such poetry 1s of a very
high order Let prose remain the recogmized medium for expressing in
tellectual thought, and let what we prize most 1 poetry still be music, picture,
emotion, imagination  Or, if extremes are being dealt with, let us not be
blwmed 1f, from the two farms of poetic excess, we choose a *‘ harmomous
dance of words upon the bnink of nonsense,” befora the 11g1d verses of un-
adorned reason

2 See also footnote p 78
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that in a poem of this length, some variations would be
introduced in the rhythm of the short-lined and rather
rigid stanza ; and such is the fact. *Like a golden but-
terfly,” *“ The berried briony fold,” are among the most
important, and they are more daring than usual. Asan
example of condensed poetical material drawn from the
past, we would select “ All starry culmination drop Balm-
dews.” This, unravelled, would make some half-dozen
lines of prose. The figure, or part of it, occurs very
frequently in Tennyson’s poetry: “ And balmy drops in
summer dark Shde from the bosom of the stars.”!

(92) “LoveE AND Dutv.” (See also p. 154.) This
poem seems to call for a good deal of criticism. Did the
poet choose the subject as he chose the fragment of
“ Sappho” (p. 123), meiely to exe1cise himself in the utter-
ance of passionate love ; or was the subject prescribed for
him ?

In either case the sentiment rings false. Among the
many hard sayings of the Bible there is one to the effect
that the man who has lawfully bound himself to one
waman, and. thexewithal dwells fandly in his thought an
another woman, is disloyal to the first. In other poets
—especially if modern—the discrepancy might not be
striking ; but one of Tennyson’s greatest poems, the
“Idylls of the King,” tells how a kingdom fell in ruins
because of the violation of the injunction “ To love one
only, and to cleave to her.” And this doctrine, as will
presently be seen, is maintained in all his other poems
that deal with the relations between men and women,
The subject is treated more fully in the notes on “The
Wreck.”

But apart from this moral aspect of the situation, how
condescending is the attitude assumed by the man ; he

1 “In Memoiiam,” xvii.
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will take care of himself in his own way, but the woman is
to do what he tells her, which amounts to little more than
a vague looking forward.

The poem bears some resemblance to the “ Farewell
to Nancy” of Burns. Browning in “Evelyn Hope”
and Swinburne in “ The Triumph of Time,” without con-
travening the most exacting morality, work out, each after
his own method, a problem of love unfulfilled. In Ten-
nyson’s poem, if the words “behold thy bride ” are not to
be taken in their usual sense, the passion exhibited grows
out of all proportion to motive. It will perhaps be best to
abandon this part of the subject as a problem not worked
out, merely adding from “The Gardener's Daughter”
a short quotation which seems appropriate to any possible
solution—

*¢ Not easily forgiven
Are those, who, setting wide the doors that bar

The secret bridal chambers of the heart
Let in the day.”

Again, as regards the form of the poem, although the
work is splendid, it loses a little from the obtrusiveness of
borrowed beauty.

Once more, the last few lines may be chosen for com-
ment—four of them The effect, as ever, is very fine;
emotion dies away into the loveliness of great nature.
And the material employed is exquisitely managed ; but
it is not so new as in the passage at the end of “Edwin
Morris.” There we found the classical variant “ Then
while ;” here it is the more familiar and less poetical
“Then when.” But some further important remarks under
this head will be reserved for a second appendix to the
present chapter.

(94) “ THE GOLDEN YEAR.” In this admirable poem,
whichwas first published in the Fourth Edition of “Poems,”
1846, the poet has much to say on his own account, As
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an Idyll, 1t 15 comeisitional, ke “Edwin ANoins}
¢ Audley Court,” and * Walkmg to the Mail,” and like
these contamns much wisdon: and sound «cnse, flaroumred
with a little diy humour. The lesson we leain fiom “The
Golden Year’ 1s an mmpottant one m anm age, and m
evely age it has found some one to teach 11, but no age
should know 1t so thoioughly as our own “Act, act in
the Iining present,’ has become one of the 1ehgions of
the nineteenth centmin Y et no one looks back upon the
past with deaier 1eg.et than Tennvson, and none more
yeatningly towards the futuie He does both in this
poem , and then, for Ins own benoof as well as for the
advantage of the woild at laige, he sets old James 1n our
mudst
W hat stuff1s this!
Old writer pushed the happy season bl —
Tlie more fuols the —we fornard  dreamers both

The passage, “ Shall ca,les not be eagles, wiens be

wiens®” may be pattly explamed by Richard IIT 1 69 72

The world 15 giown <o bad
That wrens mike prey whee ea les due not perch
Since every Jack becime a gentluman,
Thaues many 1 gentle per on made 2 Jack

(95) ULyssts  According to the poet and the fuiends
of the poet, “Ulysses ” 15 a poitrait of Tennyson, but theie
weic many Tennysons, o1 at least two, and a better
likeness of the author of “Fai far anay” will be found
m “Teas, Idle Tecars ° Those two poems come straight
fiom the heart, the others, such as “ Ulysses,’ may be
“drawn fiom the spuit thiough the bram?” If Ulysses
1s a ‘““g1ay spmrt ycaining in desire Lo follow knowledge,”
we also have 1t on the poets own authonty that “ Tears,
Idle Teais” was written to espress ycarnings for the
past ¢ Ulysses” fitly follows “ The Golden Year,” and
affords a stiihing contiast to “ The Lotos Eatets.,” The
modernized Gieek “works, and feels he works.”

N
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This 15 a noble poem n conception and n execution,
although 1ts Ulysses 1s no mote that ancient King of
Ithaca than the Arthm1 of the idylis 1s King of Butain
Of the eaihier Ulysses a dim legend may be 1ead
Homet, and hints gamned fiom Vugil and Hoiace, and
thesc poets are 1epresented 1n Tennyson’sivetse  But the
mote modern figuie has taken shape in Dante’s “ Inferno”
(x\xv1 g4 126), and to Dante Tcnnyson stands most in-
debted The blank veise of the poem 15 admnably
adapted to the character “ Stiong m will To stinve, to
seek, to find, and not to yield ”

(96) “T11HOYUS” How different 1s the soft sweet
plamtive rise and fall, ine after line, of the music of this
mfinite mownfulness—

Immortal 1ge beside immort 1l youth

In manner, this exquisite poem 1escmbles the soliloquies
in such Gieek plays as those of Sophocles “Ulysses” was
a striking sketch of chaiacter, i “ Tithonus” we have
1ather the study of an emotion and its cucumstances

and 1t 1s splendidly treated by Tennyson, nor will we
mar lis petfect woik by detaching any portion for com-
ment Only a few incidental notes aie added 1In the
setting of this classic theme the poet occasionally uses
classic materlal “The gods themsclies cannot 1ecall
their gifts” may be supplied by the poet Agathon as quoted
by Anstotle

r79v Yeup aumat xa ‘ﬂf TTEPITRETA,

EYV X TULY GO a7 WE‘KFG'YILEV:
“While Ilion like a mist rose mto towers >’ —This must
mn “Enone”1s “a cloud that gathered shape” and n
Milton—to be imitated afterwards by Pope—

* Anon out of the earth a fabric huge
Rose like an exhalation
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The legend, without the mist, 1s 1n two hnes of Ovid

¢ fhon aspiuies firmataque turribus altis
Mamin, Phebex structa vanoie lyre

And 1n “Gareth and Lynette ’ the city of Came'ot was
built “ to the music of thesr haips ’

As the poem 1s perhaps the most peifect specimen of
poetic worthmanship 1n all Tennvson, 1t may be supposed
to be a product of his matutest period, and i1n fact
“Tithonus” was not published unul 1860, when 1t ap-
peared 1 the “ Coinhill Magazine” for Februaiy of that
year Veiy shght alterations have been made, the fiist
Iine ouginally read, “Ay me, ay me, the woods decay
and fall,” a Tennysonian weakness that would have
seriously impaired the poem, especially as the exclamatory
phrases occu1 again m line 5o,

(103) “Gopiva” The story 15 famous, and English,
and one often told, yet not altogether a pleasant one,
Sir Willam Dugdale (“ Antiquities of Warwickshne”
1656) dates 1t about 1057 and he gnes a full account of
Godiva’s heioism, and of the baseness and prompt
punmishment of Peeping Tom of Coventiy Diajyton also
m his “ Polyolbion ’ (1613, 1622) gives the legend at full
length  Moultize and Leigh Hunt both made 1t the
subject of a poem, and both then poems should be
compaied with Tennyson’s “ Godiva” Elzabeth Bairett
1s said to have preferied Leigh Hunt’s version to Tenny-
son’s

The poem has remamed uncltered The blank verse
15 in the poet 5 best 1dyllic manner, the local colomng 1s
the chief ment of the piece “ His beard a foot before
hum, and his hair A yaid behind,” “ Then filipp'd at the
diamond n her ear,” ‘“He parted, with great studes
among his dogs,” “Like a summer moon, Half dipt in
cloud,” ** And all the low wind hardly breath’d for fear,”
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“The little wide-mouthed heads upon the spout,”—all
these and many more adorn a well-told story.

(104) “THE DAY DREAM.” “Such is this elegant and
commonsense socicty, refined in comfort, regular in
conduct, whose dilcttante tastes and moral principles
confine it within a sort of flowery border” Having
sketched our modern English society in these words,
amongst others, M. Taine procceds to take the measure
of its favourite poet and of his poetry ; “ Does any poet
suit such a socicty better than Tennyson. ... The
ladies have been charmed by his portraits of women;
they are so exquisitc and pure . . . His poetiy is like
one of those gilt and painted stands in which flowers of
the country and exotics mingle in artful harmony. . . . It
seems made expressly for these wealthy . . . heirs of the
ancient nobility. . . . It is an eloquent confirmation of
their principles, and a precious article of their drawing-
room furniture.”

M. Taine was often dazsled by his own brilliance, but
never so much as when writing his famous chapter on
Tennyson. Certainiy there is some truth in these para-
graphs ; besides, Alfred de Musset filled all the rgom of
all the critic’s love. But Taine allows T ennyson so little ; ;
“We think of that other poet, away there in the Isle of
Wight, who amuses himself by dressing up lost epics.”
He might as well have thought at the same time of
Virgil dressing up lost epics in a Sicilian or a Cam-
panian villa, anywhere away from Rome. He could not
see the second Tennyson, a man not of the people perhaps,
nor yet tortured by passion nor by pain—but him we know
as The Ancient Sage, Ulysses, Lucretius, as the case
might be. Let us however admit that the first Tennyson
or his Day Dream was an article of drawing-room
furniture ; such also is a rose; and as the thought rises
in our minds, we turn to the poem before us, and there



Englhsh Idylls and Other Pocms 181

we find the poet s best defence, and a “ moial shut Within
the bosom of the 10se
L beral apphcatniar e
In \ut ike Vatme dearcst fnu d
Alfied de Musset may make the heait bleed with pity or
tiuth or pain unknown befoie, Robert Browning may
fortify the soul as with stiong new wine, but Alfied Tenny-
son may cieate in us the love of loveliness, and where we
could neither be fuightened mnto conviction nor pieached
mto practice, he m1v en 1ce us mto nobleness
In «pite of all
Some shape of bequts moses anay they dl
From o dark prits
(hEATS L7 tysm o1 )
The “Day Dieam ’ contamns other morals which each
“may find According as hus humours lead
This graceful, delicate, and delhightful poem grew out
of the section entitled ¢ The Sleeping Beauty, which
appeared with some difierences 1n the volume of 1830

(108) © AMPHION 15 another poem witha moial This
» quite another way of enticing us mnto nobleness  Pro-
Labl. there does not exst in all hterature a more charm-
g shoit poum than the one preceding , as to the ment
of 1ts ~uccessor we must be m ~eme doubt It has been
improved in torn, and contains many humorous touches,
but the humour 1= some vhat heavs and heie agam the
poets smile 1s ¢ a gnm one  Sull, the poem 1s excellent
work 1n many respects , and but for the personal sug
gestneness of the whole might be 1egarded as a fairly
cleser periyrmame But altogether the impression it
leares un the mund 1s a doubtful one, ve can hardly say
“ Heie we have the poet at his best ’

It mayv be regarded as a pnvilege accorded to poets
that they ~hould despan of their ime and place and race ,?

1 Seep -1
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but Tennyson often comes neai to abusing the pinnilege ;
and heie in “ Amphion” 1t 1s “a birassy age” in which
“1 could not move a thistle.” This 1s perthaps to be
1egieited, for no poet has 1eceived gieater rewaid o1
gteater honou: than Tennyson An age that puichased
10,000 copies of the *Idylls of the King” within sin
weeks, proved itself to be no “biassy age,” no poet
was so constantly suppoited by leaders of thought ; and
consideimg the unusual weaknesses that piovoked
criticism 1n his fiist two yolumes, he has been dealt with
by the ctinics most gently. He speaks of “ months of
toil,” but we hardly realize the advantages affoided to a
poet in these days of abundant editing, good printing,
and low piuiced hteratme—to a poet, moteover, who 1s
“heir of all the ages.” In oider to gain the same amount of
knowledge, Milton must have labouied twice as hard and
with discomfoits innumerable It 1s not stiange that he
should have become blind Ceitainly he hoped to find
“fit audience, though few ,” but 1t can haidly be said
that he reahized the hope.

A poet who knows his ait so well as Tennyson will
eraploy double rhymes to give point to lis humouw ; and
they are well managed Among the impiosements,
“spindlings ’ 1n the last stanza but one 1eplaced * pooi
things” The first fom lines of the fifth stanza weie
oniginally

**The birch tice swung her fragrant hair,
The bramble cast her berry,

The gin wathmn the jumper
Bcgan to make him merry

(109) “St AGNES’ EVE.” This, shghtly altered, 1s the
“St. Agnes” of “The Keepsake” of 1837. Why the
title should have been changed n 1855 from “ St Agnes”
to “St Agnes’ Eve,” does not appeal. Was the change
due to the 1emaik of a filend, * An 1ced saint 1s certamly
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better than an iced cieam, but not much better than a
frosted tree The original Agnes s worth twenty of her ?”
Possibly the figie 1 the convent before us 1s not quite
that of the young gul of thuteen who suffered maityrdom
duiing the persecution of Diocletian, yet, on the other
hand she 1s no Madeline, of whom 1t might be said,

¢ They told her how upon St Agnes Eve

1 oung virgins might have visions of delight

And soft adorings from their loves receive

Upoen the honey d middle of the night
It will be best to 1egaid her as another type of medieval
religion—the teligion of the convent She may be com-
pared both with # St Simeon Stylites ” and © Su Galahad ”
Agamn wc aie made to sympathize with the pure and
beautiful enthusiast who has died away from all he
human emotions, and become the brude for whom a
Heavenly Buidegroom 1s waiting What a fascanating
religion the church of Rome giadually built up, whethel
for women o1 fo1 men , and never before was the witchery
of its nitual so wiought into verse Woidswotrth at his
best, as i “ Lucy,” might scarcely match the music of
these stanzas , their pictorial perfection he could hardly
attain unto, every mumage 1s m such delhicate harmony
with the puie young worshippel, that it seems to have
been tiansfiguwied by her punity, and in the last four lines
the very sentences faint with the breathless culmination
of her raptme

(110) *SIR GALAHAD” 15 an 1deal of chivalry as well
as a type of religion But fiom one pomnt of view he 1s
St Agnes in the foom of a man Like heis 1s his stainless
punty and his ecstatic devotion to an ideal that has
usurped the deaiel instincts of humamty But the poem
though full of lyrical splendow 1s not so good as the
forme: , that was peifect 1n 1its sufficiency, this 1s 1m-
peifect n its opulence, theie 1s somewhat of “hi
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action” in the a1t But the blenush 1s veiy shght, and
taking the hnightly theme into consideration, we expect
moie of action, colom, and sound  In the fiist stanva aic
stitking—pe1rhaps too sti.hing— assonantal and onoma-
topceic effects It 1s a question whether 1 stanza five
“the tempest ciackles on the leads” 1s in keeping with
the foimer line A 1cference to this pocm 1s made on
P 35

(111) “EDWARD GR Y ’ Thisis a pretty homely ballad
of the type of “ Baibata Allen,”! but much 1efined The
sentiment 1s that of Shakespeale, “ Ino Gentlemen of
Veiona,” IV 1 113 13

7 7 11l ewase hear that Valentine 15 dead

$¢/ And <o suppose am I for in his grave
Assure thyself my love 16 buried

(111) “WILT WALLRPROOT S LYRICAT MONOLOCUL
Heire Tennyson has stiuck 2 much 11cher vem of humow
than mn “Amphion” The volume of 1842 1s another
volume of experiments, and most of them aie successful
Of the many disgmses assumed by the poet when he
mtiends to haie a talh to humself and a talk with us at
the same time, this much contented 1olhiching eloquence
of the flowing can, o: the maudlin moiality that haunts
the vacant cup, 1s of the happiest possible Such a feast
as this of humout and wisdom, wit and imagination,
ethics and fancy, philosophy and common sense all
served up with excellent poetiy, was nevei spread before
m that famous tavern We have not the heait to be
captious when we find ow poet, in “a kind of gloiy,”
“unboding cuitic pen,” o1 when he looks mto the “empty
glass” for “ Houis when the poet’s woids and looks Had
yet then native glow » And the one shadow of bio-
graphical 1egiet that falls upon the poem sweeps away as
we stoop to gather that exquusite violet of a legend —the

1 Percy » *‘ Reliques
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Rape of Ganymede— which blows half lndden among the
chops and steaks

(r14) ¢ Lypy CLARE? This excellent ballad, which
has been subject to a few amendments, 15 less modeimzed
than “Edwaid Giay ” See also the poet’s own note,
P 149

(115) “ THE CAPTAIN® appealed fiist 1n the selection
of 1865 It 15 not an excellent poem, scaicely good
enough to senve as a waining And the inadents are
mmpiobable , no enemv would 11ddle a ship that did not
firte a shot in1etuin  The metie, which 1s seldom at fault
. Tennjyson, 1s not so appopriate no1 so well controlled
as usual Yet no one but Tennyson could have wntten
the last fom lines, they contain m the second and fomth
hnes the most delicately adequate thythmcal discord ;
and the imagery—as we have so often noticed at the
close of other poems— 1s heie seen and felt in its peculiar
peifection

(116) “THr LORD or BURITIGH ’ Visitois to Buwi-
leigh House are stll shown a portrait which 1s said to
be that of the Lady Buleigh of tlus pathetic ballad She
died 1n 1797

The trochaic measuie 1s pievented fiom degenerating
into sing=song by such discords as “Her sweet face from
biow to chin ' A futther 1emaik on the metre has been
made on p 197, and the style 1s noticed on p 134

(117) “Tur VoraGgt ¥ The idden subject of this
beautiful allegory 1s one iveiy dear to Tennyson It
appeais in “ Ulysses,’ ¢ To follow know ledge hike a sinking
star ,” i “The I'wo Voices,” “ He sows himself on every
wind ,” i * The Piincess,” “ O we will walk this world ,”
n “ Sir Galahad,” ¢ I leas e the plain, I chmb the height ,”
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n “ Locksley Hall,” * Not in vain the distance beacons ;
forward, forwaid, let us tange,” wm “Fieedom,” “O
folloner of the vision, still In motion to the distant
gleam ,” n “Locksley Hall Sixty Yeais After,” ¢ Follow
Light, and it finds fullest expression n “ Meiln and
the Gleam ” Many other poems might be added to the
above list, and many other poets mentioned who never
paused 1n their voyage over the ocean of hfe, but evet
folloned “one fair vision—like Fancy, like Vutue, like
Knowledge, ke Heavenly Hope, hike Liberty,”—and, we
may add, hike 1deal tiuth, beauty, and goodness

“Why funtest thou? I wanderd til I died

Rovn on ' the iyht we sou ht 1s shinng stll 1
Though of later date than 1842, the poem has much mr
commeon with the quotation fiom *“ Locksley Hall ’ above,
as n the lines

*We Ioved the glorics of the world,

But laws of nature were our scorn ,
which again appeais in “In Memonam, “Unde: whose
command Is eairth and earth’s” (“Epilogue,” 36 )

The voyage1 may pass beyond the houzon of hfe ; in
“The Puncess,” the Viunce continues, * And so Thio’
those dark gates across the wild That no man knows,”
but heie, as 1n most of the later poems, the poet ventuies
beyond the doois of death -

‘We know the merry world 1s round,
And we may sail fo. evermore

* Eternal process moving on
Irom state to stat= the spirit wall s
In Moo iant
So m “Meln and the Gleam,” the end was but the
beginning, for
“There on the border

Of boundless Ocean,
Hovers The Gleam '

L Seep 119
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And as death diew neaiel, this passion of “onwaid’
giew stionger than ever m the heait of the poet , wemav
leain 1t fiom the last line of lus last pocm

“On and 1lwayson'!

But theie was one among the voyagers, “*A ship of
fools,” he sneer d and wept ”

a o £2—ide Porxouds usaeas w ¥ 9
ra dig Phemoveas y cupacy pdoun §

He saw not fan s eyes weredim
v E2miew Lm0 ¢ o Po ¢ exawv Loy

Apait fiom the allegoiy of emnest, lofly, and hopeful
Iving, the poem was an occasion for \ivid pamnting of sea
and distant shoie

(118) “SIR LAUNCLLOT AND QUELN GUINLVERT ”
Three poems of the volume of 1842 take then subject
from the Aithunan legends, they aire “ Moite d’A1thu,”
“Sn Galahad,’ and “Sir Launcelot and Queen Guine-
vele” To the latter title we notice the sigmficant
appendage, “A Fragmeat” By s the poet seems o
say, “I mtend some day to build up the stonies about
King Atthur mto a gieat poem , meanwhile I am twn-
g mto veirse one or two mcidents here and theie "—
Romance has here mspned a2 most biilhant Iynic , better
in some tespects than “ Sn Galahad *

(119) “A FARCWELL,” probably to the biook so ten-
derly desctibed in “In Memonam?” (c1) It was mn 1837
that the Tennysons left Somersby Another poem in this
volume, “ Break, Breal, Bieak,’ 1s to be associated with
% In Memonam”

In this beautiful lament such 1hymes as “dehiver ¥ and
“forevel ” lose all then discoird They aie fuither sanc-
tioned by the usage of many good poets.
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(119) “ IHL BEGGAR Maip '’

““Young Adam Cupid, he that shot so trim
When hang Cophetur loved the begyar mard
ARomeo and Fuleet 11 1 1,54

According to Shakespeaie, n “ Love’s Labour’s Lost,” the
ballad of the King and the Begga: was not to be found,
and, adds Aumado, “1 will have that subject newly wit
oﬁer »

I'wo versions aile now extant, one 1n a collection of old
ballads, the other m Peicv’s “ Reliques ¥ Cophetua was
a mythical king of Afiica, Penelophon (accoiding to
Shakespeare, Zcnelophon} was the name of the beggar-
maid We have agam the figuie of Godiva “Like a sum
me: moon Half dipt in cloud” Thete 1s Iittle enough of
10ugh meit n the two older ballads, Tennyson wiites
with hus customary grace and cham

(11g) “ THE EAGLE,’ though a fiagment, bungs a fine
bit of far-off nature delightfully nea: {o us

(119) “Move EASTWARD ’ Possibly this fiagment 1s
retained because 1t seems to cotrect a popular fallacy , 1t
makes the eaith go east, but the effect to the unmnitiated
1s not poetically pleasing

(119) “COVE NOr WHEN I AM DLAD ’!  Tlese verses
weie contuibuted m 1851 to “ Lhe Keepsake,” edited by
Miss Poner

(120) “Tne LETTERS ’ This poem appeared m the
“Maud ’ volume of 1855 As a ballad of modern Iife 1t1s
not very effective It looks ke earlier wortk than 1855
*“ Gloom’d ” and “ athwait” a1e early favountes , “humm’d
a bitter song” may be compaied with “humm’d a suly

1 Seep 155
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hymn ’ in “ I he Talling Oak ’, “the wholesome humn
heart,” with * Piray heaven for a human heait,” in *“Lady
Clara Veie de Vere” The fiist fou1 hines of stanza m
are giaphic, the second fom aie bad “When gifts of
mine could please”— “Dulces cxuvize, dum fata deusque
sincbant > “As looks a father on the things,” 1s not 1n
Tennyson’s best manner , “the public lia1” sounds of
“Maud ’° The last fom limes i v are weak , “meanest
spawn of Hell” in v 1s effusne  “Like tonents from a
mountain source ” miy compue with Shelley’s

¢ Confused 1n pa sion s golden punty

As mountain sptings under the morning sun
“The very gruves appealed to smile, So fiesh they 10se1n
shadow d swell,” ate weak lines, no1 are the remamnng
lines good.

(120) “THL VISION O1 SiN” takes a very lugh 1ank
among allegotical poems It has undergonc only shight
altcration  Near the end were two additional hines

Another 1nswered  Put a crime of sense ?
Give hin new nerves with old experzence

In this poem we notice some fine metiical contrasts, such
as those in “The Biook,” and “ The Ancient Sage” The
Jgsng trochaic quatiains of section v aie admirably
adapted to the caieless devilty of the speaker, but the
excessii e levity of the measwe 1s judiciously tempered by
such hnes as “ lhe chap fallen cucle spieads” There
1s a good deal that 1esembles Shelley, especially in section
n , and the whole poem may h e been suggested by hus
“Tuumph of Life” Other pocts, notably Shakespeaie
and Milton, seem to have lent then aid Nevertheless,
the woik 1s both original and poweiful

The allegory 1s easy to follow , and as n * The Pilgiun’s
Progiess,” the allegoiical chaiacter 1s not less interesting
than the ethical Icsson he has been c1eated to teach Itis
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Just the opposite to the lesson we haie been learming from
“ St Simeon Stylites” and “5St Agnes”, theyattempted to
1gnote the body, the youth in “The Vision of Sin” attempts
to ignore the soul  And, thudly, as was seen 1n “The
Palace of Art,” theie 1s 1n our time a tendency to lne a
life of 1solation 1n selfish intellectual pleasures  All these
are wiong , and they are fatal, each i 1ts degree Pos-
sibly this lust of the flesh is the most common of the three
fallutes to Iinve the complete life , 1t 1s certainly the most
ternible and the most loathsome ‘We have befoie us a
young man, vigorous and highly gifted, but aheady nding
haid and weighing down to earth the winged hoise of his
soul We see him enter the palace gates of sensual
Pleasme, pleasure iefined at fiist, but ever giowing
coaiser as lus Jaded appetite demands fiercer excitements.
At length his senses grow dull
¢ A heavy vapour hueless, formless, cold
Came fioating on for many a month and year
his whole being 1s becoming withered , and when agam
we sce hum, 1t 15 as a gray and gap toothed man, slowly
niding a worn-out hack , he alights at a ruined inn—the
close of 4 rumed hife, he 1s as lean as death, misetably
and prematwely old, degiaded yet shameless, totterng
yet mahgnant, then, dimhing wine thiough *shiuvell’d
Iips,” he sits moching 1n the same bieath both his God
and his fellow men  But his voice grows famt, the end
has romc— what end ?
Che poet tiies to penctiate the Divine purposes

¢ Below were men nd horses prerced wath worms

but fiom the mystic mountain come voices as of spirts
who aie contemplating the ruined hife, the first spint
pleads that sensual pleaswie was 1ts own punishment for
1t giadually destioyed all capability of pleasmie The
second wiges that with the loss of pleasuie came hatied
of good, that passive self indulgence ended in active
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crime. But a third answers that the very desperation
of the rwned man’s last orgies pioved that he was still
troubled by a twinge of conscience. And mn the eaiher
edition a fowmth spirit would haie him begin hfe over
again with the advantage of this teiuble experience
There 1s something hke a ghmmer of hope, but the
sentence of the Great Judge is not 1ecorded,

(123) “To , AIMLER RLADING A LIIE AND
LrLiTLRS” This poem appeated fiist as “To ,” 1n
the “Examinct” of March 24th, 1849, Next 1t was
printed mn the sinth edition, 1850, and again with the
second pait of the title, and some shght alterations, in the
eighth editton, 1853,

The tone of the poem has aheady been remarked upon ,
we hear again the “laudator temponisacti.” “The many-
headed beast” of Pope and otheis 1s an ungiacious expres-
sion. *“Shakespeare’s cuise” had nothing to do with
‘“ days that deal in ana.” “No: king” ;—Tennyson him
self has spoken feelingly of “ That fieice light which beats
upon a thione”, in that hight the Kings of thought must
sometimes stand ,* and perhaps no poet ‘has 50 success-
fully anticipated criticism as Tennyson  Fou all that, the
poet will secure ow fullest sympathy and respect ; when
we have yielded hun all that he clauns, we shall shrink
within owiselves at the thought of the enormous debt we
owe him still—and for ever

(124) “To E L. oN HIS TRAVELS IN GRELCE”
These stanzas were fiist printed 1n the edition of 1853
They aie addressed to Edwaid Leai, the landscape
painter, and they 1efer to a book he had wiitten, “ Journals
of Tows 1 Cential and Southcin Italy and Albama ?

1 Compare also Lennysons praise of Wellington

¢ Whatever record leap to light,
He never shall be shamed
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This and the former poem ate wiitten 1n the stanza of
“In Memotiam,’ which has a lighter moyvement 1n both,
especially in the second —“By dancing invulets fed his
flochks ° The lines to E L aie pictmiesque, and set foith
the poet s veneiation for ¢ classic ground

(124) “BRTAK, BRI Ak, BREAK ’ In the fust stanza
of the fifth poem of “In Memoriam” the poet dwells on
the inadequacy of mere woids to express cmotion , real
soriow lies so deep within the soul, and 1s so sacied, that
to give 1t outward shape 1n language 1s little short of pio
fanity Moreovel, as nature, the ample vestuie of the
Deity, makes his piesence felt to us, yet disguises his
form, so words may comvince the woild of sorrow, but at
the same tune blur its very outlines

There 1s some of this sentiment in “ Bieak, Bieak,
Break ,” and befoie proceeding to a consideration of the
poem, one 1s forced to enlarge the poets doubt, and
cuticism will falter as it approaches such sacred loveh
ness of sorrow

Yet the mete sound of the poem, and the poignancy of
1ts angwish have such power to take captive our ean and
heart, that we sometunes muss the beauty half concealed!
within 1t Few of Tennyson’s pioductions are so spon
taneous as this, yet 1t 1s more than a meie a1y of despau,
for 1n none does natute so eloguently expiess what woids
and even melody can only conceal Fne times the poet
abandons the disguise of speech, and paints his soriow
m a vivid pictuie  Befoie us lies the sea, powetless to
tell 1ts sobbing trouble to the shore, as wave after wave
of utterance dies broken on the cold giey stones On
the shore the children are playing, what could they know
of death? Qut on the bay the sailo1 boy 1s simmging 1n the
happy activity of Life, in the offing aie ships returning

1 ¢ In Mcmonam v
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from a prosperous voyage, and sailing on majestically to
the neighbouring port—four pictures in one ; and in these
the poet expresses more eloquently than in any words the
sense of desolation made yet more desolate by contrast
with joys it cannot share. In “In Memoriam?” the cor-
responding emotion may be discovered in one heart-
broken line,
“ The noise of life begins again ™ (vii).

The fifth picture is of the sea breaking hopelessly at the
foot of crags that seem to spurn it from its desire ; so
death stands inexorable between him and all that he
loved.

This pictorial rather than articulate representation of
grief occurs frequently in “In Memoriam ;” examples
are furnished by such poems as the sixth, seventh, eighth,
eleventh, twelfth, fourteenth, fifteenth, sixteenth, nine-
teenth and twentieth. Indeed “Break, Break, Break”
naturally takes its place along with these, in one of which,
the eighth, occurs the expression ‘““a vanish’d eye,” and
in another, the tenth, * a vanished life,” expressions that
claim kindred with “a vanished hand.” Also we may

compare
“¢ O for the touch of a vanish’d hand

And the sound of a voice that is still,”
with a passage in the thirteenth poem of “In Memoriam,”

‘ And, where warm hands have prest and closed,
Silence, t1ll I be silent too."”

(124) “THE POET’S SoNG.” In this poem we have
presented to us another characteristic view of the poet’s

function : .
“ Longius et volvens fatorum arcana movebo.”

T The marvel of the everlasting will,
An open scroll,

Jefore hum lay.” 1

1 ¢“The Poet.”
o
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But Tennyson has looked into the twain eternities , and
the poet who could hear a whisper “from o'er the gates
of Birth,” might well, and more clearly than other men,
hear the same whisper from the other distance
“ A breath
From some fair dawn beyond the doors of death

The magery agam 1s charactenistic, vivid, and fresh,
mcludmg also something of the past, “gates of the sun,”
like the “gates of the east” of Hypenion and the “eastern
gate” of L’Allegio, 1s common poetic property, “waves
of shadow ” may be compared with the “ waves of wheat™”
m “In Memoriam?” (xc1) and Thomson’s “ Summer,”
“ Sweeping with shadowy gusts the fields of com” The
wild swan 15 a favounte with Tennyson, in the “Prin-
cess ” we read of “The leader wild swan 1in among the
stars ”

The group “English Idylls and Other Poems,” which
ends here, mncludes all the poems of the 1842 volume
except “The Skipping Rope” This very light piece of
twelve lines has been omutted 1n all editions subsequent to
the 6th (1850)

ADDENDA TO CHAPTER V

Three other poems which have not been republished
may receive mention here In the winter of 1845, Sir
E B Lytton published anonymously % The New Timon
a Romance of London” In this poem, which was partly
narrative and partly satirical, he took occasion to denounce
Tennyson 1n such couplets as the following

¢ The ling melody of purloined

Out babyng Wordswurth and out gllttenng l\uue

I et School l\Inss Alfred vent her ch-\ste del ghe
On darling little rooms so warm and hght
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He further attacked the poet because a pension of fzo0a
year had just been granted to hun by Sir Robert Peel .
¢ Tho’ Theban taste the Saxon s purse controuls,
And pensions Tennyson, while starves a KXnowles *’
Tennyson rephed with pardonable bitteiness in “The
New Tunon and the Poets,” a poem of eleven stanzas
signed “Alcibiades,” which appeated i “ Punch,” Feb.
28th, 1846. The fourth stanza 1s as follows.
“ And once you tried the Muses, too,
You failed, Sir therefore now you turn
To fall on those who are to you
As Captain 1s to Subaltern.

But the next number of “Punch ” contained five more
stanzas by Tennyson, headed “ Afterthought ;* and these
stanzas, which placed him n a position of unassailable
dignity, are now included among lis published poems
under the title of “ Litetary Squabbles.” It should be
added that i after years the ielations between the
Laureate and Lord Lytton were the pleasantest possible.

The second of these omutted poems— Here often,
when a child, I lay reclin’d,”—was contubuted to * The
Manchester Athenacum Album” i the year 1850; and
the third consists of three stanzas published n “The
Keepsake”! for 1851. The last stanza 1s weak, but the
first two possess some nterest .

“ What tume Y wasted youthful hours,

One of the shining winged powers,
Show'd me vast chffs, with crowns of towers

As towards that gracious hght I how d,
‘They scem'd lugh palaces and proud,
Hid now and then with shding cloud 2

In the thnd stanza the poet 1s encouraged to make his

upward way to these beautiful abodes, for the path, though
difficult, 1s “fiee to all.”

1 Edited by Miss Power London Dawvid Bogue
2 A fragment of imagery to be compared with mny other passages; such
as ¢ Lhe soft white vapour streak the crowned towers 1 ke Priscess
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APPENDICES TO CHAPTER V.
APPENDIX 1.

Notes on “ Locksley Hall.”

(z.) The hero of ¢ Locksley Hall ” is usually regarded
as a boy; and the poem is said to express “a boy's
resentment for imagined wrongs.” As a fact the recollec-
tions of youth are placed some years back, and they
breathe of ardent hope ; but the whole poem is the ex-
pression of almost disenchanted manhood. The speaker
of this long soliloquy ought to be nearer thirty than
twenty. By a poet’s licence Tennyson in “ Locksley Hall
Sixty Years After” assigns the same date to two events :

# Here we met, our latest meeting, Amy, sixty years ago.”

The speaker on this occasion is eighty years old;
therefore, when he parted with Amy he was twenty.

But again, Amy lay “dead in child-birth . . . sixty
years ago.”' This could hardly have been.

The impression we receive on reading “ Locksley Hall »
is that the man who was twenty when he left Amy to go
and enlist in the army, has returned after a lapse of some
years ; he uses the expression “as of old ;” talks of turn-
ing *“that earlier page® * before the strife” (“the strife”
occurred when he was twenty); and he further comments
on his noisy lamentation over the lost love as follows :

¢ Shall it not be scorn to me to harp on such a moulder'd string 2"

The lowest limit of age should be twenty-five. This
leaves only five years wherein Amy’s love will falter, will
be given to another, whom she will wed ; and some time
thereafter she will die. Her lover in the same interval

I Couplets 18 and 1a.
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has to learn that she has failed him ; has then to become
a soldier; to return again after an apparently long
interval to the scene of love; and when that scene
awakens the old love again, he scorns himself for harping
on “a mouldered string.”

Unless we bear in mind some such approximate age
of the hero, the several acts of the drama are liable
to become confused. Nor is it easy to follow the
speaker through the abrupt turnings in his reminiscences.
As also in “Locksley Hall Sixty Years After,” these
sudden transitions may be in keeping with the character,
but they demand the reader’s close attention.

(6.) Much of the charm of “ Locksley Hall” is due to
the metrical movement. The ordinary stanza of four
trochaic tetrameters is arranged in two lines ; and the
removal of the double rhymes strengthens at the same
time the hands of the artist, and the material he moulds.
It was a happy thought thus to transform the weakest of
English measures into an impetuous sea-sounding rhythm.
Yet in “The Lord of Burleigh,” by making only a slight
variation, Tennyson uses the old weak stanza with such
art that with perhaps one or two exceptions, weakness is
wrought into the simple sweetness of pathos.

(c.) It is always interesting to observe from time to time
how poetical dainties of the past become * imbedded and
injellied ”* in Tennyson’s rich and ample pasties. This is
more noticeable in the earlier poems. Some of them
almost resemble Gray's well-known “ mosaic ;” “ Locksley
Hall” is one. You open an old Shakespeare at random ;
on the left hand page you read, “all that look on him love
him ;# though Tennyson’s “Whom to lodk at was talove”
is closer to the “But to see her was to love her ” of Burns,
Then on the right hand page you see a well-known passage
which appears to hint that “Woman is the lesser man,”
as in the lines—

1 ¢ Andley Court.”
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% Alas, their love may be cqlled appetite,
No motion of the liver, but the palate,

these, besides their other similarities, seem to futnish the
word “motions” i couplet 75 of “Locksley Hall” But
this 15 “Twelfth Night” a play that deals with love ; and
you turn to a less famihiar part of the volume, a collection
of fragments at the end , yet here from the two pages yon
select “Love, whose month was ever May?”? to compaie
with couplet 10, then the “tieble-dated ctow” on the
other open page recalls the “many-wintered crow ”? of 34;
though this 1s still more like the “annosa cornix” of the
Horace whom Tennyson knew by heait. “Every door
1s bard with gold and opens but to golden keys” has
a likeness to

““The strongest castle, tower, or town,

The golden bullet beats it down, ’
on the same page

“The many-wintered crow that leads fhe clanging
rookely home ” has some additional interest A friend
wrote to ask Tennyson why he fi1st called the bird a crow,
and then a rook , the mamn part of the poet’s reply was to
ule effécr virar e was not muci concerned witil tie ornitiio-
logical question, and that he meiely avoided the use of
the word “rook” twice 1n the same lme But he might
have added the well-known passage n “ Macbeth,”
“The crow

Makes wing to the rooky wood,
wheie “100ky” 1s generally understood to mean “the
haunt of 100ks,” or, “ abounding n rocks *

APPENDIX II.

Note on “Love and Duty.”

In the former appendix some random comparisons were
made with Shakespeare The following remarks on the

1 This occns also m ** Love s Labour’s Lost *
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last four lines and one o1 two other passages in “Love
and Duty,” will include similar references to Milton
“Matin-chirp ” (last ine but three) which 1s a vanation

on the “matin-song” of the “ Poems by Two B:others,”
and some later pieces, 1s represented i Milton by the
“shnll matin-song Of birds on every bough? Tennyson’s
“full quire” reminds us of Milton’s “ The birds their quire
apply.” The lines

! And morning dniven her plough of pearl

Far furrowing into hight the mounded rack, *
will first suggest some hines in “ The Princess,”

¢ Morn in the white wake of the morning star

Came furrowing all the orient into gold,
and both passages may next be compared with Milton’s

‘* Now morn, her rosy steps 1n the eastern chime

Advancing, sowed the earth with onient pear] ’
“Far furrowing ? recalls “ Far-sheening” on p. 145; and
we notice that the hyphen 1s omitted. Our most important
comparison, however, 1s the last line,

¢ Beyond the fair green field and eastern sea,

which finds an mnteresting paraflel in
* The parting sun
Beyond the Earth’s green Cape and verdant Isles
Hesperian sets
Paradise Lost, in 630 632
In the next hne of “ Paradise Lost” we read, “ Be strong,

live happy, and love,” which appears in Tennyson’s poem
a few hnes back as “lave happy; tend thy flowers,”
etc ; and the two preceding lines in Tennyson,

¢ Shall sharpest pathos blight us, knowing all

Life needs for life 1s possible to will,”
are represented in the immediate context of Milton,

¢ Take heed lest passion sway

Thy judgment to do aught, which else free wall
‘Would not admit to stand or fall,

Free 1n thy own arbitrement it lies
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A few lines befoie m the Milton (587, 590) we read,
“Love refines The thoughts, the heart enlarges,” which
corresponds to

¢ Am I not the nobler thro’ thy love ?
Yea, three times less unworthy ! Likewise thou
Art more thro’ love,”

These comparisons between “Love and Duty” and
“ Paradise Lost ” might be more than doubled in number.
At this time Milton seems to have gained yet greater
power over Tennyson, and he may be said to haie kept
it for some twenty years longer.




CHAPTER VL

ENOCH ARDEN, AND OTHER POEMS.

“ ENOCH ARDEN.” (125)

ORIGINALLY the “ Enoch Arden” volume® was entitled
“1dylls of the Hearth.” A note on this title will be found
in Chap. XI. In subject, form, and style “Enoch Arden ”
is more properly an Idyll? than any of the Arthurian
Poems for which that title is still retained ; they, strictly
speaking, are heroic poems ; but Tennyson called them
Idylls chiefly because he hesitated to regard them as an
Epic; and he changed the title of the present volume at
the last moment probably because he felt that two volumes
of Idylls following that of 1842 would be an excess, and

1 The volume, *“/Enoch Arden, etc.,” published in 1864, contained the
following poems :—'‘ Enoch Arden.” ‘‘Aylmer’s Field.” ‘‘Sea-Dreams"”
(which had appeared in “ Macmillan’s Magazine” for January, 186o).
%The G d hear (; 1y “ The G a her’s Apology,” 1n " Once
a Week,” July, 1859). ‘‘The Northern Farmer.” *‘‘Tithonus® (which

y had secured for the *Comhill,” Feb., 1860). ‘‘The Voyage.”
¢ In the Valley of Canteretz” ¢ The Flower.” ** Requiescat.” ‘‘The
Sailor Boy " (first printed ina miscellany, ““ The Victoria Regia,” Christmas,
1862), ‘‘TheIslet.” ¢ The Ringlet.,” * Welcome to Alexandra.” * Dedi-
cation.” * Attempts at Classic Metres in Quantity " (*Combill,” Dec.,
1863).

2 A picture-poem, “Nature in the background, and in the foreground
men and women of primitive and simple nobl *
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yet he must not give up his “ Idylls of the King.”? Other-
wise “ Enoch Arden” is a narrative poem of humble life,
like some of the “ Tales” of Crabbe and Wordsworth.

In all the essential features of a moderately long poem,
in design, construction, finish, and impression, “ Enoch
Arden” is excellent. It is probably mare perfect than
any other of Tennyson’s poems of equal or greater length.
“Lucretius ” and the “ Holy Grail” may be said to come
nearest to it, and “ Guinevere” next; and it is more
perfect than many of the shorter poems. For example,
“ Dora,” another story of simple life, when placed by its
side, is seen at a great disadvantage ; compared with this
poem, the style of “Dora” is at once felt to be an artificial
adornment, not a natural growth of beauty, and hence
loses all its charm. The simplicity of “Enoch Arden”
asks no undue attention to itself; this and all other
elements blend and are lost in one impression of per-
fectness.

As to the longer poems, “ The Piincess,” © Maud,” “ In
Memoriam,” “Idylls of the King,” it will often be found
useful to test some of their qualities by the process of
comparison with “ Enoch Arden.”

We need not apply to this poem the word “ great ;”
that epithet is reserved for works of grander scope; in
Tennyson, the “ Idylls of the King ” and “In Memoriam ”
and some of the Dramas would be called greater poems.
Butin its kind itis so great that the “ Tale of the Prioress,”
told by Chaucer, is not touched in honour by its company.
It has met with adverse criticism ; the story has been con-
sidered inadequate to the setting, overloaded with detai,
and so forth ; but the verdict of time will almost certainly
be favourable,

For no poem could be better suited to Tennyson’s
genius. It is long enough to produce an effect of creative

1 See also Chapter xi.
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power rather than creative prettiness ; yet not too long to
embarrass the poet with complexity of plot, diversity of
character, or extent of prospect. And besides restricted
scheme and scope, there are other respects in which it is
peculiarly adapted to his poetic powers and tastes, espe-
cially the simplicity of a theme arising from lowly life.
Pocts are not expected to make tragic passion out of
“The short and simple annals of the poor.” The treat-
ment will, therefore, be Idyllic—a manner to which Ten-
nyson was inclined, and not epic nor tragic; the poem
will take the form of an “ Idyll of the Hearth.” But sim-
plicity in art, if absolutely natural, is beautiful and im-
pressive by virtue of its striking perfectness ; and whether
the simplicity be a result of unconscious art, as in the
“ Pilgrim’s Progress,” or of conscious art rendered prac-
tically unconscious by emotion, as in *“ Enoch Arden,”
such works have a double charm; they will commend
themselves to all classes of readers ; to the unlearned by
their artlessness, to the learned by the instinct or the art
which makes that artlessness real or apparent.

The subject of the poem is probably known to all who use
this book ; if otherwise, they will scarcely neglect the first
opportunity offered to them of reading one of the most truly
pathetic stories in literature. It is not new in itself;
Crabbe’s “Parting Hour,” and A. A. Procter’s “ Home-
ward Bound ” furnished the framework; something also
may have been suggested by Mrs. Gaskell’s “ Silvia’s
Lovers.”

We are accustomed to regard the original materials of
most of Shakespeare’s plays as being honoured by their
adaptation or absorption ; this is not always our view of
borrowing, especially with later poets; for the circum-
stances under which they borrow are changed consider-
ably. But the question is fully discussed on p. 49. Here
it may be profitable to notice the way in which Tennyson
worked out his original, We may compare, for example,
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the well-known paragiaph (663-677) beginning, “ There
Enoch spoke no word,” with the following stanza ;n Miss
Procter’s ballad
It was evening n late Autumn,
And the gusty wind blew chll,
Autumn leaves were falling round me,
And the red sun ht the hull
The rough sketch here supplied to him, Tennyson does
not alter ; he merely adds detail and colour But m the
course of his poem he departs from the main hnes of the
earlier narrative ; m this the solitary manner makes him-
self known to his wife and her new husband, gives the
woman his blessing, and then goes forth again to the
ocean, where he murmurs,
I too shall reach home and rest

Tennyson heightens the pathos of the story by making
Enoch resolve
“ Not to tell her, never to let her know

This 1esolve some critics have questioned, perhaps need-
lessly , and the other question, “ Ought Enoch to have
marred Anme’s happmess by making known to her his
retmin through Minam Lane,” scarcely calls for serious
consideration

We have said that the main feature of ¢ Enoch Arden?”
1s a natural simplicity ; for the story 1s one of sumple village
and seafanng bfe, and everything in the poem 1s in hai-
mony with the subject The blank verse has none of the
majesty of the “Passing of Arthw,” nor the passion of
“ Lucretius,” nor the free movement of “The Princess”
or the Dramas, nor even the baldness of “Dora ;” 1t 15
natural, quet, homely ; often conversational im its sim-
plicity , once 1t reaches tragic intensity, as in the lines
754-787, “Now when the dead man . . . and the boy,
my son,” and once 1s elevated to grandeur, in the de-
scription of the tropics, 568-595.

It may be noticed that the passage last mentioned 15



Lunock Avden, and Other Poems. 205

the only one in which the poet is led away from man
to nature; and even in this he is describing the home of
the “long-bearded solitary.” That the rarer and grander
aspects of nature often cast a spell over Tennyson, is
abundantly evidenced by the “Recollections of the
Arabian Nights? (1830) and “The Voyage of Mael-
dune” (1880), and by many poems in the fifty years
between ; as also by some poems that come after. As
we have seen already,’ some of the best lines in * Locksley
Hall” (couplets 78-82) are inspired by a vision of the
tropics ; and here in “Enoch Arden” the poet goes a
little out of his way to make this splendid sketch of the
island of eternal summer. He had been long accus-
tomed to describe parts of England and of other lands
that he had not seen, as may, be gathered from “ Poems
by Two Brothers,” written by boys who had “ never been
beyond their native county ;”* and, therefore, it is not
surprising that the splendours of this “Eden of all
plenteousness ” should be represented even in such detail
as “The league-long roller thundering on the reef,” with
which may be compared “ In Memoriam,” xxxvi (4) :
““ Those wild eyes that watch the wave
In roanngs round the coral reef ”

Otherwise, as more usually with Tennyson, nature is a
pictorial illustration of the story; and as in his other
poems, so in this, the natural scenery is marvellously in
keeping with the humanity of the piece. Finest of all is
the descriptive paragraph (663-677) already referred to,
the desolate November scene through which the deso-
late wanderer treads wearily to his doom. Again, how
often the sea fills up the human picture.’ But nothing

1 See p. 32. 2 Seep sI.

3 Although space does not admut of a fuller quotation, passages such as
the following may be brefly indicated *“ As the beacon-blaze allures The

bird of passage " (724), * For sure no gladher . ' (824-828), * there came
so loud a calling of the sea ” (gog), *“ Crymg with a loud voice ‘A<ail' A

sail '™ (go7)
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in this connection is more striking than the first para-
graph of the poem ; it stands in the relation of dumb-show
to the old drama; every aspect of nature in these nine
opening lines suggests some scene in the tragedy to
follow. There is something like this in the next poem,
“ Aylmer’s Field,” where the first paragraph of six lines
dimly foreshadows the approaching Nemesis.

Another aspect of the simplicity of the poem is dis-
covered by the poet'’s control of incident. The situa-
tions are uncomplicated ; often they are made obvious
by antithesis. Philip at the outset is the counterpart of
Enoch at the close; as a boy his eyes are flooded with
“the helpless wrath of tears”; he loved in silence;
a sick father needed his care that autumn holiday,
and thus he lent Enoch an opportunity of telling
his love to Annie; his self-sacrifice reached a climax
when he saw the pair of happy lovers, read his doom,
slipt aside like a wounded life, and had his dark hour
unseen.

So is it throughout the story ; the bells ring merrily for
Enoch’s wedding ; they ring as merrily for the wedding
of Philip ; in the hazel wood Enoch won Annie

** Just where the prone edge of the wood began
To feather toward the hollow,”

and when Annie yields to Philip, the poet places them
not only in the same hazel wood, but

#¢ Just where the prone edge of the wood began
To feather toward the hollow.”

The characters are equally free from complexity.
Annie, the pivot of these situations, also holds the balance
between the two chief actors, and is colourless enough to
add due colour to them. Had she been ever so little
heroic the piece would have been speilt.
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A supernatural element’' appears in nearly all Tenny-
son’s important poems—* The Princess,” “ In Memoriam,”
“ Maud,” “ Locksley Hall,” “Idylls of the' King,” several
of the dramas, “ The May Queen,” “ Aylmer’s Field,” and
many others. In “Aylmer’s Field” a telepathic com-
munication of more scientific aspect ® is in keeping with
the more exalted personages and the story of higher life ;
in this companion idyll it will take the form appropiiate
to simple folk and a Puritan tradition ; that of unconscious
prediction, strange presentiment, the homelier marvels of
a dream, and, most essential of all, a text of the holy
Book to serve as a sign (491-2).

It is the same with all the elements that enter into the
composition of the poem—style, tone, atmosphere, feeling,
humanity, all blend in one harmony of simplicity ; there
is also concentration of narrative, avoidance of sensation,
repression of false sentiment. And thus is produced that
rare unity of impression spoken of in the second paragraph
of this chapter.

Finally we ask, Is there any moral shut within the
bosom of ¢4is rose? What ethical lesson may we expect
to draw from the misfortunes of good and noble men?
In “Aylmer's Field” Nemesis will overtake the trans-
gressors, those parents who are too worldly-wise in
seeking their own daughter’s good ; their house will be
left unto them desolate. But'this tragedy is without even
the “dram of eale;”? there is no excess nor defect of any
human passion that might have worked his doom for
any. Here no one sins except life itself ; and for the evil
of bare human life Nemesis may in some sense be reserved.

1 Arising partly out of his mystic temperament. Seep 62.
2 ¢ Star to star vibiates hght : may soul to soul
Str.ke thio’ a finer element of her own."
(Lines 578-583 )
Enoch Arden hears far away, ““in the unging of his ems,” the pealing of
his parish bells (6og-611).
3 Globe reading of Hamlet I. iv. 36.
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This then is the moral. On the scale of Infinity all is
well. But

“Life, hike a dome of many-coloured glass,
Stains the white radiance of eternity,
Until Death tramples it to fragments

The laws that-govern human life are doubtless the best
under existing conditions ; but no law is so just as not to
to be unjust in some of its applications ; and while the
world is more and more the individual must often wither.
The Lady of Shalott bought love at the price of death; all
humanity buys life at the price of death; yet for all that we
find it well to love and to live ; “it is indispensable to
acquire the advantage ; it is lamentable to incur the evil.”

Even if unrecorded on earth, theheroism of Enoch Arden,
on the scale of infinity, would live and grow in strength
and beauty for ever. One of the greatest of England’s
poets was well content to rest his fame “with God.” He4i§
not the least of heroes who suffers in silence, and the glory*
of whose victories has been unsullied by human acclaim.}«

But since Enoch’s self-sacrifice has been recorded on
earth, we are permitted to read its “ moral ¥ more clearly,
The very intensity of his pathos made him more perfectly
noble. He lifts the poor to the highest level of humanity ;
he makes them worthy of the world’s regard and reverence ;
he is a pattern to rich and poor alike ; and the influence
of his sublime fate has become “ The sweet presence of a
good diffused.”

(142) “AYLMER’S FIELD.” The story told in this poem,
which stands second in the Enoch Arden volume of 1864,
was supplied to Tennyson by his friend Thomas Woolner,
the sculptor. It has some points in common with Words-
worth’s “ Hartleap Well,” in which a “grey-headed shep-
herd” tells the poet why * the spot is curst.” Tennyson’s
story is referred to on page 160. The locality is probably
the county of Kent, as may be judged fiom some of the



Enocl Arvden, and Other Poems. 200

scenery. The “little port” that buried “ Enoch Arden?”
is said to be Deal, in the same county.'! The title
“ Aylmer's Field” is explained in the last ten lines of the
poem, where we are told that the great hall—Aylmer's
Hall—was “broken down” and that “all is open field.”
Here, as often in other poems, the last few bars repeat
the opening phrases of Tennyson’s music.

“Aylmer’s Field,” though it may be regarded as a
companion idyll, is in many respects a great contrast to
“ Enoch Arden.” Selfishness takes the prominent position
formerly occupied by self-sacrifice ; unlovely figures in
the high places of the woild usurp the simply-noble
village folk ; passion rages and destroys where emotion
was refined and repressed ; and fitful, or turbulent, or
overstrained rhetoric often takes the place of a style
perfect in its oneness of simplicity.

*Aylmer's Field” is a more powerful poem than
“Enoch Arden,” yet less meritorious as a work of art. It
is too unequal ; it has most of the faults whose opposites
constitute the chief beauties of the other work. For
example, “ Enoch Arden” was a story, told as such, and
with faultless art; but in “Aylmer’s Field” we have a
story, and too much besides. It is a remaikable fact, but
one only among several of the same kind, that in nearly
all of his poems in which he takes occasion to speak for
himself, Tennyson drags in some foreign nation. The
French come on the scene to receive the poet’s censure
in “The Princess,” “In Memoriam,” “Aylmers Field,”
“Locksley Hall Sixty Years After,” and some minor
poems ; in“Maud? itis the Russians ; and in * Locksley
Hall”:

“The jingling of the guinea helps the hurt that Honour feels,
And the nations do but murmur, snarhog at each other’s heels,”

1 Some would place it in the Isle of Wight, some in Lincolnshire, But,
as a fact, hike Shakespeare’s enchanted 1sland, it is hest left unidentified.
P
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There is nothing about the French or the Russians or
any other nation in “ Enoch Arden.” But this subject of
motive in * Aylmer’s Field,” as apart from the story, has
been discussed in a former chapter.!

Whatever may have been the details as given by
Mr. Woolner, it is certain that some of the incidents in
Tennyson’s version are too near the verge of improba-
bility. They would pass muster in a second-rate novel,
but in 2 poem of such importance and of such magnificence
of workmanship as “Aylmer’s Field” they become a
more serious blemish. Something similar will be noticed
in “Maud.” Like the style, the dramatic intensity of the
poem is unequal ; the tragic issues are too momentous in
proportion to the characters and the previous flow of
passion or the nature and sequence of the incidents.
“From Edith was engraven on the blade”—* redden’d
with no bandit’s blood "—terrors like these might adorn
the end of some desperate lover in melodrama, or even of
an Othello or a Brutus, but they are scarcely in keeping
with “such a love as like a chidden babe After much
wailing, hush’d itself at last ;” and the well-known sermon,
a wonderful piece of declamation in itself, is surely too
long and too loud for its setting.

On the other hand, as in * The Princess,” nothing can
exceed the beauty, or truth, or grandeur of the parts.
The beauty alone must concern us here. “Aylmer’s
Field,” “ Enoch Arden,” and “ The Gardener’s Daughter”
set forth the peculiar loveliness of an English landscape
or an English homestead with a truth and an effectiveness
never attained, attempted, dreamt of before. Those who
think this praise excessive may temper it by adding “ In
Memoriam,” “ The Miller's Daughter,” and “ The Brook,”
and then allowing the six poems to take the place of the
three. Or they may add so many more that other poets

1 See pp. 159 and 162,
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will be surpassed by the meie number of Tennyson’s
loving and masterly sketches of his native land. To
quote examples from *Aylmer’s Field,” whetre they are
so abundant and so perfect, would be superfluous; but
the pathetic descriptive passage at the close' may be
mentioned as an example, first of realism in its more
legitimate effects, and next of the poet’s accurate obser-
vation of the humbler aspects of nature,

Turning now to the characters, we first notice that if
Leolin had been made more heroic, he would have spoilt
the tragedy as Tennyson was choosing to shape it. The
part played by his brother has been explained on a
former page.? We have no hero in this poem; and
Sir Aylmer who, after Leolin, might have stood above the
rest, has no redeeming feature, and is therefore almost a
caricature. lago was an inarticulate poet; but this
would-be “ villain ” is absolutely colourless—or overdrawn,
which amounts to the same thing. Tennyson is thinking,
not of the human being, but of the social mistake which
that human being is to hold up to the light for the time’s
behoof. One touch of natwal affection brings him for a
moment closer to humanity—but he was warm with wine :

¢ She look'd so sweet, he Liss'd her tenderly,

Not knowing what possess'd ham.”
Lady Aylmer —as often in Shakespeare—is the male
character over again in the form of a woman. The Indian
cousin has individuality, and his presence, though ftful, is
always a pleasant relief. Edith, like Maud, is not a
character ; she 1s a beautiful vision called up by love, and
made ours for ever by death. For such we set apart a
shrine within the soul where the noise of common life
may not be heard, nor the light of common day penetrate,
And perhaps at some holier moment we gaze inwardly
upon the vision till the heart beats more sweetly and

I Lines 846-833. 2 See p. 362.
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more calmly, and the blood flows through our being like
a liquid joy.

And if now, as at the close of our reflections upon
“Enoch Arden,” we choose to draw a moral from the
poem before us, it must be the moral of pity and
fear deduced by Aristotle from all tragedy of wrong-
doing ; but we must spread out our compassion and feel
the fear in a way somewhat different from Aristotle’s
intention. Two young and beautiful lives that had been
“together from the first,” and who “might have been
together till the last” are sacrificed to “marriage-
hindering mammon” To these we give our pity;
against false pride and the worship of wealth we watch
and pray. From their “narrow gloom” the wretched
parents call to us in the very words of the broken-hearted
poet :

¢ As ye have lived, so must ye die ;—O Terror,
Strike through these stubborn worldlings to the core ;—
If heaven can little win your hearts from error
Let hell do more.”

(139) “ THE BROOK.” Tt may be presumed that Lord -
Tennyson arranged the list of contents prefixed to the one
volume edition of his works. But it is not always easy to
discover the principles that govern the arrangement. This
group of five is called “ Enoch Arden and Other Poems?”;
but only two of the remaining four, “ Aylmer’s Field,” and -
“Sea Dreams,” were published in the “ Enoch Arden?”
volume of 1864. “The Brook” appeared in the “Maud”
volume of 1855, and “ Lucretius” in the “Holy Grail”
volume of 1870.

Besides “ The Brook,” the * Maud” volume contained -
“The Letters” of the former chapter; also “The Ode on the
Death of the Duke of Wellington,” “ The Daisy,” “ To the
Rev. F. D. Maurice,” “ Will,” and “ The Charge of the -
Light Brigade ” all of which are found in the group follow-~ -
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ing “The Princess,” and will be considered in Chapter
VIIIL. ’
It will be seen in the table of contents above mentioned,!
that the first four of the group, “ Enoch Arden and Other
Poems,” are printed at the same distance from the margin,
whereas “ Lucretius ¥ stands nearer to it. This arrange-
ment probably implies that the first four are a group of
idylls.
. Of the poems that were printed with “ Maud ? in the
volume of 1855, “The Brook” is by far the best. It
should be compared with “ Dora,” and in the comparison,
while “Dora” discovers itself perhaps altogether as an
artificial imitation of Wordsworth’s simpler style,® “ The
Brook ” will appear the more perfectly original and suc-
cessful ; it calls for comparison with Wordsworth, being
almost as natural in its happiness as the poem of “ The
Brothers” is natural in its sorrow. More than ever the
scenic background sets off the human picture ; indeed,some
portion of the natural scenery plays a human part in the
foreground ; for the brook, the inarticulate presentment
of eternity amid time, is made to chant in human tones its
happy everlasting hymn. This is a great advance on
“The Talking Oak” The story, too, is a delightful one
delightfully told, which could not be well said of “The
Gardener’s Daughter.” As to the workmanship, the poet’s
complete mastery over his art is not contested bya single
blemish. Moreover, in this most perfect of all the idylls
we find an easier yet subtler faculty of characterization,
whether the type is rugged like old Philip,? or. the bailiff,

1 Prefixed to the one vol. ed. of *‘ Tennyson's Works.”

2 It isa good plan to read Dora first, and then Wordsworth's Idyll ** The
Brothers,” mentioned below. The chief impression left on our minds by the
former poem is that the poet is a good showman ; but by Wordsworth our
souls are bowed duwn with pity at the pathos of life.

3 Old Philip's constantly recurring phrase, “and so the matter hung,”

* reminds us of ‘It stinted, and said ay " of Juliet'’s nurse. And Philip is
just such another chatterer,
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or delicate like Edmund and Katie Willows. We find
also a finer grace of form and colour ; the transcripts from
nature for example, are more striking yet none the less
apt, than in earlier poems; “Such a time as goes before
the leaf, When all the wood stands in a mist of green?”;
“It has more ivy”; a remarkable example of isolated
local colouring ; “High elbow’d grigs”; “lissome as a
hazel wand” ; “In gloss and hue the chestnut, when
the shell Divides threefold to show the fruit within?®;

“ By that old bridge which, half in ruins then,
Still makes a hoary eyebrow for the gleam
Beyond it.”

% Twinkled the innumerable ear and tail.”

Nor have the various shades of emotion been so delicately
blended as now ; the poet does not fail to make audible
“The still sad music of humanity” :

¢ Poor lad, he died at Florence guite worn out. . . ."

¢ Poor Philip, of all his lavish waste of words
Remains the lean P. W. on his tomb,"”

and thus by contrast be heightens the harmanizing effect
of the brook’s glad eternal melody.

Tennyson delights to weave his story out of the happy
sadness of memory ; in “ The Miller’s Daughter” the old
squire tells to his wife “ Across the walnuts and the wine ”
the history she knows so well of their life of long ago ; in
“The Gardener’s Daughter” the aged artist unfolds ¢ the
most blessed memory of his age” ; and here by the brook,
after twenty years of absence, Laurence Aylmer stands
musing. The brook babbles as of old ; the scene around
him is unchanged ; it restores the life of twenty years
before. His thoughts return to the young poet brother
who sang the song of the brook, with whom he parted on
this very spot, and who went to Florence to die. Once
more Katie Willows comes to him and tells him the
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trouble of herlove , and once more he lends a patient ear
to old Philip’s *“daylong chirpmmg” The sequel to all this
15 so happily and damntily wrought out by the poet that
any further comment would imperil one of the finest effects
mn this kind of poetry

The words “lucky rhymes” in the fowmth line of the
1dyll are a little curious They aie most probably suggested
by “lucky words” in the twentieth line of “ Lycidas”, but
Milton uses the term in the sense of “that wish luck,”
and Tennyson uses 1t n Cowper’s sense of “though apt,
yet coy” But 1t 1s possible that Milton’s phrase was not
present to him

Ouginally the words “an Idyl” were added to the title,
“The Brook” By this the poet implhed that “The
Brook” was the only poem of the kind in the “ Maud”
volume?!

{156) “SEA DreEaMs® This 1dyll, as we have seen,
ongmally (p 2o01) stood third in the “Enoch Arden”
volume of 1864 Like others in that volume 1t 1s fitly
called an “Idyll of the Hearth” The story of “The
Brook ” was the flower of romance, i “Sea Dieams”
we have a meagre incident from the most homely life

1 Tennysons sketch of “ The Brook may be compared with one in the
twenty fifth stanza of the ¢ Halloween of Burns, where the picturesque
“biclenng 1s found, and the refrain, ‘men may come, etc, resembles the
following wnscription on a sun dial

““ 1o vado e vengo ognt glorno,
Ma tu andra: senza ntorno

The word ‘‘ waterbreaks may come from one of Waidsworth s sonnets—
¢ dancing down ats waterbreaks  Cf also his stanza

¢ Douwn to the vale this water steers
How mernily 1t goes ,

Twill murmur on ~ thousand years
And flov as no v 1t floww
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But as the brock which gave a name to the former poem
entered like a joyous being into its composition, so the
sea which appears with such significance in the title of
this poem, also becomes a living presence that lends
grandeur to the whole work. How much we may learn
from the mere title of a poem is afact often noticed in the
present treatise, and there is no doubt that the main in-
tention of the poet in regard to these two poems is to be
discovered in their titles. In “The Brook” and “Sea
Dreams” certain forms of nature are brought into closer
relation with humanity, and endowed with an utterance
more divine than human—* With Him there is no vari-
ableness, neither shadow of turning "—this is the voice of
the brook. The other is the mighty voice of the ocean—
“Thy judgments are like the great deep.” And these
judgments, as we learn from * Sea Dreams,” are forgive-
ness and love.

This is another notable feature of Tennyson’s idylls ;
they range from the light and graceful picturing of human
loves among fair scenes of nature to the picturing, through
nature, of a love that is divine; and “Sea Dreams,”
which is so sublime in its sumplicity, fitly concludes the
series.

Among the many important aspects of the poem is
Tennyson’s view of satire expressed in the lines, beginning
“] loathe it.” As to the satire itself,— With all his con-
science and one eye askew,” the poet seems to say to us,
“You see how I could write the well-known couplets if
I chose, but I do not choose,”> The germ of this “old
satire” may perhaps be found in Shakespeare’s “ Richard
IIL” 1. iii. 323-338 : for Gloucester, whose arm or back
were askew, as was all his conscience, says,

““T do the wrong, and first begm to brawl.
But then I sigh, and with a pisce of scnptun:
Tell them that God bids us do good for evil :
AAnd thus T clothe my naked villamny
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‘With old odd ends stolen out of holy wnt ,
And seem a saint when most I play the denil 1
No poet has descnbed dream life so fully and accurately
as Tennyson. In “The Brook ” which we have just left,
this realistic passage occurs .

¢¢ As one before he wakes
‘Who feels 2 gllmmenng strangeness in his dream

“In Memonam” contains many interesting studies from
the world of dreams, and this 1s true of other poems ;
mmdeed, the subject 1s important enough 1n Tennyson’s
works to deserve separate treatment.

In this poem one dream 1s well conceived, and both
are such as we “iecollect Just ere the waking,”? for
each 1s caused by the noise that also breaks it. The
husband’s dream 1s natural ; but the woman could not
possibly dream out all that allegory. Such a history of
discordant creeds that become music “in the roll And
march of that Eternal Harmony,’—this and other inter-
pretations that might be offered, tend to show that the
allegory, like the mad scene m “Maud,” has too much

1 The line
“ So false, he partly took himself for true,

1s like the passage in ‘““The Tempest, T u oo 102,

** Who having unto truth, by telling of 1t,
Made such a sinner of his memory
To credit his own hie

The line

“ And snakelike shimed his victim ere he gorged,

appears with a variation 1o ** The Princess,
“And dress the victam to the offering up

The figure, *“oily’, occurs 1n **King Lear,’ I 1 228,

‘1 want that ghb and oily art
Lo speak and purpose not ,

compare also the *‘ oily courtesies of *The Princess
4 fLuecretins
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method in it. Nor does the poet's own interpretation,
though purposely distorted, remove the impression of
improbability.  Further, the “loud-lunged Antibaby-
lonianisms ” of their Boanerges pulpiteer, or “The
preaching man’s immense stupidity,” as Browning calls
it, have little in common with the dream except “the
ruin of a world.”

The poet’s power of gesture-painting already referred
to is conspicuous in such lines as “ And then began to
bloat himself, and ooze All over with the fat affectionate
smile That makes the widow lean”; this appears in
“The Princess” as “oozed All o’er with honey’d answer.”
Still better known is the passage

** Theh my eyes
Pursued him down the street, and far away,
Among the honest shoulders of the crowd,
Read rascal in the motions of his back,
And scoundrel in the supple-sliding knee.”

Equally familiar is the tender picture of domestic love
which closes the poem. But a word must be said about
the characters ; we have met them all elsewhere—all but
the woman; she moves amongst the rest, a healing
presence of forgiveness and love, till they too are subdued
unto her loveliness ; and she can only be compared to
that other Presence felt throughout the poem—the Ocean
of Lave itself.

(161) “LUCRETIUS.” * Lucretius” was first published
in “Macmillan’s Magazine ” for May, 1868, and was sub-
sequently reprinted as the last poem in “The Holy Grail”
volume of 1870,

In many respects it is a remarkable work. In no other
has Tennyson’s dramatic, or rather monodiamatic, faculty
expressed itself with such assurance and at the same time
with such passionate force. It is easily the most power-
ful of all his shorter poems. “Love and Duty” would
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rank next. Nor is there anything in the dramas that
could be compared with its vivid dramatic portraiture.

Next, the incident chosen was a doubtful one for
Tennyson to deal with, although he had previously
written “Vivien.” With some it would be a question
whether these fleshly effects of a love potion are a fit
subject for poetical treatment atall. In MatthewArnold’s
“Tristram and Iseult,” the magic cup is an occasion for
nothing more serious than fine love poetry ; but the inter-
mittent ravings of Lucretius, however they may be con-
trasted with his saner moods, carry us beyond the bounds
of human experience, or at least of the human expcrience
that lies within the region of legitimate art. We do not
draw pictures of fowls that are moulting—though, after
all, we might, for their condition is not exactly abnormal.

It has already been pointed out® that there are two
ways of securing novelty of effect in art; one is by
introducing material sometimes regarded as abnormal;
such in modern literature would be the dialect of “The
Northern Farmer,” the social corruption of “ Don Juan,”
the amorous maladies of “Poems and Ballads” (First
Series), the daring nakednesses of “ Leaves of Grass.”
This is the easier way ; and it may lead to notoriety
instead of renown. The other, which is difficult, is the
more literary method, noticed several times in this volume,
where attempts have been made to guess the secret of
Tennyson’s early charm ; seen also in that medley of easy
wit and unstudied pathos in “ Don Juan,” in the strong
new music struck from the instrument of words in * Poems
and Ballads ” (First Series), and in the vigour and fresh-
ness and aptness of phrase of *“ Leaves of Grass.”

Apart from this possible objection, “ Lucretius” remains
the masterpiece of Tennyson. It was also a masterpiece
in regard to choice of subject—we are not now referring

1 See p. 40, footnote.
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to the philtre, but to the groundwork suppled chiefly by
the great poem of the Roman wnter. Indeed, we might
almost say that the earlier artist left to Tennyson little
more than the condensing and re-shaping of the work.
“ Tithonus” was a much moie difficult study ; matenals
were meagre, the character was shadowy. But in the
“De Rerum Natura” Tennyson had before him a hiving
model ; this, bemng a great artist, he would reproduce in
lifelike dramatic portraiture; such a result would moie
certainly follow the reading of a work whose pathos pene-
trates the soul like some keen electric force. Tennysonis
reported to have said to a friend, “I shall never wnte
a good drama, I have not enough passion” But we
mught almost say of his * Lugretius” that the poem 1s
sometimes profound in its passion, and sometimes pants
with 1t,

Also from the “ De Rerum Natura” Tennyson naturally
diaws much of his material , sometimes he 1s content
with paraphrase or even translation. Other classical
writers are occaslonally called upon for contribution  But
the mcident of the love potion and the manner of death
e 1h dernved frum sumnees Hn /ity Yessedi—a fath teh,
lends weight to the objection noticed above

“Tithonus” was Greek in manner, and but slightly
modern 1n sentiment ; * Lucretius,” as would be expected,
1s Roman, and 1s infused with not a little of our century’s
pessimism. Avoiding details, which would be exceedingly
numerous, and having regard only to the general effect
of the poem, we may add that the darkness of its might
1s relieved by an implied 1emoteness By re-writing the
tiagedy—not so much of the death of Lucietius, whatever
that may have been, as of what may perhaps be called the
tragedy of his poem—Tennyson has given it perspective .
he would hay e us say to ourselves, “ Thus the noble melan-
choly enthusiast of those dark Roman days thought and
died”, and there follows something like a moral ¢ Some
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say the night is father of the light.” ! For all that we may
also detect in the laureate’s great poem not a little of lus
habitual inclination to be fascinated by the dark,? as well
as his one opportunity of letting “darkness keep her raven
gloss.”

1 ¢ The Ancient Sage.”
2 “ For the drift of the Maker is dark."—Mand.

See also the remark of Mr. Knowles, p. 159, footnote, ‘Fo thismay be added
Tennyson’s own observation to Mr. Knowles concerning ‘In Memoriam,"”
““ It’s too hopeful, this poem, more than I am myself.” Yet in order to be
strctly impartial, it seems best to believe on this as on many other occasions,
that there were two Tennysons; and these two may be discavered side by
side near the end of the Fourth Canto of ‘‘ The Princess,” in the seventeen
lines preceding the song * Thy voéce is heard thro' rolling drums.”
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CHAPTER VIL

“THE PRINCESS?”

1. “A MEDLEV.” Shakespeare once wrote a play to be
performed “on Midsummer day at night” This “mid-
summer ” frolic of youthful fancy was delightfully adapted
to the occasion ; but the author was careful to explain its
incongruous elements and improbable incidents by the
wording of the title ; therefore he called it “a dream.”
And in order to be sure that his audience would take
him at his word, he seized every opportunity that the
prace afforded him of reminding them of it dream-File
character ; and at the conclusion, the speaker of the
epilogue begged them to imagine that they had but
¢ Slumber'd here
‘While these visions did appear.”
In the same way Tennyson calls his “ Princess” “A Med-
ley ;” repeats his description in a prologue, * This were a
medley ;” tells us in the body of the work that “raillery
or grotesque or false sublime?” will now give place to a
more heroic style ; and then, in an epilogue, after making
the admission :
** And drove us, last, to quite a solemn close,”

he adds with peculiar emphasis :

“1 moved as in a strange diagonal,
And maybe neither pleased myself nor them,”
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In spite of the pocts most explicit statement, many com
mentato1s aie at the pains to piove that “ The Princess”
1s not “a medley ,” theieal, they say, does not jostle with
the 1deal, no: medizial chivalhy with gl giaduates, nor
medize al 10mance with modern science , 1if they find that
opposing elements do not seive the purpose of contrast,
they endeavour to show that these elements haimomize,
and thus they destioy their individualhty, in short, to
quote from the play of Shalkespeare above referred to,
they everywhele “find the concord of this discord ”

We piefer to take Tennyson, ike Shakespeaie, at his
word , “A Midsummer Night's Dieam ’ 1s a dream , and
“The Princess ’1s a medley

‘Whether as a work of poetic art *“ The Puncess ” ought
evel to have been a medley, 1s a question that will thrust
itself upon us when the story comes to be considered
This much, at present, 1s ceitan, 1t 1s easter to write a
medley than a woik which evhilnts thioughout harmony
of design and consistency of ticatment

If Tennyson had not called “The Puncess” “A
Medley,” we might pethaps have rested satisfied with the
severe criticism biought to bear upon lus woik by the
poet himself after its fisst appeatance m 1847 Yet the
numerous alteiations i scheme o: in detal which wete
made mn the subsequent editions, stiongly support the
previous pait of this chapter And finally, after all this
revision, the appellation “ A Medley ” was still retained

Few poets have made so many comments upon their
wntings as Tennyson Not seldom his poems are dis
figured by some “pielude of disparagement” Of these
notes and apologies many have been suppressed , but from
“ Poems by Two Brothers” to * Demeter,” the tendency
to self-depreciation 1s still noticeable In * Morte
D’Arthur” 1t seems to raise a technical question, “ Why
bring the style of those heioic times ?”? and again, mn “ The
Princess,” ¢ What style could smt?” But the subject has
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been discussed 1n the first Appendix to Chaptet I., and in
another aspect 1t will be glanced at in the Appendix to
Chapter XI.

II “THe PriNcESS” COMPARED WITH OTHER
PoEMs. The following considerations are more impor-
tant 'to our present subject. From the Appendix to
Chapter XI. we learn to look for signs of hesitation
i all Tennyson’s longer poems—* The Princess,” “In
Memoriam,” “ Maud,” and the “ Idylls of the King.” For
the outpouring of his grief and love m “In Memoriam ”
the poet chooses no framewoik ; not even a seres of
sonnets ; he employs unequal groups of stanzas. “The
Prncess” and the “Idylls of the King ” aie seen to be
tentative epics, while “ Maud” 1s a tentative drama. To
tell a story 1s, primarily, the easiest thing 1n hteraiy art ;
therefore, for his first essay, “ The Piincess,” Tennyson
will choose the form of a story. But as the story of
“The Princess” was lofty enough and long enough to
grow dangerously hke an epic, the poet hnt upon the
happy device of parcelling 1t out among several story-
tellers, and in later editions he assigned to the ladies their
mmportant parts, the songs they sang between the vanous
sections, whereby his poem gained greatly in consecutive-
ness and unity. King Arthar, “the grandest subject in
the world,” seemed to call unequivocally for epic treat-
ment; but again the poet proceeded with caution, and
pieced it out among more or less disconnected episodes.
In “ Maud,” as noticed elsewhere,! a senies of lyrics effect
the nise and fall of the curtain, paint the scenery, develope
the one character, and save the poet much management
of mcident ; in fact, he thus contnived to get almost as near
to drama was as possible without attempting what, after
all, is the real life of drama—interaction of characters.
Tennyson’s own view of the dramatic qualities of * Maud ?

1 Chapter X
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is not entirely different from the foregoing :—*“ No other
poem (a monotone with plenty of change and no weariness)
has been made into a drama where successive phases of
passion in one person take the place of successive
persons.” !

But it is not in design alone that Tennyson’s longer
poems show signs of weakness. Weakness hitherto has
been concealed within shortness. Indeed, we could
hardly expect to find the perfect workmanship of “The
Palace of Art” in every paragraph of “The Princess.”
This again, being the first of Tennyson’s longer poems,
affords the most numerous examples of the weakness
described in a former chapter.? There was always in
Tennyson a tendency towards puerility together with
that excessive refinement of phrase which really touches
the borders of bathos. There is scarcely a considerable
poem he has written that does not discover an example
of this tendency. “Lucretius,” the most consistently power-
ful of all his writings, and, even in metre, strong with the
strength of its original, is probably the only exception.

LLL. QTHER FEATURES :—What then are the toerits of
“The Princess”? Briefly, they are those of Tennyson’s
other long poems ; the matchless beauty and the priceless
wisdom of parts. Lovers of “In Memoriam ” will not be
blind to its occasional banalities nor deaf to its occasional
discords, but they will know by heart more than half of
the sections of the poem. When readers of “Maud”
reach Parts II. and III, they may be surprised at the
intrusion of intellectual elements into the exposition of
emotion, but they will return to Part 1. and read it again,
and be more than ever convinced of its surprising loveli-
ness and astonishing originality. Next, considering the
magnitude of the work, it may be said that in the “Idylls
of the King” weakness is rarer and excellence more

L ¢ Nincteenth Century,” January, x8g3. 2 See pp. §3-55-
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sustamed than 1n any other of these four poems As to
“The Princess,” 1t may be a medley; but the medley
includes such a prodigahty of heauties, that—if the state-
ment be not ungrateful—we run some risk of becoming
surfeited with sweets  There are many passages in “ The
Princess” that surpass, line for line, almost any other
poetic work of the same kind out of Tennyson ; and the
whole poem 1s so replete with what 1s wise and good and
graceful, that 1 this respect 1t may be compared with
“In Memonam,” but, as far as we are aware, with no
other poem 1n hterature

For a first example of particular passages, let us take a
paragraph of mock-heroic style, m which the sobuiety of
Tennyson might not be supposed to excel. “The Rape
of the Lock” has been compared to “The Princess "—a
very unfortunate comparison for Pope; by the side of
“The Princess” the g1aceful form of Pope’s famous poem
can no longer conceal coarseness of wit, meanness of
satire, finality of fancy, insincenty of artifice, it 1s the
perfection of pettiness.

But in Tennyson even the firewoiks of fancy flash
agamnst a moonlit heaven of imagmation, and there 1s
nothing 1n “The Rape of the Lock,” and surely, agam,
there 1s nothing 1n all Iiterature that can appioach such a
delicate interweaving of the graceful and the grotesque as
will be found mn a passage already quoted !

Next, as regards word-painting, the description of the
tournament may be a little oveiwrought, but to match 1t
we go naturally to “The Idylls of the King® Of gesture-
panting the examples are admirable and abundant .

** Thercat the Lady stretch d a vulture throat,
And shot from crooked Iips a haggard smile’

is one among a dozen such The small sweet 1dyl:
“Come down, O maid, from yonder mountam height,” is

1P 45
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of extraoidinary excellence As to the songs, they, of
course, are matchless , one of them, “ Tears, 1dle Tears,”
1s so wondetful that 1t must haveseparate notice ! Indecd,
to desciibe a tenth of the mino: beauties of “The Piincess™
1s far fiom possible.  Ceitainly, as hinted above, the poet’s
thoughts sometimes appeai over-diessed ; and remind us
of cextamn photogiaphs in which the finety and not the
peison makes the pictute But on this very account of
excess of ornament the poem offers the best matenal
extant for the student of literary art. In regaid to
Humour, 1t will be found that the aiticle on this subject 1n
Chapter I mahes special reference to “ The Princess.”
Nature, 1 this poem, 1s mostly ornament, or the hand-
maid of human emotion, but how excellent 1s the poct’s
work m either case .
“ Not a thought, a touch,

But pure as hines of green thatstreak the white

Of the first snowdrop s inner leaves *
This remathable chmax, folloning close upon another,
reminds us of

¢ Chaste as the rcicle

That s curdied by the fiost from purest snow,

And hangs on Dian s temple
Chaste as a cold, bright point of 1ce , not any ice, but 1ce
curdied ; not by any other agency, but by fiost, not from
watel, but fiom the melted snow; not any snow, but the
purest ; the purest of the pure, for 1t lay on the roof of
the temple of the goddess of chastity herself. So with the
other ; pure as a fine line ; a line of green ; pencilled on
white, the white of a snowdrop, of the *first snowdrop
of the yea1 ;”? and on the snowdrop's inmost leaves.
The nest quotatton puts us m mind of the manner
which Victor Hugo makes nature interpose to sympathise
with human emotions :

1 Pp 250-258. 2 ¢St Agnes Eve”
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¢ Tull notice of a change 1n the dark world
‘Was lispt about the acacias, and a bird
That early woke to feed her little ones
Sent from a dewy breast 7 cry for light

The change m the dark woild suggests change—sweet
change of dawn—in the darkened heart of the princess ;
n natute 1t 15 the dawn of love, of a mother’s love for
her offspring , such as the princess had dreamt of when
she felt the helpless o1phan hands about her breast in the
“dead pume” All this comes out from the woids, “ her
httle ones ” Before leaving the passage we may notice the
poet’s exactness The dark wotld 15 the “dead prime,”
or the “dark summer dawns” of “ Tears, Idle Tea1s,”—
“ For might 1s daikest just before the dawn.” The change
that was “hispt ” 1s the breeze of morning trembling o’er
the leaves,—the breeze that time after time ' swept with
its sweets across the lyre of Tennyson

Hitherto we have spoken moie patticulaily of the
“graceful”, 1t 1emains fo1 us to say that the “wise” and
“good” are everywheie abundant, “Better not be at all
than not be noble ” 1s one among hundreds of such jewels
of truth cut and polished by this most cunning of crafts-
men To sum up, we may pass fiom 1solated passages,
and refer to the last canto as contamning within itself—not
humour, for 1t 1s the “solemn close,”—but almost all other
excellencies of poetry , and 1t contains nothing but such
excellencies

1V THE SUBJECT (a) Jniis general aspect Ongmally
male and female are often one physical beimng  The 1deal
individual man and woman of the future also form one
being, physical, mental, and moial Another ideal which
has less 1egaid for the individual, pictures the sexes as
equal yet different parts of a community, each part finding
its own 1n the other’s good.

I *“In Memorinm, xcv ¢ Maud, Partl xwi 2z, etc
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Of these two 1deals, the second a1 collective, 1s the more
modern , and, at its best, seeks to include the first

Tennyson, as we have seen 1 his politics, was an 1n-
dividualhist Theiefore in us “Princess” the ielation
between the sexes 1s mostly indnidual—a relation which
18 expressed with stuhing felicity in the last line but one
of his poem,

“ A plish thou my hood and thyself

Tlus, then, 1s the first fact to be boine in nund byieadets
of “The Puncess” For the moie modein 1deal they
must tmn to other witeis

The relation between men and women has vailed fiom
time immemotial But fiom fable alone can we gathex
that the women ever had it all then own way, asn the
case of the “legendary Amazons” who, bee ke, had
turned out the drones Oftenel, historically at any rate,
the opposite has been1eported —that man, hike chanticleer,
“Stoutly stiuts lus dames before” Having glanced at
these eatiemes we may sum up m one hne the varying
position of women 1n the past—*“This how a slave, the
next a derty ,”* adding, howes el, that the slave position
has been the more usual one

In natural history, again, we find on a lower scale,
examples of almost all the varying 1elationships between
men and women , 1t will be enough to say geneially and
very briefly, that maternal duties have made the female
sex physically weaket, moie passive, moie patient , adioit,
gentler, moe attiactive

Therefore whatmen have prized in womnen 1s tenderness,
beauty, love,, what they have missed 1s, to use the 1dea of
Multon, matchable conversation  All this 1s being altered

now
‘ For 1n the long years liker must they grow

L #The hiver vein, which makes flesh adeity —Z ove s Labdour’'s Lost, IV
m 74 ‘‘Superstition all awry —7/e Princess u 1ax
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Already women are less maternal, less wifely, less love-
able * they have not been content with acquinng a more
matchable conveisation. Love must lose something ;
something may be gamned. But when a future Carlyle
sketches his Blumine he must leave out one piiceless
sentence—* Not a caprice he could spare.” Ouw remain-
ing reflection will be a judicial one —* It 1s indispensable
to acquire the advantage ; 1t 1s lamentable to incur the
ewnil.”

(8) In uts welatron fo “ The Princess” The many
women of Tennyson’s eailier volumes are conventional ;
but they are the best of their kind. There are the
“innocent-arch” Lilian; Isabel, “model of wifehood,”
“ queen of marnage,” ¢ of fimsh’d chasten’d punty ” ; there
are Adeline, shadowy, dreamy; Eleanoie, serene, mn-
peual ; thete are Madeline, perfect 1n love-lore ; Margaret,
pale and pensive ; there axe loving, laughing Leonora, wild
Rosalind, gailant Kate ; and there 1s the smart maitresse
de ses sens, the lady of the skipping rope:

He *“Nay,dearest, teach me how to hope,
Or tell me how to die
She ' There, take 1t, take my sk.pping rope
And hang yourself thereby
They are all delightful, all loveable ; but of none are we
told that she was eminently intellectual. They would
surely tell us of themselves, every one of them, that “ men
hated learned women ;” and the poet, when he drew
them with such delight of daintiness, would surely be
saying the same.

We next notice the importance thus early attached by
Tennyson to love and marriage as the portion of women,
to home as their sphere, and to matermty as their first
duty :* the intellectual qualities, capacities and pursuits

1 ' What every woman counts her due,
Love, children, happiness *

1 he Prancess, m1 228, 229.
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are never allowed to take rank with these Forexample,
when we read
“*The child shall grow

To prize the authentic mother of her mind,
we look closely at the word “ authentic,” and suspect that
the poet 15 postponing affection to intellect But we are
to be undeceived , no sooner has the princess made this
seemung plausible statement than she unwittingly testifies
to the enormous preponderance of one hour of “ authentic”
motherhood

* T took 1t for an hour 1n mine own bed

This morning  there the tender orphan hands

Felt at my heart and seem d to charm from thence

‘The wrath I nursed against the world
And 1n “Locksley Hall,” the “baby fingers, waxen touches”
are a far stronger rival to thelover than the man who took
away his love 'Whether before he writes “ The Princess,”
or after, motheihood, and next to that, wifehood, is Tenny-
son’s 1deal of womanhood From countless passages
we learn the importance, the sacredness of a mother,
and to a mother’s love he concentrates the highest effort
of his tragic and Iyrical gemus—* Rizpah ”

We have anticipated a little, but it was with the purpose
of showing that when Tennyson took up the great
Woman’s Rights question, he was likely to deal with 1t
temperately

“ Turmng to scorn, with hips divine,
‘The falsehood of extremes,

a quotation, we may add, which can hardly be repeated

¢ Her office there to rear, to teach

In Memoriam, x1
To this 1t may be added that the line

“Who foved one only, and who clave to her,

contains peshaps the chief moral teaching of the * Idylls of the Kimng A
further reference to this subject will be found 1o Chapter XV
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too often. The poet, therefore, will approach the subject
from all sides, and with due caution ; according to his
wont he will express various opinions, and among them
his own, through the medium of various characters, in
order, as it were, to hear how they sound when falling
from the lips of others,

The questionings concerning woman’s true position in
the economy of nature confront us quite suddenly in
Tennyson’s poetry. “The Skipping Rope,” which was
mentioned as being the last of his early sketches of fair
women, was given to the public together with “ Locksley
Hall”in 1842. Wehave already noticed' a passage in this
latter poem, “Woman is the lesser man?” as one that was
uttered only half in earnest; nevertheless it denotes
a new attention to the subject; and the passage
beginning “ Or to burst all links of habit . . .”, in which
the speaker will withdraw from a society whose women
are weakness, and join himself to a healthier savage race,
and woo a savage for his bride, is in many respects the
counterpart of the plan of Princess Ida. But with this
exception “The Princess ” of 1847 is the first intimation
of the extent to which the subject had occupied the poet’s
mind. Yet in “ Edwin Morris,” though not published till
1851, we have such an elementary statement of the ques-
tion * as might justify a surmise that this poem dates earlier
than “The Princess.”

When a great writer has selected a subject, or has had
it forced upon him, he makes himself acquainted with the
literature that already bears upon that subject ; and thus
he usually meets with suggestions for his own plan of
treatment. Tennyson was often keenly alive to the burn-
ing questions of his day; he could not fail to hear the
outcries against injustice to women in the past, and the
demand for reparation ; and when he had determined to

1 P, 163.
2 * God made the woman for the use of man,” etc. See p. 154.
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devote his learning and his genius to a consideration of
their case, he began by sifting the evidence already
brought forward in the pages of literature. For some of
the results of his inquiries we may turn to the speech
of Lilia in the Prologue to “The Princess”: “Quick
answered Lilia ;” and her answer was to the following
effect: “Women are not such inferior creatures; the
marvel is that after ¢six thousand years of wrong’
they are not much worse; stupid customs still deny
space and fairplay to their possibilities of nobleness ;
their chief want is education. It is but bringing up’;
prohibition of education is the worst injustice done to
them ; and that terrible injustice they have suffered at the
hands of man. But the time has come when right may
sometimes raise its head ; women may perhaps take of
themselves what men have so unwisely and so ungra-
ciously refused to give. Oh that she could *build Far off
from men a college like a man’s :’ there she would teach
women ‘all that men are taught’” This, and more of the
same purport Tennyson would read in his survey of litera-
ture; but, as we shall shortly discover, he would also
learn, what did not occur to Lilia, that to teach women
“all that men are taught” would be far from satisfying
the aspirations of a right-minded woman. Passing over
suggestions offered by the Spartan customs, by Plato’s
“ Republic,” by medizval writers, and later by Ascham,
Milton and others, we meet the first definite College pro-
ject in The Female Academy of Margaret Cavendish,
1662. Next, Defoe, who whether sincerely or otherwise,
was often a notable champion of the weaker cause, may
be regarded as commencing the dawn.! Defoe proposed
to establish a College for Ladies where they should learn
subjects “suitable to both their genius and their quality.”
In his “ Essay on Projects,” 1697, Defoe wrote : 1 need

1 *“ The Princess,” ii, 122.
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not enlarge on the loss the defect of education is to women,
nor argue the benefit of the contrary practice; it is a
thing will be more easily granted than remedied. This
chapter is not an essay at the thing, and I refer the prac-
tice to those happy days, if ever they shall be, when men
shall be wise enough to mend it.”

The great cause continued to find champions ; Steele
and Addison inaugurated the good work in the eighteenth
century ; progress, though fitful, could be recorded as the
century rolled on; and in 1787 the celebrated Mary
Wollstonecroft began her literary career with “ Thoughts
on the Education of Daughters.” Then, in the very year?!
of Tom Paine’s “Rights of Man,” she published her
Rights of Woman.? She asks in prose what Shelley and
Tennyson, with equal wisdom, asked in verse,

“ Can man be free if woman be a slave 2"
Revolt of Islam.

*¢ 1f she be small, slight-natured, miserable,
How shall men grow "

The Princess.

Or, again, if woman ¥ Stays all the fair young planet in
her hands,” ought not those hands to be trained for their
important task ? This valuable book set the example of a
temperate and enlightened treatment of a subject fraught
with sensation ; but the example of Mary Wollstonecroft
was not always followed—not even by Shelley, whose
contribution, however, has a value of its own ; and by the
time that Tennyson in England shed over it the beautiful
light of imagination, and Auguste Comte in France the
strong light of truth, the question had become wellnigh
lost amid darkness of extravagant ignorance.

The scheme of “The Princess,” as Tennyson designed

1 17912,

2 “Vindication of the Rights of Women, with Strictures on Political and
Moral Subjects.”

.
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1t, will probably be discovered if we place a passage in
Johnson’s “Rasselas” by the side of “Love's Labout’s
Lost”+ The Princess in “ Rasselas” “desired first to
learn all sciences, and then proposed to found a college
of learned women 1n which she would preside, that, by
conversing with the old and educating the young, she
might divide her time between the acquisition and com-
munication of wisdom, and raise up for the next age
models of prudence and pattems of piety ” That Tennyson
availed himself of this hint 1s almost certain, because a
Iittle earlier in the context we read, “ The princess thought
that of all sublunary things knowledge was the best”
“ Knowledge, so my daughter held, was all m all,” says
Gama , and Tennyson 1s very cateful to point out this
mistake in Ida’s scheme Agam, Ida did first desire for
“ many weary moons” to learn a science, o1 sciences ; 1n
the college were learned women, and Lady Blanche was
one of the “old” In fact this passage, together with
“ Love’s Labour’s Lost,” supplhes moie than the founda-
tion of Tennyson’s famous College “The Piincess” 15 a
counterpart 1n opposites of Shakespeare’s play , theie the
plot caerrs o e wrdhdrawal o the world of & Aong- 2o0d
three lords for the purpose of study ; they withdraw for
a term of three years, they bind themselves not for three
years to see any woman, and a princess and her three
ladies play very much the same patt as the prince and his
companions m Tennyson’s story Minor resemblances
between ‘‘ Love’s Labour’s Lost ” and “ The Pincess ” are
far too numerous for mention , but no reader should omt
to notice them

V THE STORY —Except 1n the case of the numerous
and abruptly-shifting scenes of “Maud,” and i that of
some of his less familiar poems, Tennyson’s stories may
be left to tell themselves Our purpose in this review of
“The Princess” will be to consider the story rather than
re-tell 1t, to discover the sigmificance of the characters,



236 Handbook to Tennyson's Works.

and pomnt out the moie important lessons to be leaint from
the poem

In regaid to the main part of the stoiy—the establish-
ment and conduct of the College by the Princess, 1t would
seem that Ida has been harshly dealt with by commen-
tators ; and harshly and somewhat inconsistently by the
poet. She 1s not really so much to blame as Tennyson,
fo1 his purpose, intends her to be. She has been accused
of rejecting the opimion, the piresence, and the suppoit of
men who wished well to her cause ; of tiusting to mere
knowledge for the i1edemption of women; of 1egarding
the 1solation of woman from man as the best method of
immparting that knowledge to her own sex, and as the only
means of ie-establishing a just equality with the other
sex. She 15 fuuther accused—and this 1s the*gravest
charge—of shutting out the natual affections. Her whole
scheme fo1 the bettenment of women 1s generally 1egarded
as a delusion, a folly, if not a fault.

In order to test the validity of these charges, we will at
first proceed 1n the usual way, and merely inquire, “ What
do we really learn from the story?” Remembering that
out iquny 1s a provisionai one, we notice that the
Princess asked “space and fauplay?” for an experiment.
She first took care that her own education should be such
as mught justify her position as head of the college.
Others, whose age and leaining commended them, shared
her project.

But we must now inquire into the origin of that project;
what, according to Ida, was to be accomplished for women,
and how was 1t to be accomplished? Of this we have
many accounts in the poem, so many that reference to
each 15 1mpossible ; nor do they always agree. But we
gather fiom them genecrally that Ida’s view of the past
Inustory of women was “six thousand years of wrong ;”
wrong 1n every age and nation; such persistent wrong
fiom man that she might well distrust all men ; and the
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cure for these evils was to be “biinging up,” in the woids
of Liha, or “equal husbandry” m her own woids, as
quoted by Gama.

And now to return to the founding of the college Ida
secuted a staft of professois who, as far as we aie told,
had “no links with men.” Lady Psyche seems to be an
exception, for she had a biother , but Ida had brotheis
and a father Her purpose was to “build a fold” far off
from men, and to which no man should be admitted—* on
pain of death”; that sounds 1ll, and 1t must be left for
future notice.

This fold she stored “full of 11¢ch memorial ,” nothing
was omutted that could influence her students for their
good.

But they were “not for tluee yeais to cotiespond with
home,” Without regaiding the ambiguous date of Ida’s
experiment, we can point to many an nstitution of om
own times 1n which rules the same n kind, though perhaps
not n degree, for the space of thiee yeais, are enforced.
The Princess thought she would obtain bette: 1esults 1f the
refining mmfluences of her college could win then way with-
out mterruption into hearts that, at the avelage age of
her students, weie very hable to receive less favourable
unpressions elsewheie; and submission to these iules
was voluntaiy., She herself puiposed “never to wed”
That was quite her own affair, and she was not the fast
woman so to puipose. But she meiely cautioned her
pupils agamnst men who “rhyme themselves nto ladies
favours, and then 1eason themselves out again”—togues
“of canzonets and serenades ”—she does not even advise
them not to marry , though if the authois of some modern
novels had been on her staff, she might well have gone
so far as that ; she first warned them against

¢ Things whose trade 15 over ladies
10 lean and flirt and staic and simper,
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but she also warned them against the same faults in them-
selves , for Shelley’s stanza continues .
Tl all that 1s divine 1n woman

Grows cruel, sy h, ih s
Cruafied twit a stmle and whimper ,

and so the Princess continues

“You hkewise will do well,

Ladies, 1n entering here, to cast and fling

The tricks, which make us toys of men—
so that, if they did wed, they might make better wives
She avows no deliberate intention to 1solate woman from
man, nor any systematic design of shutting out the affec-
tions ; her purpose “never to wed” was a grand one,
spite of the betiothal (which her father had some difficulty
n recollecting) .

“ Have we not made ourself the sacrifice? *

and she was 1eady—she yearned—to face instant death

% To compass our dear sisters liberties

The Prncess might even be pardoned for her apparent
penet Vo mere hnowiedge wodid sappiy @i the eiements
of the higher education of her pupils , she used Pope’s
phrase, * Drink deep,” and followed 1t with words of high
purpose. With such a woman to tend 1it, the drooping
flower of knowledge would in due time be changed to
fruit of wisdom. That 1s fauly certain from the promi-
nence she gave to art and moral teaching We have
noticed® 1 an earher chapte: that at the opening of the
Josiah Mason Institute not many years ago, 1t was main-
tamned that Science alone afforded a liberal education ;
and 1t required the genius of Matthew Arnold to prove
the contrary. That former doctrine Ida would never have
admutted ; for, as was mentioned in the same chapter,?
she dwells on the influence of the sculptor’s art; and

1 Seep 36 2 Seep 40
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thereafter she urges her students, “ Oh, lift your natures
up ; let your minds be ennobled by looking on these noble
works of art; and further, they embody, idealized, all
that is noblest in woman.” And to this she adds, “ Better
not'be at all Than not be noble.” The drooping flower of
knowledge has already changed to fruit of wisdom.

Another question now presses for space ; what, accord-
ing to the story, were the weak points in Ida’s scheme?
Again the accounts vary ; and our conclusions must be
brief, and hastily gathered up. 'We may begin with the
subject last touched upon—knowledge. Inthe confession
made by the Princess heiself towards the end of the poem,
we read that she “sought far less for truth than power In
Knbwledge.” That isa very common mistake ; Knowledge
is 2 means to an end. Some people rest in the means, as
does the “man of science” in “ Maud.”! Ida at present
was busied with the means of accomplishing her purpose ;
but the dream “that once was hers” would soon have
“raised the blinding bandage from her eyes,” and bidden
her behold the end. In her case the power that know-
ledge brought would itself have rendered a right use of
knowledge possible. But quite apart from this question
we must notice the exaggerated tone of all this confes-
sion : ¢ It was 1ll counsel had msled the girl,"

This is inadmissible on many grounds ; first because of
the same dream that once was hers; and then we have to
set against it her own protest that in itself the institution
was excellent ; that it fell thiough treachery :

¢ Had you stood by us
The roar that breaks the Pharos from his base
Hagd left us rock.”

She had “fail'd in sweet humility.” This is subject to
the same modification ; we are tempted to add, in the

1 See p. 27.
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words of the Prince, “ True, she errs, But in her own
grand way.” She had failed ; her labour was but as a
“block Left in the quarry”; but it was goodly labour
none the less. “There’s a downright honest meaning in
her,” said Arac. The labour was noble, we add.

Certainly, the girls in the College “murmur'd that their
May was passing ” ; this is the best justification of the
“ three years ” regulation. After these incidental remarks
we will quote the chief apparent cause of Ida’s failure :
“ She sees herself in every woman else.” That is to say,
had she been supported by others as noble as herself, her
College might have been left “rock.” .
® Qur “provisional” inquiry has now been carried far
enough ; we have proceeded, as stated at the outseﬁ in
the usual fashion, picking up, that is, as we have threaded
our way through the Medley, facts or statements thaf
recommended themselves to our purpose. The experi-
ment is now atan end.

Suppose we adopt a different method, and test any one
statement by its relation to the rest of the poem ; we shall
,brobablv be surprised to see what may result from a dis-
regard of the famous but much abused unities of place and
time. Ida’s stern rule,

¢ Let no man eater in on pain of death,”

will serve for the purpose ; as an incidental example, it had
to be reserved for discussion here. The Prince compared
this deadly inscription on the gate to a scarecrow in a
fruit garden. In our day the comparison might be just.
But what were these days? Since we cannot identify
them, let us put them back in a convenient past; and
then we find that the Princess had as much right to treat
maiauders in this way, as the heroic lady of the Prologue,

who
#Arm'd her own fair head,
And beat her foes with slaughter from her walls,”

And she was quite as capable of doing it; and where
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one woman could fight, so could more than one. If a
quarter of her students were half like herself, it was no
idle determination

“To unfurl the maiden banner of our rights.”

But all this hypothesis leads to the conclusion that the
College, with its numberless modern concomitants, was
established in the same remote past.

The theorem can now be stated thus : * Given an age,
legendary or historic, in which women are fighters, in that
age they will establish a modern College.”

Let us now reverse the theorem. Ida establishes a
College for women, quite modern in its essential con-
comitants. By-and-Dby she gets into all sorts of difficulties,
ald incurs the blame of every critic. But she was placed
in those difficulties by a series of circumstances quite
incompatible with the founding of the College ; a tourna-
ment was an impossibility, to say nothing of the * wasps?”
that “entered the good hive.” This, stated as a theorem
would be the converse of the former, and would lead us
to a similar conclusion. For, as we can form no opinion
of Ida’s conduct except as it is related to the whole of its
environment, and as that environment is an impossibility,
it follows that to sit in judgment on Ida’s conduct is an
impossibility.

If now we put the question, “ What brings about Ida’s
overthrow ?” we find ourselves in a position to answer ;
“Itis “The Medley.’” :

And returning for a moment to the popular mode of
criticism, and putting the Medley—if possible—aside, we
might continue with the reflection that, given space and
fair play, the College would have been not a perfect but a
useful institution, and that the lady superior was admir-
ably fitted for her post.

This section will conclude with one other consideration,
rather an important one, but again to be made irrespective
of the 1eal fact, the Medley. We feel that Ida has to

R
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plead guilty for veiy much moie than her shaie Hel
confessions, as noticed aboive, were unwarianted , the
Pince assumes an undue superiotity, a patronizing air
that seems out of place No wonde:r W alter should have
1emaihed, “I wish she had not yielded ” The fact 1s that
the catastrophe, espeaially as conceins Ida, was not duly
biought about , 1t was convenient to the poet but not
meftable to Ida, 1t was not supported by events

VI THE CHARACTERS Viewed thiough the obscurity
of the Medley, the impossibility, that 1s, of making situa
tions tally, the characters, if visible at all, are inconsistent
1f we grant that they may be dimly outhined, then Ida1s
too heroic for conquest by a love that was underhand, even
though that love was the agent of “great natme”, and
the Prince 1s too unheroic to take her sweet hands m his,
though she resigns them to Love 1ather than to a lover
Here, we say, 1s anothetr maudhin man come upon the poet’s
stage to show the audience how a woman can redeem
him' Edith, we have alrendy conmjectured, must have
“spent a stormy time” with the “stiange”! being of
“Lochksley Hall” Maud’s marniage fortunately would be
made 1 heaven , Arthut’s, unfoitunately, was made on
eatth , and Guinevele would haye nothing to do with his
“waste dreams,” and so everything went wrong And
now this Punce of shadows, dieams, and weakness, has
the audacity to talk as follows to a woman who 1s venly a
maiden moon glouifying a clown 2

¢ Dearer thou for faults
Lived over If# thine eyes my doubts are dead,
My haunting sense of hollow shows

This 1s exasperating enough, but when we come to the
insolent condescension of the words

¢“ Approach, and fear not
we have lost all patience with the man

1 The words of Gama, spoken of Ida 2V 178 179
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And we aic wiong , 1t 1s not the man, Mt the Medley

‘What the poet has said and done 1s one thing, what he
meant us to undeistand 1s another But how aie we to
get at his 1eal meaining? Ow best but not vety satis
factory 2uswer 1s, that lus meaning must be sought most
fiequently m the very inconsistencies of his wotk, and for
this reason the necessity of explanation often gave rise
to the inconsistency

For example, the “ weird seizmes,” the “haunting sense
of hollow shows,” 1s a tiait added to the charactelr of the
Piince in the edition of 1851 And the poet meant 1t to
emphasize the pait played by natume mn subdmng the
Puincess , also to make the Piince less heioic, and to
serve as an apology for his being so, to serve also as an
apology for the chaacter of the whole poem , and more
especially to make the woik of 1edemption set apait for
the Princess more impoitant and more complete,' for her
1s reseived the doubtful pinilege of malking a man of
bim If we grant that the Puncess 1s least a woman
when she boldly daies all these male thunderbolts that
first gave and then tieacheiously withheld space and fair
play tor der sciieme, we may aibo notice tiat wilen sie 1s
least a woman so ts the Piince least a man—he 1s “among
his shadows,” a condition suggestive, acconding to the
King of the Noith, of “ old women” But then, again, we
have fitst to accept the umpoitant hypothesis that Ida was
on those occasions least a woman, and this, as we have
seen already, may be disputed Theiefore when the
poet’smeaning emetges 1t 1s usually fiom an mnconsistency,
but even then it may not commend itself toall Was it fair
that Ida should be given over to “an old woman” i order
that the 1eader might understand 1t was Nature and not
the Prince who won her heart?

1 In regard to these ‘“weird seizures which are referred to on pp 62, 63,

103, €tc , 1t 1s 1nteresting to note thit i ‘“ Lhe Princess the poet always
speaks of them 1n contemptuous terms, as befits their dramatic position
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The other characters are less baffling, though now and
then the same dilemma distorts their features. Cyril, who
is the incarnation of humorous common sense, displays to
view his “solid base of temperament” perhaps too plainly
when he is told off for the duty of reminding Ida that
Love and Nature are more terrible than her strong will.
The speech has nothing in it of Cyril as he appeared for-
merly, except the adroit finish : “ Give mee it ; 7 will give
it her.” But Cyril was * batter'd ” when he spoke, and he
pleaded out of love. Florian represents the relationship
between brother and sister, Psyche the more important
relationship between mother and child ; but that same
relationship as between Lady Blanche and Melissa
appears somewhat strained, and not on the part of the
mother alone. Whatever the circumstances, Melissa was
hardly justified in speaking of her mother as she did to
perfect strangers, and she ill becomes the part assigned to
her by the poet, that, namely, of “dragging in” her
wretched father.

Lady Blanche is Ida’s opposite. “Then comes the
feebler heiress of your plan, And takes and ruins all.”
She explains the mistake of the Princess who “ sees her-
self in every woman else” ; she is a foil against which
every nobleness of Ida’s sticks fiery off indeed. Other
opposites are the Kings. He of the North impersonates
unreflecting brute force, and it colours his view of women.
Gama is the impersonation of insignificance and effe-
minacy, and his view of women is, like his character,
insignificant. He remembers the betrothal of his daughter
by “ The year in which our olives fail’d” : and “Swamp’d
in lazy tolerance,” and beginning with a formal * We,” he
confesses, “We remember love ourself In our sweet
youth,” as though he had come nigh to forgetting what
had affected him_so lightly, Arac and Ida are heroic
children of a weakling father ; but this points to 2 mother
unusually noble, from whom all their nobility must have
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been derived—“ When the man wants weight the woman
takes 1t up” Arac 1s Ida in man’s form, but only the form
1s great  He illustrates the contention “ we are twice as
quick,” “ Were we ourselves but half as good, As kind, as
truthful,” and generally that, other things being equal,
“The woman 1s the better man ”

It has been suggested already that motherhood, and
next to that wifehood, 1s Tennyson’s 1deal of womanhood ,
naturally, therefore, he will make his ideals govern the
1ssues of the poem And as one 1deal requues a child for
its expression, and children aie implied 1n the expiession
of the other, he has introduced Aglaia as the embodiment
of hoth. To her, then, as final arbiter all questions must
be submutted, and she will adjust or re adjust all relation-
ships between the contending parties This 1s a beautiful
1dea, to set Nature in thewr midst in the form of a httle
child , and equally beautiful was the poet’s kindred 1dea
of allowing the voice of Natuie to be heard fiom time to
tune

¢ Between the 1ougher voices of the men
Like linnets 1n the pauses of the wind

For the songs, iilhe the ittle child, breathe of morthernood,
wifehood, love , of that love which 1s the poet’s best solu
tion of the problem he undertook to solve

VIl THr TEACHEING OF THE POEM Although Ten
nyson’s violation of the Unities compelled a suspension of
Judgment 1especting the sequence of events and the
conduct of the principal chatacters, there 1s less difficulty
m appraising the sentiments expressed by the vanous
speakers,’ and 1n assigning hus own to the poet Not the
least among the many excellencies of “ The Princess” 1s
the skill with which almost the whole history of opimion
on the question 1n hand 1s distributed among the dramalzs
persone  That history might be exhibited m a very

! Butscealsop 28
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mteresting foim by a series of quotations beginning with
the King of the Noith’s “ Man 1s the hunter, woman 1s his
game,” which takes us back to the customs of certam
savage tibes, and ending with Tennyson’s own summing
up of the case in those two speeches® so wnise and far-
seeing 1n their eloquence that men and women of to-day,
however advanced in opimon, will sutely learn something
from them, will look, for example, towaids the human
being of the future, perfect in body, mind, and spint, twain
and yet one

The poem fitly concludes with two other speeches In
the fitst® Tennyson describes his ideal woman, and fiom
what has already been said we may be sure 1t 1s the por-
trait of 2a mother Itmay be compared with Wordswo1th's
stanzas, “She was a Phantom of Delight,” and with
Milton’s splendid hines 1 * Paradise Lost,’ vin 546 559

Although Tennyson has not addiessed any poem to his
mother, she 15 more than once 1eflected 1n his ve1se, and
she would be ptesent in his thoughts as he made this
wonderful shetch, piobably the finest thing in the poem
“Happy he With such a mather!” That happiness
apprurs 1o hove teen Tenmyson's, and o 1 falis 10 few,
yet on all men who come after him the pictiie here drawn
confers a possibility—mposes a duty— of happiness and
nobleness *

The other and remaining speech, though mconsistent,
as we have seen, with the story—too patronising, for
example, as addiessed to one “ The lifting of whose eyc-

1

¢ Blame not thy self
and

¢ Dear, but let us type them now

2 ¢ Alone, I sud
3 We have seen that Tenny son s wormen of an enrlier d ite were not learned,,
even 1n this speech he says deliberately of the 1deal womnn,

“ Notl d, savemm g h hold ways

But later, as 1n “* The Wreck, he seems sometimes to look mto the futme
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lash 1s my lord”—s nevertheless appiopiate as a con
ciete presentation of the main contention of the poem,
“ My hopes and thine aie one”

“Either sex alone 1s half itself” These woids aie
found near the end of “The Princess.” Tennyson's
thoughts have all along dwelt rather on the indinidual
and personal aspects of the subject, to its social and
political 1ssues he gives but a passing attention, as 1n the

hnes
‘ Milhions of throats would bawl for civil rights,
No woman named °

The political bearings of the question, such as they weie
at the date, would no doubt be regarded Lightly by the
poet, who may also have imphed that a better social strac
ture would soon and surely rise on impioved personal
foundations. For if woman, alieady the conservator of
society, “set heiself to man Like perfect music unto noble
words,” true mainage will become possible ; and tiue
marriage, the poet thinks, means true society. But n our
day the social development of woman carnes the question
some little distance beyond the hmits of “ The Princess.”

Of the vailous famly relationships in the poem that of
the father 1s least distinct. Of the 1elations of fizendship,
that between woman and woman 1s placed in a most un-
favourable light ; and by a cuiious, if not se11ous, anomaly,
the pcet, who nightly regards “ exther sex alone” as “half
itself,” speaks of a friend as “almost my half-self.” The
anomaly need not be tested anthmetically, no1 even its
bearing on the last speech® be considered , 1t will become
ethically appaient when “In Memoniam?” 1s placed by
the side of any poem conseciated by Tennyson to the love
of woman. These notes on * The Puincess® will therefore
close with a buef mquny into the poet’s positton as
regards fiiendship and love, and thus they will foim a

1 ¢ Nay, but thee, Isud .
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connecting link between this chapter, whose subject was
love, and the next chapter but one, which deals with
friendship.

In “In Memoriam ” we also meet with the doctrine,

 First love, first friendship, equal powers
That marry with the virgin heart ,”

but the distinction between friendship and love is essen-,
tially real, however much they may at times seem to
balance or to blend.

The two instincts that impel individuals to supply “felt
deficiencies ” are the sexual and the gregarious. Now,
roughly speaking, love is a phase—more or less highly
developed—of the first, and friendship a similar phase
of the second. Next, as the sexual instinct is the more
powerful, and the more important in the economy of
nature, so the higher growths,associations,and sentiments
of this instinct are superior to those of the other instinct.
But the sentiments born of sexual love vary with the ages,
chiefly because the relation of woman to man (mostly
educational) has so greatly varied. And the passion of
refined friendship preceded that of refined love, owing to
woman'’s low position. Higher love, for example, scarcely
ever existed in ancient times, say among the Greeks and the
Latins; bence the appearance of friendship in ancient
literature, the many literary monuments to friends in both
ancient and modern literature, and the comparative
absence of love. The physical basis upon which the
edifice of love has been built, by no means detracts from
the beauty of that edifice, nor could the mighty passion
have risen from any stronger foundation.

We readily admit that even in the same epoch, and
the same nation, and the same social grade, the passion
of love will assume many different forms, for these ex-
ceptions, if rightly regarded, will support our contention
that in love, as generally understood, we recognize the
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most entrancing, the most beautiful, the most spiritual,
and the most permanent of human emotions. As to “First
love, first friendship, equal powers,” Moore may speak for
us:

¢ Who would not wel that 's i

‘When passion first waked 2 new lhife through his fmme,

And his soul, Iike the wood that grows precious in burning,
Gave out all its sweets to Love's exquisite flame.”

Of course, first love may also be first friendship, but the
case is rare. And we may further admit that the passion
of refined friendship does occasionally approximate to the
passion of refined love ; yet they can never be equal or
identical. The physical basis of love is to love what the
root is to the tree ; and there is no such physical basis in
friendship.

If further proof of love’s supremacy were needed, we
might accept it from Shakespeare, who best of all knew
the human heart. Even he for a time (as mentioned in
Chapter V.) confused the false love of woman with the
true, as when he wrote his “ Hamlet”; but to learn
Shakespeare’s real opinion on the subject we have merely
to glance at this list of names—]Juliet, Perdita, Helena,
Miranda, Katherine, the two Portia’s, Mariana, Isabella,
Viola, Rosalind, Julia, Beatrice, Hermione, divine Desde-
mona, divinest Imogen; or his opinion may be given in
his own words:

« Love, first learned in a lady's eyes,

Lives not alone immured in the brain ;

It gives to every power a doubled power,

Angd when love speaks, the voice of all the gods
Makes heaven drowsy with the harmony.™

Next would come the consideration of the relative im-
portance of love and friendship in the establishment and
the economy of society ; but for this, as for several other
subjects arising out of the poem, especially the social
position of women, no space could be found in the present
yvolume,
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APPENDIX TO CHAPTER VIIL
A LESSON FROM THE LYRICS.
“ TEARS, IDLE TEARS.”

(From “ New Studies in Tennyson.”)

From the Lyrics I choose the song, “ Tears, idle Tears,”
partly because we do not expect to find much sediment of
thought where the music has been evaporated out of this
species of composition, and partly because so many of us
have quoted the three words, “ Tears, idle tears,” without
suspecting their meaning, or without caring to believe
that they could have any meaning at all. Yet even the
airy structure of song should rest on some solid founda-
tion, and I shall endeavour to show that these sitnple
stanzas may tell us much about themselves that is pleasant
and profitable, and may be made to reveal not a little of
the author’s inner life.

But the author must be his own interpreter. This,
which is so specially true of Shakespeare, is true of all
other great poets. For example, we begin our process of
interpretation in this case by quoting from Tennyson’s
“Timbuctoo * of 1829 :

I have raised thee nigher to the spheres of heaven,
Man's f#s£, last home ; and thou with ravish'd sense
Listenest the lordly music flowing from

Tk’ illimitable years.”

Almost the same words, and many kindred thoughts,
are to be found in the “ Ode to Memory,” which probably
dates earlier ; and in the “ Lover's Tale,” written, as the
poet tells us, in his nineteenth year, we meet with “ The
Goddess of the Past,” “ The Present is the Vassal of the
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Past,” and mote to the same effect. And fiom these early
poems we may tuin to the last sweet and sad volume of
all, and there, in the very last and most sacred poem of
all, “ The Silent Voices,” we hear “a wind Of memory
murmuiing the Past ”?

Now seaich thiough the poet’s work that lies between
these Imits, and you will discover almost countless pas-
sages suggestive of decp musings and tender broodings
over the past—and not the past of human life alone, jfor
many of them are ““echoes of some antenatal dream *

Two or thiee of these passages I will select.! The fiist
1s a poem published 1n “ The Gem,” 1831

““Oh sad Vo mwoic ' Oh sweet Vo mor. '
Oh strange No moze !

By a mossed brookbank on a stone

I smelt a wildweed flower alone ,

There was a nnging 1n my ears,

And both my eyes gushed out with tears

Sucly all pleasant things hnd gone before,
Lowburied fathomdeep beneath with thee, No MoRE !

Fiom “Locksley Hall” I choose .

“ Thou shalt hea the ‘ Never, never, whisper d by the phantom years,
And a song from out the distaince 1n the ringing of thine eais ’

Here compaie—

“ lhe exrlicst pipe of half anw1hen d birds
To dying enrs ’

Numerous other such compansons, with explanations,
will be given 1n the larger volume.?

1 Others have been noticed 1n preceding chapters of this book forex-
ample, another passagefrom “‘Limbuctoo, p 6z, one from “‘ The Mystic,”
p 103, and hnes from ' A Song  of the 1833 volume, and “ A Dream of
Fair Women,’ pp 137 and 138

2 These are not included 1n the present Handbook, for since the above
Commentary was wntten, the following exaplanation supplied by Lord
Tennyson himself, has been published by Mr Knowles (** Nineteenth Cen
tury, January 1893) “‘All such subjects (ideahism, the state of trance, etc )
moved him profc dly, and to an curiosity and interest about them
He told me that * Leus, idle tears was written as an expression of such
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For the antenatal recollections we may turn to the
“Two Voices”
¢ Moreover, something 15 or seems,
That touches me with mystic gleams,
Like ghmpses of forgotten dreams,
“Oof hing felt ke hing here,
Of something done I know not where,
Such as no langkage may declare

But the most important 1eference 1s this, to the “ Ancient
Sage”
¢ To day® but what of yesterday ® for oft
Onme when boy there came what then I calld
In my boy phrase The Passion of the Past,
The first grey streak of earliest summer dawn,
Desolate sweetness—far and far away—~

And with that compare

¢What vague world whisper, mystic pain or joy
Thro those three words would haunt um when a boy,
Tar—far—away®

¢ A whisper from his dawn of hfe? a breath
T'rom some fair dawn beyond the doors of death,
Far—far—away?

Far far how far? from o er the gates of Barth,
TLhe faint honzons all the bounds of euth
Far—far—away? 1

Moreover, this lovely song, “Far—Fai—Away?” re-
sembles “ Tears, 1dle tears ” in many points, and not the
least 1n 1ts strange sweet sad charm

Next the “ In Memoriam ” contains many references to
the “eternal landscape of the Past” But I refrain from

longings [Z 15 12 @ way hike St Pauls groanmgs which cannot be
wllered It was wretlens at Dentern when tie woods were all yellowing

veth Azetumn seen through the rutned uindows [t s what I have alwa; s
Jelt even from a boy and what as a boy I called the passwon of the past

4nd 3£ 25 so always with with me now 1t 1s the distance that chavis me
11 the landscape the pucture and the the past, anl not the vnpidiaie lo
day t ¢ whick I move

1 The Soyl cymeth fiom afir —WoRpswor1u s Ode on the In

bemptions
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further quotations fiom Tennyson, at least until I have
called upon one or two other poets to aid mne n the wolk
of elucidation

Wordsworth’s “Ode on the Intimations of Immor
tality fiom Recollections of Early Childhood” must, of
course, be mentioned first In this we have an eloquent
evpression of these swmeet and sad visions of the past,
these yearnings for something better—aboie us—beyond
us—Far, far away

¢ Tt 15 not now as 1t hath been of yore
The things which I have seen I now can see %0 mo2¢

This expression zzo ntore, which occurs 1n the 1efrain of
“ Tears, 1dle tears,” must detain us here It s a gieat
favourite with our poets, so 1s “never moie” Poe’s ac-
count of his selecting the long 0 as the most sonorous
vowel, 1n connection with the » as the most producible
consonant, 1s over fanciful, but we may readily belheve
that the refiain “Never more” created s well known
poem, and this 1s true of 1efrains generally, they help to
build up the lyincal structure

A good example of this fact may be found 1n the fiist
song of “The Pincess,” mn which the significant bit of
local colouting, “ pluck’d the npen’d eais” (see “ Maud,”
Part IT, 1 line 3), was suggested by the refrain “with
tears ¥ Vo smore appears agam 1 the song, “ Ask me no
more ” (“ Puncess ), and this latter sentence begins each
of five stanzas 1n a song by Carew These remarks on
the words “no more” must close with two appropriate
quotations, one fiom Byron

¢ No more no more oh nevermore on me,
The freshness of the heart shall fall ke dew,

and one fiom Shelley,—

¢ When will return the glory of y sur pnme?
No more—oh never more !

The poet to be nuned next to Wardswoith will, equally
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of course, be the poet last quoted. We might be sure
that for such a theme Shelley would supply material both
beautiful and abundant,! such as is found in the stanzas,
entitled, “ Time Long Past”:

¢ There is remet, almost remoise,
For time long past.”

Like the influences of love, the poet's rhythms—

¢t Roll from soul to soul,
And grow for ever and for ever;”

and the plaintive waves of Shelley’'s music seemed to
have rolled into the large heart of Tennyson, there to re-
verberate in echoes stiangely sweet, deep, and far.

One other poet to be mentioned in this connection is
Henry Vaughan, whose lines “ The Retieat,” beginning—

* Happy those early days, when I
Shined 1n my angel infancy ”

have much in common with Wordsworth’s Ode, There is
also a beautiful stanza in Vaughan’s poem, “Beyond the
Veil "—
¢ And yet as angels 1n some biighter dreams
Callh v At o, Wiren Tem doan Yeep,
So some strange thoughts transcend our wonted themes
And 1nto glory peep.”

In this search after the inmost meaning of * Tears, idle
tears,” we shall not examine the context nor the song itself,
for these other two lines of inquiry are important enough
to be followed up separately ; and they lead to the same
conclusion. We may, however, notice that according to
the poet, the song “imoans about the retrospect ;” that it
deals not with “the other distance, and the hues of pro-
mise.” Here, again, reflection lifts the rod to silence
feeling ; Tennyson chides his Violet much as Shakespeare
rcbukes a Hamlet, or a Brutus, when they echo some

1 See also his ** Speculations on Metaphy sics,” v. 4.
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secict yeaiming that escaped mn music fiom his soul , and
we understand that the author of * The Pincess ”—partly
m his artistic design—mw1ll not make any fiank admission
such as that we have heaid in “ The Ancient Sage” The
diamatic puipose of the song—and thete 1s little enough
of this—may be discoreied in one line of the context,
where we aie told that some of the gnls impnisoned n
the College “muimu d that then May was passing,” and
we may suppose that Violet gines ewpiession to this
regret

I do not wish to imply that our gieat poet 1s in the
habit of 1dly and uselessly “moamng about the retio-
spect ,” the 1ebuke of The Puncess, also, 1s something
more than diamatic, as we may leain fiom the “ Golden
Year

¢ Old wnters push d the happy season back —
‘The more fools they,—we foowwrd  dreamers both !

But fo: all this, the past and the fai—

“The devotion to something afar
From the sphere of our soriow

tne sy, e gune—ath theve e o peaon Ao m , wnd a
passion that must sometimes sech utterance It 1s Words-
worth’s case over again

“To me alone there came 4 thought of grief
A timely utterance gave that thought rehef,
And I again am strong
O le on Intanalions

Deep musings and lender broodings over the past—and
stot the past of human lLife alone, for many of them are
“echoes of some antenalal dicam '” 1 repeat these words
(p 251), for they suggest our next inquiry , What was
there 1n that past? and what 15 1t that 1s lost and gone?
According to Wardsworth, 1t 1s a kind of “ celestial hght ?
that “appaielled” all earthly objects until *“Shades of
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the prison house began to close Upon the giowmg
boy »
“ Such hues from their celestial win
‘Were wont to stream before mine eye,
Where er 1t wandered 1n the morn
Of blissful infancy ’
Evening Voluniary, 1x

So 1t was with Tennyson He was doomed to lose the
Iight of “the million stars which tiemble O’er the deep
mind of dauntless infancy ” He came amongst us, “trail-
mg clouds of glory” ; he became a man, only to see them

¢Die away,
And fade nto the hght of common day *
Ode on Intunations

And now,

“ That type of Perfect 1n his mind
In Natme can he nowhere find
He sows himself on every wind

Lwo Vorees

Yet ever and again he exchanges his grown up Platonic
faith for childhood’s perfect sight, or the moie perfect
antenatal viston— as only a poet can?

But I may not do more than touch upon any Platonic
element in this marvellous song, I will only trust that
the foregoing considerations will now enable us to para-
phrase the famous first line—

“Tears, 1dle tears, I know not what they mean

In prose the author would speak to us thus

‘“ If you suppose that yom poet's regret for the past is
not very natural, very deep, and very real, then you know
him scarcely at all.”

1 “Ths ghmpse of glory, why renewed ?
Whch at this moment, on my waking sight
Appears to shine by miracle restored
T ening 1 cuntary
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* A height, a broken grange, a grove, a flower

Had murmurs Lost and gone and lost and gone '1

A breath, a whisper—some dzwzne farewell
Anceent Sage

Here we have the epithet dzvzne of “ Tears, 1dle tears ”

¢ Trathag clouds of glory do we come
Fyom God, who 1s our home
Ode on Intunations

#Dreams of the past, how exquisite ye be,
Offspring of heavenly fasth
And 1 these quotations we may possibly find the source
of that epithet, something also not altogether alien

this
“ What sight so lured hum fiom the fields he knew,
As where earth s green stole into heaven s own hue,
Far—far—away ? *

I have done httle more than conduct the student lover
of Tennyson to the threshold of this beautiful building of
song , but doubtless he will enter in and survey the glory
of the mtenor for himself Therefore I take my leave of
him with just one parting remark One of the chief
reasons for the syperlative encellence of “Tears. Idle
Tears” will be found 1n the absence of rhyme This,and
especially 1 so short a composition, gives the poet a great
advantage, and enables him to unite the three elements
of thought, feeling, and expression 1n an equal perfection
So petfect, indeed, are all these, that the absence of
thyme 1s not felt, and the poem has a melody of its own,
which, as was imphed above, 1s admirably adapted to the
melancholy sweetness of the thought And the source of

1 ¢ But theres a tree, of many, one,
A sugle field, which I have looked upon,
Both of them speak of something that 1s gone
‘The pansy at my feet
Doth the same tale repeat ”
Ode on Intimations

See lso pp 137 and 138
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this melody is found where the brook-like lightness,
. sparkle and passion of the lyric blend with the graver
stream of blank verse.!

And now, little song, what shall be my word of farewell
to you? 1 trustthat you are very precious to all who read.
you, or sing you, or muse upon your silent music. If I
were Shelley, I should “bid them own that thou art
beautiful?; or if I were the laurelled singer who sang you
with such ineffable charm, I might sing again—

* What charm in words? a charm no words could give !

O dying words, can music make you live
Far—far—away ?"

1 This lyrical blank verse may almost be said to have originated with
Tennyson ; forthough it may be found here and there in the poetry of former
poets, they have seldom or never employed it in the definite lyrical form of
*¢ Tears, Idle Tears,” and other songs by the same author. To some of these
a reference will be made in Chapter X1I., Section 1V.




CHAPTER VIIIL

“ODE ON THE DEATH OF THE DUKE OF
WELLINGTON,” AND OTHER POEMS.

FoLLowiNG “ The Princess” in the table of contents,
and reaching as far as “ In Memoriam,” is a long series of
poems composed at various times. The first six of these
are patriotic or national—“ Ode on the Death of the Duke
of Wellington,” ®“The Third of February, 1852,” “The
Charge of the Light Brigade,” “ Ode sung at the Open-
.ing of the International Exhibition ”? “A Welcome tn
Alexandra,” and “A Welcome to Her Royal Highness
Marie Alexandrovna, Duchess of Edinburgh.” Then
follow three of the best of Tennyson’s character studies,
“The Grandmother,” “ Northern Farmer, Old Style,” and
“Northern Farmer, New Style.” The remaining poems
of the series do not admit of classification, unless we
" mention the four philosophical pieces near the end.!

(218) “ODE ON THE DEATH OF THE DUKE OF WEL-
LINGTON.” The Duke of Wellington died on September
14th, 1852, and Tennyson s Ode was published on the day
of his funeral, November 18th. The poet, therefore,

1 “ Wages,” “The Higher Pantheism,” “The Voice and the Peak,”
U Flower i the Crannied Wall,”
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would seem to have written in some haste ; further, he was
toiling at a task suddenly mmposed upon hum. Nothing
could have been more trying for Tennyson, and the first
draft of lus “ Ode,” which appeared as a small pamphlet
of sixteen pages, was cettain to place him in an unfavour-
able light. Othe:r poets of less repute had been faster
wrters ; and so much excellence was expected of the
laureate by a nation accustomed to his highly-finished
poetical work that they were naturally dissatisfied with
this hurried performance ; nor was the foim of the Ode,n,
which 1t was written, at all attractive.

We have seen! that Tennyson’s mode of composition
was generally slow and elaborate ; “ Tunbuctoo” mught
have lost him the Chancellor’s medal had he not been
able to woik upon a poem already wrtten. Having
regard, therefore, to all the circumstances, we are not
surprised that the Ode should have been disappointing, or
that 1t should have been subject to fiequent revision. A
second edition, considerably altered, appeared in 1853 ;
gund further changes were made n the poem when 1t took
its place 1n the “ Maud” volume of 18535.

But, mn spite of many imperfections, the Ode in its
origmal form had considerable ment; and Sir Henry
Taylor's estimate of the earher edition may safely be
transferred to the finished work: “It has a greatness
worthy of 1ts theme *

Before attempting to consider the poem more fully, it
will be advisable to inquire intp the nature of 1ts construc-
tion, and to say a few words on the Ode as a form of
poetry. If we glance through the table of contents in the
volume of Tennyson’s poems, we shall find that the word
“ode” occurs three times; theie are the “Ode to
Memory,” the Ode now under notice, and the “ Ode sung
at the Opening of the Exhibition” What, then, 1s an ode,
according to Tennyson? It 1s a short poem that gives

1 Pp 52, 6o, 227, 128, 135
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honour to some personage, real o1 figuiative, or celebrates
some event, it is wrregular mn every detail of stiucture,
rhymes, hnes, groups of lines, the only element of sym
metry being a correspondence between movement and
style on the one hand, and emotion on the other, and a
general observance of the principle pomted out in a
pievious chapter, of nse, culmmation, and decline from
begmning to end of the composition  This “ Ode on the
Death of the Duke of Wellington” has often been com-
pared to some of the music of Handel, but the com-
paiison 1s neither very apt nor very just, because m
music the connection betw een emotion and form 1s much
more vital, more identical, than 1t 1s, or ever will be, in
poetry, which 1s theiefore more dependent upon foim

The arbitrary character of the symmetrical element in
this kind of ode 1s easily attested by the fact that the poet
obeys no rhythmic law, he 1s a law unto himself , and his
own law 15 indefinitely vanable  For example, on revision
of his Ode already publshed, Tennyson added and re-
jected a considerable number of hnes, and the pomt to
be noticed 1s this that by far the gieater number of
alterations were made not for the sake of the rhythm, but
for the sake of the sense The law of 1hythm, theiefore,
must have been most elastic On the othe: hand 1t will
be argued that if the poet succeeds in grving shapely form
to the mass of lus units, however irregular these may be,
he has achieved a gieat poetical success, but we reply
that opinions will differ in regard to the shapeliness of
form , 1t 1s always indefimmte And we cannot escape an
uneasy sense of unusual license allowed to the poet in the
construction and airangement of the parts

This much 1s certain , these irregular odes aie neither
very abundant nor very popular

Then theie are the almost regular Gieek odes, bult of
strophe, antistiophe, and epode, such as Giay mostly
wrote Vet these in theirr modern manner aie scarcely
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moie pleasing ; chanted on the dancing stage of the
Greeks they weie delightful ; but, shorn of their wings of
music, vocal and instrumental, even the woids of Pindar
have lost much of their ancient power ; and 1n the pages
of English hiterature the so-called Pindanc Odes are flat
and formal ; they usually look as 1f built by rule and line,
and not by the creative energy of musical emo 1on.

As to the third class of odes, those that are composed
of similar stanzas, like most of the Odes of Horace, or
hke Collins’ “Ode to Evenmg,” they either need not be
called odes at all, o we may also give the name to such
lyrics as Tennyson’s Horatian lines to Maurice.

‘With the aid of this digression we may now review the
structural aspects of Tennyson’s Ode. The movement at
first, especially in 3 and 4, 1s like the tread of mourners ;
but from time to time 1t quickens, till the short hines—

¢ 1In full acelaim,
A people s voice ¥
at the end of 6, a1e breathless with an impetuous rapidity ;
from the opening of the 7th till the close, the maich of the
measure 1s often stately and slow Next, the rise and fall
of emotion may be hikened to the coming and the depart-
ing storm  In the first thiee divisions the thunder mutters
distant and low, 1n 4 and 5 1t becomes louder and nearer ;
at the end of 6 the storm has reached its height ;
“ With honour honour, honour to him,
Eternal honour to his name
1t gradually declmes 1n 7 and 8, but not without some loud
recurrent peals as at the end of 8—
 With honour, honour, honour to him,
Eternal honour to his name , "
then 1n g 1t passes away, softly moaning itself to rest.

There 15 yet another charactenstic of the ode, which 1s
abundantly illustrated by this one of Tennyson’s The
sentiment will usually be noble and sustained, and the
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style ornate and digniied Tennyson’s work,as in “ The
Princess,” 1s often overloaded with ornament and dis
figured by traces of effort or straining after effect, but
these faults are almost transfigured m an ode like the
present, which 1s majestic rather than spired or pas
sionate, and adorned with all the accessouies of funeral
pomp and national ceremony

It might be supposed that before approaching hus sub-
Ject, Tennyson would refer to the hterature of ode and
elegy, the well-known opening of the sixth division,
where Nelson 1s represented as asking, “Who 1s he that
cometh hke an honoured guest ?” may be due to Tickell’s
hines on the death of Addison,

“ Ne er to these chambers, where the mighty rest,
Since their foundation, came a nohler guest

But more would have been suggested by the panegyrnic
poems of Claudian, from which, 1n his speech on the oc-
casion of the Duke’s death, Disraeh quoted the line,
% Venerandus apex et cognita cunctis camties,” which
appears 1n Tennyson’s Ode as “ O good gray head which
all men knew ”

(221) “THE THIRD OF FEBRUARY, 1852” This1s one
of three patriotic poems contributed by Tenny son' to “The
Exammer ” ea1ly 1n 1852, the other two being “ Brnitons,
guard your own” (Jan 31st), and “Hands all Round”
(Feb 7th) They were called forth by the achon of Lowms
Napoleon, who on the 2nd of December in the preceding
year had converted bimself from President to Prince
President of the French Republic—o1, rather, of a military
despotism—and this m a manner that was undeithand,
selfish, and cruel Both Lord Palmerston and Lord J
Russell thought 1t advisable to maintan friendly relations
with the new French constitution, although the subject

1 Under the Arthurian zom de dlume of * Merhn
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was made the occasion of a dispute between them ; and
Tennyson’s poem refers to a debate on the question in the
House of Lords. It was natural that Tennyson should
regard the third Napoleon with distrust, for he was known
to be possessed of a vulgar ambition to imitate the career
of his great uncle, the first Napoleon. Moreover, a long
neglect had rendered the defences of England weak at all
points :

¢ Easy patrons of their kin

Have left the last free race with naked coasts.”

When in the poem Tennyson calls war “this French
god,” he has set his thoughts on Bonaparte, who had more
than once made war on land merely to glass over a defeat
at sea. In the same stanza the line, “We dare not even
by silence sanction lies,” resembles the language he
employs in “Maud,” where he speaks of the Czaras “a
giant har.” At that later time we were in league with the
French Emperor, an arrangement in regard to which
Tennyson was nevertheless silent, for,as might be gathered
from his sonnet on Poland, his hatred of Russian des-
potism was yet greater.

The poet’s views of war and politics are much the same
in this poem as in “ Maud ” ; there we hear of “ Peace in
her vineyard—yes ! but a company forges the wine,” a
line which may be compared with the second stanza of
this poem. His opinion, “O fall'n nobility” (and the
whole of stanza 6), is expressed in some lines omitted in
later editions of “ Maud ”—

€ What use for a single mouth to rage

At the rotten creak of the State machine,
Though it makes friends weep and enemies smile
‘That here in the face of 2 watchful age

The sons of 2 gray-beard-ridden isle

Should dance in a round of old routine,
While a few great families lead the reels,”

In the chapter on *“Maud” reference is made to the
“niggard throats of Manchester ” in the last stanza.
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(222) “ THE CHARGE OF THE LIGHT BRIGADE.” The
last two lines of the former poem are a fitting introduction
to the stirring Balaclava lyric :

“ And these in our Thermopylz shall stand,
And hold against the world this honour of the land.”
It is magnificent, but it is not war: and we are well
content that it should be only magnificent, for by such
magnificence England became great. And peace is
indeed desirable and not war, nor the song of war; but
by war we were welded into a nation ; there was no other
way, whatever may be the way of the future. “No
writing of mine,” says Tennyson, “can add to the glory
they have acquired in the Crimea”; but we must not
acquiesce in the laureate’s modesty ; the glory of warrior
never found a lovelier or a truer helpmeet than the glory
of song ; and in order to correct the poet’s estimate we
have only to inquire, ¢ Is there any Englishman who would
wish Tennyson’s ‘ writing’ to be unwritten?” And lastly,
it may have been a blunder, and the blunder gets into the
poem, but—and these again are Tennyson’s words : “It
is one for which England should be grateful, having learnt
thereby that her saldiers are the bravest and most obedient
under the sun.”

“The Charge of the Light Brigade” appeared in the
“ Examiner” for December gth, 1854, with the following
note : “Written after reading the first report of ‘The
Times’ correspondent, where only 607 sabres are men-
tioned as having taken part in the charge” Next, it was
included, with several alterations, in the “Maud” volume
of 1855. Soon after this it was printed on a quarto sheet
of four pages ; at the end was a letter by the author, from
which an extract has already been made. The first sen-
tence is as follows :

“Having heard that the brave soldiers before Sebas-
topol, whom I am proud to call my countrymen, have a
liking for my Ballad on the ¢ Charge of the Light Brigade;’
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at Balaclava, I have ordered a thousand copies of 1t to be
printed for them ”

This popular poem, which should be compaied with
Drayton’s “ Agincomt,” 1s a httle open to cnticism , but
those 1t honowmed are nearly all among the dead, and
comments, however numerous and elaborate, mght all
end with the remark thatitis a glowing tribute to mulitaly
glory, for which, both the tribute and the glory, a whole
nation may well be thankful

(223) “ODE SUNG AT THE OPENING OF THE IN-
TERNATIONAL EXHIBITION” This 1s one of the best of
Tennyson’s official poems In spite of the distrust in
commelce and peace due to the war fever in “ Maud”—

! No longer shall commerce be all 1n all, and Peace

Pipe on her pastoral hillock a langnd note
the merchant ship 1s here “the fair white-winged peace-
maker”, and the fifth section, in which these woxds occur,
recalls the enthusiasm of “Locksley Hall” (61, 64) and
the trembling hope of “ The Golden Year,” as expressed
in the last two stanzas of Leonaid’s song, “Fly, happy,
bappy sails” Yet more tremulonsly the same hope 18
repeated mn “ Locksley Hall Sixty Years After” (83, 85)
And if the day for which Tennyson waited 1s yet “so far
away,” he has surely brought it nearer, If there 1s any
thing 1 poetry that must enter into the heart of every
man who hears 1t, and beat with lis blood, 1t 15 surely
such hines as these

““Ah ) when shall all men s good

Be each man s rule
Golden Vear

“Till each man find his own m all men s good,
And all men work 10 noble brotherhood
Ode sung at the opening of the International Exkibition

¢ Follow Light, and do the Right
Love will conquer at the last ’
Locksley Hall Sixty Vears After
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The “QOde” was sung at the opening of the Interna
tional Exhibition, May ist, 1862 In June 1t was printed
1n “ Fraser's Magazine” In earher editions the divisions
were not numbered, and the fourth division (“Is the goal
so far away?”) was not included This added portion
repeats the lesson of “The Golden Year”,! but it 1s
further one of the many instances in which the poet
choeses to temper enthusiasm with doubt

(223) A WELCOME TO ALEXANDRA, Maich 7, 1863,
printed by Edwaid Moxon as a sheet of four pages, was
sold among the crowd The five hines beginning, “ Rush
to the roof . . .” wele added later With other emenda-
tions it appeared n the “ Enoch Arden” volume of the
following year.

(224) A WELCOME TO HER ROYAL HIGHNESS
MARIE ALEXANDROVNA, DUCHESS OF EDINBURGH,
March 7, 1874 This, ike the former, was printed on a
single sheet, later it appeared in “The Times” It s
not so spirited as the preceding, there 1s less of stirnng
poetry, but 1t has wisdom enough to make 1t a welcome
addition to the collection of laureate poems

(225) THE GRANDMOTHER Browning seeks unfamiliar
types of character, Tennyson pamnts those that are
farmhar Browning’s sketches are striking by reason of
novelty and complexuty, the difficulty mvolved in dehinea-
tion, the intellectual strength and acuteness by which the
difficulty 1s overcome Tennyson’s portraits are admar-
able because of their perfection, as usual with him, he
chooses the simpler, less complicated subject, but he deals
with 1t so elaborately, and leaves it so carefully finished,

1 ¢ Unto hum that works,’ etc
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that his woik 1s often mote pleasing and more valuable
than that of Biowming. For one reader who appreciates
“ Calitban upon Setebos,” theie aie perhaps a thousand
who know such a poem as “The Giandmother” with a
knowledge that 15 akin to affection.

This admuirable study appeaied under the title of “ The
Grandmother’s Apology” 1n “ Once a Week ” for July 16th,
1859. It was accompanied by an excellent illustration by
Sir J. E. Mullais. In 1864 a place was found for it m
% Enoch Arden and other Poems.”

(228) and (231). THC NORTHERN FARMER—OLD
STYLE AND NEW STYLE. These again are admurable
studies ; m therr rougher natmalness perhaps more
striking than * The Grandmother.” But they appear to
be somewhat disguised under their garb of dialect ; we
cannot always tell where drapery ends and statue begins.
We aie sure of the men when we see them ; we are
uncertain about therr speech ; 1t claims an undue atten-
tion ; theie 1s something of artifice mn the sound of it.
The exactness of imitation need not be called 1n question;
indeed, the lush diglect in “ To-morrow ? may be
regarded as equally exact, and 1t ought to be equally
famous ; but 1t 1s exposed to the same objections. By
comparisons innumerable the reader can judge of the
poet’s literiary language; he cannot judge of this; he
only knows that 1t gives the artist an unlimited means of
covening the face of weakness with the mask of strength,
as he expiesses the character through an unfamiliar and
variable medium. The poet knows this too; and just as
the elocutiomist will choose a piece 1n dialect to begin
with, 1n order that he may gain confidence 1 himself and
his audience, so the poet feels more secure with this dis-
guise of dialect ever at hand.

Next, the medium 15 not natural to the poet ; he has not
mastered 1t ; he must evolve 1t separately while he draws
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his chaiacter, and to the detument of the drawing. In
the pioof sheets of “ The Northern Faimer,” Tennyson
made a very large number of corrections , and this was
partly because of the stiange 1aiment of speech in which
he was dressing up the figure. But the most important
consideration, already hinted at above, 1s stated moie
fully n Chapter I. under the head of Humour. Our
attention 1s divided between the character and 1ts enviion-
ment, for we feel that, under eaisting conditions, the en-
vironment 1s something apart from the chaiacter ; we aie
aware that the poet has failed to cieate 1t in any vital con-
nection with the chaiacter , he would not think out his
character 1n dialect ; some at least of the dialect could be
stuck on afterwards ; and we aie fuither awaie that he
trusts to it separately to produce an impression.’ In the
same way 1t 1s easier to draw a humorous than a serious
character, and a comic charaeter 1s easiest of all  Shake-
speare, therefore, begins with comic chatacters ; he creates
Launce, and Bottom, his eaiher Falstaff, and Falstaff
himself, at least before he finishes Hamlet ; but Hamlet
he never finished. Nor was 1t until his powers wele fully
matured that he brought Iago on the stage.

(233) “THE DAIsY.” This tender and dehghtful poem
of the “Maud? volume of 1854 tells us how the poet
while 1n “the gray metropolis of the North,” found be-
tween the leaves of a book a daisy gathered by him on
the Splugen in 1851. He was then tiavelling abioad with
Tis wife, whom he had marned the year before, and this
finding of the daisy gave the poet an oppoitunity of going
over the foreign scenes again m lus hightly moving verse.
Other remuniscences of contmental tiavel sketched with
the same swift grace, occw 1 “ In Memonam.” “The

T Hence 1t would appear that poems in diilect scarcely come within the

province of hiterary art , wnd only a brief notice can be assigned to them
this Handbook
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rich Virgilian rustic measure Of Lari Maxume?” is ex-
plained by a reference to Virgil’s Georgics, ii. 159.

(234) “To THE REv. F. D. MAURICE.” The Rev,
Frederick Denison Maurice, who had been one of Tenny-
son’s friends at Cambridge, and is sometimes known as
the founder of the Broad Church School, had recently
been obliged to resign his professorship in King’s College
because of the undisguised liberality of his religious
opinions. Hence the lines, “Should eighty thousand
college councils,” etc. Tennyson, who hated intolerance
of all kinds, sent to Maurice by way of sympathy this}
characteristic letter, which is dated January, 1854, The
stanza employed in this and the former lyric is light and
musical ; and the easy grace and superb finish of the
poem itself suggests a comparison with Horace, even
before we note the many turns of thought where Horace
blends with Milton.

(235) “WILL” (1854). Here also are thoughts from
Horace, Odes, 111 iii.—the first eightlines ; and the figure
“who seems a promontory of rock . . . .” will be found
in the tenth book of the ZEneid, 693-696. The line of
Shakespearian elements? in the second stanza, “Or seem-
ing-genial venial fanlt ¥ can hardly escape censure as being
over fanciful, although the sound was doubtless intended
to emphasize the sense. The chief merit of this formless
but sturdy little poem seems to be the remarkable figure
at the end of it, which, apart from the suggestion of a
thyme for “fault,” is likely to have a history. Compare
with this poem “All Life needs for life is possible to will ;**
also Smiles’ variation of Addison :

“¢'Tis not in mortals to deserve success,
But we'll do more, S jus, we'll dit.”

P!

L Sonnets to Mr. Lawrence and Cyriack Skinner.
2 ¥ So secming just,” ¢ a venial slip." 3 “Love and Duty.”"
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(235) “IN THE VALLEY OF CAUTERETZ.” In this
mournful and tender poem we have the reminiscence of
another continental tour. In 1861 Tennyson revisited the
Pyrenees, and stayed at Mont Dore-les-Bains, Cauteretz,
and other places with his wife and children. Not long
before, Arthur Clough had set out for the same parts
in search of health, The following extracts from his diary
are profoundly but mournfully interesting. “ September
1st :—The Tennysons arrived at 6.30 yesterday. Tenny-
son was here with Arthur Hallam thirty-one years ago,
and really finds great pleasure in the place ; they stayed
here and at Cauteretz. ‘(Enone, he said, was written
on the inspiration of the Pyrenees, which stood for
1da.

“September 6. Tennyson and —— have walked on
to Cauteretz, and I and the family follow in a calécke
at two.

“ Cauteretz, September 7. I have been out for a walk
with A. T. to a sort of island between two waterfalls, with
pines on it, of which he retained a recollection from his
visit of thirty-one years ago, and which, moreover, fur-
nished a simile to ¢ The Princess” He is very fond of
this place, evidently.”

The scene brings back the time ; two and thirty years
roll away like a mist, and Arthur Hallam is with him in
the valley once again ; his voice is heard in the stream,
in all sounds, all silence of the deepening night.

(235) “IN THE GARDEN AT SWAINSTON.” Swainston,
in the Isle of Wight, was the seat of Tennyson’s friend,
Sir John Simeon, who is said to be the Sir Walter Vivian
of “ The Princess.” Itwas in the garden at Swainston and
under one of its cedar trees that “Maud” was partly
written. In 1870 Sir John Simeon died at Fribourg; and
Tennyson, while walking in his garden, gives him the
immortality of a great poet’s loving verse.
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(235) “THE FLOWER.” In this fable we read of Ten-
nyson’s “ flower of poesy,” which, according to the poet,
was “little cared for;” at least, until it found many
imitators. “ Once in a golden hour,” may be compared
with “ The poet in a golden clime was born.” Tennyson,
like Wordsworth and Milton, had lofty ideas of the poet’s
office, but his expression of those ideas is not always
50 lofty as theirs.

(236) “ REQUIESCAT.” Spite of the stock phrase “in
its place,”* the pathetic simplicity and sweetness of these
stanzas may almost remind us of Wordsworth’s “Lucy.”

(236) “ THE SAILOR Bov.” These were the only verses
published by Tennyson in 1861, the year in which he
visited the valley of Cauteretz; and possibly they were
written on the voyage. They appeared at Christmas in
the “ Victoria Regia,” a volume of miscellanies edited by
Emily Faithful. “The Sailor Boy” adds another to the
long list of sea poems that date back to a time when our
race was being rocked in its cradle, the sea; and it does
honour to the daring and the pfuck of the sea-ruling
nation, It may further be regarded as an allegory:
“ Death is sure To those that stay and those that roam ;”
which is like Shakespeare’s “ Will come when it will
come.” Without laying further stress on this precept of
the poem, we may add Longfellow’s “ Let us then be up
and doing With a heart for any fate.”

(236) “ THE ISLET.” From the first this poem has im-
mediately followed “ The Sailor Boy,” and it is mostly alle-
gorical; This “little Eden on earth that I know” is “a far
Eden of the purple East . . . The winged storms . ..
leave azure chasms of calm Over this isle . . . heavy with

1 As (in Tennyson) “ I will grow round him in his place."—Fatima, “The
flower ripens 1n 1ts place."—ZLolos-Eaters.
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the scent of lemon flowers . . . I have vowed Thee to be
12dy of the solitude . . . We shall be one ... Within that
calm circumference of bliss” To these rapturous dream-
mngs of Shelley Tennyson seems to make reply; “Even
as dreams they aie unworthy ; most unworthy of the mgh
possibilities and the sacied duties of waking ife ”

A literal rendenng would be something as follows .
Dwelling apart by ourselves, seeking only our own hap-
piness, may be hikened to solitary existence on a beautiful
1sland 1n the tropics, where the real work of hfe 1s sus-
pended , where the only music 1s the false note of the
mocking bnd, and wheie loathsome diseases lwk m
every pofusion of loveliness, Like “The Voyage,” this
shighter poem 1s an occasion for vivid sketches of far-off
1sle and ocean

In the onginal volume (“ Enoch Arden ”) ©“The Islet”
was followed by “The Ringlet.” Tis poem amongst
others was imphied on a former page,! where the state-
ment was made that certain weaknesses could be traced
fiom the begmning to the end of Tennyson’s poetical
career “The Runglet,” which was of the “Skipping
Rope” character, but a better poem, was withdrawn some
few years ago

(237) “ CHILD-SONGS” Both these songs weie con-
tributed 1n 1880 to “ St. Nicholas,” an American magazine
for children. The rhythms of the nursery were never so
melodious. But Swimburne’s “In a Garden” should be
compared with all other verses wntten for or about the
very young.

(237) “ THE SPITEFUL LETTER” (“Once a Week”
January, 1868). In smart repartee, clever satire, easy
bantei—all combined with loftiness of thought and grace
of manner—this poem 1n 1ts piesent greatly improved

1 Pages 53 and »4
1
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form should stand unrivalled. But Virgil could not have
written such. The stanzas are addressed to no one in
particular; they may be left to us as a lesson: but, after
al], a better lesson is to be learnt from the next poem.

(237) “LITERARY SQUABBLES” (originally entitled
“ Afterthought”) :*

¢ The noblest answer unto such
15 perfect stillness when they brawl.”

“The silent stars” are the stars of “Maud” and of
Lucretius that “burn and brand His nothingness into
man.” The epithet “stony” reminds us of the “Awful
Memnonian countenances calm” of “A Fragment.”
4 Lethe, the river of oblivion, rolls His watery labyrinth ”?
in “Paradise Lost.” These verses were written in March,
1846, as an “ afterthought” to “ The New Timon and the
Poets,” in which Tennyson a week previously had retorted
upon Lord Lytton, who had attacked him in his poem
“ The New Timon.”

(238) “THE VICTIM,” accompanied by an illustration,
appeared in “ Good Words,” January, 1868. Longfellow
visited the laureate at Farringford about this time, and by
a coincidence the ballad has something of Longfellow’s
manner, especially in the variable metre ; but possesses,
nevertheless, a poetic power of its own.

(239) “WAGES” was contributed to “ Macmillan’s Ma-
gazine” for February, 1868, and was afterwards included in
the “Holy Grail ” volume. The new dress of this old scrap
of philosophy is not over-poetical; among other defects
the breaks in the first stanza are perplexing. The second
stanza is better. 'We may extract the material from * In
Memoriam,” lxxv. (3), Ixxiii. (3 and 4), xxxiv. (1), Ixxv. (5).
In “Parnassus” the poet is not content to be * Paid with a

1 See also p. 195.
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voice flying by to be lost on an endless sea ;” in spite of “A
sad astrology, the boundless plan,” he believes that the
poet’s voice will sound for ever and ever ; and that is what
he asks for as the poet’s “glory.” Itis the same with virtue;
take the charm “for ever” from her, and she crumbles
into dust ; but she desires no vulgar immortality of in-
action ; she demands as her meed eternal activity. Ten-
nyson does not believe, like George Eliot, that virtue is
her own reward “even here, But for one hour.”?

(239) “ THE HIGHER PANTHEISM,” read previously
before the Metaphysical Society, was published in the
“ Holy Grail” volume. This with the preceding and the
two following poems forms a philosophical group.

It has already been stated ? that the doctrine of evolu-
tion could not fail to be a potent influence with Tenny-
son ; and on another page® will be found an incidenta
remark to the effect that scientific thought is again making
a god of nature. Before considering Tennyson’s “Higher
Pantheism,” it will be necessary to add very briefly that
many €éarlier religions and philosophies regarded man as
ane with nature ; that the Christian religion has kzent them,
altogether apart, regarding nature as something made for
man’s convenience, yet often a harmful thing, to be
shunned, or dominated, or despised; and, lastly, that
the intellectual ingenuity of the nineteenth century has
brought them nearer together than they ever were.* But
the first tendency of modern scientific inquiry was to
leave the conception of the deity to religion whether
dogmatic or emotional, while it gradually evolved man
from his surroundings, and constituted him an integral

1 ¢ In Memoriam,” xxxv. 2. 2 See p. 26. 3P. 33.

4 Some conjectures on p. 37 (footnote) respecting the relationship between
men and his environment may seem plausible as far as man is concerned.

from man, what mas his environment might be likened to the number

three, if that number, after measuring three apples, sought to maintain un-
symbolized its measuring potentiality ?
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part of the material universe, all whose operations were
found to be one with law. Later, when science carried
its spirit of inquiry into the theological field, it showed a
tendency to identify its god of Law with the God of
theology; and theology at the same time expressed some
willingness to meet science half way—

“ For if He thunder by law, the thunder is yet His voice.”

Here then is the “ Higher Pantheism,” a compromise
between a strictly scientific conception of our cosmogony,
and the emotional instincts and convictions of the higher
philosophic and religious minds; and Tennyson endea-
vours to show that the path of induction and the path of
intuition converge near the forests of the infinite that
bound us in.

Once more, therefore, we see Tennyson in that position
of arbitrator which the leading poet of an age like ours
must almost inevitably assume., That he should not
know his own mind when closely questioned on such sub-
jects as nature and philosophy is neither surprising nor
regrettable; but that he should seek to know the unknow-
able and express the inexpressible is sometimes laudable,
sometimes admirable, sometimes disastrous ; for here we
are dealing with poetic a1t. It is fairly laudable in the
“ Higher Pantheism,” entirely admirable in “The Ancient
Sage,” but most disastrous in ** De Profundis.”

{240) “THE VOICE AND THE PEAK.”! This is another
attempt to find a voice for the ineffable, and to appre-
hend the infinite. The sentiment is often to be met
with in “ In Memoriam” ; as, for example, in Poem cxxiii ;
we get no nearer heaven by climbing to the Peak—* Thou
hast not gained a real height.” 2

Therefore when the appeal for some knowledge of the
Infinite goes up from river and ocean, to the Peak that

1 Cabinet edition, 1874 2 ““The Two Voices.”
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stands so high above them, the poet makes the Peak
reply “The hills are shadows, and they flow From form
to foum, and nothing stands® But, he adds, speaking for
himself, the matenial universe 1s finite, man 1s infimte,
his thoughts wande: through eternity, “ Eternal process
moving on, Fiom state to state the spiit walks”' This
view of nature 1s different fiom that of “The Higher
Pantheism ” which seems to confess with Pope, as also
with “In Memoram,” caaix and caxx

¢ All are but parts of one stupendous whole
Whose body nature 15, and God the soul,

a view, it may be added, which accords moze exactly with
many of the conclusions of modein science Evolution
has first unified science, and secondly, unified the univeise.
All we are ceitamn of, says Hunley, 1s the fact of con-
sciousness, thought, to this eyolution adds—we may put
it 1 the woids of Shelley—thought 1s the measure of
the umwverse, that 1s to say, every product of deselop-
ment stands 1n a close relation to every other product;
and, given the fact of thought in any one manifestation of
the infimite mahing of the fiame of things, then every othe
manifestation 1s a form of thought, in the more ughly
organized product, thought 1s moie mghly orgamzed ,?
whereas some simpler consciousness of which we can foam
no conception may be piesent in the most elemental con-
stituents of what we call matte: , “ I swear I think now that
everything has an immortal soul ”? Fiom this pomnt of view
we may better understand how 1t was that to Wordswoith
all nature seemed alive as a form o1 mode of thought.

(240) “ FLOWER IN THE CRANNIED WALL,” * has been
considered on p 38 Like some others of the phmlosophi-
cal pieces, 1t 1s formless, and rather unpoetical, although

1 ¢“In Memonam, Ivaan

2 “In Memoriam, Ixxav.6 7 and Epilogue 36 ¢ Whitman
4 “Holy Grail ’ vel , 1870.
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earnest and impressive. The thought occurs in many
other writers, both ancient and modern, and from one
point of view may be compared with the well-known lines
of Wordsworth :

¢“To me the meanest flower that blows can give

‘Thoughts that do often he too deep for tears.”
In this little poem we have at its best one of Tennyson’s
later favourite phrases, the Wordsworthian “all in all.”

(240) “A DEDICATION.” This poem was printed near
the end of the “Enoch Arden” volume; and is obviously,
not explicitly, addressed to the poet’s wife. So also the
dedication of “ The Death of (Enone and Other Poems,”
is without aname. As these lines testify, it was a marriage
of true minds when Alfred Tennyson wedded Emily
Sellwood, and almost to be compared with the union of
Robert Browning with Elizabeth Barrett.

(241) “EXPERIMENTS.” This title groups together the
five poems that follow.

247) “ ROADKEA” By adeping a e of Cainle,
the poet has written what are, perhaps, the most sonorous
lines in our language. He takes occasion to prophesy the
future greatness of England, especially in the passage
beginning “Thine the libetty.” As in some of the verses
of “Maud ® and “ The May Queen,” the accents, eight in
each line, become the basis of the measuie, more or less
irrespective of the number of syllables.

. (243) “ ON TRANSLATIONS OF HOMER.” The substance
of a remark made in a former chapter® will be the best
preliminary comment on this and the following two exer-
cises in Quantity ; they prove that the poet felt how difficult

1 P, 8o,
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1t was to force the classic metres into English, but prove
also that if 1t could be done, he could do it Further,
whatever they may have that 1s classical will be chiefly or
only their form

These “Attempts at Classic Metres in Quantity ” first
appeared 1n the “ Cornhill Magazne” for December, 1863

(243) “MILTON ” These lines are indeed worthy of their
theme, though that 1s among the highest The best way
to appreciate them 1s to hnow “ Paradise Lost” by heait
To that poem alone does the poet make any ieferemce,
and 1t 1s strange, that some cutics should rank “ Comus,”
and other minor poems of Milton, with his great Epic, to
which they present no promment feature of comparison
Although so many poets and poems may put forward a
claim to the place of honour 1n Tennyson’s favour, we may
venture to mention, 1n this connection, that if there 1s one
poem more than another to which the late laureate was
indebted, that poem 1s probably “Paradise Lost” The
poet singles out the two 1mpoitant aspects of the great
Epic, “ Strength and beauty met together ,” he prefers the
beauty, but the two

# Kindle their image like a star

In a sea of glassy weather *
and if only Tennyson had possessed moie of Milton’s
strength, he would have been a much gieater poet The
Alcaics end 1n Tennyson’s favourite manner, with exquisite
imagery wrought into music that has a “dymg fall” It
may be compared with “In Memouam,’ Ixaxv1 (4).

(243) Hendecasyllabics call for hittle moie than the
remark referred to above* Though these lines are more
gemal than usual, and merely an “experiment,” they are
not athactive.

1 ¢ Qn Translations of Homer *
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(243) *“ SPECIMEN OF A TRANSLATION OF THE IL1AD
IN BLANK VERSE.” The following prefatory note was
originally piinted above this fragment: * Some, and
among these one at least of our best and greatest, have
endeavoured to give us the ‘Iliad’ in English hexameteis,
and by what appears to me their failure, have gone far to
prove the impossibility of the task. I have long held by
our blank verse in this matter, and now after having
spoken so disrespectfully here of these hexameters, I
venture, or rather feel bound, to subjoin a specimen, how-
evem brief and with whatever demerits, of a blank verse
translation.”

On the difficult subject of translation in general a note
will be given in the Chapter on “ Maud.”! Meanwhile it
may be stated that opinion will differ as to the advisability
or the possibility of translating Homer, the metre to be
employed in any such attempt, and so forth. But the mere
presence of this specimen, as well as the specimen itself,
is open to some criticism. It will perhaps be sufficient to
add that Tennyson’s rendering of this famous passage has
been greatly improved since its first appearance, that it is
more successful than his ““ Achilles over the Trench,” and
that most of the notes of earlier versions have been wisely
withdrawn.

(244) “THE WINDOW; OR, THE SONG OF THE
WRENS.” When, in 1867, Tennyson was staying with Sir
Ivor Bertie Guest at Canford Manor, Wimborne, this little
cantata, or song-cycle, written for Sir—then Mr.—Arthur
Sullivan’s music, was printed at Sir Ivor’s private press.

These songs, composed “ German fashion,” and twelve
in number, are a fanciful and most musical story of
wooing ; and in their variety, and adaptation to mood and
incident, they bear some slight resemblance to the lyrics
of “Maud.”

1P, 31,
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ADDENDA TO CHAPTER VIIL

This chapter will close with a mention of some minor
verses dating a few years later than the middle of the
century, and not included in Tennyson’s published works.

* A poem of 1852, “Britons, guard your own,” has been
' noticed on p. 263.

On the occasion of the marriage of the Princess Royal,
January 25th, 1858, the poet added two stanzas to the
National Anthem. These were printed in “The Times”
of January 26th.

On March 1gth, 1864, he contributed to “The Court
Journal” a short “ Epitaph on the Duchess of Kent.” It
was afterwards inscribed on Theed’s statue at Frogmore.

The “Enoch Arden” volume of 1864 included *“The
Ringlet,” which has been noticed incidentally on page 273.

“Home they brought him slain with spears,” was
printed in a volume of Selections in 1865. It is a good
song of two stanzas, allied in subject to “Home they
brought her warrior dead.”

In 1868 there appeated in the March number of “ Good
Words” a poem entitled *1865-1866.” It consisted of
thirteen lines, beginning,

“1 stood on a tower in the wet. . . ." 1

As was noticed in a previous chapter,’ the poem is a poor
one, and it presents a striking example-of intense emotion
failing utterly to find appropriate poetical expression.
Yet its leading thought, which was partly quoted on a
former page,® possesses deep interest for all who would
know the inner life of our great poet.

1P 53 2 P sy



CHAPTER IX.

“IN MEMORIAM,” 1850
I.—INTRODUCTORY. Among the gieater poems of
Tennyson, “ In Memotian” holds a high position. It is
best known and best loved ; the wisest, the most spintual
often the most beaunful. It 1s one of the greatest poems
of the nineteenth century.

To realize 1ts impoitance we have only to ask ourselves,
“What would our life and thought from 1850 to 1895
have been without1t?” In this respect of influence, “In
Memoriam ” takes rank with some of the leading produc-
tions of literary genius; 1t mingles with the speech of our
daily Iife ; 1t 1s sung 1n our hymn books, and preached with
our sermons 1tnfiltiates the higher literature of more than
foity years, 1t has been tianslated into othe: languages;
1t 15 referred to or quoted by a very laige proportion of
the best books, scientific as well as 1maginative, that have
been published since 1ts appeaiance.” 50 much, indeed,
has 1t been drawn upon, whether for pmposes of illustra-
tion, or authority, o1 adornment, that a speaker or wiitel
of good taste in the present day will scarcely ventme to
quote 1ts apt, famihar, and well-loved hines.

1 One 1nstance, and of quite a recent date, would be * Problems of the
Future,” by S Lamng, 1893 This work, propetly scientific, has many
yefe to “In M 1am
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As a work of literary art, therefoie, it stands very high
amongst us.

But hardly less important 1s what we may pethaps call
its private influence :

“True sorrow then 1s feelingly sufficed

When with like semblance it 1s sympathized,”
says Shakespeare ; but it 1s the sympathy of a great heart
that suffered as lesser hearts could never suffer, which has
endeared “In Memoriam” to thousands of mourners
throughout the world :

¢ O wheresoever those may be

Betwixt the slumber of the poles,

Lo day they count as kindred souls,
They Loow me not, but mourn with me ' {xcrx ).

And the great heart of Tennyson was one of those that
“ mourn 1 hope.” ?

Further, it is popular as embodying many phases of
religion and philosophy, especially such as seem best
adapted to the extended and varying needs of our nine-
teenth century.

Moreover, from a meiely artistic point of view, we must
regard, as a crowning excellence, those maivellous lyrical
voutbursts (Poem Ixxxvi. is the very finest) that every now
and then are heard above the long “ monotone of pain.”

To sum up, “In Memonan ” 1s a great work of art, the
truest and the most beautiful 1epresentative of its age,
and at the same time 1t is one of the best influences,
whether external or internal, by which that age n part,
and the age succeeding, have been formed.

1I.—FORM AND S1RUCIURE. ‘“In Memoriam?” con-
sists of 131 separate poems, varying in length from twelve
to 120 lines each. These poems, though not sonnets in
form, are often sonnet-like 1n many other respects; in
each we have some gem of thought set in a framework of

1 ¢t The Death of the Duke of Clarence.”
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beautiful verse. It will be best to call them poems, and
to describe them 1n the poet’s own words as

¢¢ Short swallow flights of song, that dip

Their wings m tears and skim away

This moulding of passing moods into a long series of
separate poems reminds us of the sonnets of Shakespeare
and others, but Tennyson reseived to himself a not un-
mixed advantage, that of making his poems long or short
as he pleased , he gained freedom, but his poem lost foum *

At the head of these 131 poems stands a Piologue, and
they ate followed by an Epilogue

Each poem is composed of stanzas foomed by placing
two rhyrmng Iambic Tetrameter ines between two others
that thyme This form of veise, already used with effefit
by Lord Herbert of Cherbury, 1s very well adapted to the
subject, which 1s mostly that of subdued but prolonged
grief The fom hnes sometimes sound like the passing
bell; as m lv 3, 4.

Yet in the hands of such a mastes, the verse admits of
almost infinite vanation, and it may also bung to us
the joyous pealing of the Christmas bells, just as the poet
heard them ring out from village churches n the undulat-
ing landscape round the Lincolnshire parsonage (xxvin 3)

Or the music of his metre may be made passionate or
rapturous, and “long diawn out” by passing without a
break from one stanza to another, as mm the whole of
poems xxn and lxxavi and in the latter pait of cxv

As the rhymes occur very fiequently, and the poem 1s 2
long one (it contains 2,896 lines), we must be prepared to

1 Probably no other great poem is so seriously deficient in the larger
P h y s g lly gnized plar, a series of the
Sonnets of Petrarch with a few other poems, canscarcely be regarded as an
exception If we ask, ** What 1s the structural umt of InMemoriam ®
we may get for answer ‘‘not hnes nor stanzas, but poems’ To this we
must reply, * That cannot be for the poems have no common element of
form, they are absolutely irregular sections there 1s no umity within theww
variety  See Chapter III Appendix I , also pp 510, 311
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find them sometimes naccuate, as when the poet makes
Por¢ thyme with 7egporz (aiv ) , sometimes also they fetter
his thought and produce shight obscuuity, as 1n this Iine,

¢ Tho truths in manhood darklyjoin  (xxawvi)

But these blemishes aie ummpoitant More seilous—if
for a moment we regard matter as well as manne1—are
the occasional lapses into metrical prose, as 1n I1 , or the
contrasts of thought, amounting almost to contradicticns,
due to that other not altogether unmixed ads antage, which
“In Memoiiam” possesses in common with “ The Idylls
of the King,” viz, the large number of years during which
the poem was in coutse of composition For this long
period wrought many important changes in the poet’s
mental and spintual lhfe, and we may fairly assume that
poems cxxix and cxxx would not have been wiiiten 1n
the same year as xlv andxlvn  Again, mn Ixxv, Tennyson
determines to attempt no descrniption of his friend’s great
ness, later on he devotes five poems to the subject (cix -
cxm ) Bat, for all this, and much that might be added,
beauty and peifection are so generally piesent that
“In Memonam ” may be considered as a highly-fimished
work

III Its NATURE The “In Memouam?” 1s usually
classed among elegies—poems of mouinmg As the
title “In Memoitam ’ implies, it may be regarded as a
monument to the memory of a fnend But the poem 1
very much mote than this We may ‘iew 1t m many
aspects

I weep for Adonais—he 15 dead !
O weep for Adonais !

These are the opening lines of Sheiley’s “Adonais” , and
m the first paragraph of Milton’s “Lycidas” are the
kindred woids

¢ Lycidas 1s dead, dead ere his pume .
‘Who would not sing for Lycidas
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And even i Matthew Arnold’s “Thyrsis,” “ A Monody,
to commemorate the author's friend,” we read, near the
begmning

“ He could not wait their pissing, he 1s dead

¢ When Sicilian shepherds lost a mate,

Some good surviver with his flute would go

And flute hus friend, hke Orpheus, from the dexd
In each of these cases we have an avowal that justifies the
title “ In Memoriam,” and each of these lamentations was
uttered, as we might say, 1 a breath, and for the occa-
sion, and each lament beais the sign manual of the wniter.
But, as applied to Tennyson’s poem, the title “In
Memotiam A H H ” might seem almost an afterthought ;
no less than seventeen years elapsed between the death of
Hallam and the unveiling of the memorial, and Tennyson
never allowed 1t to bear hus name

An outpouring of g1 ief for private consolation—

“ In words like weeds I Il wrap me o er,
Like coarsest clothes agamst the cold -

Dages from a prevate diary—in which we read how a strong
and nable soul boire the burden of a tertible bereavement ;
how love never yielded to despair, nor faith to doubt ; how
a human friendship

‘“ Rose on stronger wings

‘Unpalsied when he met with death—
such 15 the first aspect of Tennyson’s *“In Memoram,”and
however much the poem may have been built up to the
music of the past,! it 1s the aspect with which we shall
have to deal.

But we must not expect to find the days or weeks, or
even the years of this diary marked off by dates. There
15 not much of external method 1n the composition of “In
Memonam ” Certainly, commentators generally assign
a definite peiod to the story of sortow, Mr Stopford

1 Especially that of Petrarch (P 284, footnote )
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Brooke, for example, tells us that “the poem lasts just
two years and seven months.” Nothing can be further
from the fact. A most casual examination shows us that
within the limits of 1833-1850 we can do little more
than conjecture as to the date of any poem ; and two
poems were added after 1850 (xxxix. in 1872, kxix. in
1851). ‘To begin with, we cannot tell whether the first
Christmas mentioned is that of 1833 or 1834. Certainly
it speaks of “ A merry song we sung with him Last year.”
But “last year ” might possibly be some time in 1833 prior
to the death of Hallam, which took place on Septem-
ber 15th of that year. Again, how could the poems xxviii.-
XXX., if, as Mr, Brooke says, they refer to the Christmas of
1833, be placed after poem xix., which describes the burial
of Hallam, an event that did not take place until January,
1834? Nor can we willingly believe that the author of
“ Break, Break, Break” and “In Memoriam ” would
be singing any “merry song ” while the dead body of his
friend was not yet laid in the grave. Or take the third
Christmas, which, according to Mr. Brooke, is that of the
year 1835. In the poems dedicated to its memory Tenny-
son himself tells us,

“Our father's dust is Ieft alone,

And silent under other snows” (cv.) ;
and the Tennysons left Somersby in the year 1837. The
third Christmas, therefore, cannot be earlier than that-
year. It will be better to deal conventionally, not rigidly,
with the poems of time and incident ; to allow them, like
the others, to follow one another in a poetical chronology
through this history of sorrow, and always to remember
that, with but one or two exceptions,’ the only reliabledates
are 1833-1850.

IV. THE SUBJECT OF “IN MEMORIAM.” Arthur

Henry Hallam, eldest son of the historian, was born in

1 See also p. 22, footnote.
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London on the 1st of February, 1811, In 1828, when
nearly eighteen, he entered Trinity College, Cambridge.
Heie he formed a close fiiendship with Tennyson, to
whose sister Emily he was afterwards betrothed. As
young Hallam was himself a poet, and a remarkable man
1n many other respects, Tennyson’s affection for his friend
soon deepened into an intense devoticil. “Certainly,”
says a recent writer, “this friendship is beautiful to look
upon ; its comparative rareness only makes it the more
refreshing. This was no mere dining at the same club,
no mere smoking of cigars together, no mere joining in
the same jollity. Here was a real union of heart and
mind, mutual esteem, unselfish sympathy.”

This friendship lasted until 1833. On September 15th
of that year Arthur Hallam died suddenly while abroad :

¢ In Vienna's fatal walls
God’s finger touch’d hum, and he slept.”

Tennyson was stunned by the blow; but he found consola-
tion in writing this poem, which tells us the story of his
great sorrow during the years that followed his friend’s
death. At first he moums wellnigh as one that has no
hope, for a web seems woven across his sky. Most touch-
ing is the picture of the bereaved poet as he approaches
the deserted house on a dreary autumn morning (vii.) ;
and if any calm comes to his spirit, it is the calmness
almost of despair (x1.). But Hallam died abroad, and his
remains were being conveyed by sea to Dover, and during
this interval of four months the poet had time and strength
to right himself a little. He can bestow a blessing on the
ship that is bringing to him one who was more than a
brother : and when the sacred dust is at last laid to rest
in Clevedon Church, the mgtgl%giﬁfﬁsaﬁon has
been so long delayed that the mourner's life does not die
within him:

*That dies not, but endures with pain,
And slowly forms the firmer mind."
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Vet in a most perfect lyric oft th
enshrines both the sad scene i
sometimes ebbs a little, but oftener
for tears. How often the mourner’s .
utterance we may gather from' anothe.
“Break, break, break,” which was prc
about this time.! From this point until th
is reached the poet passes through many phase.
We see him weeping by the grave (xxi), or we
uurmuring of the happy past (xxii.-xxv.), and .
aen he glances sadly at love’s future (xxvi.). The
‘hristmas comes, bringing not joy, but renewed sorro
“With trembling fingers did we weave
The holly round the Christmas hearth.”
Both love and grief have sacred times and seasons—
halting-places where the pilgrim finds in memory new
food for joy or suffering. So is it in “In Memoriam”:
Christmas, the New Year, the springtide, his friend’s
sirthday, the anniversary of his death—all these are held
solemn to the past (cv.), and they mark the stages by
which the poet passes from despair to a nobler grief,
which is really love that looks onward, from 2 sorrow for
one lost friend to a joy which reveals not that friend only,
yut all humanity, living, for ever, in love, with God.
But we must return to that part of “In Memoriam®
‘here the poet is still the sport of moods that are change-
|j and mostly despondent. Tremblingly he seeks for
swer, or redress” in nature, in science, in the philoso-
ies (xlix.), but they can neither solve for him the mystery °
pain nor show him the passage from death unto life.
g:iléold, we know not anything ”—such is the sad burden
i Teply.
Finally, with an exceeding biiter cry, he calls to his
irit friend to help him in his despair:

1 See also pp. 192 and 193.
U



Lennyson's Works.

atile, then, as frail !
soice to soothe and bless!
e of answer, or redress?”
to come an answer of blended re

pe,
¢ Behind the veil, behind the veil.” (ivi.)

able that “In Memoriam” o.rigina.lly ender

.ext poem opens with the word “Peace,” ant
. the victory is still far off, the poet now does stur¢
s with despair, so that when we again meet with t
_ord “peace” (Ixxxvi.), it is no longer a cry for streng
and courage in the fight; it is rather the thankful ou
breathing of a warrior who pauses for a moment in .
conflict nearly won.

And through the poems that follow, loving despair i
altogether changed to loving hope ; naturally, therefore
we find in the latter portion of “In Memoriam,” th
brightest, most beautiful, and most spiritual poetry. T
treat of this at all adequately is impossible in this bri
review, especially as space must be reserved for an ex
planation of the very important introductory stanza
‘We may only point to the many striking and effectiv
contrasts produced by later poems when placed by tt
side of earlier poems dealing with the same subjer
Of these one of the most beautiful is that presented by-t
second picture of the “ Deserted House ” (cxix.). Or*
the descriptions of Spring time. In poem xxxviii. sp.
was forlorn as any winter:

‘ No joy the blowing season gives,
The herald melodies of spring.”

In Loexii, it §s invoked with eaget but tremulous love™®

“Dip down upon the northern shore,
O sweet new year delaying long.”

‘ut in cxv. spring and love and hope are blended
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music that can be likened only to the rapturous melodies
of the lark it sings of, and with the last long streak of
snow fades also the last remembrance of long and dreary
loss. Regret now blossoms as a springtide flower of love.
In the same way we should contrast and compare the
three 'stnzas poems, or sets of poems (xxviii.-xxx.;
Ixxviii ; civ., cv.); the eternal gloom of the yew-tree in ii.
with the doubtful gleam of solace that lives in the yew-
tree of xxxix.; and there are many others, in most of -
which the natural world is laid under contribution to
heighten the contrast. One such example is the anniver-
sary of Hallam’s death (Ixxii.); there the poet turns to
the disastrous day as to something that had done him
and his one friend bitter wrong. How different is the
calm control of xcix., in which individual sorrow is purer,
truer, loyelier, because it does not forget the sorrows of
our common humanity : and how exactly in each case is
nature made to reflect the poet’s mood. But the triumph
of love over both despair and time, and the expansion
of that love till it embraces all mankind, is best proclaimed
by the clash of the bells as they ring in the New Year

(cvi):
\“ Ring out the grief that sapsthe mind . . .
Ring 1n redress to all mankind.”

From these poems of place and time which conduct us
almost to the end of “In Memoriam,” we learn how the
poet gradually turned the discipline of sorrow to best and
fullest account :

¢ 'Tis held that sorrow makes us wise.” (cviii. and cxiil.)

Sorrow made Tennyson a true poet
to live true lives. Sorrow purifies us,

it may help us™
ven as silver is

i tried in the fire. We have seen how it widens our sym-

"1 Poets, says Shelley, are

“ Cradled into poetry by wrong
They learn in suffering what they teach i song.”
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pathies ; so also does it enlarge our range of vision ; and
even as the dead we love (Ivi.) :
€ Watch, like God, the rolling hours
‘Wth larger, other eyes than ours,
To make allowance forus all,”
so the living poet whose affliction had wrought for him
a larger hope, and with hope an ampler love, could at
last add to these precious fruits of sorrow a faith half
lost in sight :
* Far off thou art, but ever nigh;
I have thee still, and I rejoice ;

T prosper, circled with thy voice ;
I shall not lose thee tho' I die.”

Surely it is not a little that we, a world of mourners,
should be taught how to grieve ; that a great and noble
man should have Iaid bare to us his spiritual life through
years of much tribulation; should have allowed us to
watch the conflict waged within his soul between the
powers of doubt and darkness and weakness and selfish-
ness on the one side, and on the other, faith, light,
strength, and love; that he should have gained the victory
—our victory no less than his; for who can read “In Me-
moriam” without being wiser, and happier, and better ?

This, surely, is not a little. But what should be our
gratitude to the great poet who has set all this before our
eyes in a form of surpassing beauty, which stands more-
over as the monument of a love so perfect that as long as
that monument remains with us—and it will remain with
us always—Ilove itself can never die.

A few words concerning the Epilogue, the first of the
131 poems, and their Prologue, will clése this section of
the Chapter.

THE EPILOGUE was suggested by, and describes, the
marriage of Tennyson’s younger sister, Cecilia, with
Edmund Law ‘Lushington i the year 1842. This may



In Memoriam. 203

be the date of the verses themselves ; but they speak of
the “In Memoriam?” as “echoes out of weaker times”—
“idle brawling rhymes” made long before—a statement
which need not be accepted literally.

In Shelley’s lament for Keats occur these words of
deepest pathos :

¢ Alas, that all we loved of him should be,
But for our grief, as if 1t had not been,
And grief itself be mortal !

In *“In Memoriam” (Ixxviii.) we catch their echo—
¢ O last regret, regret can die | "

but Tennyson adds these two other lines,

* No, miat with all this mystic frame
Her decp relations are the same ,”

and in the Epilogue he writes,
“ Regret is dead, but love is more "—

so much more that it can now admit and satisfy with
undisturbed serenity® the claims of personal love, love
of the family, love of mankind, and love of God.?

PoeM I reads like a short preface anticipating criticism.
Some men might censure “In Memoriam?” as being
merely “ Private sorrow's barren song” {xxi.), if the poet
did not remind them how near akin are love and grief,
and that if a man could not grieve, neither could he love.

THE PROLOGUE, dated 1849, is in some respects the
m&ant of iennyson’s writings, From one point
of view it is an Apologia pro vita sua,; but while essen-
tially self-revealing, it is also a sublime poem. Again, it
is another preface, and like the former one, apologetic ;
but deep devotion, confession of Faith, profound thought
on the mystery of Being, prophetic and stern warning,
prayerful self-surrender, and a most solemn music of
utterance, place it on the highest level of imaginative
literature.

It is addressed to “immortal Love,” and may therefore

1 Stanza 4. 2 Stanzas 32-36.
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be further regarded as preface and dedication in one.

Although like an overture it suggests the subject matter

of the whole work, yet its leading thought is the need of

reverence in an age that prides itself far too much upon
“The petty cobwebs we have spun” (cxxiv.) ;

it asks forgiveness for that erring age, for its poet, for his
grief, for his “ In Memoriam” ; and the wisest man in all
the world concludes hig-great work with a supplication of
touching humility,

£ In thy ‘wisdom make me wise.”

.7 V.—The following commentary ' endeavours to indicate
more clearly the course of thought that runs through the
eleven introductory stanzas.

As already suggested, they are a general Preface,
which includes Invocation, Apolagy, Confession of Faith,
Prayer, and also, to some extent, Dedication—a Preface,
written, as we may suppose, some twelve years after the
poem itself was completed. And just as Poem I.2 is an
apology to the general public for a seeming indulgence in
this long poetical expiession of grief, so these stanzas
contain a reverent apology to the God who, if He found
it good to take away, had first found it good to give.
Somewhat similar is the thought contained in this ather
beautiful stanza by Tennyson :

““God gives us love; something to love
He lends us ; but when love is grown

To ripeness, that on which it throve
Falls off, and love is left alone.”

It is, then, as an Apology, that these stanzas have
most interest for us, and they are addressed to that Im-
mortal Love, to whom, by his search after a lost mortal
love, the poet was graduallyled. With Faith as his guide
during this long journey, he passed safely by pitfalls of
reason, and stumbling-blocks of seeming facts, till he
reached the inmost regions of the spiritual life, held com-

1 From ‘* New Studies in Tennyson.” 2 See former page.
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munion with his spirit friend (Poem xcv. ’a.nd with him
bowed before the throne of Divine Love, §ithe Lord and
King” (Poem cxxvi.).

‘We will now comment on the text in detdil.

STRONG :—As opposed to our weakness, discovered
by the poet’s investigations ; and strong because the same
investigations convinced the poet that love, the highest
human aspiration, emotion, and virtue ; love begotten of
God and incarnate in Christ, and thus linking the human
with the divine; and love, the essence of the Deity, was
the one thing powerful in life, powerful over death, power-
ful for eternity.

SON OF Gop, IMMORTAL :(—These epithets were an-
ticipated in the former note ; the poem began with an
individual love, and with death, and rose to the height of
the great Universal- Love and Immortality; and that
universal love which the poet reached through the per-
sonal could only thus be comprehended by his human
mind—as begotten of the Author of all (whose most pre-
cious attribute is love), and as made divine-human in the
Son ; destined again in any of its threefold characters! to

last for ever.

But, “I1 doit moins se prouver qu’il ne doit se sentir,”
or, in Latin, “Crede ut intelligas” (Poem cxxiv.), that is,
“We feel God; do not find him out” (by any human
methods). It was not subtle analysis, but promptings of
“the likest God within the soul,”? that revealed God to
the searcher. This—and it occurs in the very first stanza
~is the main argument of the poem, that belief in founda-
tion truths rests not upon reason nor phllosop Y, nay, nor
. en the creeds themselves ; but upon convictiongphigh emo-

jons, Divine instincts. Once more, the “brok hght "ofa
uman love guided the poet to that love whicll is the light

d the life of the universe.

¢ 1 Especially the first and second ; see also former note, and Poem alvii,
2 ¢ The divinity that stirs within us.” (Cp. Poem Iv. r.)
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STANZA I1.--Love, then, or the God who 1s Love, 1s
the Author of all things Stupendous and blessed thought !
Ah, but then that same Being must be the Author of
Death, and He seems almost to scorn us dead.

STaNzA 111 —But 1s there nothing beyond death?
There must be, for the Make 1s Love.

STANZA IV.—Ah, yet again ; for the love of the God-
head 15 too high for us! But has it not been wiitten,
“Through Him, theiefore, wehave accessunto the Father’?
In such mysteiious wise, then, the Divine love may 1each
,our humamity and the indzvedual man. Another mystery,
* < the abysmal deeps of personality” (Cp. Poem xlv.), the
marvel of free will, of the responsible “Ego” No marvel;
a ‘““broken hght ! agam ; this scheme of individuals in a
vast umverse, and 1 the presence of its vaster Maker 1s
both grand and sumple ; we are created by being allowed
to create ourselves.® This 15 the law within the law.
(* The Two Voices.”)

StANzZA V—Can a pait contain the whole? Who,
then, may hope to “read the nddle of the painful earth,”
or pluck out the heait of the myste1y of his single bemg?
Sydamnn S hRought i syien s oRlig o, e g
1 their time and place, can neve: fully reveal o1 explain
the Author of all, although thiough these sometimes may
shine upon us uncertain rays of the one great Light for
which all thust ?

STaNzZA VI —Therefore, yet once agam, and even n
this nineteenth century, we have nothing to rest on but
Faith ; for what we call knowledge 1s denved entirely

1 See especially ““The Higher Pantheism  The figure, not unknown
1n other poets, occurs repeatedly 1n Tennyson

2 **To work out our own salvation with fear and trembhng ”

LEnglish Liturgy.
“Which thro’ the web of being blindly wove,
Burns bright or dim, as each are mirrors of
The hght for which all thirst ¥
Shelley, ** Adonais
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from the matenial world, by the operation of the intellect

t could never explain the unknown Science, no doubt,
has 1ts uses, 1t may give us wider views of the material
unwverse, and so help us, 2f we learn aright, to “laock
through nature up to natuie’s God” , even this instrument
Knowledge 1s one of His gifts who giveth all’

STaNza VII —But what of the abuses of Science,
especially if we may judge from the spirit of the times?*
I wgsh 1t all prospenty, but I trust 1t may still be tempered
with reverence , and may we never lose sight of the time
when childlike ignoiance gave us childlike faith , and may
the moral, the emotional, and the intellectual faculties still
mn the same well balanced mind make unto earth and
heaven “one grand sweet song”—nay, giandei, as the
new and gifted ages lend each their stiong new harmonies

STaNza VIII—But alas! m this nineteenth century
are we not Irreverent and foolish, and made yet more
foolish and wrreverent by the arrogant knowledge we
vaimly deem wisdom ?

STANZA 1X —And am not I of ail men most foolish ?
(See paraphrase }*

Sranza X —And my grief—alas, that too was folly

1 “What 1s she, cut from love and faith, etc (Poemcxiv) One of the
most important of the lessons taught by this great teacher It 1s the one
that occurs most freq ly, and 1s d upon most sternly  ‘To our
thinking the warning the faith the hope of Poem cxa 1s of more vital interest
to the world than all the achievements of modern science Too often
“*Science 1s hike the sun which reveals the face of earth, but seals and shuts
up the face of Heaven, andif through Science human bemngs are to revert
to greater apes, * what matters science unto men? (Poem cax Seep 27)

2 ¢ Forgive all the so called sinful actions forgive all the so called men
torious actions of my past ife  Sweful and meritorions are terms that have
no meaning except for the imp: being that employs th There
fore I asked thee to forgive my ment as well ¥ Man 1s worthy or unworthy

only 1n respect to his relations with man, though he should do all for Thee,
yet 1dst Thou him an fitable servant ’

P

* “7The best of what we do and are,
Just God, forgive ! *
‘WORDSWORTH
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Stanza XI1.—And to pour foith that rebellious grief *
in this long faultful poem was folly most of all.

VI. ANALYSIS OF THE POEM. Many attempts have
been made to follow the course of the poet’s thought from
the beginning to the end of “In Memoiiam?”; also to
, discover some natural divisions in the poem ; but none of
these'attempts is at all trustworthy. We cannot do better
than accept the poet’s own indication of parts into which
the poem may be divided ; but the borders of these yill
not always be clearly defined. The following is the group-
ing supplied by the poet to Mr. Knowles, who has given
it publication in “ The Nineteenth Century”; and we
venture to add suggestions respecting the subject of each
group.

Gioup. Poems. Subject.
I 1-8 Regrets before burial.
II.  9-20(19?) Interval, and burial.
I11. 20-27 Regrets after burial.
Iv. 28-49 Christmas, and deep musings to
follow.
V. 50-58 In the depths.
VL 59 71 A new 1esolve ; happier 1ecollections.

VII. 72-98 A year from birthday to birthday.

- VIII.  gg-103 The second birthday. Leaving
Lincolnshire.

IX. 104-131 Another Christmas. A . H.H, A
new year. Another spring. Con-
cluding reflections.

prs=2)



CHAPTER X.

“MAUD,” 1855.

I. SusjecT OF THE PoEM. The explanatory title, “A
Monodrama” added in later editions, is foreshadowed
in the following extract from a letter of Tennyson to
Dr. Mann : “No one with this essay before him can in
future pretend to misunderstand my dramatic poem,
¢Maud’; your commentary is as true as it is full” In
this letter, and by the subsequent addition “A Mono-
drama,” Tennyson means to tell us that his method was
sirist]rdmmatic

¢ By making speakh, myself kept out of view,

The very man."

BrowNING, Sordello.

In 18356, the year following the appearance of “ Maud,”
Dr. R. J. Mann had published a pamphlet entitled “ Maud
Vindicated,” in which with vigour and with insight he
sought to show that “ Maud ” was purely objective.

The relation that should exist between the main artistic
or objective purpose or element of a work of art, and the
other, the usually subordinate yet sometimes eventually
supreme subjective element or purpose, has been fully
considered in Chapter V. It was there pointed out that
this subjective, or morzl, or didactic element appeared
to be in excess in the two “Locksley Halls,” and in
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some of the longer poems neat to them n date; that it
shghtly disfigured the characteis exhibited, and gave
them a tendency to caricatme At the same time we
found an obvious reason, if not a necessity for that excess,
n contempoiary events, in the appearance of the same
elements 1n many of the mino: contempoiary poems, n
the poet's 1diosyncrasies, and in lus mode of expiessing
himself

Among the poems sunounding the first “Locksley
Hall,” *“ Maud” was specially mentioned as being maired
by a deliberate intrusion of personal and contemporary
material /e seemed to hear the angry piopbet or the
noisy patriot far too much, and the sweet singer too little.

Certainly the four times repeated “ curse” of * Locksley
Hall,” when we meet with it twice invoked m “ Maud,”
is put into the mouth of a madman ;* but when the hero
1s sane he uses language almost as violent, as m the
mdignant asserbion “We have made them a cwse”;
or where he cymcally exclaims I will bury myself in
myself, and the Devil may pipe to his own ”

Such chaiacteis as those of the two “ Locksley Halls”
and “Maud” (other poems might be included) all serve
as a persona, a convement mask, by means of which the
poet may disguise humself while he “ foams and speaks
nddles”, characters so uproanously reprehensible that
when they have interlaided the poet’s soberer speech with
their own nsobriety he may bully them for 1t at his will,
and shield himself from all blame How much the better
then, for him, if they show symptoms of madness, their
ravings will effectually drown his Ioudest vituperations,

Therefore i “ Locksley Hall Sixty Years After,” the
querulous leading personage 1s careful to call himself a
dreamer and a dotard “Am I mad?” asks the lover
“Locksley Hall,” though casually ; but he adds, “I know

1PartII,v 6
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my woids aie wild” “What, am I 1aging?” cuies the
other lover in “ Maud ;” “ No matter if I go mad”; and
he goes mad soon after.

“It should be called ‘Maud, or the Madness’ It 1s
shightly akin to * Hamlet.’” This remark of Tennyson to
Mr Knowles will be of much service to us in our endeavour
to ascertain whether D1. R. J. Mann discovered the whole
truth about “ Maud ?

It has already been mentioned mcidentally® that Ham-
let 1s not a consistent character, To begin with, he 1s
more thoughtful and less obviously mad 1n the later play ;
and 1n this, as the drama proceeds, he grows 1n yeats, in
disposition, 1 doubtfulness between sanity and insanity ;
“1 know my words are wild,” so he, too, might say; for
with words he “unpacks his heai1t” ; hus words, and not
his actions, are governed most by Shakespeame’s soul.
How long and how numerous are his sohloquies , what a
personal interest he takes n the stage ; what faith he has
lost 1n woman ; how he ponders over the problems of
evil and good, of life and death How sad he 15, and
with what mysterious sadness—* Thou would’st not think
how 11l all’s hete about my heait.” As Shakespeate worked
at his charactei, he drew nearer to lim and neaier, gave
him more of his own eight-and-thirty yeats, a maturer
mind, a deeper reflectiveness , he 1s sad most of all with
Shakespeaie’s sadness; and, lest he should reflect the
artist too closely, Shakespeate diives him to and fio on
the verge of madness.

It 15 1n this sense, as we venture to think, that “‘ Maud’
1s shightly akmn to ‘Hamlet’?

It may also be noticed that Ophelia, 1n contrast to
Hamlet, goes mad in the ordinary way ; she has played
her pait by mamly contributing to the catastiophe ;
Shakespeare has no fuither thought for her; and she

1 Chapter V. .
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leaves the stage singing a requiem for the father whom
her lover has slain, Maud, too, is unheroic enough to
make good tragedy possible ; and she vanishes from the
scene with “a cry for a brother’s blood” shed by her
lover. But Tennyson’s Hamlet was to die only the tem-
porary death of raving madness ; therefore Maud must
come on the stage once more, and direct the final issues ;
but how feebly! She is dwarfed, even to insignificance,
by the personage of War. Shakespeare might have done
something like this when he was writing * King John” ;
but he never would bave made his *“ Maud” such a traitor
to its title.

This brings us back to Dr. Mann’s argument, which
seems to admit of ready refutation. “ Not a murmur,” he
tells us, “leaves the lips of the poet. These loud outcries
for war fitly proceed from a character sensitive, morbid,
hysterical, mad.” The outcries therefore will cease when
the character has become cured of its many diseases. Is
it so? On the contrary, in Part IIl.,, which presents
the hero redeemed and sane, denunciation of peace and
clamour for war is as loud and as unreasconable as ever.!

Next, as was shown in Chapter V., the lover in “Maud”
is not the only character in Tennyson’s poems of the same
period who “rails at the ill :¥ and when we find that the
same angry protests against the time’s abuse are made
not only by several fictitious characters, but also by the
poet when he speaks unequivocally for himself? we cannot
escape the conclusion that the character was made to suit
the occasion at least as much as the occasion happened
to suit the character. In the same chapter “marriage-

1 Even in the “ conscience-clause ” at the end (last six lines of the poem,)
there is no thought of her who made his life *‘ a perfumed altar-flame ;” her
for whom he ““would die.” He is satisfied merely because, as he thinks,
the nadon has shown some spirit ; merely because he has *‘awaked” to the
fight, to enthusiasm for his native land, to a liking for his fellow-men that
was born on the field of battle. For these he will live his life and die his
death, ¥ See next page.
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hindering mammon” was mentioned as the social ewil
most persistently attacked by Tennyson’s poetry at this
time, and the appropriate passage 1n “ Maud” was quoted
fiom Pait I X (2), “ Bought ? what 1s 1t he cannot buy ?”
To which we are now te.mpted to add, “ Of course, the
‘waxen-faced’ millionaire intended to purchase Maud ;
and ‘ Blithe would her brother’s acceptance be.’” But
division 3 of the same section will furnish a typical ex-
ample of the thrusting in of contemporary material The
poet 1s almost personal 1n pomting his scorn at

¢ This broad brimm d hawker of holy things,
‘Whose ea1 15 cramm d with his cotton ’

and 1n the mad scene the Quaker 1s agamn censured for
his love of peace' If we now turn to “The Third of
February, 1852,” we hear Tennyson speaking absolutely
for himself—
“Tho mggrd throats of Manchester may bawl—
We are not cotton spinners all

Surely an opmion publicly announced in one poem-as
by Tennyson himself, 1s no less s own for bemng twice
mcluded in almost the same woids, though *“mono-
dramatically,” in another poem of almost the same date.
‘With one other such example this section will conclude.
In *“Maud,” Part 1, 1v. (4), the monodramatic character
1s made to exclaim

¢ For nature 1s one with rapine, a harm no preacher can heal ,
The Mayfly 1s torn by the swallow, . ”

This 1s almost ward for word with Tennyson’s avowed
utterance, as of conviction, 1n “ In Memoram,” Iv1. (4), the
date being probably only a short time earher :

1 ¢ There 1re great questions on which leaders and parties may go wrong
I did not go with the Liberal party in 1854 when they plunged nto the war
with Russia I was then attacked and blamed more than I am now
but who now condemns me for the course I then took?’ —Letter from Joha
Pught to a correspondent, I'eb 13th, 1888
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“The' Nature, red in tooth and claw
With ravine, shriek’d against his creed.”

I1. THE STANZAS IN “ TBE TRIBUTE.” The nameless
stanzas contributed by Tennyson to “The Tribute” of
1837, form the very slight foupdation on which “Maud ?
was eventually built up. This upbuilding of “Maud?”
came about at the suggestion of Sir John Simeon, who
remarked of the poem in “The Tribute * that it seemed
as if something were wanting to explain the story. But
an attempt will be made in this section to show that the
earlier verses were spoilt in the process of new building ;
that in “ Maud ” they have lost their interest and become
a little confusing.

The stanzas as they originally appeared formed a poem
of strange and pathetic beauty. A portion of them, with
certain alterations, now constitute the fourth section of
the second part of “Maud”; and nothing perhaps will
show more clearly the cross purposes and crooked
qualities of some parts of the longer poem than a com-
parison of the stanzas in “The Tribute” with those of
Part [I., section 1v. 1n *“Mand”

‘We will take the stanzas of “ The Tribute” first. Here
a lover has lost her whom he loved, and by whom he was
beloved ; she was his “bride to be ;” he had “woo’d her
for his wife ;* and suddenly death removed her from his
side. The poem opens as in “ Maud,” Part II,, section iv.;
the first few stanzas are almost the same in both. Appa-«
rently the lover in “The Tribute” is a wanderer in a foreign
cauntry, for the third line of stanza 2 reads:

¢ Of the land that gave me birth.”

After the fifth stanza the two poems often differ ; the
references to the duel scene are absent from “ The
Tribute.” There the story in detail is as follows :—(1-2)
The lover desires that the dead should still be near him,
at his side ; (3) but instead of the dead love as he knew

.
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her, or as he beheves her to be n “the regions of her
rest,” he 1s haunted by the vulgar ghost, her eaithl)
shadow, “ not thou, but like to thee” And on that account
the more he yearns for the visitation of her 1eal presence,
yearns to hnow the nature of her being, and its home

But the earthly shadow, the mere mechanic apparition,
alone 1s present to him —(4) “It leads me forth at
evening n a cold white robe ¥ (5 6) His dreamings
n themight time die away n terror when 1t comes “without
knowledge, without pity” to stand persistent by his bed
(8) The dreary morming dawns only to be made yet moie
dreary by the “dieary phantom?” (g) It pursues him as
day advances even through “the hubbub of the market ”
(10) Then more than evei, amid the throng of men, he
seeks for solace in the happy past, (11) and when day-
light 1s at 1ts broadest, and the din of life 1s loudest, and
the shadow flits neaiest about him, he would fain creep
into some daik cavein and wecp out his soul to his love
Thus, as 1n the two “ Mananas” and other poems, de
scription has followed the daily round of sadness (13)
Then he angnly adjures the Shadow to be gone, “Get
thee hence, nor come agam ,” and sets about explaming
the weird appantion 1n terms of science

¢ "L1g the blot upon the brain
That 2wl show 1tself without

At this point we must bring 1n two passages from “ In
Memonam # that explain what precedes, and illustrate
Tennyson’s theory of the dead who die not

¢ If any wision should reveal
Thy hikeness, I might count it vamn
As but the canker of the bram (xcu )

% No visual shade of some one lost,
But he the Spirit himself, may come
‘Where all the nerve of sense 1s numb
Spanit to Spirit, Ghost to Ghost  (xcn )

The remaining six stanzas of the poem in “ The Tn-
b -
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bute ” ate meiely an application of the doctrine involved
1n the above quotations to a patticular expernience
Stanza (13) 15 as printed m ‘“Maud” (iz), of course
omitting the hne, “Or to say ‘ Forgive the wiong’”
(Stanza 14) “ But she tarnes i her place,
And I pamnt the beauteous face
Of the maiden that I lost,
In my tnner eyes agan,
Lest my heart be overborne
By the thing I hold n scorn,
By a dull meechanic ghost
And ayuggle of the brain
Some of the words in 1talics are repeated in “ Maud,”
the “blot upon the brain® of these two poems 1s the
“ canker of the brain” quoted above from * In Memoriam.”
The “znner eyes” are explaned 1n stanzas 15 and 16
(135) “1 can shadow forth my bride
As 1 knew her, fair and kind,
As I woo d her for my wife ,
She 1s lovely by my side
In the silence of my life—
'I's a phantont of the mind,*

which phantom we are told in (16) 1s fair and good, and
guards hus hfe from 1ll,

“Tho its ghastly sister ghde
And be moved around me still

‘With the moving of the blood
That 15 moved not of the will

The last two lines convey a further explanation of stanza
8 1n the *“ Maud ” version, “ the blot upon the biain That
e/l (sic) show itself without »

That the “drearier phantom ” 1s a product of physical
derangement as opposed to the spintual presence within
his spint, 1s set forth in the next stanza (17)

“Let 1t pass, the dreary brow,
Let the dismal face go by

‘Will 1t lead me to the grave ?
1hen Ilosent 1twnllfly

Can 1t overlast the nerves
Can 1t averlive the eye ?
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This 1s the ghostly disease of * Maud,” Part 11, section
n 5 In Part IIT w1 1, Maud “seem’d to divide in a
dieam fiom a band of the blest,” saying, “I tarry fou
thee ” Of this we have the germ 1n the last stanza (18) of
of the poem 1n “ The Tribute”
¢f But the other, like a star,
Thro the channel windeth far
Till 1t fade and fail and die,
To 1ts Archetype that waits
Clad 1n hght by golden gates—
Clad 1n hight the spint waits
To embrace me 1n the sky
And now we Understand what otherwise 1s scarcely 1n-
telligible, the third division of Part III, vi 1n “Maud ”
The “mortid eye” finds a meaning 1n the line, “Can 1t
overhive the eye ?” and one symptom of the “ old hysterical
mock disease” 1s the “disease” of II un 5, and the
“ dreary phantom ” 1s the “ hard mechanic ghost » of that
passage, and the “shadow” of II 1v 3
Of the poem 1n “ The Tribute ” 1t 1s haid to speak tem-
perately, the plaintive strange sweet music that 1t mur-
murs to1tself mumurs ey er n the ears of him who has once
heardit But the stanzas i * Maud ”are very different, the
shadow, the mechanic ghost, appeats before Maud 1s dead,
II 1 2, Il u 5, and 1s explamned as a “juggle born of the
brain,” when she has died, the same shadow, as it seems,
“the blot upon the bramn” appears again, stripped of half
its ghostly mystery Maud comes fiom “a stiller world of
the dead” (Cymbeline) and stands by the madman 1n his
madness, she comes again—it was buta dream (I1I w1 2),
and ultimately the * dreary phantom ” fhes to the scene
of war—leaves him at peace because he 1s going to war
These various appearances are a little confusing The
subject cannot be fully dealt with in this chapter , but a
careful exammation of the stanzas of II 1v will show
further that they do not foum a consistent poem when re-
garded by themselves, and much less when taken m then
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connection with the rest of the Monodrama ; at several
points they fail to be in keeping with the former drift of
the story. It will also appear that this inconsistency
is due partly to the war motive forced into the poem, and
partly to the eccentricities of the leading character. When
we think of the other lover in “ The Tribute,” we may be
inclined to marvel that Maud could ever have loved the
madman of the longer poem.

I11. THE MADNESS. (1) In the plot of “ Maud” lurk
several improbabilities—incidents of doubtful dramaticpro-
priety. From these we will single out for brief examina-
tion the celebrated mad scene (Part II. v.

“The Princess,” like “ Maud,” is, properly speaking, a
monologue ; and when in Canto VI. of “The Princess”
the next character begins his long soliloquy, he is some-
what puzzled how to relate events he has not seen ; inci-
dents that occurred while he was unconscious, or his
ravings while he was delirious in fever. He attempts to
overcome the difficulty, as will be understood from the
following doubtful lines :

* Seeing, I saw not, hearing not, I heard ;

Tho’ if I saw not, yet they tokd me all

So often that I speak as having seen.”
We might grant this possible in the case of a prince, even
to the extent of recording the mutterings of a mind wan-
dering in disease. But Maud’s lover is a friendless man,
a fugitive among men ; he has been the inmate of a mad-
house *“so long” (Part III. i), it may be years. No one
would be likely to tell him what he said during that time.
Ophelia either speaks her madness to the audience, or
some other character repeats what he has heard her say.
This holds good of all other examples of insanity in lite-
rature that we can remember.

(2) In “The Two Voices” there is an allusion to mad-
ness which seems at variance with Tennyson’s treatment
of the subject in this section :
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‘¢ And men, whose reason long was blingd,
From cells of madness unconfined
Oft lose whole years of darker mind.”

In the same poem we are told that men who have re-
covered from a trance often forget what then passed
through their minds until they fall into a trance again.
And in “In Memoriam,” Ixxi., trance and madness are said
to be akin. It is not usual, we believe, for men who have
been mad to recall the ravings of their insanity. It would,
therefore, seem improbable that this insane person should
remember what occurred during his period of confinement
in Bedlam.

(3) Doubtless there are various forms of madness, most
of which include unconscious cerebration and wild speech.
But this mad scene is surely too rational, too consecutive
to represent the incoherent ravings of a friendless lunatic
long confined in a mad cell. There is too much method
in his madness, whether as regards the matter or its
arrangement. This any reader of the poem will be able
to discover. The maniac recalls the past in an exact
sequence of events and censorious reflections, varied only
by a curious new topic—the * churchmen” who “fain
would kill their church.”

(4) When brought to bear on the mental aberration and
jangled utterance of madness, criticism is reduced to con-
jecture. The lover in this section fancies, madman-like,
(1) that he is dead, (2) that he is not mad; he has also a
confused recollection of the past. This, according to
Tennyson, in “ In Memoriam,” Ixxi. and iv., is sometimes
the peculiarity of dreams ; but, as we may judge from
this stanza and the references to “ The Two Voices,” it
is an exceptional occurrence. Further, the madman
fancies he has been thrust into a “ shallow grave,” “ only
a yard beneath the street.” There is no end to the din
above him : yet he can hear the dead men chatter ; he is
in a “world” of the dead; the dead go ever around
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him ; Maud, who has come from another stiller world,
stands by him silent ; then he returns to the yard-deep
grave that he seems to have converted into a “world.”
All this, however, is conjecture.

(5) But the conjecture may be admitted to have some
purpose in it ; because “ The whole of the stanzas where
he is mad in Bedlam, from ‘ Dead, long dead,’ to ¢ %eper,
ever so little deeper,’ were written in twenty minutes, and
some mad doctor wrote to me that nothing since Shake-
speare has been so good for madness as this.” This re-
mark made by Tennyson when reading his “ Maud ” to
some friends, should be received, we think, with reveren-
tial regret.

(6) With this regret in our minds, we now glance at
the form of the section. It is more irregular than usual.
The subject of excess in irregularity has been noticed in
Chapter I1I. p. 75. A few words may be added here.

This series of lyrical structures in *“Maud” niay be
compared to a succession of emotional waves breaking on
a beach that gives them utterance and uncertain rest.
From this point of view they are admirably adapted to an
impulsive character who reveals his history by a series of
moody outbursts. But, after all, waves are more or less
regular and similar, and the sometimes symmetrical, some-
times formless lyrics of “ Maud” do not as a whole pro-
duce quite the unity of impression left on the mind by the
unsymmetrical symmetry of such an architectural experi-
ment as the interior of Roslin Chapel. We can under-
stand that they “take the shape” each of some new
emotional phase ; but until emotional phases are capable
of rigid classification, they may not become substitutes
for the definite structural units of poetry. It is delightful
to hear the lines of Shakespeare as they pass from rhythm-
less metre to metrical rhythm(pp. 104-5) ; but the next stage
is disintegration. We may be amused to see the ¢ Parts
of Speech ” melt down in the crucible of philology ; we
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should not be amused to see English blank verse—the
finest art form ever moulded by man—reduced to the
amorphous pulp of Macpherson’s “ Fingal.,” And this is
true of the larger structural units and structures of verse ;
the time has not yet come when emotional form may be
transfigured into formless emotion ; we cannot watch the
operation of the law that governs such a change as that,
for it is not visible to mortal eye ; absolute beauty must
dwell a little longer in the heavens. And now, returning
to our subject, the first two lines of this fifth lyric of
Part II. in “Maud” may be said to suggest the fitful
utterance of a maniac ; but they are not poetry. Neither
are they prose ; for they rhyme with a line in the context.
The last division again (11) is neither verse nor prose.

Ophelia turns her passion to prettiness sometimes in
prose,sometimes in verse ; but there is no halting between
the two.

IV. THE Music oF MAUD. The present writer once
read a French version of “ Maud.” It yielded him mhany
a merry laugh, but, with that, much concern for the un-
happy translator. Translate “Maud ” into French ! you
might as well try to send a nightingale’s song to France
in a bottle securely corked. (Alas, we are near doing that
now.) Some poetry, Byron’s for example, can be repro-

- duced just a little in another language :
¢ You may break, you may shatter the vase if you will,
But the scent of the roses will cling round it still.”
But those parts of “ Maud ” whose word-music of emotion
thrills you till the dull touch of intellect is felt no longer—
attemnpt to translate these—

“You seize the flower—the bloom is shed 1" -

Of this fine intangible poetry, which is so abundant in
“ Maud,” some account has been given on p. 78; and it
will be referred to again in the commentary appended
below,
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It has been said that Tennyson could not bear to hear
his songs sung , that s excellent. Some of us will never
forget hearing Sims Reeves sing * Come into the garden,
Maud” We admired Sims Reeves immensely, but we
hoped never to hear limn sing that song again It maybe
recited till one’s breath 1s caught away , but 1t ought not
to be sung These remarks apply also to such pieces as
“ Sweet and low,” “ Ask me no more,” “ Tears, idle tears ”
Poetry ' does sometimes transcend music, and then music
must keep away from 1t Though shghtly irregular in form,
yet in regard to their number and the delicate intellectual
accompaniment of their melody, the stanzas “ Come 1nto
the garden, Maud,” are the most perfect specimens of their
kind But they have no kind, and if music spoils them,
what shall talking do?

This leads us to a final cnticism on “ Maud,” 1t can
hardly be fairer than the one mscribed in his volume: of
“ Maud ” by the wuiter of these comments many years ago.
“ Tennyson’s worst poem but finest poetry *

V A COMMENTARY ON “MaAuyD”?
Part I

SECTION I.—The hero tells his tale of death and wil-
lammy, “and are we not all villains? And no wonder,
¢ For the jingling of the guinea helps the hurt that Honour
feels’ Better war, loud war, if 1n peace we murder each

* Poetry in which faultless form 1s vitalized by faultless spirit  so vitalized,
indeed that form and spirit ¢ touch and mungle are transfigured as far
as may be m poetic art  Such poetry has a charm not infenor to the charm
of music, m which the transfiguration 1> complete nay, rather, superior,
because expressed in that word symbolism by whose aid the sound-
symbolism of music was developed, and to which, consciously or uncon-
scously, the eloguence of music must for many genecrations longer be
related

I'rom ° New Studies mn Tennyson
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other for gold. In such a sordid age I may well be
misanthropos, and hate mankind 1 am ready to hate
Maud

SECTION 1I.—Maud comes on the scene, and her in-
fluence begins to operate at once, for he falls to criticising
her

SECTION III.—The new influence mn Sleep (as in the
“In Memoriam ”). With one touch of sadness mn her
beauty she rebukes him for hostile and prejudiced cuiti-
cism.

SECTION IV.—Her mfluence falters for awhile. Spring-
time and Maud are powerless as yet to redeem such an
one, though both flash like a light onhis darkness. More-
over, a shght misunderstanding (stanza 3), while 1t
heightens dramatic effect, makes the misanthrope a cynic
also; and 1n such a mood he will almost mock at his
deliverer (stanza 10).

SEC1I0N V.—Her Vowce. With wonderful felicity the
poet presents her SINGING—sIngIng a song that will move
even him; a song of the one virtue he recognizes—
patniotism.

Tote the fine art whereby the section begins and ends
with “A voice.” By that voice—only thus far—he allows
her influence ; and he fights agamnst her influence still,

SECTION VI.—Her Sm:le. By way of contiast, nature
frowns after a mght bnghtened by her recollected smile.
For he still plays with his doubts, and these give him an
occasion (8) to introduce autobiographical grounds for
his melancholy. But that smile—he cannot forget 1t ; and
he just realizes how different his life #z2g%4f be. So this
section begins and ends with a smile. (Note the nise and
dechne of verse and thought m 3.)

SecTION VIL.—The new emotion in us mind calls up
an mcident of the past, which establsshes the hero’s right
to make advances Note the same device m “The
Princess.”
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SECTION VIII.—The next meeting, which borrows a
certamn charm from surroundings.

SECTION IX.—A new character—the rival wooer Con-
trast metre of this with former section , for it indicates a
reaction. Notice also the background of nature m har-
mony with the foreground of incident.

SECTION X.—Jealousy—indispensable element 1n a
story of love—quickens the hero’s passion and our interest.
Once more he turns round on his time to upbiaid it. Yet
he takes a lesson from Maud (4) ; begins to change love
of self for love of her. “O for a man, a statesman great
enough and good enough for me—for Maud” (5); and
again, self-conection (6), otherwise he would have been

extravagant.
SEcTION XI.—
* A trembling apprehension always waits
Our highest joys '
SHIRLEY.

This section hints at an arrangement for the next.

SEcTION XI1 —T%e Woodland Meeting. The rooks
miss Maud, and caw their consternation ; the shriller?®
songsters of the wood answer with many a sympathetic
trill , the rooks again grow hoarsely anxious, for 1s not the
young lord-lover warting at the Hall? But Maud’s spaniel
shows his teeth to the rival, who®as come a little too late,

SecrioN XIIL.—The coutse of tiue love never did tun
smooth A first check—her brother (The miseily father
shuns the Ronest light of day) As to Maud’s mother,
she 1s a reflection of the mother mm “ The Princess,” and
of the poet’s own mother. A couplet (4) of self-castiga-
tion, again, as at end of Section X,

SECTION XIV.—He surveys the situation, and prepares
us for the meeting of XVI and XVIL. (1) Earlymornmmg
m Maud’s garden ; ¢2) hex bower (3) He has not lost

L 7 he low vowel in Maud suggests the note of the 100ks, the high vowel
m here, the notc of the songsters
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the tendency to analyse emotions ; (compare with “In
Memoriam.”) (4) He bas looked unconcerned on death
hitherto ; but now he shudders at sleep, the mere sem-
blance of death ;—now, for he thinks much of Maud, and
begns to think that no man may even die unto himself,

SECTION XV.—If then Maud has become so dear to
him, surely he must make himself worthier—if heavenly
giace permit. Here, at least, 1s a life-duty. Any man
can die for a woman, but few are the men who will ive
for one Further, “ Love anmhilates self, even while ex-
alting 1t, and crowns life 1n a twofold ecstasy of 1enuncia-
tion and attainment?”; or thus :

“He doth not love himself anght
‘Who doth not love another more *

SECTION XVI.—In the absence of the brother they
meet—but first, one other doubt; (2) and yet one fear;
(3) “Let not the sight of her beauty bereave me of the
power ta speak my love.”

SECTION XVII —The © Wilt thou ?” and “ The happy
¢Ves)”—Heie n word-music, quivering with expectant
rapture o1 tremulous with ecstasy beyond the reach of
thought, the poet thrills us into sacred sympathy with the
most exquisite emotion of human hfe

SecTioN XVIIL.—Exqusite woid-music agamn ; 1its
keynote 1s “calming 1tself.” Fou it tells of tranquil pos-
session of perfect happiness Contiast thythm with that
of foimer secion XVII 15 as a mountain streamlet
huirying joyously impatient to reach the valley of 1its
desire ; XVIII. as a full-flowing nver—* Full to the
banks—close on the promised good.”

In Division 3 of this section the nameless hero takes
the natural woild into his confidence, and, ke the lover
m the* Talking Oak ” unburdens s heart to a tree ; and
1n (4) he talks calmly to the stars tifat govern om condi-
tions with an wron tyranny; “ Astronomy and Geology,
tetnible Vluses —Parnassus. “What 1s 1t all but g



316 Handbook to Tennyson's Works.

trouble of ants in the gleam of a million million of suns?”
—Vastness. But this “iron hollow of doubtful heaven ”?
can “numb him not or torture not again” ;
# For love possess'd the atmosphere,
And fill'd the breast with purer breath . . .
(Div. 6.) With farther lookings on.”
Mlley's Daughter.
+And not only Life, but Death also, is transformed by
Love; and Nature in the light of love displays new beauty.

(Division 7.) But fair as may be the everlasting reign

of love beyond the grave,

(** And if God will
1 shail but love thee hetter after death.”
E. B. BROWNING.)

let true life and its true love come first (* In Memoriam,”
Ixxxv.); and in this best way shall the life and love that
follows death be truer.! Note the emphatic t/’mu of the
seventh line ; for to the new counsellor, Maud, he lovingly
confides his first doubt.

(Division 8.) “What charm in words, a charm no
words could give!” and I must not mar this enchanted
and enchanting music with more than just one comment ;
we notice at the end of the division that the culmination
of ecstasy gives the cue for tragedy to enter.

SECTION XIX.—Two short lines serve to indicate the
tragic turning—forecast the catastrophe. Compare the
stage direction “Enter a servant,” *Julius Casar,”
II1. i. 121 ; the effect is much the same in each case. In
2 and 3 we have another apology for the morbid condition
of the hero when he firstappeared on the stage ; in4 and 5

1 The meaning of the last two lines in Division 7 is as follows : The silken
cord of love is strengthened by the inweaving of Death’s dzzg strand (a
¢ strand ” is one of the smaller cords—sometimes of a different colour—that
when twisted with others form the larger cord). The thought appears to be
twofold : st *“ The approach of death should make us dearer to each other ;"
znd, ‘“But death i< immotality, and immortality alone can make love per-

fect.” See‘‘ In Memoriam," xxxiv. ; and * Locksley Hall Sixty Years After,”
couplet 36.
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renewed justification of his relationship to Maud ; in 6,
the willain of the play ; in 7, woman’s kinder, perhaps
juster, estimate of man ; and Maud, the reconciler, relates
an incident that adds deadly pathos to the duel. (“A cry
for a brother’s blood ? ; see Part I1.1. 1). In 8 and 9 we
witness a mental struggle that ends in a kind result of
love, and is moreover introductory to 10. The mercurial
moods of the lover are nowhere better described than in
this latter division.

SECTION XX.—Much as in “In Memoriam,” the trouble
is sometimes Zransferved. It is Maud’s turn to be me-
lancholy ; and no wonder (compare with incident in
“ Aylmer's Field ”) ; the brother has been roughly urging
on the suit of the lord rival. The plainness of her
dresses ! Plain to the rival, of course ; but to the lover,
perfection. She mmst wear another dress to-morrow, and
entertain, with whatever grace, the villain or the fop.
But he too shall see his Maud in “gloss of satin and
glimmer of pearls ;7 and she will be gracious to him.

SEcTION XXI.—How this is to be accomplished.

SEcTiON XXII.—First compare this matchless lyric
with the lines in “ The Princess,” “ Now sleeps the crimson
petal”(VII. 161). Stanzas 1 and 2 sketch Ze Zew de la scdne ;
3, the night before the dawn to him who waited ; 4 and
5, communings with her two flowers ; 6 and 7, the bulbul
and the rose in Gulistan, and the sensations and recollec-
tions that follow ; 8, in the other serenade the flowers all
sleep ; here the lilies and roses watch with the watcher ;
9, as in “ Becket,”! so here ; the lily and the rose are
chief among flowers, and are fittest emblems of fairest
womanhood ; but Maud is “lily and rose in one®* The

“If Rosamund is
‘The world’s rose, as her name imports her, she
‘Was the world's lily."”

2 ““They made her lily and rose in one.”
Ancient Sage.
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sun is just tising, but to her flowers “ Maud” shall be a
brighter sun. 10, a sunlit dewdrop shaken from the pas-
sion flower of XIV. (1), tells that she is coming: “In a
moment we shall meet.”! After the fitting and prophetic
climax of 11,? the curtain falls. It rises again on

PART II,

in which, after the duel, we discover (1) some return of
the old malady, followed (2) by broodings in exile ; (3),
tells us that Maud has died of a broken heart; (4), is
some portion of the beautiful lyric round which by accre-
tion the whole poem shaped itself ; (5), the delirium of
madness, which has some resemblance to the fever scene
in “ The Princess,” Canto VII.

PART III.

** So then to love is good, to lose is good,
If but the loser bow to penance given ;

Thop wilt bave purged the grossness of my blood,
Thou wilt have taught me look for thee in Heaven.”

And now the two main motives, love, and the yet
stronger patriotism, are blended into one redeeming life
purpose.

1 Part I1. iv. (6).

2 “f Shake hands, my friend, across the brink

Of that deep grave to which I go.

£ ... T cannot sink
So far, far down, but 1 shall know
Thy voice, and hearken from below.”

From * My life is full of weary days." Also Cf. * New Ycar’s%ve e

*‘T shall hear yon when you pass
With your feet above my head. , . "



CHAPTER XI.

“IDYLLS OF THE KING.”

I. INTRODUCTORY. It is possible that no reliable esti-
mate of this poem can be formed in our day. Most
probably the task will be left to some future Addison, and
to the host of critics who will criticise his criticisms,
generation afler generation. The question, “\What sort
of poems are the * Idylls’? » is profoundly interesting, but
very far-reaching ; indeed, the whole subject is so vast,
and beset with such extraordinary difficulties, that within
the compass of this Handbook suggestions must be
offered rather than conclusions.

At first sight nothing can seem easier than to create the
minor work of art by the side of the major one—to write,
that is, a useful and impressive account whether of the
poem as a whole, or of the separate Idylls, or of the
characters. But this paper may possibly serve a better
purpose if; like the chapter on ** The Princess,” it seeks
rather to show with the utmost brevity that any such
treatment of the subject is liable to be not only imperfect
but also anisleading.

Forexample: critics are almost unanimous in regarding
a uniform magnificence of style as the chief merit of Ten-
nysor’s poem, and the greater number claim also for the
Idylls an epic unity of design and construction. Butin a
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passage from “New Studies in Tennyson,” which is
appended to this chapter, the present writer has already
attempted to show that in point of style and construction
generally the poem is by no means uniform.

Some of the opinions expressed in this Appendix
received remarkable corroboration when Mr. Knowles
published his “ Aspects of Tennyson (IL.)” in the “ Nine-
teenth Century” for January, 1893 For example, the
poet is represented as making the following statements:
It is necessary to respect the limits. . . . I soon found
that if 7 meant to make any mark at all it must be by
shortness, for all the men before me had been so diffuse,
and all the big things had been done, . . . A small vessel
on fine lines is likely to float further than a great raft.” Of
the “In Memoriam ” he said: “The general way of its
being written was so queer that if there were a blank space
I would pit in a poem.” Of “Maud”: “It should be
called ‘Maud ; or, the Madness’ It is slightly akin to
‘Hamlet.’”” Also of the “Idylls of the King ” he remarked:
“When I was twenty-four I meant to write a whole great
poem on it, and began to do it in the ‘ Morte d’Arthur.’
I said I should do it in twenty years, but the Reviews
stopped me.”

Without abusing the poet’s confidence we may fairly
repeat that although Tennyson, like Milton at an age
almost as early, determined to write “a whole great
poem,” he was nevertheless of the opinion that if he
meant to make any mark at all it must be by shortness;
and further, that he allowed *the Reviews?” to stop him.
And this hesitation to attempt a very great work of
artistic oneness leads us to conjecture that the greater
works which the poet did attempt might possibly fail to
some extent in unity of design, unity of composition, and
unity of effect.

As a fact, we have seen something of this in the
chapters on “The Princess,” “In Memoriam,” and
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“Maud.” 'We noticed, for example, that the long period
during which “In Memoriam* was in comse of composi-
tion exposed the poet to some risk of impairing his unity
of impression. This risk became much moie serious in
the writing of a work so difficult and so vast as the
“ldylls”; and, as noticed in the Appendix, other
influences tended to interinpt and protract its composi-
tion,

II. A CHRONOLOGICAL VIEW OF THE POEM. The
plausibility of such a conjecture will appear moie plainly
as we approach our next subject, the history of the com-
position of the “Idylls” This history is briefly sum-
marized in the following chronological table:

1833. In this year, as we may say, the poet? contemplates
writing his “ whole great poem.” The “ Lady of
Shalott,” in the 1833 volume, is the first frag-
ment of Arthurian r1omancc turned into poetry
by Tennyson. The “Palace of Art” in the same
volume introduces “ That deep-wounded child of
Pendragon,”® and speaks of A4lfred as *“the
flower of Kings” This is the “Flos regum” of
Joseph of Exeter, and it is significant that Tenny-
son at this period gives that well-known title to
Alfred.

1837. Landor tells us that a MS, poem by Tennyson on
the death of Arthur was read to him, and he
speaks of the work as being “more Homeric than
any poem of our time.”

1842. The poem Landor has mentioned appears in the
volume of 1842, having a Prologue entitled “ The

1 It is interesting to note that many a commentator has found **In
Memariam” capable of rigid analysis, but that each has amlysed_%
differently ; and Tennyson himsclf differcatly last of all.

2 Now 24 years of age.

d In later editions. ** Mythic Uther’s deeply-wounded son *

¥
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Epic,” and followed by an Epilogue without any
title. In the Table of Contents “ The Epic” and
“ Morte d’Arthur” appear as independent poems,
otherwise we might have regarded the Epilogue
as included in “The Epic.” The same volume
contained the two splendid Arthurian Lyrics,
% Sir Galahad” and “Sir Launcelot and Queen
Guinevere.” This last is styled “ A Fragment.”

1857. “Enid and Nimué: The True and the False.”
(Privately printed )!

1858. “The Detection of Guinevere and the Last Inter-
view with Arthur” (Clough, “ Remains,” vol. i,
p- 235; or p. 287 in one vol. ed.).

1859. “ The True and the False. Four Idylls of the
King.” Also “ Idylls of the King (Enid, Vivien,
Elaine, Guinevere).”

1862. New Edition of the “ Idylls,” with dedication to l;l;e,‘
memory of the Prince Consort.

1869 (dated 1870). The “Holy Grail » volume, containing
“The Coming of Arthur,” “The Holy Grail,”
“Pelleas and Ettarre,” and “The Passing of
Arthur.”

1871. “ The Last Tournament ” (in “ The Contemporary
Review ” for December).

1872. * Gareth and Lynette” Lines “To the Queen?”
appended to the Idylls. In an edition of this
year many passages were added—e.z., lines 9-28
to the “ Passing of Arthur,” and the marriage
song to “ The Coming of Arthur.”

1874. A new passage of 150 lines introduced into * Merlin
and Vivien” (following the fifth line).

1885. “Balin and Balan” in the “ Tiresias” volume.

1888. “Geraint and Enid ” is divided into “ The Marriage
of Geraint” and “ Geraint and Enid.”

1 The copy in the South Kensington Museum is marked “* Revise,™
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‘This table, which might possibly be made yet more
complete, is of the first importance in any attempt to
survey the “Idylls of the King.” With its aid we have
now to discover how the poet wrought at his poem, and
what were his own opinions concerning it. It is always
well to inquire of the poet first.

Setting aside the lyrics, which have been dealt with
elsewhere, we notice that Tennyson begins by tuming
into blank verse a portion of the twenty-first book of Sir
Thomas Malory’s “ Le Morte Darthur.” Paossibly he had
written more, but for publication he chooses the most
interesting passage in Malory, and the one that gives a
name to the whole volume; and he mostly adopts
Malory’s purely romantic treatment of the subject.

If we now turn to “ The Epic,” we discover much that
is interesting and important. It is not advisable to take
the poet literally when he says that the Epic, his “ King
Arthur,” consisted of some twelve books, all of which
were burnt except “Morte d’Arthur,” which constituted
the eleventh. If we are asked, as sometimes happens,
¢ What then would have been the subject of the twelfth
book 2” we may answer, “Paradise Regained.”! The
tradition “ that he shall come again?® is common to many
heroes of legend and romance.? Malory’s tradition con-
tinues, “and he shal wynne the holy crosse.” But Malory
himself adds, “rather I wyl say here in thys world he
changed his Iyf.” With the life of Christ before him,
Tennyson might have chosen the first of these fables ; but
it is doubtful whether the Nineteenth Century would have
made any such twelfth book possible. The mystical

1 “Thou hast said much here of ' Paradise Lost,” but what hast{thou to
say of Paradise found 1'* Ellwood to Milton,

2 Among the many other heroes of history or romance who were to come
again are Charlemagne and Holger Danske, oue of his twelve pecrs; Bar-
baroswa, Rodenck, Desmond, Sebastian of Prazil, the Incas of * Westward
Ho I, Hiawatha
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number of twelve books, however, have been written, or
made, for 1n 1888 the “Enid” of 1859 was divided mto
*The Marnage of Geramt” and “Geramnt and End ”

At this earlier stage of 1842 the author blames his work
for being “ Homeric”, “a truth,” he thought, would look
“freshest 1n the fashion of the day” He distrusts only
the resemblance, not the Homeric qualities, the simplicity,
directness, dignity, truth of sentiment, fidelity to legend,
dehght 1n the mere story, dramatic desciiption, and so
forth, and from the Classics, especially the Greek epics,
and such matenals as the Bible, the Book of Common
Prayer, Malory, “ Paradise Lost,” and the “ Hyperion ” of
Keats have bequeathed to him he constructs a blank verse
that may bear some comparison with the “strong-wing’d
music of Homer*

At present, therefore, his doctrine 15 essentially epical,
and of the highest order of epic, although 1n the epilogue
to “Morte d’Arthur” he admits “some modern touches
here and thexe” Also, n a dream, he somewhat sigmfi-
cantly sees Arthur “like a modein gentleman Of statehest
port”, and there 1s the shightest possible suggestion, not
as yet of allegory, but merely of a moral putpose, i the
lines, “ Come again, and thuice as fair, . . . With all good
things, and war shall be no more »

We can never be sure how long before the date of its
appearance any particular Idyll or part of 1t was written;
but, on the hypothesis that each poem was finished only
a short time before publication, we next speak of the
volume of 1857 This, however, as mentioned m the
Table, was not published A few copies only were
printed for pnivate circulation. The title page 15 as
follows “Emd and Nunue The True and the False,
by Alfred Tennyson, Poet Laureate, London Moxon :
1857 %

This volume contains two of the Idylls, “ Enid” and
¢ Vivien,” 1n an earlier form.
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In the year 1859 a proof was printed with half-title,
“ The True and the False. Four ldylls of the King ;"
and, for full title, “ The True and the False. Four Idylls
of the King, by Alfred Tennyson, P.L., D.C.L. London:
Edward Moxon & Co., Dover Street. 1859.”

These title-pages are given in full because something
useful to our purpose may be learnt from them, In this
second volume we find the two former stories, “ Enid ” and
“ Nimué ? {considerably altered), together with two new
ones, " Elaine” and “ Guinevere,” Inthe table of contents
“Nimué” is cancelled ; and “ Vivicn ? is the name already
adopted in the body of the booki Both volumes contain
corrections of great intetest to the student of Tennyson.

To turn now to the title-pages. In the distinction “ The
True and the False,” we have the first reliable indication
of moral purpose ; but, again, not as yet of any allegorical
intention. That some importance may be attached to this
title seems clear from tHe fact that in the 1859 copy it
twice takes precedence over ¢ Idylls of the King.” Herein
we recognize also the principle of antithesis or contrast,
the helpful setting off of character against character, most
common to beginners in dramatic art. This important
element will receive fuller notice below. Further, it
appears that the title, “ Idylls of the King,” was selected
not earlier than 1857 nor later than 1859. One would
think that the poet, in defiance of the “ Reviews?” that
“stopped him,” now cautiously ventured to link these
\tories to the fortunes of “ Flos regum ” ; and this idyllic
treatment of the great epic theme was probably suggested
by Theocritus.

But there is another point.  Proof copies of the “ Enoch
Arden ” volume of 1864 were styled “ Idylls of the Hearth.”
% Idylls of the King,” and “Ildylls of the Hearth,” are
therefore near enough in date to imply that in the former
of the two we may discover Tennyson’s unwillingness to
regard his four pictures of women with their tinge of
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parable as books of an epic ; that he almost pireferred to
class them with the “Idylls” of the “Enoch Arden”
volume.

When, later, in 1859, these four stories appeared as
“ Idylls of the King,” they weie drawn yet neare: to the
central myth by the motto “ Flos regum Arthurus?

We now come to the year 1870, in which four more
“Idylls” were published'—“The Commng of Arthur,”
“The Holy Grail,” “Pelleas and Ettane,” and “The
Passing of Arthur” In this volume also the poet supplies
us with hints respecting his design. Important and sig-
nificant changes aie made n the titles, for “Emd,”
“Vivien,” and ‘“Elamne” become respectively “Geramnt
and Emd,” “ Merlin and Vivien,” and “ Lancelot and
Elamne” ; and these later titles are less suggestive of
studies of women, and more clearly connected with the
Arthunan legends. The “Idylls ” are now spoken of as
‘“ the whole series ” ; there 1s the “ Round Table ”? of six
1dylls, or poems (both these terms are used, but not at
present the term Jdooks), and 1t 15 preceded by “The
Coming of Arthu,” and followed by “The Passing of
Asthur”  Concerning the latter poem we are mnformed i
a note : “This last, the eailiest written of the poems, 1s
here connected with the rest 1 accordance with an early
project of the author’s,”

Does this imclude the whole of “The Passing of

1 ¢“The Holy Grail and other Poems ” #los Regum Arilurus 1s retained
on the nitle page
2 A curious utle, and probably an afterthought According to the poet
as quoted below, King Arthur means the soul, and the Round Table the
passions and capacities of a man  If so, this 1s no longer the Round Table
( d 1n small capitals 1n early ed ) of ** Morte d Arthur,” which was
“ an image of the mighty world”’, 1t 1s rather the Round Table of *‘Baln
and Balan
““This old sun-worship, boy, will nise again,
And beat the cross to earth, and break the King
And all lus table *

‘This subject 1s referred to again 1n Section V
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Arthur”? probably not. And here we may notice some
subsequent additions to this idyll ; such are the * weird
rhyme,” “ From the great deep to the great deep he
goes,” which is repeated from “ The Coming of Arthur”;
also lines g to 28, which appear to be suggested by “ The
Last Tournament.” Already therefore we may venture to
regard “The Last Tournament * (1871) as an afterthought,
arising probably out of the passage in “Guinevere ;” “Then
came the sin of Tristram and Isolt ;” but also thrust into
the story in order to give weird and incomprehensible
colour to the consequences of the crime of Guinevere ; and
we may also remind ourselves with due reservation of
Tennysen’s remark to Mr. Knowles concerning “In
Memoriam” : “ The general way of its being written was
so queer that if there were a blank space 1 would put in a
poem.”

The year 1874 brings us to the long passage added to
“ Merlin and Vivien,” Coleridge has described a speech
of Iago’s as “ The motive-hunting of a motiveless malig-
nity.” That description applies in part to these 150 lines.
But in providing Vivien with questionable motive, Tenny-
son has brushed over the tinge of parable with some
gaudy paint of allegory; she was born “Among the
dead and sown upon the wind.” 1885, the last year in
this chronicle, gave us “ Balin and Balan,” which we may
regard as another interpolation of motive. It was an-
nounced as “an introduction to ¢ Merlin and Vivien” It
serves as an introduction both to “ The Holy Grail” and
to “Merlin and Vivien” It is a first attack on what may
be called sensual religion, and being the latest written of
the “ Idylls,” brings in Vivien less as a woman and more
as an allegorical creation of “Sense at war with Soul.”
These words take us back to the year 1862, in which the
poet makes avowal of some moral and allegorical method
and purpose; for in the solemn “Dedication” of that
year occurs the phrase, “ My own ideal Knight,” (sub-
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sequently altered to “my king’s 1deal knight”) ; and the
same words take us on to the year 1872,' when the grace-
ful lines “ To the Queen,” were placed after the * Idylls.”
It 15 1n these Lines that we find Tennyson’s most explicit
avowal of allegory; the passage 1s well known ; 1t begins,
“Accept this old imperfect tale . . .” Although expies-
sions of an allegoiical intention almost as precise are found
scattered about the * Idylls,” 1t 1s perhaps a pity that the
poet turned commentator mn this way; for critics have
fastened upon the passage and made somewhat too much
of it. Of course we must accept 1t, but with due discretion
and some caution

Much more 1s to be learnt from the poet ; but only a few
words may be added here. In the lmes just referred to,
Tennyson implies that he does not approve of Malleor’s
conception of King Arthur. Then he gives such a sketch
of his own times, “signs of storm,” as renund us forcibly
of “ Locksley Hall Sixty Years After,” and seem to fuinish
anothe1 1eason for the introduction of “ The Last Touma-
ment,” as well as for lines 9 to 28 of “ The Passing of
Arthur” The poet ends, however, as he usually does,
with a faint forecast of hope.?

1 It may here be noticed that this “‘ Dedicaton to the Queen,” which
speahs of the poem as complete, was followed by 250 Iinesadded to “Vivien,"
by Balin and Balan, and by various other additions At this time of dedication,
the poem was probably regarded as lete within the of 1ts ten
books, but when in 1885 * Balin and Balan ' formed an eleventh book, 1t
may have suggested the formation of a twelfth by the division of ' Gerant
and Enid ’ (2888)

2 In Chapter V * Locksley Hall” was regarded as a summng up of sen-
timents expressed 1n many cont Yy poems, Tud the first four
“Idylls of the King,’ in the same way * Locksley Hall Sixty Years
After * gathers up such similar utterances as are scattered among the poems

that d it, agamm including the later ** Idylls of the the King,” one
example may suffice, the 1872 addition to *‘ The Passing of Arthur "—
“ All my realm

Reels back into the beast *

(where “'beast ” may be read 1n two senses), corresponds to a line 1  Locks-
ley Hall Siaty Years After

‘“ Have we risen from out the beast, then back into the beast agamn? ®
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Next we have to note that after 1842 the poem is nevel
spoken of as an epic,! the latest title apphed being
“Idylls of the King In Twelve Books” And although
called “ Books,” the divisions of the poem have each of
them @ slory-telling name

Lastly, we return to Mr Knowles, with whom Lord
Tennyson was accustomed to talk over the *Cycle of his
¢ Idylls,’ to see how their treatment would come,” and to
whom he dictated a prose sketch of “Balin and Balan?”
which 1s referred to below Mr Knowles repeats the
poet’s own words “By King Aithur I always meant the
soul, and by the Round Table the passions and capacities
of a man?

When Tennyson’s biography comes to be wntten, we
may learn somethimg more of the poet’s dealings with his
subject At present we are bound to collect and weigh
such fiagments of external evidence as the foiegoing,
before we proceed to the more fascinating department of
internal evidence

III WHAT Wk LCARN FROY THIS HISTORY. “Paradise
Lost” was under contemplation for a very long period ;
but wath the excephion of one passage, and a few details,
the poem was written in from five to six yeais, and was
under revision for two years longer If, as Tennyson
says m the “Holy Grail” volume, “The Passmg of
Arthur ” was earliest wrnitten, and the project of the pcem
also was early, we may set down some fifty years as the
period of the composition of the “Idylls of the King.”
According to the poet’s own showing, his mode of treat-
ment varied from “ Homeric echoes” to “The True and
the False,” from that to the shetching an “1deal kmight,”
and from that again to the “ Shadowing * of “ Sense at war
with Soul ”

1 Excepting 1n the poets conversations with s friends  Otherwice the

work 1s styled © These Idylls ° ( ‘ Dedication to the Prince Conmsort’),
“ This old imperfect tale * ( To the Queen )
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Legend, ea1ly epic, paiable, allegory, medieval 10mance,
the modern moral—all these may be t1aced 1n the develop-
ment of one of the characters, King Arthur

As regards the mtioductory and personal verses, he 1s
“ King Arthur” in “ The Epic” of 1842 ; then he becomes
“ my own 1deal kmight ”! 1n 1862 ; and he shadows sense
at wair with soul m the epilogue of 1872.

And more o less throughout the * Idylls ” he presents
these vaiying phases of chaiacter. Mo1eover, this holds
true of many of the personages who move about the king.

But these inconsistencies are not confined to the cha-
racters ; they are abundantly ewvident in the narrative
iself The eaily ballads are purely 10mantic 1n treatment.
“ Morte d Arthur ” 1s romance diessed 1n the robes of early
epic, often to be tecognized by a single line—* Authonty
forgets a dymmg king” The first four 1dylls are wntten
while the poet 1s still studymg his pioblems of women 1n
then relation to men, and the later allegorical idylls
reflect the peiiod of “ Locksley Hall Sixty Years After.”?
In fact, as hinted already, we have befoie us something of
the medley of “ The Piuincess ” ; the dufference 1s of degree
rather than of kind ; and these new difficulties must be
dealt with much as in Chapter VII,

Therefore from the poet limself mn the first instance,
and then fiom the brnefest glance at his poems, we gather
evidence adverse to any opinion that the “Idylls ” form
an epic of 1ecognized type , we also discover underseveral
aspects 2 want of absolute uniformity of tieatment ; and
the blemish appeais to be due most of all to the fact that
the poem was “at first tentative, was so long i hand ”? ¢

1 By this—before the reading was ch d—Tennyson meant Arthur him-
self ‘Arthur was first in luis mind , and only thus could he pay the high
comrpliment to The Prince Consort, who serves moveover as a model for
the poet while he sketches s blameless king The change to ‘‘my lang’s
1deal kmght’ was made necessary by later additions to * The Idylls *

2 These views will beenlarged in the next section

4 See Appendn to this Chapter
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IV. SOME FURTHER CONSIDERATIONS. (z) Zhe Form
of the Poem. We have now to strengthen this first im-
pression of inconsistency by examining more closely the
leading features of the ¢ Idylls of the King;” and we will
begin by glancing at the style of the poem. To this divi-
ston of our subject the Appendix already mentioned will
again serve as a convenient introduction ; for the latter
part deals with another blemish, closely allied to irregu-
larity of structure; a wavering treatment of subject ex-
tending over as many as fifty years must tend to impair
symmetry of outward form.!

It is scarcely possible to over-estimate the importance
attaching to form and finish in a long poem ; the unity of
effect produced by the epic or dramatic genius which has
been great enough and fortunate enough to preserve
uniformity of design and treatment, is so far-reaching as
to incdlude the rhythm of a single line. What charms us
- most in a2 work of art is the degree in which it manifests
the creative presence of the artist operating intensely
throughout, so that the smallest detail glows with the
heat of his imagination, and, moreover, is made remesne-
berable® because of its exquisite relation to every other
detail and to the whole. It is this which gives to “ Para-
dise Lost* what Matthew Arnold has called its “ unfailing
level of style”

We are told that by way of explanation Lord Tennyson
remarked to a friend that the first and last of his twelve
books were intentionally made more archaic than the
other ten known as the “ Round Table.” If this were the
case, the explanation might be regarded as tending to
prove that the poet had made his task an easier one ; for
he must have noticed that his earliest fragment, the
“ Morte D’Arthur,” was obviously archaic when compared

1 Some further remarks under this head will be found on p. 54.
2 See also Introduction to Chapter XIV.
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with many other paits of lis work, and tequired to be
supported 1n some way.

But 1t has not been supported 1n the way he has in-
dicated. Apait from the question, why should the first
and last books be more archaic than the rest, we may be
content with noticing first that they are not consistently
archaic beyond the otheis; they contain the same
anachronisms, triplets, inconsistencies of style, and cha-
racters, and events , but also, as a fact, “ The Coming of
Arthur” 1s not nearly so archaic as “The Passing of
Arthur” ; and, what is more strking and more important
to our purpose, “ The Passing of Arthur” contains within
itself passages totally different in style and sentiment
from what may be called the cential portion, the “ Morte
D’Arthur” of 1842 Compare the rhythm of the following
with that of any four hnes 1n the earlier fragment .

“O me, be yon dark Queens sn yon black boat,
‘Who shriek d and wail d, the three whereat we gazed

On that high day, when, clothed with liv.ng hght,
‘Lhey stood before his throne in silence, friends ”

In the same way both the style and the sentiment of
the speech beginning “ I found Him 1n the shuning of the
stars . . . .” may be contrasted with “The old order
changeth, yielding place to new. .. . .”

In connection with the question of a more aichaic style,
we may refer to Tennyson’s mnquiry in “ The Epic;

¢ Why bring the style of those heroic days?”

which reminds us just a httle of “ what style could smt??
m “The Princess” But the words mn “ The Epic” have
an extended sense. The poet feared that * mere Homeric
echoes” were “nothing worth?” ; that it was 1dle to re-
model models. The real point to consider 1s, how the
re-modelling was effected. Virgil may be said to have
re-modelled Homer, and with good success The 1deal
past of epic or diama 1s seldom wholly consistent ; and
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in most cases 1t must be made enough real by a refeience
to contemporary humanity

On the other hand, it 1s no defence of Tennyson to
plead that 1n modermizing hus charactets he had Malory
for precedent ; for first, as m “The Princess,” they are
modeinized only m part, and not consistently; whereas
Malory makes them medizval and romantic throughout
Also, the legends were neaier to Malory’s own times—to
his speech, his sentiments, for the mythical Prince A1thur
and his subject Kelts need scaicely be 1eckoned with in
this connection.

Under the head of style, we may next draw attention
to Tennyson’s mode of telling his story. The ordmary
epic 1s introduced by aedy, 8ed. . . . or by *Cano,” followed
by “ Musa, memoa,” o1 1t 15, “Sing, Heavenly Muse ;
aid my song that I may tell,” etc Agamn, as in “The
Princess,” Tennyson chooses a kind of compromise
between epic and nairative ; the plan, namely, of discon-
nected stories told by moie than one story-teller Among
narrators in the “Idylls,” the poet of course takes the first
place, but never in the fiist peison; he i1s mtioduced as
“he that tells the tale” Qtherwise we listen to Malory,
Sir Percivale, or Sir Bedivele. Sometimes, agamn, we
are left in doubt as to who the story-teller may be, or
we are reminded, or agam left in doubt, by a curious
interpolation. To whom, for example, does the poet 1efer
m “The Commng of Arthur ”—* Theieafter—as he speaks
who tells the tale”? Sometimes, on the other hand, the
reference 1s plamer- “He that told the tale m olden
times ” at the end of “ Gareth and Lynette ” 1s presumably
Malory, and “he, that told it later ” 1s presumably Tenny-
son But these interpolations—and there are others—are
curtous and confusing.

Apart from some differences of style pointed out m the
Appendin to this Chapter, Tennyson was entirely for-
tunate 1n his choice and treatment of verse This alone
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makes any compaitson of the “ Idylls * with the “ Faerie
Queene ” misleading The mazy murmuring of Spenser’s
gieat poem has a wondrous beauty , but 1n alanguage hike
ours (as Shakespeare and Milton had the genwus to dis-
cover), rhyme alone—to say nothing of stanza—1s probably
fatal tothe chgnity of a verygreat poem,, 1t is too persistently
obvious as a structaral expedient , 1t cannot be disguised ,
the bone frame of such metiical devices will stick out
here and there, however much you may try to cover it
with the flesh and foum of rhythm , 1t makes impossible
the finer and luger phrasing of blank verse, the law
beyond the law

Yet 1n this varyingly magnificent blank verse of the
“Idylls,” rhyming lines aie sparingly admitted, some-
times they take the form of the “triplets of old time,”
whose three hnes rhyme together, otherwise only the
first two 1hyme, and the thnd line constitutes a refrain
Other vanations aie to be met with i other songs that
diversify the poem  Such songs seem foreign to the well-
1ecogmized epic ! Virgil tells us the minstrel’s theme, but
not his song , Milton makes lis splendid hymns blank
verse with the rest Rhyme, again, would be too lLight;
it would impair the dignity of such a great poem as
“Paradise Lost”

Lastly, a word may be said on the mystic changing
year of the * Idylls” Though often a delightful device of
the laureate’s, and not unknown to old romance, this
association of each important event with some apptopriate
season 1s a little too pronounced i Tennyson’s poem.
‘When Guinevere was married, “ The sacred altar blossom’d
white with may” Lancelot had gone to fetch her in
April—“the maiden spung.” The birds “made melody

1 It may almost be questioned whether songs are strictly appropnate to
epic or cven to nurative poetry of any kind  In diama, of course they are
2 signed to a character who sings them  Otherwise they ate merely repeated
Ly the narrator
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on branch and melody 1n mud air” when Gareth joyously
set out for Camelot And so 1t 1s throughout the stoy,
a storm was brewing when Vivien began to practise
upon Merhin, the last Tournament was fought mn the

autumn,
And the wan day
Went glooming down 1n wet and w eariness

Like Enoch Arden, Arthuy retmned
¢ Allin a death dumb autumn dripping gloom

The last weird battle was fought 1n the death white mists
of winter , and at the close of all

% The new sun rose, bringing the new year

All this—and more that might be added—gives the
poem an appearance of stiffness and umeality, and we
cannot help suspecting that the seasons aie forced upon
the romance 1n order to make 1t a closer allegory of in-
dn1dual o1 national life

“ Star of the morning Hope 1n the sunrise gloom of the eveming, hife 2t

a close —Vastuess

(&) The subject matfer From this bref consideration
of the form of the poem we may now turn to as brief a
survey of the subject matter

Our study of “The Princess ’ in Chapter VII lends
support to the conjectuie alieady put forward, that such a
bnef survey will be best obtamed by tracing the develop-
ment of one of the leading characters, for every influence
of the poet’s creative energv bears directly or indirectly
on this development And fiom what was discoveied m
the same chapter, we may also conclude that an evamina-
tion of the one character will bning into full view any
improbabilities or inconsistencies that may be mnherent m
the work as a whole.

But fi1st we must do justice to the poet by remembenng
that i1deal conditions aie to be assumed before ideal
wnting can be fanly criticised  On the other hand, we
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must refer to the former division of this section, and
remind ourselves that ideal conditions which held good in
the days of Malory may be inadmissible in our own day ;
and further, that we may reject any ideal conditions that
are not consistent throughout.

Again, as Ida served our purpose in © The Princess,”
so in this instance we will select Guinevere. This may
be a departure from the usual course; but, whatever
Tennyson meant Arthur to be, Guinevere is certainly
Queen of the tragedy; she, according to the poet, governs
all the tragic issues ; she is the dram of ill that corrupts
all the nobler metal to its own scandal.

We might, therefore, fairly entitle this section of our
chapter

“THE STORY OF QUEEN GUINEVERE.”

(1) And first let us speak of the four women—ZEnid,
Vivien, Elaine, Guinevere. By the poet’s own showing,
these are types of “The True and the False” There-
fore the salient features—and it may be added thus early,
the distorted features—in the character of each will be due
to this early device of contrast.

These women may be variously contrasted ; the true
wife may be set over against the false wife, and the harlot
of the cities against the lily maid of Astolat.

Or, as in the copy of “ The True and the False,” Vivien
may be confronted by Enid ; and then the Queen will be
moved to uneasy pity by Elaine. As pointed out in
Chapter V., these characters belong originally to the
period of “Locksley Hall,” and its multitude of love
problems. Viewed in this light, we can understand any
exaggeration involved in their contrasts; we can under-
stand why such a study as Vivien—a study that seems to
draw upon what the poet in “The Princess ” has called
“ strange experiences “—should claim a place in art at all.
Hence, also, we may understand why Geraint is over-
stupid and Arthur under-wise.
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But most important 1t 15 to obseite that m these st
“Idylls” we have illustiations ot the ethics of “The
Piincess” To take one example the maxim, “Waoik no
more alone,” o1 “each fulfils defects in each,” will explain
the poet s tieatment of Guinevere Ida, as the opposite to
Gumevezre, fulfils defects in the Puince, and while Arthur
1s left to work alone, the Piince and the Princess

Wil walk this world
Yokhed 1n all exercise of noble end *

Thas 1eference to the intended husband of Ida leads us to
compare him with the husband of Guineveie, and we
shall notice many resemblances Arthur 1s introduced to
us m the very first “Idyll” as a man “ Vext with waste
dreams ” These are the * waking dreams ” that vexed the
Prince in “ The Princess,”! dieams which only a self-
sacnficing woman could kill, and m each poem, although
1t mught be well doubted whether the malady was curable,
the woman has the task assigned to het 1n 2 somewhat
arbitrary fashion

For saving 1 be joined
To her that 1s the fairest under heaven,
I seem as nothing in the mghty world,
And cannot wall my will nor work my work
Wholly *

We might well fancy Guineveie’s scornful reply

¢Poor boy, shesaid “can he not read? no hooks?
Quoit, tenmis, ball no games? nor deals in that
Which men delight 1n, martial exercise?
The Princess

But here we are admonished of those 1deal conditions
which we must be prepared to accept We do accept
them, and shall not refer to them again , nor agam, as in
the present mstance, shall we expressly show that they
are inconsistent

1 Dreams 15 11s no jcrd e'sewhere that vexed the poct lnmaell
Z
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In this case Aithu1 must bea1 witness agamst himself
*¢ And all this throve until I wedded thee,”

a contiadiction that the poet has not evaded by the later
reading,
¢ And all this throve before I wedded thee *

‘What 1t was that throve may be learnt from the context,
and from many another passage !

(2) But Guinevere was married to so many Arthurs ;
how could she please them all? Some have been glanced
at already ; they must now be regaided more attentively.
There 1s no Keltic chieftain among them, but thete 1s the
Arthur of medizval romance, whom we all love—him of 1
the old Morte D’Arthur, 1deal kmight, Flos Regum, every
nch a king. There was also this dreame, vext with
waste dreams,

¢ A moral child, without the craft to rule,”

as Vivien had called him; faultly faultless, wanting
waimth and colour, as Guinevere had judged him ; the

1 “To hear high talk of noble deeds
As 1n the golden days before thy sin,”
or again
* Untl 1t camre, a kingdom s curse, with thee

After protesting that all was well before Guinevere came, the king argues
(** Guinevere ) that all will go 1ll now that her guilt s discovered

“ For which of us, who might be left, could speak,’ etc
Guinevere

1n other words, the mischief spread by the story over a dozen years, would
begn from that present

But of course when * The Coming of Arthur” was written, the poet found
1t advisable to differ from Malory, and from his own previous statements,
and allow Arthur to effect hittle or nothing before his marriage

1t is also worthy of notice, that when all the battles had been fought, and
the king’s opmion of his kmights was most fa: ble, and hus confid m
Guinevere stil unshaken (see * The Holy Grail,” gasse), he was more than
ever vexed with *“visions of the mght or of the day ” The malady therefore,
as we have already ventured to judge, was exccedingly difficult of cure, or
perhaps incurable
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“impeccable png” of Mi. Swinbuine ; the Arthur of the
second Locksley Hall,

But in fairness to the poet we should hear in some of
these opinions an echo of the scoffing of the scribes, ¢ He
hath Beelzebub” ; and having taken into account a few
shght differences, we lock next on Tennyson’s most pro-
minent 1dea, the Christ-like Aithur !

¢ No man,
But Michael trampling Satan '
The Last Tournament.

Achilles, Ulysses, AEneas, Beatrice, Satan, all move at
times through the golden must; and we also love this
Arthur of Tennyson’s favourite motto, “Be ye perfect.”
He moves 1 pure seventy of perfect ight, a great re-
former, divine and human,

¢ In whom high God hath breathed a secret thing,

a man not easily to be loved by woman, not to be loved
at all in this world by such a woman as Guinevere , yet
from he1, as fiom Princess Ida, the poet extorts a confes-
sion quite foreign to her nature and her case

4 It nas my doty to have loved the hughest,

It surely was my profit, had I hknown
Much truer to the story aie those other words of
Guinevere

¢ But who can gaze upon the sun 1n heaven® *
There 1s yet another Arthur ; him also Tennyson de-

1 Common to Tennyson’s ‘ Arthur ” and to Chnst, are mystic orign and
destiny, and men s doubt concerning 1t

“ From the great deep to the great deep he goes”

{which belongs to the “De Profundis’ period; not to that of “Morte
D Arthur'), a spotless character (*‘in lim was no guile ”), the scoffing of
man, the going about doing goovd, ceaseless struggle with evil, reforming zeal,
seemung failure, the agony (** My God, thou hast forgotten me 1n my death ”
~—Tke Passing of Asthur) ‘To these maybe added the mystertous passing
away, and a mysterious coming again. The precedent of Chnst to alarge
extent modified Teonyson's P of ¢* Arthur.”
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lighted to honour ; he is the “modern gentleman Of state-
liest port” of the Epilogue to “Morte D’Arthur.” And
others might be recognized, most of whom would be
¢ A noble type
Appearing ere the times were ripe.”

But to speak generally of all the various aspects of this
central figure of the poem, we may venture to add that
Lord Tennyson’s remark to Mr. Knowles—“ By King
Arthur I always meant the soul,” might perhaps, without
presumption, be altered t6 “ By King Arthur I gradually
came to mean the soul.” If the poet had notincorporated
his “Morte D’Arthur” of 1842 into “The Passing of
Arthur? of 1872, we should have had less difficulty in
understanding his statement. And as the remainder of
the last book of the twelve was adapted to the old incor-
porated fragment which, as already seen, represented
Arthur moie purely as a hero of romance, it follows that
the poet’s remark applies less closely to the last book of
his poem than it does to the others. For example, in the
very fiist book of the “Idylls” (1872), readers of Tenny-
son will easily discover for themselves that Arthur is
“more than man,” And it has already been noticed that
the line in “ The Coming of Arthur,”

¢ From the great deep to the great deep he goes,”

was repeated in the passages added to the “Morte
D’Arthur ” in 1872,

Next we will observe the manner of the wooing. If
Lancelot’s failure was the misfortune of circumstance,
so yet more truly was Guinevere’s. When Arthur rode
by her castle walls, “She saw him not, or mark’d not if
she saw.” A rumour even ran that she took Lancelot for
the king.!

1 Earlier reading, ‘* She took him for the King ” Present reading, “ A
rumour runs, she took him for the lung.”
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She sighed to find her journey with Lancelot done. As
to the king, she
* Thought lnm cold,

High, self d, and p 1 not hke him,
Not like my Lancelot *

She did not choose Ai1thur , she was chosen n spite of
herself , and the result was disaster For a commentary
we may refer once more to “The Puncess,” “Man to
command, and woman to obey” Elaine, on the other
hand, “beng so very wilful,” did choose Lancelot, and
with little enough giound for her choice, and yet our
sympathies are with Elaine rather than with Guinevere

(3) We now approach the main subject—Queen Gume-
vere as responsible for the great catastrophe , and 1t shall
be stated in none other words than her own

4 The sombre close of that voluptuous day
‘Which wrought the ruin of my lord the king *

But not of the king only :

“For now the Heathen of the Northern Sea,

Lured by the cnimes and fruities of the Court,

Begu to slay the folk and spoil the land *
“The Idylls” are usually regarded as the history of a
king and a kingdom that were rumed through the fault of
one woman , and if the poem 1s viewed as an allegory,
the story 1s yet the same, and must be consistent. This
woman, as we understand,

¢ Like another Helen fired another Troy , *

or she was another beautiful, baneful Eve who lost us
another Eden. And 1n the two quotations above, she has
pronounced plan judgment upon herself.

Nevertheless, those who read the poem with more than
ordinary attention, may perbaps discover that this, the
very framework of the story, 1s fabricated throughout of
improbabilities, contradictions, and impossibilities. What
the poet meant 1s one thing, but his means of effecting 1t
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are quite another thing The case against Guinevere 1s
conducted without any show of fairness or reason ; the
verdict 1s by no means supported by the evidence And,
briefly, the fact 1s, that just as in many other long poems,*
so m this, Tennyson’s ethical mtention spoilt his story
The ethical intention was good , but it was to be exhubited
1n a work of art, and as the ethical intention was con-
stantly permitted to mar the beauty and impressiveness
of the work of art, both ethics and art are reduced to
a lower level This was pot the case in “ The Aneid,”
mn the “ Divine Comedy,” nor in “ Paradise Lost”

The story itself, or something like 1t, might have been
a very good one Viewed broadly, it tells of the ever-
renewed war between good and evil

¢ Evolution ever chimbing after some 1dcal good

And Reversion ever dragging I volution in the mud *
It 1s the constantly recurrmg history of the individual,
the seldomer but not less common rise, culmination, and
decline of a nationality * But as applied to a court, what-
ever that may be, and to such a court as that of the Keltic
or Medizval Piince, we scarcely know how to take the
legend thus recast by Tennyson, especially as 1t further
conceined itself with Arthui’s kingdom, whatever that
may have been

“ All my realm
Reels back into the beast *

For, first, these knights of a new as opposed to “that
old kmght errantry,” were bound by vows that made them
almost a monastic order, and yet, under the circum-
stances, their pristine utter purity 1s as improbable? as

1 *“The Princess, the two ‘“‘Locksley Halls ¢ Maud,’ “Aylmers
Field, *The Promise of May *
2 Its moral appears 1o many a line of Tennyson ez, as quoted above,
¢ Have we risen from out the beast, then back mnto the beast again ?
3 For example Sir Gawain and Sir Modred were of thewr company , and

Sir Kay was * the most ungentle knight 1n Arthurs Hall,’ and was dis
obedsent to the king
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their subsequent wholesale corruption—a corruption, we
may repeat, that is sometimes spread over the whole
kingdom.

Next, we have seen that in * Morte D'Arthur” the
Round Table is “the goodliest fellowship of famous
knights,” and an “image of the mighty world”; whereas

'later, and in a manner at variance with Malory’s explana-
tion or Tennyson’s first conception, it symbolizes * the
passions and capacities of a man.”

But whatever this Court, Round Table, or Kingdom
may have been, it lasted, as we guess, some twelve years,!
and after having been gradually undermined by rumowms
of the love of Lancelot and Queen Guinevere, it fell with
a crash when their love was detected.

This may appear plausible enough at first sight ; but a
closer examination of the twelve books seems to prove
that scarcely a single effect in this long history of ruin
can be traced to any clear or sufficient cause ; rumou¥
always strangely lives or as strangely dies ; and even the
“Detection of Guinevere” is on many sides unsupported
by the circumstances.

To make this plain would demand an elaborate analysis
of each Idyll and the comparison of a very large number
of passages. On the other hand, fragments of evidence
such as might be brought forward in a short commentary
would be altogether inconclusive and misleading. Even
the middle course of examining more closely some one or
two links in the chain of evidence must be attended with
grave disadvantages ; but as it is the only one open to us
we propose to deal with not more than the story of Vivien ;
and we choose this with a purpose, for the incident of
Balin and the testimony of Merlin are the weightiest
evidence brought into court by the prosecution.

We will even begin by making a concession to the

1 The flight of time, is seldom clearly marked in ‘¢ The Idylls.”
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adversary, and attempt to date back the love of Lancelot
and Guinevere to the time when they rode together in the
boyhood of the year on their way to Camelot. Itwasa
long ride ; Lancelot had left among the flowers in April
and he returned among the flowers in May. Day after
day they rode, rapt in sweet talk ; and although it suits
the poet in this connection to assure us that as yet no sin
was dreamed, nevertheless in other passages where he is
less guarded this ride is looked back to as to the beginning
of love:
 Prince, we have ridden before among the flowers.”

¢‘As once of old—among the flowers—they rode.”

They rode, and during that long ride together they
tasted surely of the magic cup. For our thoughts wander
to that other twain of kindred beautiful romance who
journeyed on the same errand, and were bound by the
same hopeless love.

It is noon in some delicious dale ; the silk pavilions of
King Arthur are raised for brief repast; the wine-cup is
placed upon the board ; they pledge each other, Lancelot
and Guinevere. And now, as they ride forth once more,
our ears in fancy listen to the words that tremble from his
hps, and catch the faltering syllables of her reply:

*f Holy Mother, by thy Child-God save me
From this fever of a bliss not mine !—
Lady, "twas a charmed cup we tasted—
Lady, there is poison in that wine '”
» » * *
** Nay, sir knight, what answer should I yield thee ?
(Jesu—Mary—shield me from my shame )
Lancelot—nay—1I perish with my passion,
Feel—ah God—hke thee—the wizard flame.”
» * * L M

Our glance must also be turned for a moment upon the

second poem, ¢ Gareth and Lynette.” From two or three

passages wejgather that some years have past, and now
Sir Kay warns Lancelot:
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That thine own fineness, Lancelot some fine day
Undo thee not

Certainly, as we have just inferred, the love of Lancelot
and Guinevere dates from that memorable ride , but what
did Sir Kay know about 1t? The court 1s spoken of as
absolutely purte  Gareth found nothing but punty there

In “ The Marnage of Gerant,” which we may presume
1sa yet later event,’ “ A rumour rose about the Queen »
and m ¥ Geraint and Emd,” Geraint at fiist does not rest
so well contented as “ Before the Queen’s fair name was
breathed upon”, yet a little later “ He rested well content
that all was well” The spiteful whisper died And, what
1s very significant, he crowned a kappy &ife of at least
several years, and more probably of many years’ fighting
in battle for the blameless King What 1s to be said
about the 1umour after that lapse of time?

We now come to “ Balin and Balan,” and n this poem
Bahn, like Gareth before him and Pelleas after hum, 1s
permitted to move about the cowt, and, hke them, he
hears nothing whatever of any rumour But he 1s per
mitted to see (what appaiently no one else had seen, and
what he discovered to no one else but his brother) the eye
of Lancelot dwell upon the Queen and her hue change be
neath the earnest gaze He seems to be doubtful as to any
construction that might be placed upon the interview, but,
blamimg his troublesome temper, and mad for strange
adventure, he dash’d away And although he never heard
so much as a whisper at Arthur’s court, he 1s told at the
court of Pellam

This fair wife worship cloaks a secret shame

Yet again Bahn dismisses his doubts, and turns fiercel
upon his anger
O me, that such a name as Guineveres
W hich our high Lancelot hath so hfted up

L Othu pussagis suggest a considerable mteival
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And been thereby uplifted, should thro’ me,
My wviolence, and my villainy, come to shame.”

These words he addressed to Vivien, and she had much
more to tell him ; but, as “she lied with ease,” her slander
would not have been mentioned here but for the fact that
it brought to Balin’s mind “ that dark bower at Camelot,”
and revived his doubts. Yet he told Vivien nothing about
them. As to the rest of the story, the brothers die believing *
the Queen innocent. But two points are to be noted ; one,
that Balin’s doubts were revived not by substantial rumour
but by sheer falsehood, and the other that the poet ranks
the remarks of Vivien as evidence. How clearly he in-
tended this may be understood from the prose version,'
for after the death of the brothers, Vivien “sped stealthily
away to King Mark, and after to Arthur's court, and there
she told how she had overheard from Knights of Arthur's
Table scandal beyond all disproof about Sir Lancelot and
Queen Guinevere. And thus in truth the ‘Dolorous
Stroke’? was struck which first shook to its base the
stately order of the Table Round.”

From this Idyll therefore it appears that, in spite of the
conclusions of the prose version and of whatever corrup-
tion or whatever rumour prevailed at Arthur’s court,
Vivien knew nothing about them ; nor does she know
anything at the opening of the second paragraph of the
next 1dyll, *“ Merlin and Vivien.”

But strange as are all these proceedings of Vivien, and
the dramatic use the poet expects to make of them, her
actions and their relation to the tragedy are in “ Merlin
and Vivien ” stranger still. This was to be expected, for,
as explained above, the poem when first written had a
purpose more moral than dramatic.

Again the rumour comes from without, as in the case of
the Red Knight. Mark hears a minstrel sing of certain

1 % Aspects of Tennyson,” ** Nineteenth Century,” January, 1893.
2 Title of the prose version of ** Balin and Balan.”
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medizval, Platonic, supersensual notions prevailing at
Arthur’s court:

‘“To worship woman as true wife beyond

All hopes of gaining.”

After a conversation with Mark that is abhorrent,
Vivien sets out for Camelot on her mission of absolute
mischief ; and we must be careful to notice that the scene
of her exploits is not to be a corrupt or even a corruptible
court, but one in which men are * passionate for an utter
purity.” Norisit to the knights alone that she imputes her
own evil nature: “This Arthur pure! . . .. There is no
being pure.” At present, therefore, it is not the guilt of
Guinevere that makes Vivien possible. This is a very
important point. All the evidence adduced up to the
present proves that the court is pure, and it is this utter
purity that attracts Vivien,

She arrives at a time of golden rest. The heathen lie
at Arthur’s feet. (Spite of Guinevere, therefore, thus much
of the King’s purpose has been fulfilled.) After long pry-
ing, and without making any warrantable discovery, she
sows one ill hint from ear to ear and leaves death in the
living waters. But the court was decent; the knights
heard and let her be ; therefore she hated the knights and
set herself to practise upon Merlin.

“Set up the charge,” says Merlin, “to stand or fall.”

In reply to her charge Merlin makes some doubtful
admissions, but in the older edition adds:

# Sir Lancelot went ambassador at first
To fetch her, and she took him for the king :
She fiat her fancy on lum ; let him be.”

Later he is convinced that there is no truth in her

accusations generally, for—

“She cloaks the scar of some repulse with lies ;
I well believe she tempted them and fail'd. . . .”L

1 A few words remain to be added resp g the evid pplied by

Merhn, He is the first to give any support to the rumour—or rather to the
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Hence we understand that the poet’s purpose has been less
to expose Guinevere than to paint Vivien.

Now Merlin had dreamt? that the King’s high purpose
was “broken by the worm ”—by Vivien, that 1s, and not
by Guinevere. Gunevere loves in seciet, but her love 1s
falsely true ; and the passage added n 1874 only shifts yet
more of the blame on Vivien, and by no means discloses
any demorahzation mn the court. On the contrary, it 1s
Vivien who calls upon us to follow her through the fiery
flood, and not Guinevere.

(4) And now we have to notice the fact that other causes
besides the sin of Guinevere are assigned to this rumn of
king and kingdom. Indeed, if we refer to “Morte
d’Arthur,” Guinevere had nothing whatever to do with it.
There—and 1t 1s much the same in Malory—the cause
of downfall 1s rebellion ; that, and nothing else. «I}
perish by this people which I made!” 1s Arthur’s angry

rumour of 2 rumour and that support, as we have just seen, 15 almost
wholly withdrawn Moreover, he dies soon after. Apart from this, how
was 1t, again, that Balm had heard nothing , that Pelleas afterwards heard
nothing, although he had been—according to Percival’s showing—** One of
our free spoken Table ? How was it that the rumour which reached Mark
was not of scandal, but of medizeval woman worship? How 1s 1t that in the
next “Idyll —m which however the contradictions are much more nu-

— 1 lot and Gu ' are set before the world m a new re-
lation

“Qur kmghts, at feast,
Have pledged us 1n this union, while the king
‘Would histen smiling *

Neor can Merlin's estimate of the ““Round Table be altogether trust-
worthy
¢ My friends of old,
All brave, and many generous, and some chaste.”

Modred had recetved no meed of bravery; and punty among the knights-
has appeared 1n every previous reliable hne of the poem.

1 In this dream 15 Tennyson's own “moral of the poem, 1t should be
compared with ¢ Lochsley Hall Sisty Years After,’ to whioh it 1s near 1
date
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exclamation to Sir Bedivere, and this making of a people
1s fully explained 1n “ The Coming of Arthur.” The tiue
old times are only just dead , the sequel of to-day, that
and that alone, unsolders the goodly fellowship of kmghts.
Thas 15 still the umpression left on the mind even when we
have read the additions mn “The Passing of Arthur,”
includmng those that were made in 1872 , for,by a possible
oversight, the poet allows Sir Bedivere to hsten to the
new causes of disaster-—a traitorous wife and friend, a
realm that reels back into the beast, and the 1est—but
neveltheless retamns all the original passage, and makes
both King Arthur and Sir Bedivere act and speak through-
out the remainder of the poem as though Guineveie and
Lancelot had never been heaird of

But not only Guinevere and Lancelot, for the Holy
Grail has to be reckoned with as another cause of the
widespread ruin. To begm with, 1t had long ago destroyed
nine-tenths of that goodly fellowship of kmghts which,
according to Sir Bediveie, weie nevertheless unsoldered
by “the sequel of to-day.” No doubt Tennyson had more
than one reason for writing the Holy Grail into his senes
of poems. It was i the book of Malory, 1t was most
famous among legends, 1t enabled the poet to pamt ona
larger canvas the St. Agnes and Sir Galahad of former
years,' and would serve as another opportunity for con-
demning rehigious enthusiasts.? Perhaps 1t would relieve
Guinevere of some of this enormous burden of working
confusion 1 the Table Round, or at least serve both
to bning mto stronger relief the effect of her crime,

1 For St Simeon a place was found wmn " Balin and Balan,' as King
Pellam

2 Agawnst extravagance of any kind in rehgion, he rased hus voice to the
last, 2s 1n the somewhat inarhistic line of * The Northern Cobbler”—** An
Muggins epreach d o’ Hell fire an’ the loov o' God fur men * Even * Rizpak
15 1n some danger of bemng spoilt by the two stanzas beginning “ Election,
Election and Reprobation
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and be at the same time a secondary cause of con-
fusion.!

But here again we are in doubt; for, first, the Holy
Grail is never mentioned together with Guinevere as an
influence for evil or a cause of disaster. And in the Idyll
devoted to this fascinating legend we read that the Haly
Cup left the world because of the sin of the world ; that it
might be expected to return only when the world had
become pure; that when the Holy Thing did come again,
then arose a hope that all the world might be healed ; that
the King pronounced it “A. sign to maim this Order which
I made,” and that as the knights rode away on their quest
the Queen shrieked aloud:

¢ This madness has come on us for our sins.”

Therefore the Holy Grail legend as employed by Tenny-
son presents strange contrasts; nor can the opinion of
Guinevere be accepted by anyone who reads the poem
attentively ; nor was the Holy Quest a last effort of
religion, amid general demoralization ; apart from othefl:;
abundant evidence, the king says expressly that his knights
are all men * With strength and will to right the wrong’d,”
and he rejoices in his Table Round ; and a better religion
had prevailed from the first—the “Cross and Table.”
Nor, as we have mentioned, is the quest of the Grail any-
where cited as a consequence or an auxiliary of the sin
of Guinevere ; for instance, although its results are so
disastrous, no word of it is heard in Arthur’s parting speech
to Guinevere, nor in “ The Passing of Arthur.” But, once
introduced, Tennyson was obliged to make the search for
the Grail an evil, not a good ; the story could not have
been worked in otherwise.

(5) This subject must be left not more than touched
upon as we turn to the remaining consideration that arises

1 In * Malory,"” Arthur is troubled only because he knows how many good
knights must be lost in the quest.
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out of this long history of crime. Speaking broadly, was
it probable that such widespread and various evil should
be due to rumour so vague and so contradictory,' but
more, was it possible that for twelve years at least the king
should have dwelt in the midst of this rumour, a witness
of all its supposed effects, and yet have no suspicion of it
whatever? That Malory put this question to himself
appears from his remark, “ For, as the French book saith,
the king had a deeming”; and that Tennyson was not
unaware of the difficulty is seen in the following readings : 2
in “Enid and Nimué” the important line runs thus :
* And troubled in his heart about the Queen.”

This, in “ The True and the False: Four Idylls of the
King,” is corrected to, “ Vext at a rumour rife about the
Queen,”—and this line kept its place till 1874. As to the
reading adopted in that year,

¢ Vext at a rumour issued from henself,

Of some corruption crept among his kmghts,”
we need only say that conjecture as to what it means—
taking all circumstances into consideration—is entirely
baffled ; but it may be noticed that the rumour, as in so
many other instances, proceeds from the malignant lips
of a stranger.

We can easily understand why the poet should delay

the discovery—at least on Arthur’s part :

 Man—is he man at all, who knows and winks? "

1 We may as well remark here upon the startling fact that no proof was
forthcoming till all the mischief had been done ; we may further remark that
the rumour remains rumour to the very last, proceeds mostly from a foreign
source, and never becomes ‘‘The world’s loud whisper breaking into
storm ,” for in spite of the *open shame” spoken of by the Leord of Astolat

and Sir Pelleas, 1t appears so late as in ** Gui e" asa g
scandal ” that only may

¢ Break and blaze
Before the people, and our lord the king.”
2 These existed before * Balin and Balan ” was added in the expectation
of making the matter clcarer.
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was Vivien’s old insinuation ; and Tennyson is determined
to combat Malory’s looser doctrine, and to insist on the
principle set forth with undue emphasis in * Guinevere,”
in the passage beginning :

“ 1 hold that man the worst of public foes. . . . "

In all this he is more concerned with the interests of
modern society than with those of his poem.

But why should Guinevere bear so much of the blame?
How much may be gathered from many passages ; but
the utter severity of the poet is best discovered by the
word he prints in italics in the following :

“‘ That ske is woman, whose disloyal Life
Hath wrought confusion in the Table Round.”

In a story older still, the woman who had sinned soug‘ht
pity, if not pardon, in her plea, ‘ The serpent tempted me,
and I dideat.” And in Malory,at the close of the volume,
we read as follows :—“When Sir Lancelot was brought
to her, then she said to all the ladies, ‘Through this; 1
man and me hath all this war been wrought’”? In
other respects Malory is more impartial than Tennyson,
for the queen dismisses Lancelot against his will.

Tennyson’s is the 6ld dactrine that allows man loense,
and woman none. This may be seen by a comparison of
his assurance to Lancelot,

* Never yet
Could all of true and noble in knight and man
‘Twine round one sin,”

with all that long strange speech® that the King spoke to
the Queen, who grovelled at his feet :
*‘ Yet must I leave thee, woman, to thy shame, . . .”

1} This admission on the part of Guinevere would be misleading if we did
not remember that 10 Malory the Queen's offence is treason rather than
unfaithfulness.

2 Inter alia, the King, who first of all had contemplated giving his Queen
over to “the flaming death,” often employ ge that belongs to the
loftiest ideal of modern civilisation,
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Lancelot 15 left with a futute before hm ' Thete 1s no
hope fo1 Gumevere mn this woild 2

“ The woman 1s so hard upon the woman ” So Tennyson
had written 1n “ The Puincess” But heie 1t 1s the man—
the poet—who 1s so hard upon the woman And if space
permutted 1t might be shown more cleaily that as a con-
sequence he has destioyed almost all the probabilities of
his story Once mote, the intense ethical puipose that
we first associated with the “ Locksley Hall” period, and
that showed itself most plainly m the first fowr “ Idylls,”
was forced into the poem to the very last, and continued
to spoil its art

Following the course taken in the chapter on “The
Princess,” we have thus been led to notice some appaient
defects 1n the constiuction of “The Idylls of the King?
It 1s held by most ciitics that the ten stoites with their
prologue and epilogue possess a certain umty which makes
the whole poem truly epic mn 1ts grandew and complete-
ness , some find this unifying element n the gradually
developed story of one great sin and 1its spreading tamt ,
others 1n the mo1al puipose that peryades the poem , and
others again 1 the seeming fact that every episode, mn-
cident, and personage 1s bound up with the fortunes of
King Aathur

But 1t 1s certainly doubtful whether Tennyson has suc
ceeded in making his twelve “ Idylls ” veritable members
of an organic whole, so that the cycle of them may bear
the immortal name of Epic The mode of composition
of the “Idylls,” the frequent and long mteriuptions, the
poet’s habit of construction as seen in other poems, his
doctnne concerming long poems, a distrust of his own
abibity to produce the highest work of sustaned effort,
his first thought of wrniting “a whole great poem,” the

V ¢ Therefore, Sir Lancelot go to thy realm, and there take thee a wife,
and hve with her in joy and bliss —dlalory
« ““Mine will wver be a name of scorn —Gunevere

A A
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name gpic that he then associated with it, the adverse
criticism, combined with his own conviction, that forced
him to be contenied with semi-isolated stories ; the other
fact that ultimately he set himself to modify the construc-
tion and arrangement of his stories so that they might
become parts of a unifying main plot ; that he added to
the number of them until it reached the mystic twelve ;
and again the fact that he still called his stories by their
names, nor ever gave to his work a more ambitious title
than * Idylls ”—all this has been touched upon. And to
this we may now add, as on our own part, that during a
very long period of development the poet's treatment of
his subject grew less romantic and more moral or more
allegorical, until the intrusion of ethical design destroyed
the symmetry of his creation ; that, as a further con-
sequence, the story sometimes wants swiftness and
coherence, and the characters a dramatic reality ; that
some of the episodes appear too loosely attached to the
body of the organism to be called its members, and that:
others, if members, seem to be redundant. But at this
point we find ourselves compelled to resort to historical
and comparative methods : or, rather, we are led back to
our starting-point—the future Addison and his successors.

‘To those, however, who urge that Tennyson’s “ Idylls ?
have all the epic grandeur, we counter-urge that epic com-
pleteness must be recognized before epic grandeur can be
admitted.

And now, as in the Chapter on “The Prificess,” what-
ever may be the value of this inquiry into the unity of the
poem as related to the breadth of its conception, there is
yet to be added a reference to the truth, the beauty, the
magnificence of the parts. Such a poem as Guinevere
might almost be regarded as an epic in miniature; “The
Holy Grail” has all the dim rich splendour of a gothic
cathedral. But the space at our disposal for praising the
* 1dylls of the King? is very limited, and yet it need not
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be laiger ; for we have merely to question whether, when
Shakespeare and Milton have been placed apart, there
can be found mn our Enghsh hterature a more consider-
able poetical achievement than the Aithunan poems of
Tennyson.

APPENDIX TO CHAPTER XI

Fiom * New Studies in Tennyson.”

I ventuie to think that many critics of the Poet Laureate
have allowed zeal for his well-earned honour to blunt
their sense of the honoumr due to other great masters
of song. If, therefore, I seem harsh, or even unjust, 1n
some of my remaiks, I must ask you to say of me, “It
was not that he loved Tennyson less, but that he loved
Shakespeare and Milton more.”

Indeed, my lecture may very well begin with a caution.
For in some recent reviews that [ have brought with me, {
find Lord Tennyson constantly bracketed with Shake-
speare: and as to Milion, be 2t mclnded v a bst of eaxght
other poets who have ganed the favour of one of these
reviewers, but with this exception, no mention 1s made of
him.

Now I wish stiongly to piotest against this caieless use
of Shakespeare’s name, and this equally careless omission
of Milton’s , and, 1emember, I speak of a prevaithng ten-
dency. In spite of our modern aversion to comparative
cnticism, I shall be bold enough to assert that we English
possess two poets of the very first class, and only two—
Shakespeaie and Milton ; and 1if we giaduate the scale
evenly, we shall probably find no poet at all to place n
the second class, although there are several who may take
rank 1n a thnd. But this, you will say, 1s going too far.
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1 do not think so However, Chaucer, Spenser, Lord
Tennyson and the rest shall form a second class, ifyouwill;
and further, if you will, Lord Tennyson shall rank first m
that second class I shall be content, piovided I check
this tendency of our time to foiget Milton, and to degrade
Shakespeare. Degiade is exactly the word  Would you
believe such appalling 1gnorance as this exhibited by a
recent cntic of considelable repute  “ Shakespeare,” he
said, “and Shendan, our two great dramatists ”*

By a similar fad of modem cnticism, another critic of
higher repute prefers “ Comus ’ to “ Paiadise Lost,” and
the “ Facrie Queene ” to either I am sure you will not wish
me to make any further comment on such strange notions

And why, 1t will be asked, are Shakespeare and Milton
the two, and the only two, very great poets m our Enghsh
literature © To answer that question fully would be 1m-
possiblehere Foralthough I intendtoexamine Tennyson's
claim to poetic greatness under the three heads of Epic,
Dramatic, and Lync poetry—and n this order—I shall
nevertheless say little or nothing that 1s not suggested to
me 1n the pages of these reviews as I turn them over I
will, however, briefly explan, that word, image, foot, line,
stanza, song, epic, diama, and the rest are some of them
structural elements 1n forms of poetical expression, and
some of them forms of poetical expression i themselves
—the epic and the drama” being generally regarded as
the greatest of these forms Now I will call your atten-
tion to one quality of the best work produced by the two
artists, Shakespeare and Milton , 1t 15 on the largest, the
grandest scale In certain works of art, magmtude con-
tributes most of all to the sum total of pleasing im-
piessions , conversely, to create on this gieat scale 1s

1 Apart from other differences, the difference of fo7#z 1s beyond calcula
tion See Chaptcr XIV

2 The question whether under ordinary circumstances drama 1s a fit sub
Ject for poetic treatment was restrved for a second lecture
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often the highest effort and the highest achievement of
genius.

But the grandeur of the whole lends grandeur to each
part. This incidental remark is not exactly a step in the
direction of my argument, yet I am glad that the words
have been uttered, for they give me an opportunity of
telling you something that came under my notice a few
years ago—a phenomenon that does bear directly on my
argument. Well, it was this : some years ago literary ex-
perts and others were invited to send to one of our leading
magazines their favourite passages of poetry. To the
editor’s hand there came extracts from almost any English
poet—if I may trust my memory—except Shakespeare
and Milton. I seem to remember also that the modern
poets were most in favour, and that if Shakespeare was
represented two or three times, scarcely any contributor
cared to take a few lines from Milton. I cannot under-
stand this, I should have thought there was really no
clibice in the matter, Two pieces, as I think, were sent
ufy by each authority. What could one possibly be sup-
posed to do in such a case other than select from Shake-
speare—it might be the storm scene in “Lear,” the
dhalogue petween Othello und lago, or that between
Brutus and Cassius; and from Milton, the Morning
Hymn of Adam and Eve, the description of Eden, Satan’s
address to the Sun, and so forth. Now, if we choose the
marvellous storm-scene in “ Lear,” or the Morning Hymn
—for which no epithet is found in earthly language—we
do this, as I have suggested already, not only because the
part is excellent in itself, but also,and much more, because
it borrows wondrous strength and beanly from every other
part, and from the magnificent total of scheme and scope.
Stupendous was the genius that created “King Lear”
and “ Paradise Lost.” There were giants on the earth in
those days.

That Tennyson knew what was required of a very great
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poet, 15 evident from the outset He began lus Epic n
good time, the first fiagment, “ Morte d’Arthur,” bemng
published 1n 1842, and 1t had been m couwse of com-
position probably from a much eaiher date, and although
his dramas came very late, they were written with deter-
mination, and soon multiphed

But if the young poet had made up hus mind to attempt
the highest poetic achievement by writing epic and drama,
1t seems equally clear that fiom the fiist he distrusted his
capability of doing either To use his own wotds, he had
“2 mnt of reasons”? for this Later on he styled the
fitst four books of his epic “Idylls,”? a title implying,
amongst other things, that these four stoiies (now known
as the thnd and fouwth, the fifth, the sixth, and the
eleventh) weie moie or less dlsconnected This lack of
epic completeness I shall 1efct to agamn

As to Tennysons diamatic works, they wete at fust
monologucs, monodiamas, ind the like expeniments, or
were such as “The Piincess,”—* Medleys,” full of the
poet’s apologies

The same hesitation to attempt a very gieat woik of
artistic oneness may be tiaced 1n many other poems , for
example, 1n the isolated sections of the “In Memonam,”
wheie again apologies aie numeious, and where we dis-
cover the sigmficant utterance,

“ Nor d e she trust a larger Iny

After domg full justice to the context, we cannot
help reading the Iine as one amongst many of like impozt,
whether 1n this work o1 1n othets Eiven “Maud,” the
most successful of his eailier dramatic efforts, was con-

1 Sce “The Fpic’

2 Spelt “Idyls 1nearhiervolumes Thespelling “Idyll, which 15 closerto
the ongnal Greel,, once helped to distinguish the heroic descriptive poem
from such pastorals as those of Theocritus  But the distinction his ceased
to be maintaned by such a means and the later spelling of the term 1s now
adopted without discrimination
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structed 1 a tentative, desultory manner, and the various
editions of the poem prove that the author was for some
time unceitain as to the real character of what he had
cieated

Now, comparatively speaking, nothing 1s easie1 than te
write a poem on a small scale (hence the lyric has always
ranked lowest), or a poem that may cnd anywhere and
anyhow, o1 that never ends at all, poems—(but again,
pethaps, I ought to ciave your indulgence if in my 1espect
for our two gieat masters I cast a careless eye on lesser
artists, indeed, I am about to make a teirible onslaught
on all such)~poems lke the “Cantetbuiy Tales” (never
finished),

¢ Artistry s hnunting curse, the imncomplete

(though I do not wish to apply this quotar 9n too closely),
poems such as the “Faerie Queene ” (again, n. s=1 finished),
“The Essay on Man” (alnays a purzlc to . 1, authot),
% The Excursion ” (pait of a poem never finishea, ‘Don
Juan * (which, 1f 1t “ begins with a beginning,” can haitly
be said to end with an ending “Nothing so difficun
as a beginmng In poesy, unless, peithaps, the end,”)
“Childe ITatold’s Pilgiimage” (a umique ewample of
vacliating composition), “Endymion ” (a series of * Rich
windows that exclude the hight”), * The Revolt of Isiam?”
(“And passages that lead to nothing”), the “In Memoriam”
to which cutics alone have given shape—

¢ If shape 1t might be called that shape had none ,

poems that were, so to speak, “allowed to write them-
selves,” being more or less prolix, diffuse, pieces of
patchwork, wanting piopoifion, lacking the well known
essentials of beginning, middle, and end, the end seen
from the beginning, adjustment of patts to the magmficent
whole, composite hatmony , and of course they lack also
vastness, they lack stupendous, concentraled, susiained,
and successful effort, and with that they lack grandem
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It 1s the custom of cntics to argue that Tennyson’s
choice of what was easiest merely imphed a mentorious
love of the simple , 1t was a characteristic simplicity, they
tell us, that preferred the uncomplicated monologue to
the complex diama, the sho:t 1dyll to the long epic  Thewr
argument 15 easily disposed of Had Shakespeare wiitten
nothing but monologues and Milton nothing but 1dylls,
the later poet might have suipassed them both  As things
are, Shakespeaie and Milton aie great, and he in com-
parison 1s less great

Even 1if Tennyson's “King Arthur” satisfied some of
the requirements of a great epic g , . “hefact that1t wasat
first tentative, was so long hand,vtefls teinbly against 1t
Makmg due allowance for change of theme, we seem to
discover as much drfference in point of style between the
supeib “ Morte d’Arthu1 ” and “Pelleas and Ettarre” as
between “Paiadise Lost” and “Paradise Regamed”;
and of couise books I to XII of “Paradise Lost” exlibit
the same “unfailing level of style” , the whole subhme
poem being, mn fact, wiought out by the blind poet in
about six years

Again, the change m style 1s all for the woise  “ Motte
d’Arthur” was wntten while Tennyson still believed, and
nightly, that Scott, Byron, and even Shelley had exhausted
the charm of somewhat lawless vigour, and that the
perfect form of Keats was to be the new and successful
manner 1n poetry. In later years he seems to have placed
less confidence 1n that belief

It 1s a change, indeed, that we witness in most poets
whose period of authorship 1s long—notably in Shake-
speare and Milton Compaie, for instance, “Juhus
Cmsar” with “The Tempest,” or “ Paradise Lost” with
“Samson Agonistes” It comes of many yeais, the desie
and need of change, weaiiness of struggle between 1m-
petuous thought and presciibed art form , it 1s a change
that somefimes verges on license, not fieedom, it in
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terrupts, for example, with extia syllables, the stately
movement of the blank veise

¢ And so went back and seeing them jyet mn sleep,
Said, “Ye that so dishallow the holy sleep

These two consecutive lines from “ Pelleas and Ettatre ”
would have been impossible 1n the “Maoite d’Aathur”
Or if we except them as forming a kind of couplet, and as
having a rhythm pecular to themselves, I will choose the
following two fiom the immediate context —

* T'mgering at his sword handle until he stood
And the sword of the tourney «cross her throat '

Many otheis you can find for you.selves in the same
two shoit paragraphs , so many, that, as befoie, maling
allowance for a lighter theme, we may yet 1easonably
1egaid the blank verse of the later poem s something
quite different from that of the * Moite d’Aithuy,” and as
maiking a tendency towards undue hicense.

The same phenomenon 15 seen when we comipme
“ Locksley Hall” with “ Locksley Hall Siaty Yeais After” ;
and, moie geneially, in the many lighter measuies of the
Laureate’s later poems

The defence set up by 1eviewers, that we must consider
the “Idylls” as a modern Faeile Queene, seives finally
to establish my conclusion, that if the chief test of a poet’s
greatness be greatness, the piroduction, we will say, of at
least one very great and perfect work, then Tennyson
fails to rank as a poet of the very first ordei ; we may
not concede to him supeilative giandeur, unfaltetng
strength, no1, as 1 Shakespeare’s case, the fieshness also
of unconscious gentus



CHAPTER XIL

«BALLADS, AND OTHER POEMS.

THis volume of 184 pages took the public by surprise in
1880, and the surprise was a delightful one. Everybody
welcomed the appearance of a collection of poems, ballads,
lyrics, idylls, and monologues like those of carlier years
whick brought his first fame to the poet. And the new
peems showed no signs of weakness; on the contrary,
though less lavishly adorned they had more dramatic
power. This might have been expected, for most of them
were written at a time when Tennyson was hard at work
on his drama. It may be added that the Ballads, as
would be inferred from the title, aze a special feature of
the volume.

(499) “To ALFRED TENNYSON, MY GRANDSON.”
“ Glorious poet” reminds us of Longfellow, who called
children “living poems,” in much the same spirit as
Byron’s when he apostrophised the stars as the “ poetry
of heaven.” As in others of Tennyson’s verses for chil-
dren, the lines all rhyme together.

(499). “THE FIRST QUARREL” is the first among

1 “The Lover's Tale" (476), together with * The Golden Supper " (493),
has been noticed 1n Chapter 11.
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- many poems in this new series that deal with difficult

problems arising out of the relations between man and
woman. Formerly the poet pondered over disappointed
love, due mostly to “marriage-hindering mammon” ; but
now he approaches subjects more delicate, more distress-
ful, and more profound. Nor does he make known to us
his own opinions so clearly as of old ; and this partly be-
cause his method is more strictly dramatic. Or if we can
draw his moral with any confidence, we find it to be at
variance with the lesson taught by some other poem that
treats of a kindred subject, as when we compare * The
First Quarrel ” with “The Wreck.” ¢ felt I had been
to blame ” is Nell’s conviction, and Tennyson’s tao, as we
may presume. It would not often be the conviction of
the modern novelist. And in “ The Wreck” the woman
who has been false to a bad husband loses both lover and
child.

Apart from any ethical purpose underlying these poems,
they are dramatically effective, and true to the life ; but
not every aspect of life is true to art.

In these later volumes Tennyson often employs a
galloping line of six accents with a variable number of
syllables clustering around each ; and in most cases a
strong pause marks the middle of the line. Also, the
number of lines in each stanza is seldom fixed. In this
poem they range from two to eightcen. This tendency
towards freedom of movement as the poet nears the end
of his career, has been noticed in the preceding Chapter.

(so1) *RizPAH.” The date 17—, prefixed to this poem,
refers the groundwork of the incident to the eighteenth
century, when bodies of criminals were hanged in chains
until they became skeletons. The name of the mother, as
was noticed under “Claribel,” is chosen by the poet for
its literary associations, which in this case are suggestive
of his subject. “Rizpah . . . from the beginning of har-
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vest until water dropped upon them out of heaven, . . .
suffered neither the birds of the air to rest on them by
day, nor the Dbeasts of the field by night. . . . And they
gathered the bones of them that were hanged.” (2nd
Samuel xxi. 10—13.) So, too, as in * The Grandmother,”
the name of the son is Willie. The description of a
mother’s devotion to her offspring in Robert Buchanan’s
¢Book of Orm ” (1870), may also be mentioned in connec-
tion with * Rizpah.”

The voice in the wind in the first stanza reminds us of
Gawain’s “ Hollow, hollow, hollow, all delight” ; and the
“Follow, follow,” or the “wind wailing for ever” in “ The
Princess ” ; the “motherless bleat,” in “The Children’s -
Hospital” ; the “music on the wind” in “The May °
Queen ” ; the “wind of memory murmuring the past” in
“In Memoriam.”

In this pecem Tennyson makes ample amends for the
very feeble expression of a mother’s love, as we read it in
“The Princess.” Nothing, perhaps, could be weaker
than Lady Psyche’s lamentation, “Ah me, my babe, my
blossom.” . . . But here the strongest and the most
sacred of instincts, made yet stronger and more sacred by
a situation of terrible pathos, is wrought into words and
sung into immortal song as it never had been before.

(504) “ THE NORTHERN COBBLER” is based upon
Mr. Robert Crompton’s ballad in the Irish dialect, “Facing
the Inimy” (1875). There we read how a cobbler

‘‘ Hammered and stitched and hammered away,
‘Whilst, labelled * Potheen,’
A bottle was seen

On his small window-shelf.” . . .

* That's the Inimy ! Micky Muldoon wouldsay . . .
And I noticed the spirit from day to day
It never grew less, no, never !”

Though not so striking as a character sketch, this
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poem rivals in many other respects the two “ Northern
Farmers.”

(507) “THE REVENGE.” For the incidents of this
splendid ballad, Tennyson has relied mainly upon Sir
Walter Raleigh’s report of the engagement, which was
published in the same year, 1591. Sir Richard Grenville

- is a well-known figure in Charles Kingsley’s “ Westward
He!” At the time of the Armada he was commissioned
by Elizabeth to protect Cornwall and Devon ; and in 1591
was sent out with a small squadron to intercept a Spanish ~
treasure fleet. The rest of his story is told in the poem.

In movement, the ballad of “The Revenge” closely
resembles “ The Battle of the Baltic,” by Campbell ; and
it has one or two recollections of Macaulay’s “ Armada.”
Campbell’s ballad, however, is almost symmetrical, but
Tennyson allows himself so much license of construction,
that in spite of some rhythmic sequences, the poem leaves
on the mind no distinct impression of form ; and thus he
gives a more than Elizabethan freedom to his work.
Otherwise, in simplicity, force, swiftness, spirit—in all that
appertains to the daring of the old English sea-dogs, the
ballad is magnificent.

“The Revenge ” was first printed in “ The Nineteenth
Century ” for March, 1878. Some few years previously
Gerald Massey had published a ballad of nineteen stanzas
on the same subject.

(509) “THE SISTERS.” This idyllic monologue recalls
some of the beauty and truth of “The Gardener’s
Daughter,” and other poems of the volume of 184z,
Such passages as “The aérial poplar wave, an amber
spire”1; “Down to the snowlike sparkle of a cloth On
fern and foxglove . . . passing jest” ; “Born of the fool

1 ¢ Nec gemere aéria cessabit turtur ab ulmo " ; with this hould be com-
pared * The moan of doves in immemorial elms.”
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this Age that doubis of all >—these, and a hundred others
areexcellent But the story 1s pamnful and improbable , and
the woids, “the love I bore them both,” which aie the
pivot of the poem, seem to ring false, and they almost
spoil the splendid paragraph, “ Now in this passage,” etc.
The very objective view of natwie in “ We left her happy
. . toour joy,”1scharactenstic of Tennyson, though he
spells the gieat mother’s name with a capital Twice he
repeats the Platomic doctrine already often hinted at, as
in “The Passing of Arthur,” in the paiagraph near the
beginning, “I found Him 1 the shining of the stars?”;
for we hear that “a man’s 1deal Is high 1n Heaven, and
lodged with Plato’s God”, and that “this gioss hard-
seeming world Is our misshaping vision of the Powers
Behind the world” Here and there other poets lend
their aid , Wordsworth’s (“ Vaudracou and Juha”),
* All Paradise
Could by the simple opening of a door
Let itself in upon him,

may compare with “I stood upon the stans of Paiadise,”
etc In Woidsworth, also, 1s found the phrase “diviner
air” of the first song m this poem, and in the fifth stanza
of the “ Welcome to Alexandroyna” Also Wordsworth’s
“intellectual all in all,” 1s Iike “is own mmpenal all-in-
all” “Home return” 1s i Shakespeare. Many other
resemblances will occur to the reader , these ate men-
tioned as remunding him that the imitative tendency 1s
strong 1 Tennyson to the last , so also 1s the tendency to
repeat himself, though, considering the poet’s advanced
age, that 1s not more marhed than in his earlier years.
One example from many in this poem will be sufficient ;
the second hne of Evelyn’s song, “Thro’ the heat, the
diowth, the dust, the glare,” 1ecalls the line of Edwin
Morrnis, “For in the dust and drowth of London hfe” ;
and the song itself 1s a beautiful variation upon the melody
of * In Memoriam,” lxxavi.
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(514) “THE VILLAGE WIFE: OR, THE ENTAIL”'
There is dry humour but perhaps too much word-play
in this story told by “A hignorant village wife ” of the ruin of
the “owd Squire” who “niver knawed nowt but bodks.”

(517) “IN THE CHILDREN’S HOSPITAL.” This pathetic
story, said to be a true one, of the little child putting out
her arms on the counterpane, in order that Christ might
know the sufferer who needed his love, appeared in De-
cember, 1872, in a London local magazine called “ St.
Cyprian’s Banner” It was entitled “Alice’s Christmas
Day,” and was related by a Sister of Mercy.

Tennyson takes occasion to rebuke somewhat harshly
the very rare roughness of the hospital surgeon. He in-
sists upon the need of kind words as “a’medicine in
themselves,” of kindly looks as “a light of healing.” “He
handled him gently enough ; but his voice and his face
were not kind.” But as a general fact, no men discharge
their terrible duties with greater patience and tenderness,
Also he repeats in almost stronger terms than of old his
indignation expressed in * The Princess ” against “ Those
monstrous males that carve the living hound And cram
him with the fragments of the grave.” More graciously,
but with no less earnestness, he dwells on the power of
personal religion : * How could I serve in the wards if the
hope of the world were a lie?” adding, as for himseclf,
“ Lord, how long ?” and answering, “ It will come by-and-
by.” Beautifully he pleads for the presence of all things
fair and fragrant, flowers that “freshen and sweeten the
wards like the waft of an angel’s wing ;” or the picture—
¢ Little children should come to me.” To “the fool this

. Age that doubts of all” the last words here quoted from

. its poet may be as a stumbling block and a rock of offence.

"% Say that his day is done ! Ah, whyshould we care what

1 See p. 269, footnote.
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they say?” But the question, What is the debt of the
humanities to religion, and of religion to theology, will
belong to a consideration of  The Promise of May.”

(518) “DEDICATORY POEM TO THE PRINCESS ALICE.”
In December, 1878, “the fatal kiss Born of true life and
love ” had touched the lips of the Queen’s second daughter,
the Princess Alice; and to her sacred memory, in lines
equally sacred, the Poet Laureate dedicated the poem
that follows. The two poems were published together in
“The Nineteenth Century ” for April, 1879.

(519) “THE DEFENCE OF LUCKNOW.” In this ballad
the six-accent line we have met with so often among these
later poems.gives place here and there to one of seven
accents, and with good effect, as in the first and last lines
of the first stanza. The last line of the stanza, though the
language is somewhat strained, serves as a long-drawn
triumphant refrain. We miss the simplicity and with that .
the graphic strength of “The Revenge ;” and though
“The Defence of Lucknow” is rapid to breathlessness,
yet it seems overweighted with detail, and fails a little at
the close. But we may be deeply thankful for such another
immortal song well mated with an immortal deed.

(521) “SIR JOHN OLDCASTLE, LORD CoBHAM.” ‘This
monologue gives a better dramatic account of itself than
the one in the first * Locksley Hall,” although the first two
lines are obvious as a device, and the friend’s coming is
referred to very often in the course of the long soliloquy.

In the earlier volumes these studies of character were
mostly mythical or of an older world : now the poet more
than rivals the modern historian ; and in this poem he
reminds us that he has become a student of history to
such purpose as was never attained before. “ Harold”
had appeared four years earlier; and some four years
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later he gave to the world that historical masterwork,
“ Becket.” In his vivid, sympathetic, and favourable sketch
of Oldcastle, Tennyson was assisted by the *“ Ecclesiastical

" Biography” of Dr. Christopher Wardsworth., Accord-

ing to Dr. Stubbs, the creed of the Lollard leader was
“sounder than the principles which guided either his

, moral or political conduct.”

(525) “CoLuMBUS.” This is another sympathetic por-
trait from history, but not a perfect one, nor is it always
good poetry. Columbus in prison is visited by a friend
from the Court, to whom he has much to tell concerning
his experience of life. Columbus at this time was about
fifty-five years old, and he speaks, not with the garrulity of
age, but with the long bitterness of disappointment and in-
justice ; nevertheless his words are often effusive, and the
poem is not very successful. Nor is the workmanship
throughout so fine as usual. As in some of Tennyson’s
other monologues, a dramatic element is introduced by
implied remarks of the listener. The materials of this
monologue are derived mostly from the Diary of Colum-
bus ; butit also has many poetical resemblances to a poem
by Mr. Joseph Ellis, entitled, ““ Columbus at Seville.” This
poem was published by Pickering in 1869 and 1876 in

_ & volume entitled “ Ceesar in Egypt, Costanza, and other

Poems.” Although the work of Mr. Ellis is also based on

- the Diary of Columbus, the parallel passages leave room

for an opinion that the Laureate made use of it. In this
connection the “Vox Clamantis” of Mr. Eric Mackay,
published by Stewart, may be read with some caution.

(529) “THE VOYAGE OF MAELDUNE.” Dr. Joyce's

. % 0Old Celtic Romances,” published in 1879, were probably

the groundwork of this poem. They are a translation of

-tlte old Irish legend mentioned by the poet. He adapts

it at will to his own purpose—a second series of poetical
BB
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magic-lantern slides,! with a moral®? inscribed on the last.
Apart from the moral he seems to embody in his poem
just a little of the popular notion that the Irishman must
be fighting.

Where imagery is abundant in Tennyson’s poetry, we
may expect to find resemblances to Shelley ; and there
are many in this poem. The following passage will serve
as an example., In the description of the *undersea
isle” in v., “ the water is clearer than air;” in Shelley it
is “the wave’s intenser day;” both poets behold “palaces”
and “towers” in the garden of the deep; when the sur-
face of the water was troubled “the Paradise trembled
away” in the one poet; in the other, the sea-blooms and
the cozy woods “tremble and despoil themselves.”

The same galloping six accents bear us swiftly throug&z,
these rare and beautiful scenes of fancy.

(532 and 533) “DE PrROFUNDIS.” It is strange that .
the poet who wrote “Tears, idle tears” as his way of
uttering St. Paul’s © groanings which cannot be uttered,”?
should also be the author of “ De Profundis ;” for while
the poetic quality of the earlier lyric is beyond all praise,
it is doubtful whether many of the lines now before us are
poetry at all. Certainly “ The Human Cry?” is not ; and
we will glance at that first. The poet surely has been
groping about among the ashes of his youth :

¢ I feel there is something ; but how and what P
I know there is somewhat, but what and why ?

1 cannot tell if that somewhat be I. . . .

‘Why deep is not high, and high is not deep. . . .

‘Why two and two make four ; why round is not square, . . ,”
From * The * How’ and the ' Why,'" in the volume of 1830.

Not “ The Human Cry ” alone, but the whole poem, is an
overstrained attempt to utter the unutterable :

1 See p. 87. 2 ““Vengeaunce is mne.” 2 P, 252, fontnote.
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¢ Of this divisible-indivisible world
Among the numerable-innumerable. . . .
these and the following five lines pass beyond the bounds
of art. Perhaps the best comment on such poetry is a
quotation that will throw it into relief by resemblance or
contrast, or both in one :
# Searching an infinite Where,
Prabing a bottomless When,
Dreamfully wandering,
Ceaselessly pondering,
What is the Wherefore of men :
Bartering lifc for a There,
Selling his soul for a2 Then. . . .*
and the rest of this little poem (“ The Philosopher and the
Philanthropist,” written by J.K.S. when a boy at Eton)
would serve for the purpose.

The germ of “ De Profundis ” will be found in two lines

of “In Memoriam,”
¢ A soul shall draw from out the vast,
And strike his being into bounds.”
(Bpitogre, 34.)

Already in “The Two Voices” and “In Memoriam *
the genesis of the soul has been a matter of speculation,
as also its future destiny. The views embodied in this
poem are figured forth in * Crossing the Bar”:

“ When that which drew from out the boundless deep
Turns agam home,”

which is Shelley’s “ That Power. . . . Which hath with-
drawn his being to its own.” Or, in the “Idylls of the
King :*

f From the great deep to the great deep he goes.”

Again, in “The Higher Pantheism,” “This weight of
body and limb Are they not sign and symbol of thy divi-
sion from Him?” ar, in “ The Ancient Sage,”

“ But that one ripple on the boundless deep

Feels that the deep is boundless, and itself

For ever changing form, but evermore
One with the boundless motion of the deep.”
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But there 1s moie than this in ¥ De Piofundis” Hawving
in section 1. conducted the human soul fiom the shore of
the great deep, through a personal existence m this world
to the shore of the great deep agam, the poet 1n a second
Gieeting proceeds to ponder over the great deep 1tself,
and over those “ abysmal deeps of personalty,” already
referred to 1 “In Memotiam,” xlv. The spint, a broken
light from that one light, “drew to this shoe ” to learn by
this fleshly sign, “that this 1s 17 (* In Memonam,” xlv).
It “ wailed being born,” as mn the Greek of Plotinus,* 1t
will have to choose between the darker and the sunnier
side of doubt; and at last, after passing through many
states of being, return to Him who wrought “this main-
miracle, that thou art thou” This pait of the argument
1s 1mportant, for 1t piesents one of the poet’s views of
mnmortality The poem closes with ¢ The Human Cry,”
which, however earnest, 1s too grotesque for comment ;
and those who would be convinced of this, need only com-
pare 1t wmith the opening stanzas of “ In Memonam

In this buef survey no mention could be made of the

many metaphysical ponts common also to ¢ The Ancient
Sage.”

(533) “PRETATORY SONNLT TO THE NINETLENTH
CENIURY” (March, 1877) Tennyson’s varying attitede
tonards doubt has ieceived occasional consideration
previous Chapters.? To the passages alheady quoted
from “In Memoriam ” we will now add—* He fought his
doubts” ; “ Defects of doubt, and taints of blood”, *“ doubt
and death, Ill brethien” , *You tell me doubt 1s devil-born
—I knownot” Recently, 1n “ The Sisters,” we noticed the
Iine “ Born of the fool this Age that doubts of all” ; we have
m this sonnet “ Sunless gulfs of doubt”, n ¢ Despair,”
“Doubt 15 the lord of this dunghill”; lastly, in “The

1 “Ennead 'V I 1, quoted by Mr J C Collino
2 Pages 18, 81, 118
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Ancient Sage,” there are two sides to doubt, a sunnier and
a darker side , and 1n this we arrive at the usual Tenny-
somian compiromise And we cannot too often call to our
minds the importance of this judicial attitude of the poct
towards the shifting thought of fifty years, of which this
sonnet 1s a striking epitome , and we do him honour for
venturing on those sunless seas of doubt , and for planting
the flag of poetry upon many a newly discovered land
‘While other great literary artists of our time—Browning
and Ruskm, for mnstance—lowered the value of their
teaching by basing 1t in greater part and to the veiry last,
on the older systems of thought, Tennyson stood amongst
us scattering from one lavish hand choice dried fimits of
the past, and with the other gathering for us the ripest of
many tempting clusters of the present

The month 1n which this sonnet appeared 1s given 1n a
very picturesque phrase— This roaring moon of daffodil
and crocus ”

(533) “To THC Rrv W H BROOKIIELD” In 1875
this sonnet was prefixed to Lord Lyttleton’s *“ Memoir of
William Hemy Brookfield,” one of Tennyson’s old college
friends There 15 a touching 1eference to Arthur Hallam,
“The lost hight of those dawn golden times”, it speaks

ofea love
“ Abiding with me tall T sul

1o seek thee on the mystic deeps
owuiic evap dvbpamo; (dream of a shadow—such 1s man,) 1s fiom
Pinda:, eighth Pythian, 136 The sentiment 15 often
reveised, as in Shelley’s “ Shadow of some golden dieam,”
or 1n “The Prncess,” “I myself, the shadow of a dream ”

(533) “ MONTENEGRO,” (534) “ To Vicror Huco?”
These two sonnets were contributed to the *“ Nineteenth
Centuiy,” the first in Maich, and the second m June, 1877
They are a valuable addition to the long list of poems in
which Tennyson gives honour to gallantry or genius
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It is just worthy of notice that the one sonnet applauds
the *smallest among peoples” for maintaming their
nationality, while the other would bring n the day when
all men will make one people.

(534) “ BATTLE OF BRUNANBURH.” In the “Anglo-
Saxon Chronicle,” poetry takes the place of prose fo1 the
yeais 937, 942, 973, and 975 The first of these entres,
a stirring ode on the Battle of Brunanburh, forms the
groundwork of Tennyson’s poem. With fine effect the
poet adheies closely to the form of his original  But not
to the form alone; for the prose rendenng of Hallam
Tennyson, “the raven with horny beak,” becomes 1n his
father’s poem, “the horny-7:4/'d raven” ; and thus, with
the aid of verse, the Laureate could retamn the giaphic
nebban of the “ Chronicle.” It 1s a pleasure to have
modern English such a i1eproduction of the form and
the spint of this fine old song.

(536) “ACHILLES OYER THEL TRENCH,” contributed (o
“The Nmeteenth Century” for August, 1877. (See p 280)

(537) “To PRINCESS FRLDERICA” On Apnl 24th,
1380, the Puincess Fredenca of Hanaover was marned to
the Baron von Pawel Rammingen Her father, who was
afflicted with blindness, had been King of Hanover from
1851 till 1866

(537) “SIR J FRANKLIN.” Su John Franklin was
born at Spilsby, ncai Someisby, and was uncle of the
poet’s wife. These lines to his memory weie written
m 1877

(537) “To DANTE” These are among the best of
Tennyson’s shorter memoral verses. They owe much
to the graceful art of the figure at the close



CHAPTER XIIL

“TIRESIAS, AND OTHER POEMS.”

IN 1885 Tennyson published “Tiresias and Other Poems,”
a volume of 204 pages as vigorous as its predecessor of
1880. And in the next year, 1886, “ Locksley, Hall Sixty
Years After” appeared with two other poems and “The
Promise of May,” forming a volume of 201 pages. * The
Cup” had been produced at the Lyceum in 1881, “The
Promise of May ” at the Globe Theatre in 1882 ; in 1884
“The Falcon” and “ Becket” were published ; and in
1889 “ Demeter, and Other Poems” followed ¢ Locksley
Hall Sixty Years After.” Such a record of ten years’
labour by a poet of more than threescore and ten is with-
out a parallel ; and by a strange coincidence, the pio-
ductiveness of Robert Browning during the same ten years
and at nearly the same period of life would rank next in
power and quantity.

It is to Robert Browning that the “ Tiresias ” volume is
dedicated in the following terms: “To my good friend
Robert Browning, whose genius and geniality will best
appreciate what may be best and make most allowance
for what may be worst, this volume is affectionately
dedicated.”

An inscription in simpler language appears on the
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opening page of “Locksley Hall Sixty Yeais After”.
“To my wife I dedicate this Dramatic Monologue and
the Poems which follow ”

In the one-volume edition the gioup headed “Tiresias,
and Other Poems,” really includes the contents of both
the volumes we have been describing, excepting that
“ Balin and Balan” 1s omitted from the “ Tnesias ” volume,
and “The Promise of May * fiom “ Locksley Hall Sixty
Years After” The othe1 two poems 1n the latter volume,
“The Fleet,” and “ Opening of the Indian and Colonial
Exhibition by the Queen,” are placed neai the end of the

group.

(560) “ Locksirey HALL Sixty YEARS ATTER”

As “ Locksley Hall” was the mest important among
the poems of Tennyson’s eaily volumes, so “Locksley
Hall Sixty Years After” takes 2 lugh pesition, perhaps
the highest, among the shorter poems of the later period ;
1t may therefore be considered first With this exception,
the group will be 1eviewed 1n order as printed.

1. INTRODUCTORY.—It was noticed 1n the chapter on
“ Locksley Hall” that, adopting approximatc dates, the
hero of that poem would be about the same age as the
poet —say 30 years When some fifty years had passed,
Tennyson published his “Locksley Hall Sixty Years
After ,” by that time he was three yeais short of eighty,
and eighty 15 the age assigned to the hero on this his
second appeaiance This, then, 1s the fiist pont to
notice ; the poct may be supposed 1n each case to be
about as old as his heio  As to the “ Sixty Years After,”
they are put roughly Supposmng the fiist “Locksley
Hall” to have been written a few years befoie 1842, and
this poem not long before 1886, a period of something less
than fifty years lies betwecen But the sixty yeais are
conventional , nor need they apply nigidly to the poems,
but geneally to the subject matter Yet, knowimng as we
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do our poet’s carefulness 1n regaid to dating as far back
as possible, we may leave the question open

This poem was probably rough cast, if not finished,
some time before 1836, certainly, two of its couplets
were first of all mserted in the “ Lockslcy Hall” of 1842,
viz 7 and 8 of thc new poem between 19 and 20 of the
former one It 1s further interesting to notice that “ The
Two Voices Sixty Years After,” in other words, * The
Ancient Sage,” was published 1n the “ Tnesias ” volume of
the year befoie (1885), and we remembe: that * Locksley
Hall” and “The Two Voices ¥ appeaicd together 1n 1842

A third parallel between the fiist and the second
“YLocksley Hall,” will be found mn then environment
This has alieady been suggested on p 159 The poems
there referred to as being near to the second “Locksley
Hall” in subject and 1n date would be such as sone of the
later “Idylls of the King,” together with passages recently
added to the earlier ones ; also “ Despair” (1881) ; “ The
Promise of May” (1882), the “ Epilogue to The Chaige
of the Heavy Brigade (1882) , “ Fieedom ” (1884) , “Vast-
ness ” (1885) ; and the two othe1 occasional pieces pub-
lished 1n the “ Locksley Hall ? volume of 1885 , also, and
most important, and of later date, many of the poems in
the “Tuesias” volume of 1886, and the *“Demecter”
volume of 1889 Such are the songs, some giave, some
serous, some almost despondent, notes from which may
all be heaird in the stoimy music of “ Locksley HAll Sixty
Years After ”

II Its PCRSONAL CHARACTER —Possibly enough was
said 1n the chapter on the companion poem to establish
the poet’s 1elationship to the speaker of this later mono-
logue And 1n the notes on the “ Supposed Confessions
of a Second 1ate Sensitive Mind,” which 1s the fiist 1n this
series of self examining and self revealing soliloges, some
explanation was given of the way i which Tennyson
appeais to have availed himself of this mode of utterance



378 Handbook to Tennyson's Works.

And the sernes 1s a long one, 1n poems beginning with
the * Supposed Confessions” of 1830, and ending with
“ Akbars Dream,” of 1889, the Laureate occasionally
revealed his view of contemporary life —but at the same
time concealed something—by diessing himself up, more
or less exactly, as one of his leading chatacters.

III. How THC POEM DEALS WITH PROBIEYS*OF
EviL.—We have again to notice that the poet generally
makes out as good a case as possible against himself. He
does full Justice to the daiker side of doubt before turning
towards us the narrowest crescent of the sunnier side. He
dwells long on the subject of evil before a hint of redeem-
ing good 1s offered. Though not quite so valiant, pethaps,
yet, ike Browning, he 1s “ever a fighter,” and he seems
inclined, if we may take a hint from his “Northern
Cobbler,” to make the most of his enemy. But, as we
have remaiked elsewhere, Tennyson 1s too cautious to be
sanguine , he s disposed to take life seriously rather than
confidently , Browmng will beheve where Tennyson can
only trust.

Light 1s stiuck fiom hardest stone , and the blacher the
darkness, the brighter 1s that light. In part, at least,
this 1s Tennyson’s way; and he 1s not alone n this.
When the curtain falls on the last scene of * King Lear,”
out heaits aie full—not of the tiagedy, but of the loveliness
of goodness that the trtagedy made possible. The world,
we whisper, that owns Cordelia, must be owned by God
In “The Two Voices” “the aiguments,” to repeat Tenny-
son’s opmion of “In Memoriam,” “ate about as good on
one side as the other,” but the poem concludes with
something more powerful than argument , 1t 1s a picture :

¢ These three made unity so sweet
I blest them —

even as we bless Cordela.
The hostile forces mn “The Pimcess” falter on bqth
sides befoie the presence of a little child ; the problems
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of “In Memoriam ? find their fittest solution in the mere
fact of a mainiage, the holy love between the man and
woman 1 “ Despair” proved that for them despan was
n reality impossible the two men and two women found
farthful in “Locksley Hall Sixty Years After”? proclaim
to us that the protest was pitched too high , that the aged
“dotard” mught safely have loweied the note of lus
pessimism—though ceitainly that would have spoilt some
of the sounding couplets, and we further wonder why,
with fout such examples of goodness within his experience,
he had not thought of refoiming himself—and, neat to
that, of reforming others Nou will the hero of “ Locksley
Hall a Thousand Yecais After” be a consistent pessimist
if he has lived to respect one man or one woman—
including himself.

IV COMPARED WITH “LOCKSLEY HALL”—(a) A4s
Monologues “Locksley Hall” was a soliloquy , “ Locksley
Hall Sixty Yeais After1” has the advantage of being
rather moie dramatic, for the one speaker addiesses
another peison whose i1emaihs he iepeats in a fiag-
mentary and ejaculatory mannet , for example the fifth
and sixth couplets expanded might tead “ Grandson —
* My cuise on the old dotaid, as though he had any love
to give her , but she jilted me for him just because he had
lots of money’ Grandfather — Why should you cmise
him? pity him, 1ather, he has put a halter 1ound his
neck , and as to dotatd, an old man might easily be
gulled by such a woman, but sutcly you ought to have
had moie sense However, I suppose you loved her well
enough, and you might have made her happy—but no,
impossible , and we shall see whether the fortune she has
married 15 going to bring her any happiness ’” This
semi-dramatic device 1s employed by Tennyson i many
other poems, such as “The Northein Cobble:,”“ Northetn

1 Couplets 24, 35 29, 32, 120 134



380 Handbook to Tennyson's Works.

Farmer,” “Despair,” “Happy,” “Rizpah” “The First
Quarrel,” “The Village Wife,” “ Columbus,” “ Romney’s
Remorse,” “Chaiity ” He must have felt the awkwardness
of some of the situations 1n “Locksley Hall” ; as noticed
already, the idea of a soldier waiting until his “ merry
comrades” call him, 1s not exactly a good one “Sir
John Oldcastle” 1s an unprovement 1n this respect; the
speaker 1n that poem 1s waiting for a filend who had
appointed to meet im. On the other hand, a fuller form
of drama, as m “Walking to the Mail,” involved yet
greater difficulties ; therefore Tennyson often preferred
the middle course, which was moie graphic than a mere
soliloquy or a story told to no one, and yet avoirded the
troublesome dramatic elements of characteis and mcident

(&) Thewr Subject. As to the subject of these poems,
everything has gone wrong, first mn the aident eyes of
youth and eaily manhood, next in the dimmer eyes of
fourscore years ' Ultimately, as explained in Chapter V,
these views of the woild, with moie or less of exactness,
represent respectively those of Tennyson when he 1s at
the age of about thirty and eighty

To realize the two characters of the one individual and
to discnminate between them 1s not such an easy task as
might be mmagmned The heto of the earher poem sud-
denly sees everything with a ‘ jaundiced eye,” the world
15 the same world, but he has been unfortunate in a love
affair, and forthwith that woild 1s to him—he uses the
words of Hamlet—“out of jomnt” The Punce told
Princess Ida that if she withheld hei love she “mght
shock him even to death Or baser couises, children of
despan ” This lover c1ossed 1n love does not seek refuge
m death fiom broken heait, nor in swicide, nor riotous
Iiving , his disease takes a form more agreeable to the
poet’s puipose  After some years he 1ecoveis confidence,

1 ‘Agel eyes may take, etc 1sthe “moral of the poem
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partially, if not entirely, and begins again to look forward.!
In the later poem the same character appears at the
age of eighty; once more the time is out of joint; but
why? If we admit that his conduct in the first poem was
to some extent habitual, and not determined by one
sudden and overwhelming cause ; and if we further admit
that his disappointment expressed itself strangely and ex-
travagantly ; or if, not content with this, we have recourse
to the later poem for a somewhat enlarged portrait of the
ardent young lover,

“Gone the fires of youth, the follies, furies, curses, passionate tears. . . .

Fires that shook me once, but now to silent ashes fall'n away,”

then how can we understand the aged hero when he con-
fesses himself “heated,” ? or again, when he tells us that
the curses of his youth are gone, and yet a little later on
in the poem,? and when almost breathless with cursing, pro-
tests that he must curse his fill, being old. Other difficulties
attend any careful study of these two characters; but
it will be best to admit conventionally that the young
man of *Locksley Hall” would be intolerant in old age,
and more than other old men accustomed to abuse the
present and to look back with fondness to the past; only
we have to repeat that this motive for the poem is in
reality cancelled by the lines quoted above. Yet more, in
couplets 24 and 26, we are told that Edith healed him
of his diséase, and that with her for forty years his life
“in golden sequence ran.”

From this glance at the characters, we may turn for a
moment to the leading topics of the two poems. Some of
these were indicated in Chapter V. ; others are best
studied in connection with the contemporary poems as-
signed to them severally in that and the present Chapter.
For example, the germ in “ Locksley Hall,” “ Knowledge

1 Couplets 87 and 94. 2 Couplet 76. 2 Couplets 76 and 77.
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comes, but wisdom lingers,” was found fully developed in
“In Memoriam” ; immortality and many kindred sub-
jects in “Locksley Hall Sixty Years After,” are amply
and wisely discussed in the * Ancient Sage.” Others,
such as Science, Art, Evolution, Social Evils, War, The
Future, have already been touched upon in these pages ;
for it is scarcely possible to review the writings of Tenny-
son without frequent reference to those storehouses of his
favourite themes, the two “ Locksley Halls.” It remains
to be noticed that some of the topics included in “ Locksley
Hall Sixty Years After” seem to have been worked into
the couplets several years earlier than the date of publica-
tion, 1886.
(¢) Their Style. Under this head a strange phenomenon
presents itself, which, however, is fully explained in the
Appendix to Chapter XI. In point of style the two poems
are exactly reversed ; the angry and impetuous utterance
of “youthful jealousy”!is restiained by an almost un-
varied evenness of rhythm, whereas the reflections of the
%old white-headed dreamer”? rush along in lines as
tumultuous as a torrent. There are passages in the earlier
poem where the even flow of the river of verse is broken
by boulders * or quickened to a rapid ; * and in the torrent
stream of the later poem are placid coves® where the
moon and “Venus near her” smile reflected in unutterable
beauty; but the main characteristics of the two works
are strikingly different, and are exactly the opposite to
what we should have expected. To descend to particulars ;
half a trochaic line in * Locksley Hall? is now and then
changed to iambic; but except for an extra syllable or
two this is almost the only important variation admitted ;
whereas in the later poem the trochaic measure is diver-

1 ¢ Locksley Hall,” couplet 1z0.

2 **Lacksley Hall Sixty Years After,” couplet 19.

8 Couplets 48, 49, 4 Couplets 91, 92
§ Couplets 16 18, 85, 89-96, 105, 106, 129, 130, 137-140.
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sified by numbeiless devices, only one can be mentioned
here, which especially makes the metre moie tuibulent,
viz, the ntioduction of many extia syllables, unless we
pomnt to the rhyme “Zolaism” which boideis on the
double The length of the poems deseives attention,
the 141 couplets of “ Locksley Hall Sixty Yeais After”
as agamnst 97 of “Locksley Hall” may suggest the
gairulity of age, and the bieaks indicated by asterishs
may mark some waveung 1n the coutse of thought, due
to the same cause Otherwise they aie not easily ac
counted for

A somewhat similar phenomenon appeais when the
blemishes of the two poems are considered , the faults of
the first poem aie due to excess of weakness, and of the
second to excess of strength In “Locksley Hall” there1s
much that might almost be called effusive, thin, effeminate,
and not seldom we seem aware that the poetry 1s careful
patchwolk and not careless passion. On the contiary
* Locksley Hall Sixty Years After ”1s often Byronic n 1ts
fullness and force In every way 1t 1s a much more
powerful poem than 1ts predecessor

But lastly, we apply ourselves to the pleasant duty of
pointing out some of the hiterary mernits of these wonder
ful poems, and peithaps 1t may not be impertinent to
praise even “Locksley Hall” as now we view it by the
side of 1ts companion of mote recent years We notice
first the absolute fitness of 1ts chaim—the chaim of youth,
1ts enchantment over uvs 1s “the fulness of the spring ,”
we hear the copses ringing , our being becomes 1enewed
by all objects of new life and loveliness , and the distance
of the future melts away 1nto the hues of hope

In the maturer poem there 1s nothing so buoyant, and
fresh, and young, yet 1t holds us enchanted with a spell
as strong  “Locksley Hall” sent a joyous thrill through
our blood , but there are passages mn “Locksley Hall Sixty
Years After 7 that make the heart ache with their beauty
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(538) TIRESIAS. “Tiresias” is less modern in treat-
ment than Tennyson s other classical poems, and on that
account partly it is less interesting ; also, the workman-
ship is below the level of “ Ulysses,” “ Tithonus,” “ Lucre-
tius ;” yet it contains noble passages, with a modem
touch here and there. In the lines “ To E. Fitzgerald¥
(537) it is referred to as “dating many a year ago.” M

“Tiresias ” is suggested by the “Phcenissa” of Eurlpldw'
and the “Septem contra Thebas” of [Eschylus. The
Theban “ prophet old” addresses himself to Menceceus,
gives him one of the vai1ying accounts of his blindness, and
prophesies that if Mencecens will slay himself, Thebes
will be victorious over the Argives. The best thing in the
poem is the description of Pallas “climbing from the
bath;” the nine closing lines, also magnificent, are adapted
from Pindar.

The prefatory lines “ To E, Fitzgerald ” are a poetlca.l
Zour de force,; they run on without a break to the close.
“Your Omar” which “drew Full-handed plaudits m,
the best,” is Fitzgerald’s “ Translation of the Rubaiygoﬂ'
Omarx Khayyam,” 1858,

“ Tiresias,” which the noet’s son Hallam found *In
some forgotten book of mine,” was sent to Fitzgeraldin
1883, but too late toreceive a criticism that might “require
A less diffuse and opulent end.” In the pathetic “Epis*,
logue,” which, though shorter, yet being sadder, has one
or two breaks, we meet with another of Tennyson’s many
—almost angry—demands for man’s immortality —

‘“ If mght, what barren toil to be 1" *

(541) “THE WRECK.” This is one of the many pro; ,
blems of marriage pondered over by Tennyson. An
emotional girl who loves her Shelley, has been “ given”
to a man of the world—a man in stature, a dwarf in intel-
lect, who loves his Tables of Trade and Finance ; he is
heartless ; chills her efforts to please him, and greets theit
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firstborn with the exclamation, “ Pity it isn’t a boy.” She
leaves her husband and her baby girl ; spends “ ten long
days of summer and sin” with a man who is a dwarf in
stature but a giant in intellect; then a storm brings to
her the cry of her child ; the man falls dead at her feet.
She is saved from the wreck to learn that her little one
»had “gone” after “* Ten long sweet summer days’ of fever,
and want of care !”

The moral is obvious. Marriage is an institution so
useful as to be deemed necessary; but no law is so just as
not to be unjust to an individual here and there ; and we
cannot sacrifice the law for the sake of the individual.
Had Milton’s plea for divorce been successful, society
would have perished.

(544), “ DESPAIR? The leading thought of this poem
. is expressed in the following line of Division V.: “We
had past from a cheerless night to the glare of a drearier
day.” In these words the poet compares the effect pro-
duced on average human life by the “fatalist creed ” onr
. the one hand, and by “the Age?” (with its capital letter)
on the other. The “cramping creeds,” we are told, had
maddened the people, and must vanish, together with the
hell they had invented ; and, as we are also told, the
“new dark ages” with their “know-nothing books” had
* % crazed” their victim. . . . . “0O yes” .... This im-
portant fact has sometimes been overlooked ; the poet
denounces, with equal sternness, both the creed that
maddens and the Age that crazes.

And what are we to learn from this? Is there any
hope? We seem to learn at least one lesson ; it is not
new to these pages— There’s nothing we can call our

" .own but love” Love runs its course through the poem
like a streamlet through a dark valley, revealing itself to .
us in silver glimpses here and there, till it passes from our
sight towards the sea—the sea to which these two gave
: cc
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up their love, “Fear? Am I not with you?” . .. *“And
she laid her hand in my own” . . . “And we turned to
each other” . .. “Dearlove” ... “She isgone! canl
stay?” .. . “ Never a kiss so sad.” ., . . There we may
pause ; what a mistake they made, this loving pair ; what
unequivocal logic is love's: “Never a kiss so sad”]
surely, surely, the kiss should have been their happiest,
sealing the bliss of the past—pledge of the peace to be
theirs at once—and for ever! “There’s nothing we can
call our own but love” They just forgot that, and the
kiss was sad.

With Lear and Cordelia it was exactly the opposite :
when both had “incurred the worst,” the words of the old
king to Cordelia were such as these,

#* Came, let’s away fo prison !
We two alone will sing like birds i’ the cage. . . .
And we'll wear put

In a wall'd prison, packs and sects of great ones
‘That ebb and flow by the moon, . . .”

Why? merely because Lear had come to learn what ;

the husband and wife in “ Despair ” manifested, yet failed
to realize,

**There's nothing we can call our own but love.”

Nor did the author of “ Despair ? realize this very obvious
moral of his poem, for in the prefatory note already re-
ferred to! he assures us that the pair were “utterly miser-
able.”

If we now ask, what does Tennyson wish us to under-
stand from this poem, we first answer, “Despair”? is
followed immediately by “ The Ancient Sage” ; they may
be regarded as separate portions of an improved ¢ Two
Voices ;” and it is to “ The Ancient Sage ” that we must
appeal for the poet’s explanation of this tragedy. But
before passing on to this long commentary on “ Despair,”

1 See p. 119.

.

="au
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we may apply to the latter poem a statement by Tennyson
already referred to ; “All the arguments are about as good
on one side as the other, and thus throw man back more
on the primitive impulses and feelings.” Now these two
sides, according to the poet, have two distinct names ;
one in this poem “the darker side” of doubt ; the other
in the next poem, * the sunnier side of doubt.” “Thrown
back on the primitive impulses and feelings,” we seldom
fail to recognize these two sides, and we naturally choose
the sunnier,® “ the larger hope”; bred up by “ their know-
nothing books,” we may even then exclaim “Ah! yet—I
have had some glimmer, at times, Of a God behind all,
the great God, for aught that I know”; but we shall
naturally “lean to the darker side.” This is the second
moral to be drawn from * Despair.” Yet a third aspect
of the poem also forms a fitting introduction to “The
Ancient Sage” The poet, as we have seen, equally con-
demns the “know-all chapel,” and “the know-nothing
books,” the dogmatic assertion of the “creed,”? and the
dogmatic negation of the agnostic.?

(547) “ THE ANCIENT SaGE” An alternative title for
this poem, as suggested in a former chapter, was “ The
Two Voices Sixty Years After”; but, prompted by the
last sentence in our review of ¢ Despair,” and mindful also
of * The Higher Pantheism,” we will now propose to style
it “The Higher Agnosticism.” From this point of view
we shall be enabled to deal briefly with a poem that might
otherwise make an excessive demand upon our space.

So long as agnosticism contents itself with a rejection
of the “know-all” doctrine (“ Despair,” xvi}, it is compara-
tively harmless ; but when in its turn it grows positive,
and draws up its creeds—*“I do not believe more than I
can see” ; * The mind is limited to a knowledge of phe-

! Few find in the fact of choice a necessity for gessémzism,
2 Division iv. 2 Division xvi.
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nomena” ; “I never believe in anything unless I have an
absolutely scientific ground for believing in it *~—when it
formulates such creeds as these, it deserves the poet’s
stern rebuke in “Despair.” Take the last of them ; it
admits of ready refutation ; no absolutely scientific ground
has yet been discovered for believing in anything; all
physical questions are speedily lost in metaphysical issues.
“The most unreasonable of men,” said a great thinker,
“ are those who will have a reason for everything.” This
lower agnosticism is of more recent date ; but the higher
agnosticismhas been professed by great soulsfrom Socrates
downwards. In “The Ancient Sage ” it is admirably ex-
pressed in the following words :

¢ For nothing worthy proving can be praven,

Nor yet disproven : wherefore be thou wise,

Cleave ever to the sunnier side of doubt.”

This doctrine points to a middle course; it does not
limit human knowledge to phenomena ; it respects “the
primitive impulses and feelings” ; those intuitions that
lic deeper than knowledge and transcend phenomena ; by
which, when experience fails, we believe in “that which
is”* with greater assurance than experience itself could
warrant.

Further than this we cannot go ; and at least the fact
that the lower negations themselves rest on mere assump-
tion, leaves us a heart to learn the other great lesson of
the poem,

!* Let be thy wail, and help thy fellow men.”

This corresponds exactly to the first moral we drew from
“ Despair”—
‘¢ There's nothing we can call our own but love §
and this, again, was the conclusion of *“ The Two Voices.”?
From the higher position whence this bird’s-eye view of

1 “In Memoriam,” xcv. (10).
? See p. 147-
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“ The Ancient Sage ” was obtained, we must now descend
to a more particular but brief examination of its doctrines.
We have in this poem a summary of the Poet’s opinions
on the many mysteries of our being ; and the Sage may
stand, in the first instance, for Tennyson himself. He
comes forth from his ancient city accompanied by a young
man, “ Worn from wasteful living,” whose notions of life

. are contained in the text, “Let us eat and drink, for to-
morrow we die.” .

Some of these notions the young man has written down
in verse ; he has the scroll with him ; and as they proceed
on their way, the Ancient Sage reads his young friend’s
rhyming lines, but pauses at intervals to add blank verse
comments of his own.

The first few lines of the lyric imply that only the world
as Wwe see it is ours ; there is nothing beneath or beyond
appearances. “The likest god,” the Sage answers, “is
within you.” Then, quoting the modern-philosopher who
first defined the limits of knowledge, he adds:

* When thou sendest thy free soul thro' heaven,
* »* » *
Thou seest the Nameless of the hundred names."

- % But the Nameless never came among us; he cannot
be proved.”

% Nothing, O my son, can be proved, and nothing dis-
proved ; therefore art thou free to believe ; by faith alone
canst thou embrace the Power who brings good out of
evil.”

“What Power? An intelligence like our own ? or blind
chance ?”

% His workis not yet finished ; we are parts, and cannot
see the whole.”

“There is no power but Time ; and Time destroysall.”,

® Qur thin minds break into Thens and Whens an eter-
nal Now.”
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t One common end o’ertakes life’s idle dreaming—
Dust, darkness, tears.”

#The doors of night may be the gates of Light.”

“We are but as a ripple on the boundless deep.”

“My son, that ripple is boundless, because the deep is
boundless. In spirit I have seemed to traverse an eternal
past ; in a trance I am flashed at times through an etemal
future”

% But why is this life so evil and so sad ?”

“ Good and evil, like Time, are relative terms that lose
their meaning in the eternal act of creation ; they will lose
their meaning to us even here, if we do our best.”

As was stated in the remarks on “ The Two Voices,” we
do not expect to find a system of philosophy in a short
poem ; nor can any attempt be made in a book like,the
present to test the soundness of the poet’s doctrines. It
will be enough to notice that they are mostly “new-old,”
and are gathered from many writers. Some of the specu-
lations of this poem and “ The Two Voices,” date back to
the days of Plato ; the teaching of “ The Ancient Sage”
is referred by Tennyson to “A thousand summers ere
the time of Christ.” But probably some two hundred
years before Plato is all the poet meant. In that
age, a contemporary of ‘“Eastern Confutzee”! lived
another Chinese philosopher, Lau-Tsze, whose works,
translated by John Chambers, seem to have furnished
Tennyson with material for such passages as the one
beginning, “The Abysm of all Abysms,” which again
suggests the 106th couplet of “ Locksley Hall Sixty Years
After” Tt may further be noticed that the many writers
from Lau-Tsze to Wordsworth, who suggest theories to
the later poet, also supply him now and then with his
phraseology.

Lastly, much of “The Ancient Sage® is found

1 Mentioned in 15t edition of ' The Palace of Art.”
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Tennyson’s eather work ; the relativity of time m the
passage, “ The days and hows .. serve thy will,” 1s
expressed as fully and clearly m “The Princess ’}
“The Passion of the Past” has already been 1eferned
to,? as also the descirption of trance,® “And more,
my son . .”—tead best of all n “In Memonam” acv ,
and not unknown to other writers, Wordswoith, Plotinus,
Sir Thomas Browne, John Addington Symonds The
theory of polanty, “No might no day!” “No ill no
good !'* presents 1tself fiequently in Tennyson fiom first
to last.

Turning now from the thought of the poem to its foim,
we must admire one of the finest metrical contrasts
m lterature; and we immediately recollect * The
Brook.” Here the rhyming tetramecters and trimeters
suggest the careless levity of unbelief, and where they
break for a moment the calm faith of the blank verse, they
remmd us of those mountain torrents that foam into the
Tay unt1l the mighty niver widens to the ocean, and they
are heard no moze.

(552) “THE FLIGHT” This 1s 1n some respects a
companmon poem to the “The Wreck” The problem
there left to be solved by suffeting 1 obedience to law
is here anticipated, and calls for no solution. The
brnde of *The Fhght” does not stay to be “given ”*
On the early morning of the day fixed for her marnage
with a man she loathes, she flies with her sister to seek
some distant shore where haply she may meet with hex
beloved Edwin It 1s much weaker woik than “The
Wreck?” , the story drags , its May Queen stanza (more par-
ticularly of the * Conclusion”) suits 1t somewhat ill, having
all the old drawbacks with but little of the old chaim.

1 111 306 313 2 Chapter VII, Appendix
3 Pp 62, 63 103, etc 4° The Wreck 11 1
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{(355) “To-MORROW.” See pp. 268 and 269; and
especially the note on the Irish dialect, p. 268.

(357) “ THE SPINSTER'S SWEET-ARTS.” Although the
present wiiter is more familiar with the dialects of the
north of England than with the Irish brogue of the former
poem, he has placed them on the same literary footing.
Still, no commentator can omit to recognize in “The
Spinster’s Sweet-arts” a study both clever and amusing.

(568) “ PROLOGUE TO GENERAL HaMLEV.” In 1873
General Hamley, a friend of the poet, had contributed to
Blackwood a very clever parody of Tennyson in his “ Sir
Tray; an Arthurian Legend.” These prefatory lines open
with an excellent bit of painting from nature.

(568) “ THE CHARGE OF THE HEAVY BRIGADE AT
Bavracrava ? (“Macmillan’s Magazine,” 1881), is another
‘““song that nerves a nation’s heart;” and though, like the
other, not free from flaws, is a fine companion poem to
the “Charge of the Light Biigade” “Like drops:of -
blood in a dark-gray sea” is a daring simile. .

(360) “EPILOGUE” “Irene” (Greek for “peace ) may
stand for those—and there would be many of them—who
expressed to the poet their entire disapproval of war.
The sentiment of the poem has been noticed elsewhere,
especially the theory of the source of evil = Perchance
from some abuse of Will In worlds before the man.”

(570) “To VIRGIL” Though written at request for
the nineteenth centenary of Virgil's death, this is a
beautiful poem, and hardly less inspired than the lines to
Catullus. Truly a great poet can criticise a great poet.
“ Thou majestic in thy sadness at the doubtful doom of
human kind”: all who have loved Virgil will marvel at
and love that line ; it is exactly what they must have felt,
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and felt a yearning to express. Norwould they be greatly
inclined to dispute the epithet “stateliest” as applied to
the metre of the poet.

(371) “THE DEAD PROPHET, 182—” Does 182—
imply a poem of early years? It seems too vigorous for
any date before 1830, though the thought occurs early
enough. Stanza IX. has something in common with “The
Poet”; v. and V1. are graphic. But the poem is unworthy
of Tennyson. It might be advisable to protest with
dignity once or twice against hostile or vicious criticism ;
but there were probably times when indifference on the
part of the Laureate would have been more effective than
any protest. On this occasion he may almost seem to
be addressing the critics who had recently condemned his
“ Promise of May.”

(573) “ EARLY SPRING.” What a transition! Anangel
of light stands singing where but a moment before a
demon of darkness lay howling. It may be a fancy, but
more than once we seem to trace a purpose in the sequence
of poems. Further criticism of “Early Spring” is not
needed ; we could not praise the poem more highly; to
praise it less would be unjust.!

(373) “PREFATORY POEM TO MY BROTHER’S SON-
NETS.” This was the latest record of a brother’s love, which
is so familiar to all who read “In Memoriam,” lxxxix.
and cii. Charles Tennyson-Turner died at Cheltenham,
April 25th, 1879. In 1835 he assumed the name of his
uncle, the Rev. S. Turner, vicar of Grasby, to whose living
he succeeded. He was well known as a writer of sonnets,
in one of which he tells us “ The seal of Truth is Beauty.”

(574) “ FRATER AVE ATQUE VALE” (“The Nineteenth

1 ¢ Early Spring ” was published in *“ The Youth’s Companion,” 1884.
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Century,” March, 1883). Sirmio, now Sirmione, is a pen-
insula (“all but island ”) on the shores of Lake Benacus
(now Garda). This was a favourite spot with the poet
Catullus, as he tells us in his poems. The words * Frater
Ave atque Vale” are found at the end of the pathetic
lament of Catullus for his brother. Nothing but the
tender regret of a great poet could have made lovely
poetry of nine lines all rhyming together.

(574) “ HELEN’S TOWER.” Privately printed by Lord |
Dufferin. The pamphlet containing “Helen’s Tower”
bears an engraving of the tower on the title page ; within
are two poems, both unsigned. The first is, “ To my dear
son, on his 21st birthday, with a Silver Lamp,” and it is
from the pen of Lady Dufferin ; the second is Tennyson’s.
On the last page are the words, “ On Wednesday, October
23rd, 1861, Helen’s Tower was finished.”

“Browning’s ¢ Sonnet to my Mother,’ following the title-
page, he sent me as a dedication to Helen’s Tower, for
which Tennyson also composed a poetical inscription.
This tower I built on a hill at Clandeboye, overlooking a
lovely view of the seq, in order to contain the verses which
my mother wrote to me the day that I came of age?”
(From a Memoir by her son, the Marquis of Dufferin and
Ava, prefixed to a volume of Poems by Helen, Lady
Dufferin. John Murray, 1894).

(574 and 575) “EPITAPHS” Tennyson’s poetical work
is so extensive and so various, that it must sometimes fail
to maintain its author’s average reputation. His epitaphs
are not very successful. They are mostly epigrammatic
in foum, and may have been suggested by some of the
epigrams of Simonides. The familiar phrase “ Light o '
Light” is employed as finely as the kindred phrase ¢
Keats, “Light in light” (“In Memoriam,” xci. 4 ~

“ Happy,” x. .
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(575) “To THE DUKE Or ARGYLL” “Ever-chang-
g carcumstance” has already been referied to on pages
37 and 95 In these eleven lines of blank verse we may
also notice Tennyson’s deference to “never-changing

Law,”

(575) “HANDS ALL ROUND” (Seealsop 263) This
song was sung at St James’s Hall by Mr Santley
March, 1882, to music by Mis, Tennyson It 1s very
spinited, being one of the best of the patiiotic songs In
1881, at the suggestion of Sir F, Young, the *“ Examiner”
copy of 1852 was altered so as to include the Colones
In many lines we are reminded of Tennyson’s love of
compromise

**That man s the best Cosmopolite
‘Who loves his native country best

(575) “ FREEDOM,” (“ Macmillan's Magazine,” Decem-
ber, 1884) The goal of ethical progress is personal and
social freedom Something like this may be discoveled
in Tennyson’s excellent poem

(576) “H R H. PRrINCESS BEATRICE” These Ines
were printed 1n “ The Times,” July 231d, 1885 On that
day HR H Princess Beatrice was mared to Punce
Henry of Battenberg, who, however, continued to live with
the Queen

The blank verse of this poem 1s scarcely so good as
usual , and but for the three lines at the close, some of
the imagery might botder on the fanciful

(577) “THE FLEET” Punted 1n “ The Times,” April
23rd, 1885, under the heading “The Fleet (On its Re-
ported Insufficiency)” These stanzas may have been
suggested by the Debate on the Navy Estimates, April
20th They are a fitting introduction to the poem that
follows The poet gives expression to an opinion that
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passes ever and again over the minds of Enghshmen like
a3 geat thnd wave”—* The fleet of England 1s her all-
m-all?

(377) “OPENING OF THE INDIAN AND COLONIAL
EXHIBITION ” Though not so good as the former Ex-
hibition Ode, this was very appropuate to the new occa-
sion In the third stanza 1t contamns a g1aphic description
of the founding of the United States The Colonal Exhi-
bition was opened May 4th, 1886

This poem was wntten at the request of the Prince of
Wales ; and the impressive companion lmes in the
Epilogue to the “Idylls of the King ” are said to have
been suggested by Lady Frankln These two poems form
a striking additional proof of the intense interest taken by
the poet in our “ ever-broadening England ”

(578) “POETS AND THEIR BIBLIOGRAPHIES” Agam
we have “laudator temporis act1” This unthankful theme
has been glanced at more than once i these pages
Nor 1s the sonnet a very good one the line

“‘You see your Art still shrined 1o human shelves*’

1s one of the worst Tennyson ever published

It will be observed that the poets selected are Latin
And here 1t will be interesting to notice that partly owing
to cncumstances, and partly to mclination, Tennyson has
cast a flower of poetry at the feet of three Latin poets, and
not one Greek For his “ Lucietius,” though unavowed,
1s a splendid tribute to that poet Certainly Homer occu-
pies an honowmed place i “The Puncess” and “The
Palace of Ait” and the “ Epilogue to the Charge of the
Heavy Buigade” But with this exception, no Greek poet
15 specially mentioned by Tennyson'! Like himself, the

1 The poem *“ 1o Virgil contamns an incidental reference to Hesiod—
“ he that sang the Works and Days.
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Latin poets weie mostly mutative and artistic, and he
may have felt that he was moie akun to them

Horace, whom he i1esembles m manner only, and that
occasionally, he here styles “ popula:r ,” that 1s the best
he could say of a poct possessing—ot owning to—little
feeling, and a low oider of imagmation Catullus wears
“a wreath of sweeter bay”, love with Hoi1ce was fashion,
with Catullus, passion

(578) “To W C MACRFADY” In T'cbruary, 1851, at
a farewell banquet to the famous actor, W C Macieady,
this sonnet was 1ead to the guests by John Foister It
had been wntten for the occasion by Tennyson, and was
pnnted m “ The Household Narrative of Curient Events,”
and other petiodicals. “Full handed thunders” 1s a
vanation of “full handed plaudits” in the lines “To E
Fitzgerald” The poet’s opmions of modern drama are
mteiesting , the lines “Nor flicket down to brainless
pantomime, And those gilt gauds men cluldren swarm to
see,” a1e a picturesque description of a modein peiveited
taste The tubute to Shakespeaie iecalls a phiase mn
“The Palace of Art,”—* Shakespeaie biland and nid ”




CHAPTER XIV.

THE DRAMAS

1. INTRODUCTORY We are constantly told that dramatic
Literature 15 intended pnmanly for stage representation,
But this statement will be subject to modification accord-
ing to the varying conditions imposed by the progress of
tine When a play by Shakespeare can be bought for a
penny, and a novel for threepence, the dramatist may
perhaps be pardoned if he gives a second thought to the
readers.

This, however, 1s certan, the playwright should in
every mstance adapt his work to the actor; he should at
least write under the impression that his play will be re-
presented as actual life upon the boards of a theatre ; he
cannot lose by pieparing 1t for this final and supreme
test of diamatic woith Doubtless his capacity for creat-
Ing an infimte variety of dramatic activities directed
towards an 1ssue clear to himself from the first, and always
complete at the last, and his faculty of giving them expres-
sion m language that will appeal with equal power to
boxes and gallery, will be tried to the uttermost, but un-
less he submits on every occasion to this sternest and
loftiest artistic training, he will not succeed

When, therefore, we read in Tennyson’s own words
that his “ Becket ” was “ not intended 1n 1ts present form

[
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to meet the exigencies of our modern theatre,” we read
also its doom.?
Some measure of success may attend the piece when
arranged for the stage by Sir. H. Irving, and interpreted by
himself and a powerful company, aided by all the modern
scenic accessories ; and the words of the author shall not
be accepted too liierally ; we will regard them rather as
his habitual “prelude of disparagement;” and further, we
may admit that in writing “ Becket ” he kept the theatre
more carefully in view than before. But in order to under-
stand the significance that still underlies his admission,
. we have only to refer to the one fortunate artist who pro-
- duced drama at once popular, of the highest poetic merit,
and of lofty purport.  When Shakespeare wrote a play,
he sat, as it were, on the stage, with his audience before

_him. He knew the tread of the stage; he heard his
every sentence declaimed ; saw every movement, every
gesture interpreted by the actor even as he was writing ;
he watched the faces of the gallants above or around
him, and of the groundlings below. Such a statement as
Tennyson’s would bave been absolutely impossible with
Shakespeare ; we seem to hear him exclaim with astonish-
ment, “ If I did not write every word of this for the stage,
what did I write it for? Certainly not to be read ; who is
going to read it?—when, where, how, why?”

Another useful hint is supplied by “The Promise of
May;” The author did not see why?® *“the great moral
and social questions of the time ought not to be touched
upon in a modern play.” There was no reason why they
should not ; but all that could be heard of “ The Promise
of May” before it appeared was to one and the same
effect—it would deal with Agnosticism. Therefore it is

1 Cf. also the note at end of Act IL. in * The Foresters,” where the poet
in the stage copy transfers his Fairy Scene to the end of Act III. *' for the
sake of modern draniatic effect.”

2 Letter to Mr. Hall Caine,
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presumable that a dominating purpose, moral and not
artistic, was present with Tennyson when he wrote. Such
a writer would scarcely keep his moral sufficiently under
control. Again we refer to Shakespeare. His first busi-
ness was to write a good and a successful play ; if some
one had worked at the subject before, so much the better;
his re-cast would be all the more popular. Every one
knew something about Julius Casar and Brutus; they had
already been dramatized, and were excellent material in
every way. He liked the characters certainly; but he
must let them evolve themselves as the drama might
determine, and not that they might please himself. He
would set them in motion towards a catastrophe, and they
would proceed of themselves, so to speak. Everything
else, notions of imperial authority, of republican indepen-
dence, the fickleness of the mob, would be incidental to
the main purpose, a good and paying play.

This mention of Julius Casar leads up to a third short
note. In Shakespeare’s day history, even English history,
was story. Tennyson might have done better with mgre
romantic materials—and he did try them later, but his
efforts aie best regarded as experiments. Like Shake-
speare, he wisely adopted history for dramatic practice ;
but Shakespeare’s best plays are not historical—not
English history. Tennyson began too late. Age over-
took him before he could get through his dramatic
apprenticeship.

It is often argued that because Tennyson and Browning
wrote many monodramas, they either had not the faculty
of writing drama, or they destroyed it. This is partly
true; yet Shakespeare at the outset wrote his monodramas
—plays with one, or at the most, two characters, like
“Richard II.,” “King John” “Richard I1L.,” “A Mid-
summer Night's Dream,” and others. He also began
with some less dramatic work, “ Venus and Adonis,” and
“ Lucrece”; and in a tentative way pieced out dramas
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that we know little about But he was fortunate cnough
to get to work on complex drama very early m lus career,
and to wiite moie of 1t than any other man.

In close connection with this habit of drawing one
character with one environment, as opposed to the
creation of characteis thiough the medium of the infinite
relations of Iife, we may note the tendency towards a sub-
Jective treatment manifested by most modein dramatists
Byron wrote autobiographies rathe: than dramas, and in
many plays of Biowning, Swinburne, and Tennyson the
spint of the author peeis at times th1ough the mask of his
characters, or flits among them Ike an unquet ghost
This disadvantage, however, 1s not always present, nor
always disastious when 1t 1s present, and again, 1t 1s
least of all present in Shal.espeare

The classic veise diama, and diamas 1n prose, were re-
moved from consideration when we spoke of Shakespeaie
as the one literary dramatist of the woild ; and on his
single authority we assume that drama 1s a fit subject
for poetic treatment. We 1ecollect no other instance of
very good poetic drama suitable for realistic stage 1e-
presentation at long mtervals of time. But a most mn-
portant consideration now follows ; after all, Shakespeare
hves in literature, not on the stage ; his influence 1s per
petuated and transmitted through hterature, not through
the theatre Some plays of Shakespeaire are not acted at
all ; and for every time a play 1s acted it 1s read perhaps
amilliontimes. The present writer knew his Shakespeare
almost by heart before he went for the first time 1 his
life to see one of the great poet's plays performed at a
theatre. The play was “Hamlet”; Irving and Ellen
Terry were among the caste “Well,” said a friend, when
it was over, “and what did you think of 1t?” “Two
things,” was the reply ; “first, if good poetic diama can
be acted, Shakespeare can; next, Shakespeaie cannot
be acted. I was never so disappointed in my life.,” This

DD
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took place more than twenty years ago, and the speaker
on that occasion has not found it necessary to change his
opinion.!

Drama, therefore, of this highest type, has a literary as
well as a spectacular aspect.

We are now in a position to ask, have the dramas of
Tennyson qualities that insure success in the theatre or
the library or both? Before answering the question we
shall do well to repeat that only oneman has written plays
which have achieved an unqualified reputation both on
the stage and in the region of the higher literary art ; and
we have next to repeat that even Shakespeare is more
read than acted in the present day.

Without attempting to discuss the question of decline
in our modern drama, we may briefly notice some of the
changes that have overtaken dramatic art since the days
of Shakespeare. Inhishands it had reached a perfection
that is lost to it probably for ever. Into the lifeless pro-
duct of the unities he had infused a new life by adjusting
novel complexities to a nobler symmetry. His other
achievement was to educate up to this highest level of art
a nation that had lent him much of its own creative
energy. All poetry is feigning ; it is foolishness to those
who have not learnt that the most real life may be sought
in the regions of the ideal ; and this loftiest form of the
poetic art, the Shakespearian drama, is the most difficult
to live up to.

Passing over the closing of theatres by the Puritans,
and the license of reaction that followed the Restoration,
we come to cheap printing. The drama could now be
read at home, if read at all. But cheap printing made a
market for the novel, which is little better than drama

1 This may be an extreme case, but it finds a partial explanation in the
remark on p 3r3, “and then music must keep away from it ”; also, in the

words of Keats, “Heard melodies are sweet, but those unheard Are
sweeter.”
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stnipped of all the permanent adoinments of art, and with
out any of 1ts concentiated stiength Just as the poetic
diama (and here the unmities did good sctiice) was the
aowning achievement of hicialy foim, so the novel ex
hibits the most stithing example of an ever 1ecming ten
dency to bre1k loose fiom the fortifying and beautfying
restramts of foom The umittes had prescribed for the
play a reasonable beginning, middle, and end , they had
assigned to it those other due limits that alone enable the
human mind to compiehend the entwrety of an aitist’s
creation, to embiace all its beauty while the heart beats
once, to form of 1t a perfect and a perpctual image 1n the
mind From this we turn to the novel, one aspect alone
will detain us, why should it be included within one
volume or thiee volumes? why should 1t not extend to
thirty volumes? You cannot make evely woid of this
pecuhar product of mmagmative literature a pait of your
life—and m a work of 1eal Iiterary ait every woid 1s wital,
and every word can be 1emcmbered by reason of its ex
quistte adaptation to every other word and to the wholc
Chiefly on this account was poetty called nto bemng
Ore play of Shahespeare 1s vastly more precions thw the
entire mass of prose fiction Briefly, a novel 1s as a stone
flung mto the stagnant pool of some human existence,
the surface stirs lazily for a moment, then returns to 1ts
dead level of stagnation, and theie 15 another stone at
the bottom for an 1dle weed to cling to

Thus the British public are no longer compelled to
make their way to a playhouse wheie they will recetve
education 1n such high art as Shakespeare had provided ,
they can carry thetr theatre about mn their pockets—a
theatre whose tendency 1s far less elevating Hence
therr taste degenerates , mstead of being ennobled by a
trilogy, they are too often debased by a novel And
now, when they go to the theatre, they go to stare at
sensuous if not sensual scenery, to admire the costume of
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an actress or to giggle at a farce  If the only modern art
1s bill sticking, the only modern drama 1s the ballet—or
“ those gilt gauds men children swarm to see” (p 397)

Of course, there 1s a large section of the public who can
appieciate a good play, and make fit audience for a good
poetic diamatist , but of the average playgoer the above
1s most fiequently true  Blank verse of itself is a bar to
success , the verse that takes the popula: ear1s the jingle
of the “brainless pantomime” (p 397) Tiuth must now
be dressed up mn tawdiler garments, hght or farcical
diama expressed in prose holds its own against anything
m Shakespeare This, again, may seem an 1ll considered
assertion, butwe have merelyto ask whether Shakespeare’s
blank verse ever had such a run as “Our Boys” No,
the difference 1s enormous and altogether convincing

Many other causes combine to make high class plays
compaiatively unprofitable in our time , but they cannot be
specified heie enough may have been advanced to show
that the poet dramatist will atlcast find 1t difficult to fill the
pockets of the proprietois of our modern English theatre
We may add the noteworthy fact that Tennyson has
generally secured a better audience 1in the United States
and the Colonies Also, what has been said of the acted
poetic diama of to day will be partly true of this draman
its literary aspects , 1t cannot compete with the novel

At the close of these preliminary considerations we now
make the inquny What are the characteristics of Ten-
nyson’s dramatic woik? The question will be partly
answered mm the following short notices of the several
plays Meanwhile, 2 few general 1emarks may conclude
this mtioductory section

Long befoie the poet had written a single play, much
less had attempted to put one on the boards of a theatre,
most cntics seemed to have made up therr minds that
Tennyson could not, o1 should not, write dramas. Inthis
1espect he suffered injustice both from reviewers and from
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the pubhic  On the other hand, was 1t woith his while to
attempt this poetic diama? Possibly not At least, we
cannot admit the defence set up by some witets, that if
Tennyson lacks power to produce techmically perfect
poetic drama, he lacks 1t with Homer and Dante, against
whom 1t 1s never wiged that they did not wiite m dramatic
forms This 1s swely absurd, first, these poets satisfy our
test of gieatness, apait fiom diama, each produced a
perfect work on the grandest scale , second, they did not
attempt drama, and, therefore, we bung no chaige of
dramatic weakness agamst them On the other hand,
had Milton persisted 1n his second mtention, and thrown
“ Paiadise Lost ” mto diamatic form (“ Simson Agonistes”
does not concein us), and failed to satisfy diamatic 1e
qunements, he would have paid the penalty of being
placed one o1 two classes lower, but lus supcib poetic
mstinct preserved him fiom that fate

Tennyson ceitainly began too late He had scaicely
freed hunself from Shakespeaie when death overtook him
He has left us plays which ate often very good 1eading,
but he had not quite learnt to wiite with his eye on the
stage, to allow his chaiactets to cieate themselves, to
make the diamatic end, and thal alone, justify and ene
gize even the minutest diamatic development His know
ledge of plays was 1 excess of his expeuence as
playwright, and that 1s one reason why he did not better
adapt his gemus to the conditions of his own day Itis
1mpossible to regard his dramatic work as “ The very age
and body of the time” Ou1 age may not be favouzable to
great creative poetry, whether diamatic or epic, yet, had
he begun earlies, all this might have been diffeient But
he chose—as he rematked to M1 Knowles—to respect the
limtations. Therefore he began with the simplest forms
of poetry, passing gtadually on to the moie complex  Pro-
bably he was 11ght, especially in such a doubtful epoch
Had he set us life on the cast of the diama he might have
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failed altogether before the hazard of the die. On the
other hand, his life, though long and fortunate, was only
long enough to make him eminent as a lyric and a narra-
tive poet, and praiseworthy as a dramatic poet.

THE HISTORICAL PLAYS: * QUEEN MARY,” “ HAROLD,”
“BECKET.”

Towards the close of © Harold,”  Becket,” and * Queen

Mary” respectively, the following passages occur:

“ William. Make them again one people—Norman, English.”

 Jolhn of Salisbury. Thou hast waged God'’s war against the King,”

“ Bagenhall. God save the Crown! the Papacy is no more.”
In other words, the three plays illustrate three critical
periods in our national history, and thus foim a kind of
trilogy. The first of these periods made England a nation,
well governed, and a member of civilized Europe; the
second did much to save England from the tyranny that
in France enslaved the people until 1789 ; and the third
was important in preventing England from becoming a
Catholic appendage of Catholic Spain. S

Tennyson never worked without a conscience and an
aim, and we may be su1e that one of his purposes in writing
these historical dramas was to exhibit in an idealized form
three important stages of our national development,

But a great epoch is always the environment of great
persons ; hence the poet would be able to embody the spirit
of each event in some leading character who should also
give a name to his drama, In respect to the first and the
second of these an interesting reference may be found in
“The Foresters”: “I love him as a damsel of his day
might have loved Harold the Saxon. ... Your great
man fights not for himself, but for the people of Eng-
land. . . . And how often in old histories have the great
men striven against the stream, and how often in the long
sweep of years to come must the great man strive against
it again to save his country and the liberties of his people?”
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Such a man also was Tennyson’s Robin Hood. As to the

third of these plays, Mary’s death is Elizabeth’s oppor-
tunity :

“ Cecile Never English monarch dying left
Englaud so little,”
¢ Elicabeth. But with Cecil's aid,

And others, if our person be secured,
We will make England great.”

“ QUEEN MaRY?” (579).

“Queen Mary” was published in 1875. The following
year, April 18th, it was played in an abridged form at the
Lyceum, with Miss Bateman as Queen Mary and Sir H.
Irving as Philip. In spite of clever acting and gorgeous
scenery the piece enjoyed only a short run, Tennyson’s
first attempt to dramatize English history was also his
least successful. The play is long, heavy, and dull. It
lacks the most important element of all, a single and
powerful tragic force—force that moves swiftly to the issue
and carries all withit, Instead of this, two elements of sus-
pense confuse whatever interest they severally possess ; the
first centres in Mary’s anxiety to gain Philip for a husband,
the second in her anxious hope for the birth of a child.
Also, many of the characters have an interest that is too
special and apart from the major motives of the drama,

Indeed, we may say that some of the characters are
drawn too well ; but not Philip and Mary, who are excel-
lent. Philip cold, sensual, selfish, on whose dead heart
the one word “policy” would be found written; and
Mary—no historian could ever do the unhappy queen
such fair justice. But here we must be on our guard
against a common error. A critic has been known to call
“ Becket” Tennyson's greatest work because it was such
excellent history. That might become the very reason -
why “ Becket ” should be his worst work, for good history
may make bad drama. Apart from this question, the
portrait of Mary is admirable indeed. Many others of the
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characters are finely sketched, but, as observed ahove,
they often resemble separate studies rather than human
beings hurrying through the life of drama.

The dialogue is sometimes tedious, and delays the
action. The style and diction are severely bare and stiff.
Seldom does the poet adorn his work with the old
imaginative beauty. The passage, * There runs a shallow
brook . . . .” spoken by Lady Clarence in the fifth scene
of Act V., reminds us of the idyllic charm which Tennyson
has laid aside in order to adopt a somewhat formal and
self-conscious dramatic manner. We shall find much
more poetry in * Harold” and *“ Becket.”

“ HAROLD” (652)

appeared in 1876 (dated 1877). This play has never been
put upon the stage, but the very considerable advance it
manifests in every department of dramatic businessis one
ground for the statement hazarded on a former page that
Tennyson began writing his dramas too late in-life.
Action, plot, dialogue,—singleness, continuity, and fulfil-
ment of interest-—all these are better in “ Harold ” than in
“Queen Mary.” The style is freer and wealthier ; and
aithough not flawless in respect of composition, especially
as regards stage representation, the work is very readable
both as play and poem. The most effective passage to
the reader—and it would be the same on the stage—is
the description of the fight at Senlac, where the chanting
of the monks is borne to us ever and again as the din of
battle rises and falls.

In one respect Harold and William bear a resemblance
to Brutus and Octavius ; the better man is no match for
the more cunning. Harold betrays at once his weakness
and his strength in the lines, “ How should the King of ,
England waste the fields Of England, his own people ?”
In the same spirit Brutus spared Mark Antony. Edith is
a noble charmcter, and in her sudden transformation from
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gnl to woman iemmds us of some of Shakespeaics
heromes Aldwyth’s weakness 1s a foil to Edith’s stiength,
and 1t seems hetter to die with her who meets death
triumphantly, “Thy wife am I for ever and evcimore,’
than with the miserable schemu who hives only to wail
“ My punishment 1s gieater than I can bea1” As Portin
15 Brutus over agamn n the form of a woman, so Edith
may be regarded as the counterpait of Haiold, and then
Aldwyth 15 the shadow of Wilhim And as it was with
the two women so may it be said of the two men—as
Tennyson himself has sud it—better to fall with the
Saxon than to 1eign with the Noiman

“B1crrT” (693)

Though next mm oider in the Table of Contents,
“ Becket ¥ was not published till 1884, before which date
“ The Piomise of May,” “ Lhe Ficon,” ind “ The Cup ’
had been acted But 1t natmlly follows the other two
historical plays

Agam the poet gives evidence of 11pid pirogress In
dramatic ait, and lus “ Becket,’ whether 1ead as piinted,
or seen on the stage as adapted by Su H Irving, may
pethaps be considered as successful as any diama of the
kind out of Shakespeite The chaiacter of Bechet 1s by
fai the best thing 1 the play Next to this 1n inteiest,
and bound up with 1t, 15 the long stiuggle betueen Becket
and the King, from the game of chess 1n the first scene to
the magnificent climax 1n the cathedral attheclose But
the poet was also fortunate 1n his creation of Rosamund de
Chfford By his treatment of her story he has secuied an
effect which may be described as a bright 1dyllic vemn
runming through the dark mass of tragic ore From
whatever point of view we regard the play, whethei as to
character, plot, dialogue, or diamatic movement generally,
we must pronounce 1t a powerful work, and again, con-
siderng the advanced age of the author and his limited
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experience in this the most difficult form of art, we remain
convinced not only that he possessed dramatic genius, but
also that a difference of ten years might have made him
—if it be at all possible in our day—a great dramatist.

“THE CUP” (750).

In 1881 this play was produced by Sir H. Irving at the
Lyceum, and with much success—a success that seems at
first sight out of proportion to the merit of the piece. But
it gained greatly by being short, concise, and not too
thoughtful for a modern taste, The story, which occurs
in Plutarch’s “De Mulierum Virtutibus,” is as follows :
Camma, wife of Sinnatus, Tetrarch of Galatia, is beloved
by Synorix, an ex-Tetrarch, He murders Sinnatus, who
a short time previously had saved his life. Camma flies
to the Temple of Artemis.

In the second act, she is priestess of the temple. But
Synorix still pleads for her hand. Recognizing an appor-
tunity of revenge, she consents to marry him—but in the
temple. According to the custom of the country, the two
must first “drink together from one cup.” Camma has
poisoned the wine ; and Synorix, who had been false
to Galatia as well as a murderer, “ Poor worm, crawls
down his own black hole ;” and Camma goes “on her last
voyage ” to meet Sinnatus.

“THE FALCON” (767).

“The Falcon” was produced at St. James’s Theatre,
December 18th, 1879. Mrs. Kendal represented The
Lady Giovanna. This comedietta of one scene is quite a
failure on the boards ; and when reading it we have sen-
sations of the kind that used to be aroused by “ The
Skipping Rope,” and are reminded that Tennyson’s smile
is too grim for this sort of work. But the material is
equally unsuited to its purpose ; it is altogether too thin
and bizarre to be amusing or even interesting. Asastory
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m Boccaccio’s “ Decameton,” o1 as a “ Tale of a Wayside
Inn,” ! 1t may seive well enough, but no amount of 1n-
genuty could make good English Comedy out of elements
so foreign, so fanciful, and so msufficient as Tennyson’s
“ Falcon.”

Count Federigo degh Albenghi loves the wealthy widow
The Lady Giovanna. He had loved her before her mar-
nage, and now he spends all his money n the purchase
of a diamond necklace that may win her favomw The
Count has a falcon that he loves almost as much as he
loves the lady It happens that her son, who 1s so 11l that
the mother speals of him as “.ny dymng boy,” has such a
longing for the Count’s falcon that nothing but the pos
session of 1t may save his ife The Lady Giovanna goes
to the house of the penniless Count to beg the bud of him,
and she invites heiself to bieakfast The Count’s laider
1s empty. He hesitates between his love for his falcon
and his love for Giovanna He chooses the Igtter, and
the poor bnd 1s killed to supply the table While the
meal 15 being prepared, the Count 1eminds Giovanna of
their early love But the mothet 1s most m her heamt;
and she asks the falcon for her sick boy Then she learns
that the Count has killed it for her sake, and she yields
him her love

This sketch alone will reveal some of the many weak-
nesses inherent in the drama The Count’s love for his
bird 1s a very doubtful motive to an English audience,
and the stronger motive that mmpelled the mother to
approach the Count, to beg of him what he loved so well,
to turn from him when he withheld it, wastes 1itself 1n a
futility that 1s fatal to the other dramatic 1ssues
= “THE PROMISE OF MAY” (778).

This play was produced at the Globe Theatre, Novem-

1 The Student s Tale—** The Falcon of Sir Federigo "—LONGPELLOW



412 Handbook to Tennyson's Works.

ber 11th, 1882, under the direction of Mrs. Bernard-Beere.
It was a complete failure, On the night of November
14th of the same year, as the piece was nearing the close
of the first act, the Marquis of Queensberry sprang to his
feet exclaiming “I beg to protest . . . . ”; but adding,
“I will wait till the end of the act,” he returned to his
seat. When the curtain had fallen he again stood up, and,
confessing himself an agnostic, declared that Tennyson’s
Edgar was an “abominable caricature” into whose mouth
the poet had put sentiments that did not exist among
freethinkers.

The passages in the play to which the speaker referrad
are the long soliloquy of Edgar, beginning * Jealous of me
with Eva 1” and some of the speeches which subsequently
in the same act he addresses to Eva. Had the marquis
understood Tennyson’s method of dealing with such sub-
jects (see p. 378), and his habit of expressing himself
through ¢he lips of a character purposely exaggerated—
both of which he might have learnt from the two “ Locksley
Halls” and “Maud”; or had Tennyson, on the other
hand, been content with the monodramatic pulpit from
which he bad so often thundered unanswerable, the
painful scene at the Globe might have been avoided.
What Tennyson seizes upon in such cases, is the fendency,
the agnostic of to-day can afford to be moral ; he must be
moral ; morality is in the air he breathes; it flows in
his veins ; he shakes it everywhere by the hand ; but,
sternest truth of all, he is heir to the glorious humanities
fought for and won by century after century of Christian
life. He cannot spend this inheritance in a day ; but,
living henceforth without an ideal, he or his children after
him will squander the priceless bequest. We cannot—
even in the nineteenth century—Ilive by bread alone :

““ A soul with no religion—
My mother used to say that such a one
Was without rudder, anchor, compass—might be



The Dramas 413

Blown every w1y with every gust, and wreck
On any rock "

Pronase of May, Act 111

“ See thou fail not,” were Tennyson’s words of appre- -
hension and warning so long befoie as 1850 (“In Me
moriam,” xaxm ), and this drama of “The Piomise of
May?” 15 a latter-day sermon on the old text

While we are 1egaiding the play in 1ts ethical aspect,
we may remember the significance of mere titles n
Tennyson, and briefly consider the words “ The Promise
of May.” The tragic note 1s struck early, and their first
and obvious inteipretation will be found at the begmmning
as well as the end of the drama—* O joy for the promise of
May . ... O gnef for the promwse of May” The salt
wind of agnosticism will wither away the beauty from
nature and from human Iife , a kite will stoop down and
still the cooing of the dove. Or again, near the end, we
learn that five years of shame and suffening have broken
the heart of one so lovely in the promise of her May It
is woman therefore, the mainstay of society, who will have
most to fear fiom such a disruption of society as the poet
dreams of Fiom fiist to last Tennyson refuses to believe
that woman can ever be identified with man from first
to last he assigns to her a position in which, if we may
judge from this play, she can retain one at least of her
old prerogatives, for though m futwe years man may
not any longer permit her to be a blessing to him, he
will not withhold from her the puvilege of suffering for
him.

But, as alieady hinted, the stage 1s no safe place for
preaching a sexmon “The Piomise of May?” suffered
both internally and externally from a pronounced ethical
intention. The poet probably fondled his moral purpose
to the detriment of lis diamatic duties, and a section
of the public came prepared to express disapproval.
Others of the audience soon felt called upon to condemn
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what they regarded as a repulsive character placed in
situations of doubtful propriety.

Yet the failure of the play should be traced, not to
character nor morality nor incident, but to general weak-
ness of composition, Still, it would be a pity if a work
containing so much of the wealth and the beauty of genius
should be lost sight of, or remembered only as a literary
curiosity. And it is by no means impossible that “ The
Promise of May ” will be read and admired when every
ethical novel of our time has long been forgotten.

“THE FORESTERS” (857).

This romantic pastoral drama was piroduced at Daly’s
Theatre, New York, on the 1gth of March, 18g2. A few
weeks later it was publjshed by Messrs. Macmillan. It
met with good fortune on the American stage ; and we
have before noticed, among the varying conditions of
dramatic success, that Tennyson’s plays have sometimes
been appreciated by the younger England when they have
failed to satisfy the mother conntry.

This latest of Tennyson’s dramas is even more Shake-
spearean than the historical plays ; yet it is not so suitably
nor so consistently Shakespearean as they are. But first,
one does not see why it need be Shakespearean at all.
The mere fact that it copies the manner of one man ina
bygone age makes it much less interesting to us.

Next, we can hardly fail to detect an unpleasant ele-
ment of burlesque or pantomime which may imply that
the poet was determined in this instance to write down to
the modern stage, if he had not the strength to lift it to his
level. The Fairy Scene, fortunately, is not like anything
in Shakespeare. Once more we are reminded of “The
Skipping Rope” ; for this scene is sheer pantomime ; it
has nothing in common with the delicate grace of the
elves in “A Midsummer Night's Dream.” Something
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like 1t 1n manner, but less obtrusive, 1s the dialogue
between Robin and Manian at the opening of Act IV —

“ Maran The sweet Light of a mother’s eye,
That beam of dawn upon the opening flower

If Shakespeare were writing the scene, he might put
such language into the mouth of Robin, but not of Manan
—of lovesick Orlando, but not of smart Rosalind. Further
on we read .

“ Marian And out upon all ssmple batchelors!
Ah well ! thou seest the land has come between us,
And my sick father here has come between us,

And this rich Shenff too has come hetween us,
S0 15 1t not 2l over now between us® *

And again a few hnes further on .

“ Marwan What wilt thou do wath the bond then®

Robin Wait and see
‘What wilt thou do with the Shenff®
Marian ‘Wait and see’

These two passages are below the standard of “As You
Like It” ; to find parallels we should have to refer to
“Love's Labour’s Lost.” And in such passages, again,
we fear lest the poet may seem to “ flicker down to brain-
less pantomime,” or at the least to low comedy.

From this consideration of the dialogue, we should
naturally proceed to the characters ; Manan, for example,
according to the scene, or the part of the scene, 1s hable
to change, not her mood, but her personality ; m fact, as
the play goes forward, she catches the manners of some
half.dozen of the heromes of Shakespeare.

But these trifling violations of dramatic propriety vamsh
altogether from our mind as we think of the great poet, of
his advanced age, his sylvan theme, his charming play.
If any plea were needed, he has one formulated in words
spoken by his Robin Hood . — Being out of the law, how
should we break the law? if we broke into it again we
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should break the law, and then we were no longer out-
laws.?

Before taking leave of Tennyson’s dramas, a word
should be said about the songs. Two of these in “The
Foresters” had appeated before; the song in Act II.,
“There is no land like England,” is adapted from the
“ National Song” of the 1830 volume; and the “New
Review ” for Mauch, 1891, first published the musical but
mournful “To Sleep !” in Act I., Scene 3. The songs in
the dramas generally are excellent in themselves and
appioptiate to the context,




CHAPTER XV.

“DEMETER AND OTHER POEMS.”

“ DEMETER and Other Poems ” was published on Decem-
ber 13th, 1889, and it is sa1d that 20,000 copies were sold
within a week. Tennyson was now eighty years of age ;
and although in this and the othe: late volumes we may
miss youthful fancy and aidour, we discover maturity of
imagination fine as ever and a strengthening sobriety of
thought. Nor does the art foim suffer except from an
occasional laxity. We may add that at this stage 2 new
question of date will sometimes arise ; we shall now have
to inquire, how recent is this poem? 1s it the production
of the poet of fourscore years, or was 1t found on “sallow
scraps of manuscript” ?

(804) “TO THE MARQUIS OF DUFFERIN AND Ava”
Tennyson’s younger son, Lionel, was attacked by fever in
India, and died on his journey home, 20th April, 1886.
He had received great kindness from Lord Dufferin, to
whom he became much attached. In the rhythm o
this tender poem a very notable line occurs—* Fell—and
flashed into the Red Sea.” No such variation of the
metrical structure occurs in all the stanzas of “In Me-
moriam ” ; nearest would come the line, “On the bald

EE
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street breaks the blank day” (ix.). The “ Might have
been” is from  In Memoriam,” Ixxv. 4.

(805) “ ON THE JUBILEE OF QUEEN VICTORIA.” These
lines are another experiment in metrical contrast, but not
a very successful one. They were first published in
% Macmillan’s Magazine,” for April, 1887, under the title
of “Carmen Seculare.” The characteristic sections ix.
and xi. further illustrate some remarks which will be
found on many former pages, such as 25-28, 266, 378.

(806) “ DEMETER AND PERSEPHONE (1IN ENNA).” The
lines to Professor Jebb contain a very apt figure, that of
the wheat which after thousands of years of burial in
Egypt bore sweet grain in England. But the story of
Ceres and Proserpine, long buried in its Sicilian haunt,?
has blossomed on our colder island into an alien flower.
It is useless to ask which is the more beautiful, the old
classic legend or the modern adaptation of it in Tenny-
son’s “ Demeter and Persephone” ; both are beautiful,
and we can possess them both.

Tennyson’s poem is the occasion of yet another aqd a
magnificent song to the honourand glory of motherhood
and the Earth-mother becomes a type of all the mothers
of humanity. Among the many modern touches given to
the classic theme, the most notable is Demeter’s “ Gods
indeed . . . ,” and her interpretation of the dark saying
of the Fates, “There is a Fate beyond us”; the classic
ground is abandoned abruptly when we read of younger
kindlier gods who will “send the noon into the night and
break The sunless halls of Hades into Heaven.”

To his title, “ Demeter and Persephone,” the poet adds
the words “in Enna,” because he gives us only one episode
of the story; but into that one episode he contrives to

1 Belike the tale, wept over otherwhere

Of those old days is clean forgotten there.”
The Earthly Paradise,
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introduce almost the whole legend. The episode will be
best explained by the following abstract from Ovid’s
* Metamorphoses,” at the end of which it will be added.

Perscphone, daughter of Demeter and Zeus, is carried
off by Dis whilst she is gathering flowers in the fields near
Enna in Sicily. Dis descends with her to Hades, where
she becomes his queen. Meanwhile, the mother seeks
her daughter through all lands—* The world was too little
for her in this search.” When at last she learns her
daughter’s fate, she appeals to Zeus, who, after some

. demur, arranges that Persephone shall live half the year
with her husband, and half with her mother. In Tenny-
son’s poem the mother pours out her heart to her child
then first reclaimed.

Much of the material of “ Demeter and Persephone” is
classical in origin, yet enough remains of Tennyson’s own,
whether of thought or form, to fill us with wonder and
admiration. Close examination of the poem will further
reveal old familiar phrases and sentiments of which the
following are a few examples : “climate-changing bird,”
“can no more,” “from state to state,” “thro’ clouded
memories” ; “the wail of midnight winds,” that “shrilled
their answer.” The *shrilly whinnyings” may be com-
pared with the “whinny shrills” of “The Princess”;
there also is a form of * thridded.”

In style the poem comes nearest to “ Tithonus” ; only
the verse is more bountiful and joyous and made almost
articulate with the yearning love of a mother for her
child. Of all the classical pieces this is the most tenderly
English.

(809) “OWD ROA.” (See p. 269, footnote) With

touches of humour here and there, a farmer tells his son
how Old Rover saved the lad’s life ten years before.

(812) “ VASTNESS” was published in “ Macmillan’s
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Magazine,” March, 1885. Much may be learnt from the
title of this poem, and much from the * Epilogue to the
Charge of the Heavy Brigade”:

“ The vast sun-cluster's gatherd blaze . . . Amaze our
brief humanities—no! . . . . the man remains.” No con-
viction is so constantly forced upon Tennyson as this : if
we end in being our own corpse-coffins, then life is no
better than “a trouble of ants in the gleam of a million
million of suns.” But in this vastness lives our hope ;
“ we that are not all, As parts can see but part” ; on the
scale of infinity all is well; “the dead are not dead, but
alive.”

For other expressions of this belief see “ In Memoriam,”
xxxiv., xxxv. ; “ Locksley Hall Sixty Years After,” 30-36 ;
and there are yet more, especially of this later period.
Here again we have the history of the poet’s many dis-
illusions, followed by an impetuous assertion of hope, and
in this respect as in some others, the poem closely
resembles *“Locksley Hall Sixty Years After.” For one
example of the first, we may mention stanza 7, which
deals with commerce ; and as to the second, in spite of the
vagueness of the close, the poem is powerful and impres-
sive, and with the main argument we may compare Keble,

¢ For dreary were this earth, if earth were all,
‘Tho’ brighten’d oft by dear Affection’s kiss,”

(813) “THE RING.” Here a story, improbable, and in
some other respects like the story of “ The Sisters,” serves
chiefly as a frame for much picturesque philosophy. It
would seem that as the great poet drew towards his earthly
end, his thoughts wandered oftener and farther beyond
the confines of earth; and in his autumn he frequently
dwells on the eternal miracle of spring.

At the outset of this existence—as stated in “ De Pro-
fundis,”—we wail being born; but in “The Ring,” the
dead have “gone up so far” that they too are losing their.



Demeter and Other Poeins 421

moments of earth as we foi,et o pain of bith and om
lament for antenatalife This theory of “ Fonan Evolu-
tion” 1s set forth towaids the end of the poem; but 1t
occurs in another passage near the begmmng —*“No
sudden heaven, nor sudden hell; My Miuiam bieaks he:
latest earthly link With me to day.”

Thus then the dead may linger lovingly about us for
awhile, Butin “In Memouiam,” xli -xIvii, Ir , Inxsy, acun,
cxxix, cxxx, the poet inclines to the belef that the bond
which binds the dead to the living 1snevet bioken And n
“The Sisters” we find no hint of final separation ; the
man who loved them Doth has reached “the quet of
decliming life,” and yet they glide about him still

As in “Rizpah” and other poems, the wind becomes
a mediuim of commumcation between *the Ghost 1n
Man?” and “the Ghost that once was Man,”—* one silent
voice Came on the wind” and sumlaily 1n four o1 five
other passages. Beautiful 1s the Iine, “ And utter know-
ledge 1s but utte:r love”; which condenses the fuller
thought of “In Memoniam,” i, and Ixxxv. 6, 7, 20 23, and
of “Epilogue,” 36 and 37 Also we notice that, as once
before, the poet speaks of a light m the eyes of the dead
that comes from the other hife.

Tennyson never wholly rids humself of the older notion,
“God made the woman foi the use of man”; this 1s
another nstance in which “The Ring ” 1esembles “ The
Sisters.” The attitude of the man 1s entirely condescend-
ing ; not so much 1n this poem as in many others ; though
here “No voice for either spoke within my heart” ; and
either 15 looked upon as a biide to be won by a ning ; and
both, of course, are 1n love with a man whose intimacy 1s
at least an unknown quantity. Also, at the end, “the
larger woman-world” 1s—as 1t was m “The Princess”
and “ In Memornam "—the world * Of wives and motheis.”
It 1s the same in “Becket"—“So rare the household
honey-making bee, Man’s help ”»
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The poem contains much beauty of language and de-
scuption, some of 1t old, some new —“A thousand
squares of corn and meadow” , “ Made every moment of
he: after hife A virgin vicim to her memory” , * Making
with a kindly pinch Each poo:r pale cheek a momentary
rose”, “The tiny fist Had grasped a daisy fiom your
mother's grave” , the figuie following, “1 gazed into the
muror”, and the passage beginning, “ My people too
weire scared with eenie sounds”, all these are of Tenny-
son’s best The expression “all m all” again occurs, 1t
has done duty very often indced, “that All-in-all”
(““Akbai’s Dream”) We 1ecognize also “.Eoman,” “I
loved and love,” “statue like; and the rest But more
important to our puipose at this stage of our mnquuy 1s
the verse stiuctuie , absolutely bad lines ate always rare
in Tennyson , the most daiing expetiments occur in * The
Piuincess 7, yetit may be doubted whether there s a 1eally
1eprehensible Iine 1n that poem Here we may find one
occasionally —*“And all ablaze too plunging in the
lake” , ¥ At times, too, shulling 1n her angiier moods”

(821) “FORLORN” As so often in Tennyson, and less
often 1n Shelley, the metie and the thought are as bude
and bridegroom In tlus ballad 1t might seem that the
mele metrical annangement could by itself tell the tale of
feverous shame and shuddeiing despair As to the tale
itself; 1t 1s another of this series of stern lessons bearing
on the relation between the sexes , though we may doubt
whether the poet has not weakened 1ather than streng-
thened his poem by adding disease to crime—* You that
he with wasted lungs ”

(822) “ HAPPY—THE LEPER’S BRIDE” In this ballad
on the othe: hand disease punfies love , “ Happy ” follows
“ Forlorn,® and not without purpose , the pinciple they
llustrate 15 the same , the saciedness of love, the sanctity
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of marriage ; but the first poem, if not the second also,
borders on the repulsive. Again, in “ Happy,” Tennyson
separates the “human ghost” from the “poor rib-grated
dungeon of the body”; and as in “In Memoriam,”
poems cxxii. and Ixxxv., “moving each to music” they
“ shall flash thro’ one another.” But Tennyson hastold us
that “ The living soul” of this 85th poem is not Hallam’s,
but the “general soul.” The cheerful metre of “ Happy”
is an old one made delightfully new.

(825) “To ULvssES.” Asintheaddress to E. Fitzgerald,
so in this to W. G. Palgrave, the lines run on without a
break ; and it is curious to note the novel music of the
“In Memoriam” stanza. The poem contains light, clear
sketches of nature; and in poetical guise gives its own
date—* The century’s three strong eights.”

(826) “To Mary BovLE” There is something of
Horace in this little ode, but much more that Horace
could not have written. It is graceful, thoughtful, pathetic ;
but it is less hopeful than Tennyson’s wont. Addressed
to a woman, the stanzas are deficate and the tone is femi-
nine. It was just the opposite with the verses “To E.
Fitzgerald” and “To Ulysses.” The half a hundred
years and the rick-fire days, of which the poet makes a
figure in the fourth Canto of “The Princess,” take us
back to Somersby, which the Tennysons did not leave
till 1837,

(827) “THE PROGRESS OF SPRING.” This poem,
“ Found yesterday—forgotten mine own rhyme By mine
old self,” and dating about 1836, is apparently not quite
finished ; but it would be difficult to find a more delightful
or more spiritual study of the gradual yearly return of
life and beauty to the English landscape.
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(829) “MCRLIN AND THE GITAM” This poem reads
like an expansion of two lines mn “ Freedom ”

¢ O follower of the Vision, still
In motion to the distant gleam

to which may be added “ The Voyage,” when “one fair
Vision everfled . . And still we followed where she led.”

As we approach the end of the volume, the poems
become mozte peisonal and more sacred In this, though
the metre 1s almost archaic, we have a beautiful and touch-
ing description of the life of the gieat aitist, who i seek-
ing the 1deal piobably achieved moie real good for the
modern higher hfe than any other man of his time  First
the gleam flickered above the spungs of fancy, then for
ten yeais, 1epelled by the c1oak of citics, it 1etieated, but
the poet followed still, and 1t glanced on Iy1c and mono-
logue and 1dyll, 1t illummed the legend of Atthu: the*__h
King, threw a divine light on the lament for Arthur
Hallam, mingled a tay of immoitality with the melodies
that sang thiough the woild in later yeais, and now,
having led the poet to the land’s last limut, 1t stood hover
mg “on the border Of boundless Ocean, And all but
Heaven”

In section 9, those whose journey lies befoie them are
bidden to follow the Gleam For these the quest of ideal
truth and beauty should be easier now that the great
magician has trodden all their 10ad, leaving footprints
into which they may piess their steps To make these
footprmts clearer 1s the main purpose of this “ Handbook
to Tennyson ¥

The poet had already chosen Merhin as a nowz de plume
when he contributed “Britons guaid your own” and other
poems to ¢ The Examiner,” n 1852

It 1s not easy to piece out the allegory of “ Meilin and
the Gleam ¥ The poet traverses lhife from the “moining
hills” down by cataract and wilderness over the level to
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the ocean shoie Those he leaves behind are joung
marmers chaiged to launch their vessel upon the ocean
which 15 about to withdraw lus bemg to its own (p 371)

(831) “ROMNEY’S REMORSC” This is yet another
story founded on the relationship of maiiage An artist
who had deserted s wife in order that he might be fice
to follow ait, comes back to hei at last, and dies blest by
heir loving care. “To you my days have been a life long
hie Grafted on half a tiuth,” the half iuth bemg Su
Joshua’s 1emaik that “matuage spoilt an aitist? This
half truth looks a whole falsehood m the seaiching hight
of such another poem as “The Wiech,” o1 1n such a
sentence as the following fiom this poem, “The woild
would lose, if such a wife as you Should vanish unie-
corded”, or again, wheie the aitist says of his deseition,

+“ One truth will damn me with the mindless mob” Heae
Tennyson takes up once mote his unthankful theme of
adverse criticism 1n life o1 after death. The mindless
mob, first of all, a1e exposed to his contempt as often as
Chakespeare’s , but with Shakespeaie theie was a differ-
ence Next, he would again anticipate the *“ mynad hes
that blacken 1ound The coipse of evelry man that gamnsa
name” How strange 1t 15, and how sad withal, that the
great poet who could write a hine hike this, “ What 1s tiue
at last shall tell,” should by his querulous appiehensions
call down upon himself some of the condemnation which
he dieaded

The last scene 1n the lustory of tlus half tiath 1s lad n
another world than ours—* Why left you wife and child?
for mysake? According to my woid? »

There aie good things in the poem—the lovely pictuie
of mother and child, I dream’d last mght . .» We
meet with the staghoin moss, the white heather, the placid
lake, the faling water, the murmuring bee, and all the
breath and beauty of the mountam side
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“ What aitist ever yet Could make puie light Iive on
the canvas?” “the chasm between Work and Ideal,” aie
deeply interesting as expressions 1elating to ait By the
side of the first we place Browning’s “ And so ey are
better parnted”, the second 1s a trmism of every true artist.

(834) “PaRNAssUS.” The puport of the quotations
fiom Horace 15 as follows :

“ My work 1s finshed  Yea, this book of song

Is Fluceus’ stitely monument, moie strong,

More lasting than the proud memonal biass,

‘Than brazen moulded bust It doth surpass

Lhe height of regal pyramid  no shower

Shall this corrode, nor have the north winds power
On this, to shake it, nor the all conquering years,
Nay, nor the yeuless acons ™

Horace suggests the theme, but not its unexpected
development.

The poets on the summit of “ Painassus” have been
beautiful crowned forms; may he be one with them,
roling his music till 1t mingles with the music:of the
spheies. But! theie stand also—m modein times—two
shapes, not beautiful, but huge, ever huger, dwaifing the
muses, deadening their song.

For the voice of Geology 1s that of an “ ever-breaking
shore That tumbled in the Godless deep,” and more fearful
still 1s the funeial chant of Astronomy .

¢ Stars and systems through dead space are drifting,
To shine no more

In “Literaly Squabbles” we hear both of these terrible
Muses rolling their doom. “ Parnassus” has nothing to
do with the immoads made by science into the regions of
emotion and 1magination ; 1t 1s merely the counter reflec-
tion to “Quod non . . .. possit diruere . . . .” etc., 2
counter reflection that mught also be set down m Latin :

“‘ Nec me antmu fallit, quam res nova miraque ment
Acudat, exibum cocls terrque futurum
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‘ The sight confuses,” says Tennyson
¢ Et quam difficile 1d miht sit pervincere dictis,

adds Lucretius
There 1s a thud 1eflection This also we shall find
both 1n Tennyson and Lucietius
‘“In a boundless universe

Is boundless better, boundless worse —
flwo Vorces

* Sicigitur mundi naturam totius wtas
Mutat et ex 2lio tertum status excipit alter,
Quod potuit, negueat  possit quod non tuht Ante
De Rerume Natwra
In Section 1II of “Painassus” Tennyson 1eaches
beyond his predecessor on the poetic thione
‘1f thou, indeed, derive thy Light from Hewen
Then to the measme of that hewven boin Light,

Shine, Poet! in thy place, and be ccntent
‘WOoRDSWORTH

(834) “By AN EvoruTioNIST” As bodily ewstence
was given to us in orde: that we might leain the “me”
and the “not me” (“In Memouam,” alv ), so also was 1t
given to us that we might “ move upwards ” by “ working
out the beast”, which 1emmds us of Milton’s “Till body
up to spirit work *

This, then, 1s the Ascent of Man from one point of view
Also we weie told 1 “In Memoriam” that only thus
might the ascent be made The doctrine 1s fully stated n
the fifty-third section of that poem

But the fiist stanza of “ By an Evolutiomist” imphes
that “we are raised a spiritual body” We are 1amsed
then by death, as well as by a life that woiks out the
beast

One thought remains These are the reflections of age;
it 15 the aged man who “heais the yslp of the beast”; “m
the Past” he “sank with the body at times” The doctrine
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therefore of “ In Memoriam,” liii. must not be preached
as a truth to the young that eddy round and round.
Still, Tet us hope that there are exceptional cases in which
the beast is worked out earlier—in middle age, youth,
childhood.

The poem is a little uncouth in form and in thought.

(835) “Far-FAR-AwAY.” (See Appendix to Chap. VII).
(835) “PoriTIcs” (See p. 21.)

(833) “BEAUTIFUL CrTv.” “The red fool-fury of the
Seine ” has 2ll along been eyed with suspicion by our poet.
These lines may date near to 1889, for we have met with
“raving Paris” so recently as “Locksley Hall Sixty
Years After.” In that’poem also may be found a couplet
of kindred thought, “And Reversion ever dragging
Evolution in the mud.”

(836) “ THE RosES ON THE TERRACE.” These lines
were probably addressed to a sister of Mary Boyle. (See
P- 423.)

(836) *THE PLAY,” may have been suggested by
Quarles:

¢ My soul, sit thou a patient looker-on,

Judge not the play before the play 1s done.

Its plot has many changes : ev'ry day

Speaks a new scene . the last act crowns the play.”

“ Gloom’d ? in the first line is one of Tennyson’s earlier
words. As a participle it is awkward. Of these four lines
the first and third are very poor.

(836) “ON ONE WHO AFFECTED AN EFFEMINATE
MANNER.” (836) “To ONE WHO RAN DOWN THE
ENGLISH.” Like “The Play,” these two pieces that follow
it are ¥poor indeed.”
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(836) “THE SNowDROP” Spelt by age, this infle
has claim to our respect.

(836) “ THE THROS1LT’ (“The New Review,” Octobei,
188 )—But this 1s something very differcnt Its only
nival, as far as we can 1ecoliect, 1s M: Swinbuines
“Itylus? Also it may be compated with Tennyson’s
earlier effort, “The Owl”, and with “The Swallow
Song ” m “ The Pincess ”

(836) “THE OAK”—This 1s another spuation, of
which the biefest ciiticism will also be the best The
thing described and the descitbing verse have giown
mcoiporate mto one monumental Beiny

(837) “IN MEMORIAM—W G *WARD” The subject
of these memoral lines was Wilham George Waid, the
theologian, who died in 188z He was the author of
“JIdeal of a Christian Church, etc,” a wotk whose ultra
montansm was described by D1 Pusey as bemng “ very
strong

&



CHAPTER XVI.

“THE DEATH OF (ENONE, AKBAR’S DREAM,
AND OTHER POEMS.”?

LorD TENNYSON died on the 6th of October, 1892, and
this last volume was published a few weeks latex A;
mournful sacredness invests its pages, and criticism should
speak softly. The book opens with a beautiful and ten-
der dedication to his wife—* JUNE BRACKEN AND
HEATHER.”

(838) “To THE MASTER OF BALLIOL”—These lines
to the late Professor Jowett contain an allusion to the
“downward thunder of the brook,” which in the first
¢ (Enone” fell * In cataract after cataract to the sea.”

(838) “THE DraTH ofF (ENONE.”—As we left the
lonely mountain nymph of the earlier poem, the noise of

1 Omitted poems of Tennyson's later years are some introductory verses
to ““Rosa Rosarum,” by E. V. B, (the Hon. Mrs. Boyle), (1884) ; a stanza
contributed to a small pamphlet printed for the benefit of the Chelsea Hospital
for Women (March, 1884) ; a stanza in the volume of his poems that was
presented to the Princess Louise of Schleswig-Holstein by rep i
of the nurses of England ; lines on the christening of the infant daughter of
the Duchess of Fife, lines to the memory of J. R. Lowell ; and a prefatory
stanza of four lines to ** Pearl” (edited by Mr. Israel Gollancz).
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battle was ringing in our ears. Now the ten years’ war of
Troy is over ; but in her cave (Enone sits still desolate ;
the wandering ivy and vine that hung in rich festoons are
dead cords diipping with the wintry mist. Through
these her sad eyes look down the long glen, or rest on
the naked bower where once she saw her Paris judge
of gods. On a sudden he comes again, no longer beau-
teous as a god, but livid, moaning, pierced by a poisoned
dart. Only (Enone may heal his wound—* Go hack to
thine adulteress and die.”

He groaned, turned, passed downward through the mist,
fell headlong dead. The mountain shepherds came;
they built for their old playmate a funeral pyre. In her
dream she heard a wailing, “ Come to me, Ginone !” Led
by the silent cry and the low gleam of death, she paced
the torrent path, to the broader vale, came to the pile,
cast herself upon it, and past in fire with him.

It would be idle to speak of this poem as betraying
little or no falling off in power or beauty. As a fact it
presents signs of decaying strength in every aspect, and
should certainly be among the latest compositions of the
paet.  The story can scarcely bear & dassic mame; its
one classical element is the unforgiving daughter of the
river-god ; and, of course, there is some local coloming,
such as mountain shepherds and the funeral pyre. The
descriptive passages are less striking, and less perfect.
But they possess nearly all the old charm ; they are well
adapted to the wintry theme, and they are sparse accord-
ingly ; yet “ Which drowsed in gloom, self-darken’d from
the west ” ; “She waked a bird of prey that screamed and
past,” are examples which to those who recall the poet’s
earlier imagery must seem a little at fault. The verse
shows more signs of weakness ; it has not entirely lost the
old movement and melody, but at times it falters. The very
first line runs into the second after the manner of certain
verses in “ The Princess,” rather than that of the classical
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poems. In “The Princess,” moreover, nearly every per-
sonage who comes on the stage makes his or her strongly
accented bow from the forefront of the line, and pauses :—
“ The Princess, liker to the inhabitant . . . .» *“ Melissa,
with her hand upon thelock . . . ”; and although the pos-
ture is not unknown in the earlier classical poems.and the
“Idylls of the King,” yet Paris three times occupies that
prominent position in the later “ (Enone.” This may be
of design ; but turning to peculiarities not of design, we
may point out the following among many lines that drag::
 Amazed, and ever seeming stared upon . .. .” “Qne
raised the Prince, one sleek’d the squalid hair” ; “ Which
drowsed in gloom, self-darken’d from the west” ; “His
face deform’d by lurid blotch and blain” ; * Fell headlong
dead ; and of the shepherds one .. ..” This last line,
which is the most striking example, will also discover—as
do many of the others—the extent to which the master's
hand has lost its cunning in the arrangement of vowel
sounds. But the subject cannot be pursued further.

And now, on the other hand, we have one more of
those many beautiful and often sad stories arising out of
married love or the loss of it, which the poet has delighted
to tell in his latter years. We might see in “ The Death
of (Enone” the counterpart of “ Romney’s Remorse” ;
add to that poem the woid “ Adulterer,” and the tragedy
enacted on the mountain slope by Ilion becomes possible
even in the nineteenth century.

But lastly, in deep reverence to goddess and nymph
and demigod, and to the great poet who has so often
newly-created both these and their divine abodes, we may
thankfully read “ The Death of (Enone” as a “ Grecian
tale re-told.”}

(840) “StT. TELEMACHUS.” There are fewer signs of

1 Re-told also—or part of 1t—by Landor and William Morris.
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declining power 1n this poem, the extra syllables in the
blank verse—* That Rome no moie should wallow in this
old lust”—mght scarcely detetmine a recent date It
may nearly belong to the most peifect period of Tenny
son’s authorship Some of the desciuptive passages are
very fine—the call of God that diove Telemachus to Rome ,
the unchristian splendour of the Chnistian city , the pagan
crowd , the Colosseum wheie 80,000 Christians watched
man murder man , his deed that woke the world The
dramatic situation 1s a noble one, the saint who had so
long been lazymng out s hfe in self suppression, makes
swift atonement by one deed of self-saciifice

(842) * AkBAR’S DREAM” Thus fine poem breathes of
that tolerance and love and peace which possesses gieat
and good souls when neaing their earthly goal Akbar,
hke Tennyson limself, seeks

“To spread the Divine Puth
Like calming o1l on all their stormy creeds

The figure here employed 1s but one 1n a poem peculiarly
rich i metaphor—*The wild horse, anger, plunged to
fling me, and failed”, “To hunt the tiger of oppression
out”, “Those cobias ever setting up their hoods”, are
a few among many Very interesting 1s the prophecy
after the event—* From out the sunset poured My
mussion be accomplished” , and a graceful poetic tribute
to our Indian Empire The Hymn to the Sun at the
close 1s 1n Tennyson's happiest manner

(847) “THE BaNDIT'S DEATH ' has much but not
all of the old dramatic power and picturesqueness. A
woman lives with a bandit who killed her husband  She
bears him a son—a link between them Some tune after
this, when they are hiding from soldiers, the bandit
strangles the child, lest 1ts crymng should betray them ; he

FF
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curses himself for the deed, yet sleeps. Then the mother
kills the bandit with the dagger that has slain her husband.
The peculiarity of “ The Bandit’s Death” is that of a double
motive. It would seem as though in this last poem
Tennyson strove to blend the instincts of wifehood and
motherhood into one stronger passion. But our divided
interest militates against his purpose ; although we may
understand that whereas the wife merely endured a mur-
derer, the mother struck him dead.

(848) “THE CHURCH-WARDEN AND THE CURATE”
Of all the poems in dialect this is perhaps the most
humorous. It is founded on a tale told in the Memoirs
of Julian Young. (See p. 269, footnote.)

(850) “ CHARITY.” This is the last of the many poems
—mostly dramatic monologues—that are founded on the
relation of the sexes. A woman who has been ruined is
dressing a grave with flowers. She is approached by
another beast of prey in the form of a man—the friend of
him who had ruined her. She reads him a stern lesson and
then tells the story of the grave—* ‘ Will you move a little
that way ? your shadow falls on the grave.’ He married
the heiress of half a shire ; I sent him a wail and a curse
and his money. He was killed in the train ; and his wife
was widowed on her bridal day. But she found my letter
upon him ; she came and nursed me when my dead child
was born. At last I learnt who the Christ-like creature
was ; together we prayed for him. She became a hospital
nurse, and died of a fever caught in the wards. She had
left me money. God sees not her like anywhere in this
pitiless world. ¢ Get you gone ; I am dressing her grave
with flowers.””

The poem is better than “The Bandit’s Death ;” and
the subject befits the pen of one that writes amid the
closing scenes of life, It is the story of George Eliot's
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“ Romola,” and it carries with it the same moral—* Man,
can you even guess at the love of a soul for a soul 2*

(851) * KaPIOLANI” 15 less advanced in doctine than
“Akbars Dream? ; Akbai desired to worship beneath
“a dome of nobler span” than pagod, mosque, or church ;
Kapiolam would worship n church rather than pagod ;
would abjure the Spirit of Evil, and call on the power
adored by the Christian,

(852) “THE DAWN.” This is an expansion of two
lines added to the first edition of the “Ode sung at the
opening of the International Exhibition?” .

1Ts the time so far away ¢
Far—how far no tougue can sry "

In “The Princess” the thought i1s moie hopefully
expressed :
“ Thus fine old world of ours 15 but 1 cluld

Yet in the go cart  Patience ! Give it ime
To learn ats [imbs  there 1s a hand that guides ’

But now, looking back upon a long life, the poet will
naturally momn ove: the slow Ascent of Man.

(852) “THE MAKING OF MAN” And here, after
looking at that daiker side of doubt, and 1n the mood of
reaction so habitual to him, the poet fixes his prophetic
eye where even the fainter red of the dawn 1s fading away
in the hight of a nsing sun.

(853) “THL DREAMER.” This 1s a cast into a deeper
future, “ The Making of Man” concerned 1tself with this
earth that we sometimes care to cherish and to deem
worthy of the Maker ; “where the races flower and fade
. « » till the peoples all areone” But while earth follows
the Sun, the Sun himself 1s racing fiom heaven to heaven ;
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and in the eternal making of the frame of things, less is to
be lost than won; the Reign of the Meek may begin
upon earth, but their reign shall knowno end ; merged in
the music of the spheres, the fitful moan of earth shall
become an everlasting harmony.

(853) “MECHANOPHILUS.” A deeply interesting elabo-
ration of the following couplet of * Locksley Hall :

¢ Men, my brothers, men the workers, ever reaping something new ;
That which they have done but earnest of the things that they shall do.”

The poem is an unqualified pean to practical science
and the industries. In later life the poet would have
added language like Ruskin’s in the preface to “ Sesame
and Lilies,” new edition ; or like Carlyle’s at the time of
the first exhibition ; or like his own in “Locksley Hall
Sixty Years After”—“Art and grace are less and less.”
As in the seventh stanza, both form and substance are
occasionally imperfect.

(854) “RIFLEMEN FORM.” In “The Times” for May
oth, 1859, these patriotic verses, now slightly altered,
were entitled “The War,” and were followed by the
signature “ T.” Owing to the hostile attitude of France,
the War Office, in May, 1859, sanctioned the establish-
ment of Volunteers, and before the end of the year nearly
200,000 were enrolled in our citizen army.

'(854) “THE TOURNEY.” A spirited ballad of the
times when men fought themselves into a lady’s favour.

(854) “THE WANDERER.” A simple lay of hospitality
and the grateful guest,

.(i.355) “POETS AND CRITICS.” These last words to the
critics are less ungracious ; had none others appeared
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before them, they would have been more worthy of a place
in the volume. We may be ill-advised, but we venture to
think that in these pages also “ perfect stillness ¥ would
be best. The critic was ncver so kindly, so sagacious,
nor so much of an artist as in the days of Matthew Arnold
and his successors. As to the “ But seldom comes the
poet here,” it takes the tone of Horace:

* Mediocribus esse poetis
Non homines, non df non concessere columnae,”

‘We hear it also in “The Poet,” “The Poet’s Mind,” and
“ Poets, those rare souls,” in “ The Princess.” Longfellow,
somewhere, has a beautiful thought for the poet who is
second or third, or yet more humbly placed in the world’s
esteem ; and this chance reference to Longfellow brings
to our mind his well-known lines, so unassuming and so
winning :

4 1f any thought of mine, or sung or told,

Has ever given delight or consolation,

‘Ye have repaid me back a thousandfold.”

Longfellow may not be a great poet in the eyes of the

world ; but, strange to say, there are times when we
would not wish him greater.

(855) “A VOICE SPAKE OUT OF THE SKIES” This
is a variation of the doctrine so often insisted upon by
Tennyson, and set forth in its finest form in “Locksley
Hall Sixty Years After” :

¢ Take the charm ‘for ever’ from them, and they ciumble into dust.”

(855) “ DOUBT AND PRAYER.” (855) “FaIrra.” (855)
“THE SILENT VOICES.” (856) “GOD AND THE UNI-
VERSE.” In these four sacred poems the poet already
holds communion with an unscen world ; but at times he
turns lovingly towards us whom he is leaving, and his
words have a power that can never pass away.
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(856) “ THE DEATH OF THE DUKE OF CLARENCE
AND AVONDALE "(“ Nineteenth Century,” February, 1892).
Eight months before his own death, Tennyson discharged
this last sad duty as Laureate ; and the lines are strikingly
appiopriate as the final message fiom a gieat poet to a

sorrowing people.

(894) “ CROSSING THE BAR.”
Beloved Guide, unchanging Friend,
No saduess of fareweil from e,
No snurmuy at death's mystery,

Foy thou art with me t1ll the end.
Oct, 6th, 1892,




CHRONOLOGICAL TABLE.

1807 Fredenck Tennyson b.

1808 Charles Tennyson b.

1809 Alfred Tennyson b. (Aug 6).

1811 Arthur Hallam b,

1816 Tennyson entered Louth Grammar School

1820 Tennyson left Louth Grammai School at Christmas.

1826-7 Poems by Two Brothers.

1828 Tennyson enters Trimty College, Cambridge (Oct.
28). Friendship with Hallam begins  77%e Lover's
Tale.

1829 Tzmbuctoo.

1830 Poems, chrefly Lyrical (Published by E. Wiisonj
Tennyson and Hallam wvisited the Pyienees to-
gether.

1831 Tennyson contuibuted Anacr eontics, No More, and
A Fragment to “The Gem” Also a Sonnet
Check every outflash, evesy 2uder sally to “The
Englishman’s Magazine ” for August Tennyson’s
father died, and the poet left Cambndge

1832 Contributed a Sonnet Me my own fale to lasting
sorvow doometh to “Friendship’s Offering ;” also a
Sonnet There are three things which fill my keart
antk sighs to “The Yorkshire Literary Annual.”

1832-3 Poems, by Alfred Tennyson (Published by Moxon).

1833 The Lover's Tale printed and suppressed. Reprinted
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Check every outflask . . . . in “ Friendship’s
Offering.” A. Hallam died at Vienna, Sept. 13.

1834 Hallam buiied at Clevedon, Jan, 3rd.

1837 Contributed O #az ’twere possible to “ The Tribute,”
and S%, Agunes to “ The Keepsake.” The Tennysons
leave Somersby.

1838 Tennyson in London joins the Anonymous Club,
which includes Carlyle, Sterling, Thackeray,
Forster, Lushington, Macready, Landor.

1842 Poems, by Alfred Tennyson, in Two Volumes.
Cecilia Tennyson married Edward Law Lushing-
ton (Oct. 10th).

1845 Tennyson receives a pension of £200.

1846 Contributed to “Punch” Tkhe New Timon and the
Poets (Feb, 28) ; also Afterthought, to the same
periodical (March 7).

1847 The Princess ; A Medley.

1849 Lines in “The Examiner” for March, 70 —, Yoz
might have won the Poel's Name.

1850 I Memoriam. Contributed Here often, when a
child, I lay reclin'd, to “ The Manchester Athe-
nzum Album.” Married Emily Sellwood at Ship-
lake Church, Oxfordshire, June 13. Resides at
Twickenham. Appointed to succeed Wordsworth
as Poet Laureate (Nov.).

1851 Contributed What time I wasted Youthful Hours,
and Come not when I am Dead, to “The Keep-
sake.” Sonnet 7o W. C. Macready. Dedication
To the Queen in seventh ed. of Poems, Presented

. to the Queen as Poet Laureate (Mar., 6).

1852 Ode on the Death of the Duke of Wellington. The
following poems were contributed to “The Ex-
aminer” :—Britons guard your own (Jan. 31),
Hands all Round, and The Third of Febrseary
(Feb. 7). Hallam Tennyson b.

1853 Removes to Farringford, Freshwater,
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1854 The Charge of the Light Biigade. Lionel Tenny-
son b.

1855 Maud and Other Pocms. Oxford confers on Tenny-
son the degiee of D C L (May)

1857 Enud and Numue - The True and the False

1858 Tennyson added two stanzas to the National Anthem
They wetc pminted in “ The Times,” Jan, 29.

1859 The True and the False. Four Idylls of the King
Idylls of the King. The Grandmother's Apolocy
contributed to “ Once a Week” (July 16). 7/
War, signed T, prnted in © The Times,” May 9.
Visited Portugal with F T, Palgiave

1860 Sea-Dreams ; an Idyll contributed to “ Macmillan’s
Magazne ” for Jan. Tetkonzs to “Coinlull” (Fch )

1861 The Sazlor Boy, contributed to “Victonia Regia”
Revisited the Pyrences. Wrote Helew's 1owes,

1862 New edition of “Idylls of the King,” with Didzca-
tion to the Punce Consort. Wiote Ode. May
the First, 1862, printed n “Fiaser’s Magazne,”
June.

1863 A Welcome, published Maich 7, on the arinval of
the Princess Alexandra. Contrnibuted A#fempis at
Classic HMetres in Quantity to “Coininli)” Dec.

1864 Enock Arden, etc. Epitapk on the late Ducliess of
Kent (published n “ The Court Journal,” Mar. 19)

1865 “A selection from the works of Alfred Tennyson,”
contained six new poems 7%z Caplan (sad to
be founded on fact), On a Mous ner, Ilome they
brought lum slan weth spears, and Thice Sonncls
20 @ Coguetfe. A Baronetcy offered to Tennyson
and refused by him. Tennyson’s mother died,
aged 84, at Hampstead, Feb. 21.  She was buried
at Highgate.

1867 The Window, o7, the Song of the Wrens (published
1870), and TJe Vicfun, both printed privately.
Tennyson purchased the Aldworth estate, Sugsex,

i
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1868 Contributed T%e Victim to * Good Words ” (Jan.).
On a Spiteful Letter to “Once a Week” (Jan.).
Wages to “ Macmillan’s Magazine ” (Feb.). “1865-
1866”7 to “Good Words” (March). Lucretins
to “ Macmillan’s Magazine” (May). Longfellow
visited Tennyson.

1869 Elected an Hon. Fellow of Trin. Coll. Camb.

1869-70 The Holy Grail and Other Poems.

1871 The Lasé Tournament, contributed to *“ The Con-
temporary Review ” (Dec.).

1872 Gareth and Lynette, etc. To the Queen (474).

1874 A Whelcome to Marie Alexandrovna, Duckess of
Edinburgh. Cabinet edition of Works, containing
important additions.

1875 Queen Mary : A Drama. Sonnet 7o the Rev. W,
H. Brookfield. Author’s edition of Works, con-
taining some important changes.

1876-7 Harold: A Drama. Prefatory Sounnet to the
Nineteenth Century (March), AMlontenegro,to the
same. ZTo Victor Hugo, to the same (June).
Achilles over the Trenck, to the same (August).
Lines on Sér Jokn Franklin.

1878 The Revenge: A Ballad of the Fleet, contributed to
“The Nineteenth Century” (Mar.). Tennyson in
Ireland.

1879 The Loveyr's Tale published. The Falcon produced
at St. James’s Theatre (Dec.). Midnight, June
30, 1879. Dedicalory Poem lo the Princess Alice
and 7%e Defence of Lucknow to “ The Nineteenth
Century ” (April).

1880 Ballads and Other Poeins. Contributed two Child-
Songs to “St. Nicholas.” Cabinet edition, 12
vols., completed.

1881 Tke Cup produced at the Lyceum. Despair to “ The
Nineteenth Century” (Nov.). Becomes Vice-
President of the Welsh National Eisteddfod,
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1882 The Charge of the Heavy Brigade, to “ Macmillan’s
Magazine” (March). 7o Virgsl, “The Nine-
teenth Century” (Nov.). Zhe Promise of May,
produced at the Globe. Santley sings Hands all
Round, Tennyson's Letter o Mr. Dawson.

1883 Frater, Ave atgue Vale, to “The Nineteenth Cen-
tury” (March). Sea trip with Mr. Gladstone,
Rents a house in Lower Belgrave Street, London.

1884 7#%e Cup and The Falcon published. Becket. Free-
dom, to “ Macmillan’s Magazine” (Dec.). New
edition of Works in 7 vols. and 1 vol. Tennyson
raised to the Peerage as Baron of Aldworth and
Farringford. Becomes President of the Incor-
porated Society of Authors. The Hon. Hallam
Tennyson married Miss A. G. F. Boyle.

1885 Tiresias and Other Poems. The Fleet, to “The
Times” (Apr. 231d). 7o H.R.1. Princess Beatrice,
to “The Times” (July 23). Vastuess, to * Mac-
millan’s Magazine ¥ (Nov.).

1886 Locksley Hall Sixty Years After, etc. Indian and
Colonial Exhibition Ode, Lionel Tennyson died
at Sea, April 2o,

1887 Carmen Seculare (The Jubilee Ode), to “Mac-
millan’s Magazine ” (Apr.).

1888 New edition of Works in 8 vols. In this, Gerains
and Enid is divided into T/e Marriage of Geraint,
and Geraint and Enid. 1t reprints several poems
formerly suppressed.

1889 Dewmeler and Other Poems (Dec. ¥3). (20,000 copies
sold within a week). ZThe Throstle (previously
printed in the New York “World”) was con-
tributed to “The New Review” (Oct.). In the
new 1 vol. edition of 807 pages, first appears the
title : Zdylls of the King, in Twelve Books.

" 1891 Song Tv Sleep, to “ The New Review ” (Mar.).

1892 The Death of the Duke of Clarence and Avondale,
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to “ The Nineteenth Century” (Feb.). Thke
Foresters.

Lord Tennyson died at Aldworth, October 6th,
aged 83. He was buried in Westminster Abbey,
on the 12th of October.

The Deatl of Anone, Akbar's Dream, and Other
Poesms (October 28).

1893 Becket: A Tragedy. “Globe” 8vo, edition in 10
vols. completed.
1894 Tennyson's Works complete in 1 vol. Crown 8vo.,
Pp- 808.
Note.—To the above may be added the minor poems mentioned at the
foot of page 430.




INDEX.

Titles of poems not contained in the One Volume Edition referred to
in the Preface are printed in italics.

Numbers that stand first are a special reference.

ACHILLES over the Trench, 374,
280, '442.

Adeline, 95-96, 54, 58, 138, 230.

Afterthought, 195, 274, 440.

Akbar's Dream, 378, 433, 435,

444-
Alexander, 99.
Alice, Princess, Dedicatory

Poem to, 368, 442.

All Things will Die, 79, 80, 117.

Alexandra. See Welcome,

Alexandrovna. See Welcome.

Amphion, 181-182, 149, 155,

_184. -

Anacreontics, 144, 145, 230,439
see also Leonora.

Ancient Sage, The, 387-391, 59,
80, 117, 119, 120, 169, 180,
189, 221, 252, 255, 257, 276,
317, 371, 372, 373, 377, 382,
386.

Arabian Nights, Recollections
of the, 87, 76, 77, 82, 84, 205.

Argyll, To the Duke of, 395, 95.

Armageddon, The Baitle of, 61,

¢ Ask me no more,” 2435, 312.

¢ A Spirit haunts * (Song), 87.

¢¢As thro’ the land,” 245.

““As when with downcast eyes,”
98.

Attempts at Classic Metres in
Quantity, 278-280, 201, 441.

Audley Court, 171, 149, 153,
177, 197.

A voice spake out of the Skies,

437-

Aylmer’s Field, 208-212, 156,
158, 159, 160, 161, 162, 173,
201, 206, 207, 317, 342.

Balin and Balan. (See “ Idylls
of the King ”), also 75, 376
Balliol, To the Master of, 430.
Bandit’sDeath, The, 433-434, 54.
Battle of Brunanburh, The, 374..
Beatrice, To H. R. H. Princess,

395, 26, 443.
Beautiful City, 428,
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Becket, 409-410, 406, 5T, 139,
317, 369, 375 398, 407, 421,

443, 444.

Beggar Maid, The, 188, 149, 155.

Blackbiid, The, 139.

Boadicea, 278.

¢ Break, bieak, break,” 192,
289, 149, 156, 187, 287.

Bridesmaid, The, 101.

 Britons, guard your own,”
263-264, 156, 281, 424, 440.

Brook, The, 212-215, 78, 189,
210, 216, 217, 391.

Biookfield, To the Rev. W, H.,
373

Buonaparte, 99.

Byron, on the Death of Lord,
1, 116,

Captain, The, 185, 441.

¢ Caress'd or chidden,” 99-100.

Caxton, Epitaph on, 304.

Character, A, 87-88.

Charge of the Light Biigade,
265-266, 212, 259, 441.

Charge of the Heavy Brigade,
392, 443-

Charity, 434-435, 380.

% Check every outflash,” 145,
163, 439, 440.

Chelsea Hospital, Siansa written
Jor; 430,

Child-songs, 273.

Childien’s Hospital, in the, 367-
368, 40, 364.

Christopher North, to, 143,

Chronological Table, 439-444.

Church-warden and the Curate,
The, 434

Indezx.

Circamstance, 95, 37.

City Child, The, 273.

Clarence and Avondale, Death
of the Duke of, 438, 14, 283,

443-

Claiibel, 77-79, 73, 82, 106,
113, 363.

¢ Clear-headed fiiend,” 86, 76,
143-

Cleopatra, Antony fo, 139

Columbus, 369, 380.

« Come down, O maid,” 226.

¢ Come into the garden, Maud,”
312,

¢ Come not, when I am dead,”
155, 188, 440.

Coming of Arthur. See ¢ Idylls
of the King,” also 54, 242.

Conclusion. See May Queen.

Crossing the Bar, 438, 16, 52,
371

Cup, The, 410, 375, 409, 442,
443. Ly

Daisy, The, 269-270, 212.

Dante, To, 374-

Dawn, The, 435.

Day-Dream, The, 180-181, 149,
155.

Dead Prophet, The, 393, 0.

Dedication, A, 278, 201.

Dedication, 322, 327, 330, 20,
329,

Defence of Lucknow, 368, 442.

Dell of E——, In the, 59.

Demeter and Persephone, 418-
419, 375, 377, 417, 443.

De Profundis, 370-372, 119, 276,
339, 420.
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Deserted House, The, go.

Despair, 385-387, 27, 119, 372,
377, 379, 380, 388, 442.

* Did not thy roseate lips ontvie,”
58.

Dirge, A, g3.

Dolorous Stroke, The, 346.

Dora, 169-171, 63, 149, 202,

' 204, 213.

Doubt and Prayer, 437.

Drama, Unpubiished, Writlen
zery early, 0.

Dramas, 398-416, 43, 104, 202,
204, 207, 219, 224.

Dream of Fair Women, A, 137-
139, 8, 26, 102, 131, 143, 168,
251,

Dreamer, The, 435-6.

Dualisms, 95, 103.

Dufferin and Ava, To the Mar-
quis of, 417-418.

Dying Swan, The, 91-93, 39,
725 73 74 77 101

Eagle, The, 188.

Early Spring, 393, 52, 128.

Edward Gray, 184, 149.

Edwin Morris, 172-173, 154,
28, 166, 168, 176, 177, 232,
366.

«1865—1866 and 281? 27,
53

E. L., To, 191-192,

Eleinore, 96, 82, 97, 143, 230.

England and America in 1782,
140.

Englisk War-Song, 76.

Exid and Nimueé, 322, 156, 324,
351, 441

447

Enoch Arden, 201-208, 78,
101, 169, 209, 210, 212, 335,
441.

Epie, Th.en 167, 149, 153, 321,
322, 323, 324, 330, 332.

Epilogue to Charge of Heavy
Brigade, 392, 24, 377, 396,
420.

Epitaphs, 394.

Evolutionist, By an, 427, 16.

Exhibition, Ode sung at the
Opening of the International,
266-267, 24, 25, 47, 259, 260,
435-

Exhibition, Opening of the In-
dian and Colonial, 396, 376,
443.

Experiments, 278.

Faith, 437.

Falcon, The, 410-411, 375, 409,
442, 443.

Far-far-away, 428, 59, 177, 194,
252, 257, 258. 4

Farewell, A., 187, 149, 156.

Fatima, 123-124, 84, 85, 114,
143, 175, 272.

Fife, Duchess of, Lines on the
Christening of the Daughter
of, 430.

First Quarrel, The, 362-363,
380,

Fitzgerald, To E., 384, 423.

Fleet, The, 395, 396, 24, 376,
443.

Flight, The, 391.

 Flower in the crannied wall,”
277-278, 38, 259.

Flower, The, 272, 201.
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Foresters, The, 414-416, 89, 399,
406, 444.

Forlom, 422.

Fragment, 4 (in *“ The Gem”),
145, 77, 82, 83, 199, 274,
439

Franklin, Sir John, 374, 442.

** Frater Ave atque Vale,” 393-
394, 443.

Fredeiica of Hanover, To the
Paincess, 374.

Freedom, 395, 29, 186, 377,
424, 443.

Galahad, Sir. See Sir.

Gardener’s Daughter, The, 167-
169, 91, 149, 160, 163, 164,
166, 170, 176, 210, 213, 214,
365.
Gareth and Lynette, see ‘¢ Idylls
of the King,” also 179, 442.
“Gem, The " (Poems in), 144,
77> 113, 251

Geraint and Enid, see ““Idylls of
the King,” also 443.

God and the Universe, 437.

Godiva, 179-180, §5, 149.

Golden Supper, The, 66, 64, 65,
362,

Golden Year, The, 176-177,
154, 255, 266, 267.

Goose, The, 142, 69, 140, 149,

Goidon, Epitaph on General,
394.

Grandmother, The, 267-268,
201, 259, 364, 441.

Grasshopper, The, 102,

Guinevere, see ““Idylls of the
King,” also 202, 242.

5

Index.

Hamley, Prologue {o General,

392.

Hands 2l Round, 303, 156, 263,
440, 443.

Happy, 422-423, 380.

Harold, 408-409, 2o, 406, 442.

Helen’s Tower, 394, 441. g

Hendecasyllabics, 279.

Here often, when a child, 195,
440.

Hero to Leander, 103.

Hesperides, The, 143, 59, *99
126, 134, 135.

Higher Pantheism, The, 104,
119, 259, 206, 371, 387.

Holy Grail, The, see ¢ Idylls of
the King,” also 83, 202, 442.

‘“Home they brought her War-
rior dead,” 245, 106, 107.

Home they brought him slain
with spears, 281, 441.

How and the Wky, The, 76 and
370. " Wi

¥y

Idylls of the King, 319-361, 2
32, 43, 53, 63, 74, ¥12, 15§
157, 166, 175, 178, 202, 2075
224, 225, 226, 231, 242, 285,
3715 377, 432, 441, 443.

Idyl, The, 165, zo1, 226, 358.

‘¢If I wete loved,” 100,

In Memoriam, 282-298, 5, 6, 16,
17, 18, 19, 22, 27, 28, 29, 34,
49, 555 59 63, 64, 80, 89, 90,
o1, 98, 102, 111, II3, 119,
148, 155, 156, 157, 161, 164,
175, 186, 187, 192, 193, 194,
202, 205, 207, 209, 217, 23I,
224, 225, 228, 231, 247, 248,
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252, 269, 274, 275, 276,
279, 303, 305, 306, 309,
315, 316, 317, 320, 321, 327,
358, 359, 364, 366, 371, 372,
378, 379, 382, 391, 393, 394,
413, 417, 418, 420, 421, 422,
423, 427, 440.

In the Garden at Swainston, 271.

In the Valley of Cauterctz, 271,
201.

TIsabel, 84, 230.

Islet, The, 272 273, 201.

277,
313,

Jebb, To Professor, 418.

J. M. K., Sonnet to, 98 99, 82.

J. S., To, 139 140, 143, 294.

Jubilee of Queen Victorza, On
the, 418, 443.

June Bracken and Ieather, 430,
278,

Kapiolani, 435.

Kate, 143, 98, 230,

Kent, Epitaph on the late
Duchess of, 281, 441.

Kraken, The, 82, 17.

Lady Clara Vere de Vere, 132,
189.

Lady Claze, 185, 149, 155.

Lady of Shalott, The, 109-113,
98, 109, 122, 123, 132, 143,
208, 321.

Lancelot and Elaine, see ¢ Idylls
of the Xing,” also 111, 112,
3.

Last Tournament, The, see
¢Idylls of the King,” also

442

449

Leonine Elegracs, 8o, 85.

Lconora, see Anacieontics, 230.

Letiers, The, 188 189, 212.

Lilian, 83 84, 58, 75, 106, 230

Liteiary Squabbles, 274, 195,
426.

Locksley IIall, 148 165, 196
198, 376 383, I0, 13, 22, 23,
25, 26, 27, 32, 130, 133, 149,
169, 172, 186, 205, 207, 209,
231, 232, 242, 251, 266, 299,
300, 328, 336, 342, 353, 361,
368, 375, 412, 436.

Locksley Ha}_l Sn:ty Yeais z}ﬁel )
376 383, 7, 14, 22‘1 23, 25,27,
28, 40, 141, 159, 160, 161,
162, 164, 169, 186, 196, 197,
209, 242, 266, 299, 300, 316,
328, 330, 339, 342, 348, 361,
390, 412, 420, 428, 436, 437,

443.

Lord of Burleigh, The, 185, 98,
134, 149, 155, 172, 197.

Lotos-Eaters, The, 134 137, 59,
go, 108, 109, 115, 126, 135,
143, 145, 177, 272.

Love and Death, 93-04.

Love and Duty, 175 176, 198
200, 154, 102, 124, 149, 164;
172, 218, 270.

Love thou thy land, 140-142,
21, 69, 149.

Lover's Tale, The, 64-66, 362,
50, 58, 61, 7I, 72, 75, 139,
250, 439, 442.

Lowell, J. R., To the Memory of,
430.

Losse, Princess, Stanza for, 430-

Lucretius, 218-221, 63, 82, 117,

GG
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169, 180, 202, 204, 212, 213,
217, 225, 384, 396, 442.

Macready, To W. C., 397, 440.

Madeline, 86 87, 58, 230.

Maklung of Man, The, 435

Margaret, 95, 96, 97, 143, 230

Marnana, 84 86, 59, 72, 80, 92,
101, 108, 112, 113, 114, XIS,
116, 123, 305.

Manana 1 the South, 113 116,
77, 80, 82, 85, 86, 112, 123,
124, 125, 143, 305.

Mainage of Geramnt, The, sce
“Idylls of the King,” also

443.

Mary Boyle, To, 423, 13, 16.

Maud, 299 318, 19, 22, 23, 25,
27, 34, 51, 52, 78, 87, 106,
128, 150, 181, 152, 154, 156,
157, 158, 159, 160, 161, 162,
163, 164, 202, 207, 200, 210,
211, 217, 221, 224, 225, 228,
235, 239, 242, 253, 264, 266,
271, 274, 278, 280, 320, 32I,
342, 358, 412, 41.

Maurnice, Ta the Rev. F. D,,
270, 86, 212, 262,

May Queen, The, 132 134, 53,
54, 97, 109, 138, 143, 207,
278, 318, 364.

Mechanophilus, 436, 16.

Memory, Ode to, 87, 57, 61, 72,
76, 83, 250, 256, 260,

Memory, 59, 102

Me my own fate, 146, 439.

Merhn and Vivien, see ¢ Idylls
of the King,” also 141, 219.

Merlinandthe Gleam, 424 5,186.

Index.

Merman, The, 95.

Mermaid, The, 95

Miller’s Daughter, The, 120,
123, 75, 109, 110, 127, 133,
137, 138, 143, 163, 164, 166,
168, 210, 214, 316.

Milton, 279

‘¢ Mme be the strength,” gg

Mmnie and Winnie, 273.

Montenegro, 373 374, 442.

Moite d’Arthur, see ““Idylls of
the King,” also 167, 19, 51,
149, 166, 187, 223.

“*Move eastward, happy earth,”
188, 140.

¢ My hife 1s full of weary days,”
98, 318.

Mystre, The, 103, 745 76, 93,
95, 102, 103, 251.

National Anthem, Stanzas added
to, 281, 441.

National Song, 76, 416.

New Timon and the Poets, The,
194 195, 274, 449.

New Year’s Eve, see *‘ The May
Queen.”

Numue, Emd and, 322, 324,
325, 329, 336, 351, 441.

Nineteenth Century, Prefatory
Sonnet to the, 372 373.

No More, 145, 251, 439.

Northern Farmer, Old Style,
268-269, 45, 46, 201, 219,
259 379-

Northem Farmer, New Style,
268-269, 46, 259.

Northern Cobbler, The, 364-
365, 349, 378, 379
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Nothing will Die, 79-80, 117.
‘¢ Now sleeps the crimson petal,”
317,

Qak, The, 429.

O Darling Room, 144, 113.

(Enone, 124-126, 109, 114, 115,
143, 178, 271, 430.

(Enone, The Death of, 430-2,

444.

“Of old sat Freedom...”
141, 69, 142, 149.

O that 'fwere possible,” 304-
308, 52, 124, 148, 156, 440.

oi piovreg, 103-104, 117.

Old Year, The Death of the, 87,
139, 143.

O Love, Love, Love, 84, 85,
143, I75.

On a Mourner, 140, 441.

‘On One who affected an
Effeminate Manner, 428.
Oriana, the Ballad of, 94-5, 73,

T 127, 134

¢ Q swallow, swallow,” 87, 429.

Owd Rod, 410.

Owl, The, 87, 429.

140-

Palace of Art, The, 127-132, 33-
43. 26, 79, 89, 97, 109, 125,
137, 138, 143, 174, 190, 321,
390, 396, 397

Parnassus, 426-427, 48, 274,
315. )

Passing of Arthur, sée ““Idylls
of the King,” also 204, 364,
366.

Pearl, Stanza in, 430-

l
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Pelleas and Ettarre. See ¢ Idylls
of the King.”

Persia, 59, 61, 99.

Play, The, 428.

Poems by Two Brothers, 56-60,
3 4, 16, 17, 77, 85, 91, 113,
126, 199, 205, 439. .

Poenis, chiefly Lyrical, 67-108,

439

Poct, The, 88-89, 11, 42, 76, 90,
193, 272, 437-

Poet’s Mind, The, $g-90, 34,
102, 437,

Poet’s Song, The, 193-194, 89,
149.

Poets and their Bibliographies,
396, 52.

Poets and Critics, 436-437.

Poland, 99, 13.

Politics, 428, 21.

Prefaratory Poemtomy Brother’s
Sonnets, 393

Princess, The, 222258, 13, 15,
17, 22, 25, 27, 28, 29, 40, 44,
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128, 132, 137, 141, 152, I57,
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330, 332, 333, 335, 336, 337,
339, 341, 342, 353, 354, 358,
364, 367, 373, 378, 380, 391,

396, 421, 432, 423, 431 43%

435, 437, 440

Progress of Sprmg, The, 423, 47.

Promise of May, The, 4!!-4,14.;

22, 342, 368, 375,

303, 399, 409, 443. .
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Queen, To the, 47, 67-68, 77,
440.

Queen, To the (Epilogue to the
“Idylls of the King”), 328,
396, 20, 322, 329.

Queen Mary, 407-408, 406, 442.

Requiescat, 272, 201.

Revenge, The, 365, 368, 442.

Riflemen, form ! 436, 156.

Ring, The, 420-422.

Ringlet, The, 273, 281, 201.

Rizpah, 363-364, 164, 169, 231,
349, 380, 421.

Romney’s Remorse, 425-426,
380, 432.

Rosalind, 97-98, 95, 143, 230.

Rosa  Rosarnum, Introductory
Verses io, 430.

Roses, The, on the Terrace,
428,

Sailor Boy, The, 272, 201, 441.

St. Agnes’ Eve, 182-183, 35,
148, 149, 173, 190, 227, 349,
440.

St. Simeon Stylites, 173-174, 35,
149, 154, 183, 190, 349

St. ‘Telemachus, 432-3, 26.

Sea Dreams, 215-218, 78, 88,
156, 201, 212, 441.

Sea-Fairies, The, 90, 74, 76, 83,
95 134

Silent Voices, The, 437, 187,
251,

Sir John Oldcastle, 368-369,
380.

Sir Galahad, 183-184, 3%, 149,
173, 185, 187, 322, 349.

Tnder.

Sir Launcelot and Queen Guine-
vee, 187, 149, 322, 334

Sisters, The, 126-127, 143.

Sisters, The, 365-366, 372, 420,
421

Skapping Roge, The, 194, 230,
97, 149, 166, 194, 232, 410,
414.

Sleeping Beauty, The, 103, 76,
181,

Slecp, To, 416, 443.

Snowdiap, The, 429.

Sonnet, A (Philosophical, 1830),
76,

Sonnet, A (1830), 102.

Specimen of a Tianslation of the
1liad, 280,

Spinster’s Sweet-Arts, The, 392.
Spiteful Letter, The, 273-274,
45, 442. R

Song of the Wrens, The, 280,
Song, ¢ The Winds, etc.;%-83.
Song, ¢ A Spiiit Haunts,” 87.
Song (Volume of 1833), 137.
Stratford de Redclife, Lord,
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Supposed Confessions of a
Second-rate Sensitive Mind,
80'821 17, 76) 77, 83) oI, 951
97, 117, 118, 377, 378.

Swallow Song, 87, 171, 429.

¢¢ Sweet and Low,” 243, 312.

Talkiog Oak, The, 174-175, 78,
133, 149, 164, 172, 189, 213,
315,

¢ Tears, idle tears,” 250-258,
44, 59, 63, 128, 138, 156,
171, 177, 227, 228, 370.
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Tennyson, Life of, 1-7.
—— Position in the History of
English Poetry, 7-14.
—— Characteristics, 14-48.
1. Personal, 14-15, 223.
2. Religious, 15-21.
3. Political and Social
Views, 21-29.
4(a). As Poet of Nature,
29-33, 122,
(6). As Artist, 33-43, 225.
5. Humour, 43-46.
6. As Poet Laureate, 46-48.
——— Mystic Temperament, 62,
63, 103, 207, 243, 251, 252,
337, 423.
“The form, the form alone,”
99-100, 71.
 There are three things,” 146,

. 439-
¢ The splendour falls,” 245.
There is no land like England,
416.
‘¢ The winds, as at their hour,”
83.
Third of February, 1852, The,
263-264, 156, 259, 265, 303,
Three Sonnets to o Coquette,
99-100, 71, 441.
Throstle, The, 429, 87, 443.
*¢ Thy voice is heard,” 245.
Timbuctoo, 60-64, 4, 56, 58,
59, 65, 70, 72, 75, 145, 250,
251, 260, 439.
- Tiresias, 384, 375, 376, 377, 51,
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Tithonus, 178-179, oz, 128,
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To —, 86, 76, 143.
To ——, after reading a Life .
and Letters, 191, 155, 440.
To Alfred Tennyson, my grand-

son, 362,

To One who ran down the Eng-
lish, 428.

To-morrow, 392.

Tourney, The, 436.

Translations of Fomer, On,
278-279, 8o.

Tribute, The, Stansas in, 304-
308, 124, 156, 52, 148.

True and the False, The, 322,
325, 329, 336, 351, 441.

Two Voices, The, 116-120, 146-
147, 17, 26, 59, 69, 8o, 98,
149, 155, 169, 185, 252, 256,
276, 296, 308, 309, 371, 377,
378, 386, 388, 390.

Ulysses, 177-178, 126, 136, 149,
154, 172, 180, 185, 384.
Ulysses, To, 423.

Vastness, 419-420, 16, 316,335,
377, 443

Victim, The, 274, 441.

Victor Hugo, To, 373-374, 442.

Virgil, To, 392-3, 443.

Village Wife, The ; or, the En-
tail, 367, 38c.

Vision of Sin, The, 189-191, 35,
36, 136, 149, 156.

Voice and the Peak, The, 259.

Voyage, The, 185-187, 201, 273,
424.
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Voyage of Maeldune, The, 369-
370, 205.

Wages, 274-275, 259, 442

Walking to the Mail, 172, 149,
153, 166, 177, 380.

#Wan Sculptor, weepest thou,”
99-100.

Wandeirer, The, 436.

War, The, 156,436, 441.

Waid, Wm. George, 429.

Welcome to Alexandra, A, 267,
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‘Wellington, Ode on the Death
of the Duke of, 259-263, 47,
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440.
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Will Waterproof’s Lyrical Mono-

- logue, 184-185, 6, 45, 12},
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Window, The; or, The Song of
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Wreck, The, 384-385, 246, 363,
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“You ask me why, tho’ ill at
ease,” 140-141, 69, 149.






