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of Sir Walter Vivian's park reinforces the bond drawn
between the "real" and the "unreal" in the story it-
self, and it also, together with the anachronistic
interest in geology and the existence of a university
for women, suggests a dislocation of time, which, however,
is only superficial. Thus, the modern circumstances
can be fitted to a"gothick"story with a minimum of
difficulty, and in turn the story has a direct rele-
vance to the present. To quote Princess Ida, "For
was, and is, and will be, are but is" (III, 307). And
in Sir Walter's house, bric-a-brac from all places and
all times is displayed in a jumble, epitomising the bad
Victorian habit of over-decorating houses:
And me that morning Walter showed the house,

Greek, set with busts: from vases in the hall

Flowers of all heavens, and lovelier than their names,

Grew side by side; and on the pavement lay

Carved stones of the Zbbey-ruin in the park,

Huge Ammonites, and the first bones of Time;

And on the tables every clime and age

Jumbled together; celts and calumets,

Claymore and snowshoe, toys in lava, fans

Of sandal, amber, ancient rosaries,

Laborious orient ivory sphere in sphere,

The cursed Malayan crease, and battle-clubs

From the isles of palm: and higher on the walls,

Betwixt the monstrous horns of elk and deer,

His own forefathers' arms and armour hung.

(Prologue, 10-24)

Since the house appears to combine the worst qualities
of a museum and a time machine, the poet's comment seems
particularly apt: "Strange was the sight and smacking
of the time" (Prologue, 89). Yet the house also smacks

of all times and all places, and Tennyson manages in

this way to yoke not only the past represented by these
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specimens and the future as symbolised by the scienti-
fic demonstrations in progress outdoors to the present,
and all places to the Vivian estate, but, on a wider
scale, the general to the specific. All are shown
here in an intimate and reévealing juxtaposition. And,
technically, the house's collections serve admirably
as an emblem of those generic and linguistic aspects
of the poem which have been discussed so far. Because
so many different techniques and ideas coexist in the
poem, we should be suspicious of any one interpretation
of the poem as a whole, but particularly of any of
the theories about the meaning of the story of Princess
Ida and her university which are advanced in the
Conclusion. The Tory member's eldest son, even though
he shares Tennyson's hatred of French politics, is mere-
ly developing his own (or his father's) prejudices in
describing recent French history as

'Revolts,'republics, revolutions, most

No graver than a schoolboys' barring out;

Tooc comic for the solemn things they are,

Too solemn for the comic touches in them,

Like our wild Princess with as wise a dream

As some of theirs -- God bless the narrow seas!

I wish they were a whole Atlantic broad.'

(Conclusion, 65-71)

Although he speaks a grain of truth, the Tory member's
elder son 1s not to have the last word; the poet, speak-
ing more moderately than the earlier Tennyson of the

political lyrics ever did, urges patience and tolerance

of which the fete stands as a good omen:
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"Ourselves are full
Of social wrong; and maybe wildest dreams
Are but the needful preludes of the truth:
For me, the genial day, the happy crowd,
The sport half-science, fill me with a faith.
This fine old world of ours is but a child
Yet in the go-cart. Patience! Give it time
To learn its limbs: there is a hand that guides.'
(Conclusion, 72-9)
This is perhaps the fullest statement of all the things
which are brought together in the poem, and yet the
friends find themselves thinking, perhaps, about the
"future man" (Conclusion, 108). All the contraries,
ideas, technigues, emotions, personalities, go into
the making of the future man. Woman's education, the
state of marriage, attitudes towards honour, and one's
perception of the truth are all part of this process
as well. While it is apparent that the future man will
mark an advance over man's present state, it will not
be a vertical ascent on some historical elevator.
Hence, there is a great need for tolerance towards
France and her volitical crises, and, indeed, towards
all contraries. Just as the future man is not a sexual,
but a generic, notion and implies both sexes working
toward their common welfare rejecting the idea of a
separate development, so all human ideals must be based
on the totality of experience, not on a single fragment
of it. It is particularly appropriate, and not just
sentimental eye-dabbing, that at the end the focus of

the poem shifts from the specific and local to the cos-

mic and divine, only to return to the immediate once
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reaction from the reader, even if one were possible.
It is the poet's aim to be as comprehensive as possible,
again relying on his technique of juxtaposition which

was to be perfected in In Memoriam and Maud, but con-

ceived in early poems such as "The Poet" and "The Poet's
Mind", among others. Since the truth is arriyed at by
considering nothing less than everything, no neat systems
on the human scale are possible. A medley, in its
assoclations with eighteenth-century newspapers, is an

omnium gatherum and cannot be easily analysed or des-

cribed. If the close relationship between content and
form, setting perfect music to noble words,is an important

criterion, then The Princess is a success, since any

more polished version of what Tennyson has here attempted
on a small scale would be, on principle, unfaithful to
the major themes of the poem.

As I have stated, Tennyson applied what he had
learned to the composition of the great poems which were

to follow. Detailed treatment of In Memoriam, Maud,

and the Idylls of the King, however, is obviously out

of place in a study of paired poems. Although I have

had to bend the rules to include The Princess in my

discussion, its presence can be justified on two grounds.
First, it marks the transition between the simpler
paired poems discussed in previous chapters and the

more sophisticated poems which followed, and while it
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anticipates several important features of In Memoriam,

Maud, and the Idylls of the King, it is far richer than

the poems which had preceded it. Secondly, The Princess

is largely concerned with pairs, and with reconciling
contradictions, and solving dilemmas, whereas the
longer poems are concerned with multiplicity and com-
plexity rather than with duvuality and paradox.. The

Princess and The Lover's Tale illustrate how paired

poems are not reconciled but rather fitted together,

so that harmony emerges while each part maintains its
separate identity, like the warm gulf-stream in the cold
north Atlantic.

The subjects treated in In Memoriam, Maud, and

the Idylls are, by their nature, far too complex to be
treated in the o0ld forms which Tennyson had developed

up to The Princess. To deal with any of these themes

in a pair of poems would result in arbitrary structures,
often capriciously so, which would totally violate the
grandiose conceptions of the complexity of truth esta-
blished in the earlier poems. And yet, while pairing

is inappropriate as a structure for these poems, they
are nevertheless filled with echoes, allusions, and
even situations or sections of verse which balance and
recall others. Obviously, Tennyson did not reject the
technique alitogether, although it is equally clear

that he was interested in larger, more complicated,

more flexible, and yet far richer, patterns. Tennyson
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went on to write a few pairs in the old way, but they
show no advance in either technicue or theme. The poems
which do possess considerable imvortance, and do hold

a great deal of interest for the modern reader are

those in which Tennyson éompleted poems which he had
written earlier, varticularly "Oenone" and "Locksley

Hall".



V., TENNYSON'S SEQUEL POEMS: THE
TIDE OF TIME

Of love that never found his earthly close,
What sequel? Streaming eves and breaking hearts?
Or all the same as if he had not been?
Wait, and Love himself will bring
The drooping flower of knowledge changed to fruit
Of wisdom. Wait: my faith is large in Time,
And that which shapes it to some perfect end.
{(Tennyson, "Love and Duty", 11. 1-3,
23-6)

’

The four poems to be considered most fully here,
"Locksley Hall", "Locksley Hall Sixty Years After”,
"Oenone" and "The Death of Oenone", as well as the less
important pair, "Northern Farmer: 0l1ld Style”, and
"Northern Farmer: New Style", must be distinguished
from the poems which are intended to be read as com-~
ranion-pieces -~- "The Merman", "The Mermaid", "Mariana"
and "Mariana in the South”, "The Poet" and "The Poet's
Mind", "All Things Will Die" and "Nothing Will Die",
and "Ulysses" and "Tithonus". If these latter poems
are true pendants in the manner of "L'Allegro" and "Il
Penseroso", the two "Locksley Hall" poems and the
"Oencne" pcems are, at the risk of overstraining the

analoygy, Tennyson's Paradise Lost and Paradise Regained

in the sense that Miltcn and Tennyson in these poems

deal with a situation {(whether the fall of man or the
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rejection of a lover) and its consequences, and hence,
time performs an important function which it does not
have in the poems discussed so far. Poems like
"Ulysses" and "Tithonus" describe and analyse two
aspects of the same thing or two contrasting things
which are to be seen in conjunction with each other,
as representative of a larger unity. Thus we have
poems about mermen and mermaids, men and women (cul-

minating in The Princess), two Marianas in different

settings although suffering from the same loss, the
contrast between the poet's social function and the
jealously-guarded privacy of his mind, the contra-
dictions implicit in a purely materialistic view of

the world as opposed to the belief in a sort of
spiritual reality leading to an acceptance of immortality,
and finally, in "Ulysses" and "Tithonus", an analysis

of the difficulties inherent in the simple resolution

to go forward, in the struggle for personal and human
advancement. The companion poems are mythological,
psychological, fantastic, and the course of external
events has no influence whatever on them; they take
place out of historical time and the relationship
existing between them suggests nothing about the chrono-
logical connections they may share, and indeed, sug-
gests a certain degree of simultaneity. Thus, in the

light of The Princess we understand that the merman
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and the mermaid are not contradictory, but complementary,
like the two polemical opponents in Borges's story,

"The Theologians", who, after a lifetime of attacking
each other, die, and in heaven learn that they are both
parts of the same person. -

But in the poems which form small seqguences,
the "Oenone”, "Locksley Hall", and (with some qualifi-
cation) "Northern Farmer"” poems, the palring stresses
the passage of time rather than a change in speaker.
Although "The Northern Farmer: New Style" might appear
to be an exception to this observation, on further
reflection it is clear that the new farmer, like the
old, is merely typical of his age, and as an individual
holds little interest for the poet.l Nor is myth ex-
cluded from domination by time, for Oenone is, unlike
Tithonus, a mortal and is doomed eventually to die, and
hence time to her means much more than perpetual,
pointless suffering. As a nymph, she is mortal, but
does not possess the power to remedy her misfortune,
except through death. Tennyson seems to stress Oenone's
mortality deliberately, unlike William Morris whose

Oenone in "The Death of Paris" in The Earthly Paradise

expresses uncertainty about whether she is mortal or
not as she watches Paris die:

'0 love, O Paris, know'st thou this of me
That in these hills e'en such a name I have
As being akin to a divinity;

And lightliy may I slay and lightly save;
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Nor know I surely if the peaceful grave
Shall ever hide my body dead -- behold,
Have ten long years of misery made me 0l1d?'

2
To show that these three pairs of poems are
concerned, at least in part, with time and change is,
however, to say very littie, since it has become plati-
tudinuous to argue that the nineteenth century was
preoccupied with time, progress, history, and growing
old. From Wordsworth's "spots of time" (which are
actually moments when time 1is transcended and denied)
to the Darwinian account of the evolution of species
by the process of natural selection over millions of
years; from Miss Havisham's perverse attempt to stop
time in order to avenge her desertion to the White
Rabbit's repeatedly expressed worries about being late;
and from the political theories of progress to Oscar
Wilde's story of Dorian Gray, the entire century pro-
vides ample evidence of preoccupation with the subject.
Even the Pre—Raphéelites, disgusted by the vulgarity
of Victorian England, rather self-consciously chose to
admire a period of history just before the rot set in,
so that in even their most "medieval" work there is a
sense of the pressures of historical change working
against them. And it is equally significant that
William Morris's Nowhere is not a timeless Utopia like
Sir Thomas More's, but a rather bizarre conflation of

an idealised medieval past and a secularised New
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Jerusalem. Time and historical change are favourite
themes, of course, of Tennyson, particularly in the

Idylls of the King, where emphasis is placed on the

rise, corruption, decay, and collapse of political sys-
tems, and more generally, the cycles of history. The
contemporary reviewers complained as much about the
history in the Idylls as about the poetry, mainly be-
cause the poem was set in the remote past. Ruskin found
the poem too finished and remote,3 and another writer
attacked it because it was based on material which was
far too alien and unsympathetic for the Victorian
readers to appreciate or understand.4

What is often most distinctive and striking
about Victorian treatments of time is its blind remorse~
lessness, analogous in some respects to the inexorability

of natural selection. In Memoriam, even though it was

published almost a decade before Darwin's Origin of
Species, is steepéd in the geological evidences for
evolution which also lie behind Darwin's account, and
the poet's horror at the immense wastage caused by
Nature is particularly moving in the context of the
death of Hallam:
Are God and Nature then at strife,
That Nature lends such evil dreams?

So careful of the type she seems,
So careless of the single life;
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'So careful of the type?' but no.
From scarped cliff and gquarried stone
She cries, 'A thousand types are gone:
I care for nothing, all shall go.'
(In Memoriam, LV 5-8,
LVI 1-4)

The relentless face of time here has much in common

with what occurs in the Idylls of the King and the two

"Northern Farmer" poems. However, it is very dif-

ferent from that in the conclusion of In Memoriam and

the two other pairs to be discussed here, the two
"Oenones" and "Locksley Halls". But in all three
palirs time is only a subordinate theme, and in fact,
Tennyson's use of time is virtually as a technique
employed to gain a fuller perspective on the truth, as
he did in another way in "Ulysses" and "Tithonus".
Whereas in the pendant poems Tennyson dealt with ap-
parently simultaneous and mutually exclusive points
of view, here he treats the changes which can take
place after a lapse of time. In these poems Tennyson
studies the effects of time and suffering (though for
the speaker of "Locksley Hall Sixty Years After" the
suffering has been rather less intense than he had
earlier expected), leading to a resolution of the
basic conflict, begun many years earlier, in death.

The biographical implications of the "Oenone"
and "Locksley Hall" pairs are somewhat puzzling.

"Locksley Hall Sixty Years After" was written and
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published in 1886 as a sequel to "Locksley Hall" which
had been written in 1837-8 and published in Poems of
1842. "Oenone", written in 1830-2 and published in
1832 and "The Death of Oenone" written in 1889-90 and
published posthumously in 1892, cover a much longer
span of time -- virtually all of Tennyson's publishing
career. Of the three pairs, the "Northern Farmers"
show the shortest interval between the two poems, the
first being written in 1861 and published in 1864, and
the second one in 1865 (prompted, no doubt, in part by
the recent success of the first) and published in 1869.
But one is tempted to ask why Tennyson should have
written "Locksley Hall Sixty Years After" and "The
Death of Oenone"”, even if the popularity of the first
"Northern Farmer" is enough to justify the second and
the succeeding Lincolnshire-dialect poems, such as "The
Northern Cobbler" (published in 1880) and "The
Spinster's Sweet-Arts" (published in 1885). It was a
problem which T.H.S. Escott tried to answer with speci-
fic reference to the second "Locksley Hall" in the
review, "Tennyson's Last Volume", in 1886:

Nature seems to have decreed that a man whose

intellectual strength shows no signs of

abatement should in his later years return,

not to the dull monotony of middle age, but

to the earlier visions of his prime. In

Lord Tennyson's case, at any rate, his most

recent volume recalls the style of many of

his earlier productions....In his ... last
period comes the happy relapse into the



206

earlier style, the return to ballads, to

cla;sical pc?ems5 to romantic idyls, and

musical 1lyrics.
We need not endorse Escott's judgments to see the use-
fulness of his general remarks. Particularly in the
1889 and 1892 volumes one is aware of the poet's sense
of impending death, no doubt precipitated by his al-
most-fatal attack of rheumatic gout in the autumn and
winter of 1888-—9.6 Many of the poems from this period )
are in fact meditations on death: "Crossing the Bar",
"Vastness", "Far -~ Far - Away", "Doubt and Prayer",
"The Silent Voices", and "God and the Universe". And
if we remember that "Locksley Hall Sixty Years After"
was written in 1886, one of the last poems in the 1886
volume to be written, then it perhaps is possible to
see Tennyson beginning at about that time, when he was
seventy-seven, to reconsider his earlier work as he
prepared for his death. One's impression in the last
three volumes is that of an aged poet becoming increas-
ingly preoccupied with his own death at some unknown
date in the future, and less with Hallam's a long time
ago in the past -- an impression of turning from his
past to the future, commenting on and "completing" two
of his most famous early poems, "Oenone" and "Locksley
Hall".

In so doing, the aged Tennyson was invi;ing
comparison with two of the most acccmplished and popular

of his poems. "Locksley Hall", in particular, enjoyed
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among the poet's contemporaries a reputation far greater
than it has today. It was guoted everywhere and by
everybody, not solely for its poetic merit which,
indeed, was often ignored, but for its political views,
its alleged endorsement of optimism, work, progress,
Liberalism, and even aer0planes.7 The review of

Locksley Hall Sixty Years After and Other Poems in the

Athenaeum of January 1, 1887, provides an interesting
insight into the impact of the new "Locksley Hall",
suggesting the surprise felt by Tennyson's readers:
Are we not right...in saying that to attempt
a seguel to 'Locksley Hall' -- to attempt
it now when the fifth Victorian decade seems,
according to the poet, to be mainly occupied
in giving a decent funeral to the dreams of
the first, when 'the Parliament of man' has
somehow developed into a kind of European
Witenagemot with soldiers and 'Iron Chancellors'
at the head, and anarchists on the opposition
benches -- would,even in a young man, have
been procf of a daring soul?8
The political controversy stirred up by the new poem
was considerable, prodding even Gladstone into a pained
and detailed defence of the social and economic accom-
plishments of the Victorian age, lest the old Queen and
her subjects should be led astray by the pessimism of
the old man in "Locksley Hall Sixty Years After" (though
he was careful to dissociate Tennyson from the speaker's
opinions, partly because of Tennyson's official position,
and partly because of Gladstone's own warm admiration

for and friendship with the poet).9 On the other hand,

as a result of Tennyscn's death a month-and-a-half before,
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the publication of The Death of Oenone, Akbar's Drean,

and Other Poems received little criticism, and contem-

porary reviewers seen tc have felt obliged to recant
any heretical views held in reaction against Tennyson,

10 Thus,

and to pay their pious respects to the dead.
there is relatively little evidence, either biographi-
cal or critical, on which to judge the motives behind
the writing of the poem and its impact on the public,
overshadowed as it was by the news of Tennyson's
saintly demise. The Memoir, too, lapses into respect-
ful silence about the last volume although it informs
us that Tennyson himself viewed the poem as the
attainment of a greater and more mature classicism in
form and language than in the first "Oenone".ll
If we are to follow Tennyson's completed
sequences chronologically, we must begin with the
"Northern Farmer" poems, the last of the three pairs
to be begun, and the first to be completed. 1In a sense,
as I have suggested earlier, it is gquite wrong to say
that it is a compwleted sequence, since the two poems
are clearly not "complete" as are the "Oenone" poems,
for example. If the "New Style" farmer is a conclusion
to the first, it is one in which nothing is concluded.
But since the two poems are obviously meant to be con-
sidered as a pair, and since they do show in a rough

form the poetic uses which Tennyson makes of the nineteenth-

century intersst in time, they will serve well as a
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basis for the discussion of the "Oenone" and the
"Locksley Hall" poems.

Both "Northern Farmer: Old Style" and "Northern
Farmer: New Style" were suggested by &necdotes which
Tennyson had heard and, in both cases, by phrases which
established the main theme for each poem. The Memoir
provides Tennyson's own account of their genesis:

'The first is founded on the dying words of
a farm—-bai1liff, as reported to me by a great
uncle of mine when verging upon 80, -~ "God
A'mighty little knows what He's about, a-
taking me. An' Sguire will be so mad an'
all." I conjectured the man from that one
saying.

'The "Farmer, new style" (in "The Holy
Grail" volume), is likewise founded on a
single sentence, "When I canters my 'erse
along the ramper (highway) I 'ears proputty,
proputty, proputty." I had been told that
a rich farmer in our neighbourhoed was in
the habit of saying this. I never saw the
man and know no more of him. It was also
reported of the wife of this worthy that,
when she entered the salle & manger of a
sea bathing-place, she slapt her pockets
and said, "When I married I brought him
£5000 on each shoulder."'l2

It is perhaps difficult for us to respond enthusiasti-

cally to these poems, partly because of the difficulties

of the dialect and the disrepute into which dialect verse has
fallen. The "Northern Farmer: O01ld Style" poses another
difficulty in the dying man's display of the "grand

old heathen" virtues, which J.M. Ludlow praises so

3 and his protestations of loyalty to the

lavishly,l
squirearchy appear to border on the maudlin, The
rather grotesque comady helps to make some of the more

pathetic moments in the poem palatable to the modern
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reader, although the comedy is more successful in the
second poem where there is less to cover up. In
neither poem, however, does Tennyson strain to win the
reader's sympathy for his characters or what they say,
but is content simply to draw two pertraits which

14 So vital are both characters

speak for themselves.
that, even in the earlier poem with its inherent dan-
gers of a tearful death-bed scene, one's final impres-
sion is of the character and not of the poignancy of
the occasion. The first Northern Farmer is a man who
has no regrets or confessions as he lies dying, but
only the complacent satisfaction which he derives from
having done his duty by the Sguire, by the land, and

by his illegitimate son, whom he accepts cheerfully
while disclaiming any moral responsibility for the boy,
"for she wur a bad un, shed" ("Northern Farmer: O01l1ld
Style", 1. 22). The dying man is a representative of
the rural folk threatened and actually destroyed in the
nineteenth century by urbanisation and the development
of industry, a group whose extinction greatly moved
Tennyson.

In the first poem there is obvious respect for
the 0ld man's hard work in clearing the land, and for
his casual, rather cheerful, acceptance of superstitions:

D'ya moind the waaste, my lass? naw, naw,

tha was not born then;
Theer wur a boggle in it, I often 'eard 'um mysen;
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Mozst loike a butter-bump, fur I ‘'eard 'um
gbout an' about, .
But Istubbed 'um oop wi' the lot, an' raaved
an' rembled 'um out.
("Northern Farmer: 01d Style", 11. 29-32)

The self-confidence with which he clears a game-keeper's
ghost out of waste land as easily as he rids it of
weeds 1is shkcwn also in his defiance of the doctor's
instructions not to drink his daily pint of ale, and
the skepticism which he expresses about the effect of
Parson's sermons, "An' I niver knawed whot a meaned
but I thowt a 'ad summat to saay, / An' I thowt a said
whot a owt to 'a said an' I coomed awaay" ("Northern
Farmer: O©014 Style", 11. 19-20), and most clearly of
all, perhaps, in the wish, "If godamoighty an' parson
'ud nobbut let ma aloan" ("Northern Farmer: 01ld Style",
1. 43). Crude, unreasonable, and stubborn he may be,
but he possesses the virtues of generosity, diligence,
integrity, and a refreshing skepticism about what is
alien to his own iimited experience. The passing of
such a farmer, and his old style, is clearly to be
regretted in the light of his successor.

The new style of the second Northern Farmer
possesses all the earthiness and stubbornness of his
predecessor, but none of the redeeming gualities to
raise him bkeyond selfishness and a certain low-minded
cunning. Whereas for the first farmer Bessie Marris

is a "bad un" as a result of her lcose morals, for the
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new style farmer, "good" and "bad" describe only the
wealth or poverty of his con's prospective brides. Such
terms of moral wortih are used by the farmer to conceal
the sort of blatant and vulgar materialism of which
Tennyson accuses the farmer's wife in the anecdote
quoted earlier. These are the criteria which form the
basis of Shylock's assessment of Antonio's character

in The Merchant of Venice: "My meaning in saying that

he is a good man is to have you understand me he is
sufficient" (I.ii.l14-6). The farmer repeatedly stresses
his conviction that "them as 'as it's the best"” ("The
Northern Farmer: New Style", 1. 44); his father "tued
an' moiled 'issén dead, an 'e died a good un, ‘e did"

(1. 52); and then the farmer confronts his son with

the final threat of disinheritance: "And if thou mar-
ries a good un I'll leave the land to thee..../ But if
thou marries a bad un, I'll leave the land to Dick"

(11. 56, 58). In the father's mind "munny" and "pro-

putty" have become idées fixes in which confusion be-

tween wealth and virtue have prejudiced him, presumably
unjustifiably, against the parson's daughter, who will
have to earn her living as a governess. The farmer's
weakness assumes added significance when one compares
his confusion of money and virtue with the similar, but
much less harmful, confusion in "The Spinster's Sweet-

Arts" where the association of each of the spinster's
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former suitors with one of her cats, becomes a confusion
of men and pets in the reader's mind as well as in the
speaker's. Accordiig to Northrop Frye's description

of comic structures, we can see that the farmer repre-
sents the archetypal obstructing character whose function
it is to prevent the marriage of the younger couple.
While it is immediately obvious that, unlike most
comedies, the farmer himself is the focus of attention,
it is nevertheless useful to bear Frye's idea in mind

to enable us to grasp more fully the precariousness of
the farmer's position, in that while he is trying to
thwart the more general "comic" conclusion in Frye's
sense of the word, at the same time he serves as a

butt for the poem's satire.

Thus, the poem's humour and its more serious
criticism of the farmer's views emerge from the same
aspect of his character. While the farmer is blind
to all else but wealth, yvet within this limited area
he is capable of remarkably subtle (and cynical) moral
distinctions. Thus, he is contemptuous of his son's
wish to marry for love and argues that he came to love
his own wife all the more for her money, but yet con-
cedes that it is best to marry for bhoth, without ever
yielding to passion: "Luvv? what's luvv? thou can
luvv thy lass an' 'er munny too, / Maakin' 'em goa

togither as they've good right to do" (11. 33-4). And
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his attitude to gentle birth is equally undiscrimi-
nating: "what's gentleman burn? is it shillins an'
pence?" (1. 43). Yet his niceness of moral justifi-
cation is evident in accepting the advice offered to
him by his Quaker friend,."Doén't thou marry for munny,
but goa wheer munny is!" (1. 20), presumably advocating
the more refined policy of consorting with wealth and
then inevitably marrying an heiress, rather than
undertaking the risk of catching her eye while still

an obvious fortune-hunter, thereby opening oneself to
slanders on one's motives. So great indeed is his
avarice that he slips from such acumen to gquite consider-
able obtuseness without concern, trapping himself in
inconsistencies, such as that about the relationship
between work and wealth -- he praises his father for
working hard and yet rejects the parson's daughter
because she will have to.

But the férmer exposes his real vulnerability
when he admits his own fondness for girls in his youth,
though he now sees love as a sort of disease against
which it is possible to immunise everyone, including
his son: "I knaws what maakes tha sa mad. / Warn't I
cradzed fur the lasses mysén when I wur a lad?" (11.17-8).
Here, in contrast to the other northern farmer, Sammy's
father in his o0ld age, utterly denies’ the strength and

value of his youthful passions -- he would be incapable
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of acknowledging and raising an illegitimate son. This
is essentially the contrast between the two men, and
Tennyson's pecint about the growing meanness, and not
just in a financial sense, in such a class is clearly
established. The comedy in the second poem is more
bitter, more abrasive than in the earlier, and this
fact tends to lead to the inconclusiveness one feels

at the end of this pair of poems; the observation of
the two characters is undoubtedly accurate and percep-
tive, but there is no attempt on the part of the poet
to explain why this change of heart has come about, nor
to say what it will mean or eventually lead to. And
for anyone reading more widely in Tennyson, it is
puzzling that here the poet laughs, albeit somewhat
bitterly, at a situation which in "Aylmer's Field",
"Lady Clara Vere de Vere", the "Locksley Hall" poems,
and above all, in Maud, provokes nothing less than
outrage.

"Northern Farmer: WNew Style" offers an interest-
ing comparison with "Locksley Hall Sixty Years After"
in the counsel which two old men offer to their young
male relatives about money and marriage, based on
memories of their own exverience. But the speaker in
both "Locksley Hall" poems is the same man, allowing
for the passing of sixty years betweeh the two, and at
the end of these poems we see a growth in tolerance,

a less strident and vindictive assertion of the eco,
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without any real alteration in the speaker's most
personal convictions. "Locksley Hall Sixty Years
After" owes much of its power to the fact that it
incorporates the central situation of the original
poem in the person of the speaker's grandson, a frus-
trated lover in similar circumstances to his jilted
grandfather sixty years earlier. So great is the
similarity between the two men, indeed, that one al-
most expects to learn that the grandfather's name is
Leonard as well.

On the speaker's second return to Locksley Hall,
he does not make a solitary detour from the hunting
expedition which he is sharing with his friends, but
instead comes to meet his grandson in preparation for
the funeral of Amy's husband, the man whom he had
earlier abused as a clown. This trip to Locksley Hall,
then represents for the old man a return to the hone
where he was raised by his mercenary and callous uncle,
where he fell in love with his cousin Amy, and to the
estate which he lost when she married another man. But
it is not just in the form of vague memories that he
revisits his past. Leonard's own misfortune in love
inevitably compels the old man to reassess his own
experience, through facing a youth still at the height
of his passion and rage, and subject to the same tempt-

ations to babble as the grandfather was and still is.
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Because, however, sixty years separate the frustration
of the two lovers, the o0ld man is free to comment not
just on the past, whether his own or that of the
society which blighted his hopes, but on the present
state of affairs and the changes which he observes,
although he is noticeably reticent about the future
in his old age.
The speaker in "Locksley Hall Sixty Years
After” is easily recognisable as the hero of the
earlier poem, and it is an indication of Tennyson's
skill as a craftsman that he could recreate the speech-
patterns and the rhetorical habits of the young man,
with only sufficient changes to suggest the decline in
energy between the two poems. Otherwise, the old
tricks are still present, among them, the heavy repeti-
tion and parallelism, as the following examples
illustrate:15
Curseéd be the social wants that sin against
the strength of youth!
Curséd be the social lies that warp us from
the living truth!
Curséd be the sickly forms that err from
honest Nature's rule!
Cursad be the gold that gilds the straitened
forehead of the fooll
("Locksley Hall", 11. 59-62)
and
Not in wain the distance beacons. Forward,
forward let us range,

Let the great world spin for ever down the
ringing grooves of change.
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Through the shadow of the globe we sweep

into the younger day:

Better fifty years of Europe than a cycle of

Cathay.

Mother-Age (for mine I knew not) help me as

when life begun:

Rift the hills, and roll the waters, flash

the lightnings, weigh the Sun.

("Locksley Hall", 11. 181-6)

The parallelism of the first excerpt stresses the
persistent state of corruption on all sides, and in the
second, illustrates a linear view of progress which
is postulated here but denied in the sequel. The con-
trast becomes clearer with examples from "Locksley
Hall Sixty Years After":

Gone the cry of "Forward, Forward," lost

within a growing gloom;

Lost, or only heard in silence from the

silence of a tomb.

("Locksley Hall Sixty Years After", 11. 73-4)
This couplet echoes the enthusiastic statement of youth,
but does so with an unrhythmical lurch instead of tidy
parallelisms, and.with the words repeated at irregular
intervals; the effect of uncertainty, particularly in
the second line, is of course, well prepared in the
conviction of the "Forward, Forward" which, however,
soon becomes lost and confused.

Even more characteristic of the old man's
rhetoric, however, is his use of chiasmus, a device
which is of considerable thematic significance:

Chaos, Cosmos! Cosmos, Chaos! who can

tell how all will end?

Read the wide world's annals, you, and
take their wisdom for your friend.

. . . » . ] . . . . . . - . - . s . - . . .
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Chaos, Cosmos! Cosmos, Chaos! once again
the sickening game;
Freedom, free to slay herself, and dying
while they shout her name.
("Locksley Hall Sixty Years After",
11. 103-4, 127-8)
The first chiasmus brilliantly captures the turbulent
ebb-and-flow pattern of history which is the basis of
the second poem, while making allowance for contemporary
despair by the ease with which the one can replace the
other. In the second couplet it is reinforced by the
much less rigid pattern of Freedom and Death ("Freedom
...slay...dying...her name"), again showing the uncer-
tainty of the age, epitomised in line 193, "Forward,
backward, backward, forward". The device is also used
in connection with the ideal world, whether in the
future when man is guided by a principle of unity with
ail other men, "all for each and each for all" (1. 160)
or in the stars where the final harmony between acti-
vity and passivity is to be found:
Hesper, whom the poet called the Bringer
home of all gcod things.
All good things may move in Hesper, perfect
peoples, perfect kings.
("Locksley Hall Sixty Years After", 11. 185-6)
That the same device should be put to two contradictory
uses is perfectly consistent with the rest of "Locksley
Hall Sixty Years After" in which the o0ld model of
linear development and confidence in easy answers is

no longer acceptable, and in which a desperate desire

for steady progress and simplicity is countered by a
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recognition of setbacks and complexity. This is not
to say that the old man is crippled by doubts, since
at the end of his monologue, the old words and paral-
lelism re-emerge:

Follow you the Star that lights a desert
pathway, yours or mine.

Forward, till you see the highest Human
Nature is divine.

Follow Light, and do the Right -- for man
can half-control his doom --

Till you find the deathless Angel seated
in the vacant tomb.

Forward, let the stormy moment fly and
mingle with the Past.
I that loathed, have come to love him.
Love will conguer at the last.
("Locksley Hall Sixty Years After", 11.275-80)

Apart from the manner of speech, the old man
retains the anger he felt as a young man at the links
between his own marital frustrations and the corruption
of the age. He cannot resist this theme when he com~
pares his Amy with his grandson's Judith:

Amy loved me, Amy failed me, Amy was a timid
child;

But your Judith -- but your worldling --
she had never driven me wild.

She that holds the diamond necklace dearer
than the golden ring,

She that finds a winter sunset fairer than
a mern of Spring.

She that in her heart is brocoding on his
briefer lease of life,

While she vows 'till death shall part us',
she the would-be-widow wife.

She the worldling born of worldlings =--
father, mother -- be content,



221

Even the homely farm can teach us there is
something in descent.
("Locksley Hall Sixty Years After", 11.19-26)
In fact, in drawing such a connection, the Locksley
Hall hero can be linked with a much earlier Tennysonian
mourner who, in "The Walk at Midnight" (1827), turns
from the peacefulness of his visit to the churchyard
where his mother is buried to the vulgarity and deca-
dence of the commercial world of daylight:
Unto my ravished senses, brought
From yon thick-woven odorous bowers,
The still rich breeze, with incense fraught
Of glowing fruits and spangled flowers.
The whispering leaves, the gushing stream,
Where trembles the uncertain moon,
Sulit more the poet's pensive dream,
Than all the jarring notes of noon.
Then, to the thickly-crowded mart
The eager sons of interest press;
Then,shine the tinsel works of art --
Now, all is Nature's loneliness! (11. 17-28)
In all three situations, the speaker's train of thought
moves guite naturally from the sense of private loss
to the cause of public gain in commerce. But sixty
years of experience have made the hero of "Locksley
Hall" much more tolerant of other men and their
follies and much less willing to condemn. As a re-
sult, there is less of the absurd posturing found in
the original poem, as, for example, when the young

man decides to flee to a tropical paradise in order to

escape frcm the society which he hates so much:
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To burst all links of habit =-- there to
wander far away,

On from island unto island at the gateways
of the day.

Larger constellations burning, mellow moons
and happy skies,
Breadths of tropic shade and palms in cluster,
knots of Paradise.
Never comes the trader, never floats an
Eurcpean flag,
Slides the bhird o'er lustrous woodland,
swings the trailer from the crag;
Droops the heavy-blossomed bower, hangs the
heavy-fruited tree --
Summer isles of Eden lying in dark-purple
spheres of sea.
There methinks would be enjoyment more
than in this march of mind,
In the steamship, in the railway, in the
thoughts that shake mankind.
There the passions cramped no longer shall
have scope and breathing space;
I will take some savage woman, she shall
rear my dusky race.
("Locksley Hall", 11, 157-68)
Apart from the extravagance implicit in such a pro-
ject, the idea is undercut to a large extent by the
speaker's youthful vision in which the "heavens fill
with commerce, argosies of magic sails, / Pilots of
the purple twilight, dropping down with costly bales"
("Locksley Hall", 11. 121-2), in which commerce plays
its part in a fantastic, romanticised future. Nor can
he accept his savage woman as the mother of his chil-
dren for very long, since within a fgw lines he refers,

not to a primitive paradise, but to herding with

narrow-foreheaded beasts, and beiny "mated with a squalid
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savage™ (1. 177). When he recovers his balance after
his outburst, it is important to recognise that he
overcompensates for it by proposing a cultural pride
which is as extreme in its limitations as the pursuit
of an island in the sun.

These extreme views have left the old man, or
have been considerably diminished after sixty years, so
that, while he still rages against the injustices of
the day, there is ample evidence that he has gained in
emotional and intellectual maturity. Age has not
brought tolerance alone; and in fact, what appears to
be a virtue in him has been won only with difficulty,
since he has had to struggle with a profound disil-
lusionment which expresses itself in terms of skeptical
tolerance rather than misanthropy. Although the 0ld man
has lost all confidence in the steady progress of
mankind, he has not forsaken his ultimate objectives
and hopes, but he now realises more clearly than before
that his hopes alone are unable to control the course
of the future. But, in order to understand his devel-
opment fully, we must look more closely at the original
"Locksley Hall".

"Locksley Hall" is concerned with the two
interrelated themes of marital frustration and the
corruption of the society preventing the speaker's

marriage. He is not the victim of sexual frustration
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per se, but only in its social sense of marriage, since
the speaker's love is returned by Amy, though she is
controlled by the greedy ambitions of her father who
forces her to marry a wealthy hunting clown. Since
Amy is weak and easily manageable in her father's
hands, the young lover sees her timid acceptance of
his unreasonable demands as a betrayal from motives
of selfishness imposed by or inherited from her father,
The young man's outrage is so great that he too easily
forgets the strength of Amy's love for him, in spite
of the fact that his account of their mutual confession
of love is as fair to Amy as it is penetrating in its
psychological insight:
And I said, 'My cousin Amy, speak, and
speak the truth to me,
Trust me, cousin, all the current of my
being sets to thee.'
On her pallid cheek and forehead came a
colour and a light,
As I have seen the rosy red flushing in
the northern night.
And she turned -- her bosom shaken with a
sudden storm of sighs -~
All the spirit deeply dawning in the dark
of hazel eyes --
Saying, 'I have hid my feelings, fearing
they should do me wrong;'
Saying, 'Dost thou love me, cousin?'
weeping, ‘I have loved thee long.'
("Locksley Hall", 11. 23-39)
The lover's inflated rhetoric and his hyperbolic

expression of devotion to her form a revealing foil

to her quiet, rather timid, response, although the
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lover's use of the storm of sighs image, which became
so hackneyed in Elizabethan love poetry that it ex-
pressed little more than mild interest or concern, is
apparently more than a silly exaggeration since Amy's
distress is obviously profound. Once they have shared
their feelings, however, the verse achieves one of its
rare moments of happiness:
Love took up the glass of Time, and turned
it in his glowing hands;
Every moment, lightly shaken, ran itself
in golden sands.
Love took up the harp of Life, and smote
on all the chords with might;
Smote the chord of Self, that, trembling,
passed in music out of sight.
("Locksley Hall", 11. 31-4)
But such a transcendence of time and the self soon
yields to the pressures exerted by Amy's father, and
their plans for marriage are thwarted.
The frustrated lover is clearly incapable of
a logical explanation of the connections between the
causes of his own unhappiness and the social abuses he
observes around him. Nevertheless, it is possible to
deduce the links in his own mind. Unlike the speaker
in "The Walk at Midnight", he does not regard the world
of commerce as an antithesis of his own state of soli-
tary grief, but rather as the major cause of it. The
point is that he considers himself an outsider being

.

excluded from a closed economic system, since "Every
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door is barred with gold, and opens but to golden
keys" (1. 100) which he does not happen to possess.
And he emphasises “he ambiguity inherent in the word
"suitor" to suggest the connections, when he comments
bitterly, "Every gate is thronged with suitors, all the
markets overflow" (1. 101).
Tennyson is careful to provide the reader with
a clue about the extent to which the speaker's marital
obsessions colour what he says. It is important that
we should recognise this before sympathising too fully
with the young man, or before associating him too
closely with the poet, for Tennyson was too keen and
knowledgeable as an amateur astronomer to have been
unsure of the facts when he wrote:
Many a night from yonder ivied casement,
ere I went to rest,
Did T look on great Orion sloping slowly
to the West.
Many a night I saw the Pleiads, rising
through the mellow shade,
Glitter like a swarm of fire-flies tangled
in a silver braid. (11. 7-10)
These four lines contain a rich and complex allusion to
the themes of time and love in the poem. The extended
passage of time is underlined simply by reversing the
order in which Orion and the Pleiads appear in the
summer sky; in fact, the Pleiads precede Orion, and
in making this change, Tennyson suggests a period of

nearly a year, rather than a couple of months of summer.

16
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The theme of love is to be traced in a mythological
explanation of the astronomical fact that Orion
appears to pursue the Pleiads through the sky, though
one must add that it is only one of several myths
referring to the two constellations either singly or
together. The order of the Pleiads and Orion, accord-
ing to the myth, is an eternal and cosmic symbol of
Orion's frustrated love for the daughters of Pleione:
When Pleione once was travellingthrough
Boeotia with her daughters, Orion, who was
accompanying her, tried to attack her. She
escaped, but Orion sought her for seven
years and couldn't find her. Jove, pitying
the girls, appointed a way to the stars....
And so up to this time Orion seems to be
following them as they flee toward the West.
Our writers call these stars Vergiliae,
because they rise after spring. They have
still greater honour than the others, too,
because their rising is a sign of summer,

their setting of winter -- a thing which is
not true of other constellations.l7

Obviously, there is no question of rape in "Locksley
Hall", but the image of perpetual frustration,; so

much more poignant here than in Keats, is nevertheless
particularly apt, even to such details as the corres-
pondence between Orion the hunter and the fact that

the speaker is engaged on a hunt with his merry com-
rades. The image above combines the two ideas to even
greater effect, for when the young man cbserves the
pursued chasing the pursuer through the sky, Orion's
cause obkviously becomes hopeless. That the speaker now

can extract such a pattern from the stars which he saw

in his youth, before he fell in love, shows the
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traumatic effect which losing Amy has had on him, and
suggests that what he says about anyone or anything
outside himself should be viewed with some skepticism,
a detachment which prepares for the revised opinions
expressed in "Locksley Hall Sixty Years After".

As the young man's success in love fares, so
fares the optimism with which he views change and time.
Only after Amy confesses her love for him is he
apparently freed from time, since the image of the up-
turned hour-glass seems to suggest some sort of
momentary stoppage of time for the two lovers, before
the sands run backwards. As a boy, he was content
to believe in progress, though words like "fairy tales”
indicate that he now views his youthful optimism
cynically:

lHere akout the beach I wandered, nourishing

a youth sublime

With the fairy tales of science, and the

long result of Time;

When the centuries behind me like a fruitful

land reposed;

When I clung to all the present for the

promise that it closed:

When I dipt into the future far as human

eye could see;
Saw the Vision of the world, and all the
wonder that would be.
("Locksley Hall", 11. 11-6)
These lines represent his naive view of smooth, unin-
terrupted development to which he adhered before being

thwarted in love. For the young boy, the present is

neatly develoced from the past, and with the help of
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Science, will lead to the fulfilment of his dream of
an ideal future, without disruption of the process.
It is somewhat surprising, however, that the young
speaker still believes improvement is possible on the
basis of a present which is so pernicious:
So I triumphed ere my passion sweeping
through me left me dry,
Left me with the palsied heart, and
left me with the jaundiced eve;
Eve, to which all order festers, all things
here are out of joint:
Science moves, but slowly slowly, creeping
on from point to point:
Slole comes a hungry people, as a lion
creeping nigher,
Glares at one that nods and winks behind
a slowly-dying fire,
Yet I doubt not through the ages one
increasing purpose runs,
And the thoughts of men are widened with the
process of the suns.
("Locksley Hall", 11. 131-8)
His conclusion seems to be that history is an evolutionary
process with at least some continuity: whereas sixty
vears later, he will conclude that the meaning of his-
tory is guaranteed, not by its development or by some
threat running through it, but by its end, by the in-
sight that, in the words of "The Dreamer":
Moaning your losses, O Earth,
Heart-weary and overdonel
But 211's well that ends well,
Whirl, and follow the Sun! (11. 17-20)

The Shakespearean proverb, although it sounds glib, is
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not the result of woolly thinking easily falling into
a cliche, but of firm conviction and optimism on
Tennyson's part. And when one considers the age of
the speaker in "Locksley Hall", it is not surprising
that his interests lie mére with evolution than with
theology.

The only exception to the general progress
which the young man foresees, however, concerns Amy
herself. While married to such a husband as the one
imposed on her by her father, she can be moulded as
easily by her husband's coarseness as by her father's
greed, and in time, will become a hypocritical old
woman proffering to her children pointless and unwel-
come advice based on her own unhappy experience:

Thou shalt lower to his level day by day,

What is fine within thee growing coarse to

sympathise with clay.

As the husband is, the wife is: thou are

mated with a clcwn,

And the grossness of his nature will have
weight to drag thee down.

0, I see thee old and formal, fitted to thy
petty part,

With a little hoard of maxims preaching down
& daughter's heart.

'They were dangerous guides the feelings --
she herself was not exempt --
Truly, she herself had suffered' -- Perish
in thy self-contempt! .
(YLocksley Hall", 11. 45-8, 93-6)

And the result of Amy's decline will be that she, like

her father, will be guilty of denigrating the value of



231

the emotions of the young, and of repeating the situa-
tion of which they are the recent victims.

Given the young man's grief and his revulsion
at the age in which he lives, it is only natural that
he should consider some means of escape, whether by
suicide (l11. 56-8), or by means of his own particular
South Sea Bubble. This is one of the most fémous
passages in the poem, and therefore need not be dis-
cussed in detail, but perhaps it would be well to con-
sider his motives for contemplating such an existence,
anticipating that actually adopted by Gauguin, and what
he hoped to achieve by it. At first, he seems to want
to return ("retreat" is his word) to "yonder shining
Orient, where my life begegan to beat" (1. 154), as if to
complete the cycle of his life. He speaks as if he were
the hero in a Conrad novel with his plans "to wander
far away, / On from island unto island at the gateways
of the day" ({(l11i. 157-8). Finally, however, the dream
assumes the full flavour of primitivism, and the speaker
denounces anything European and corrupt: there will be
no trade, no patriotism, no steamships, no railways,
no "thoughts that shake mankind" (1. 166), no inhibi-
tions for the passions and above all, no angel in the
house, but only a "savage woman" (1. 168). This vision
proves impossible to sustain, and the bubble bursts,.
leaving no ftrace of the savage paradise apart from

revulsion at its bhestiality and the speaker goes on to
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reject any kind of escape, even if it is a divine gift,
"I that rather held it btatter men should perish one

by one, / Than that eax should stand at gaze like
Joshua's moon in Ajalon. (11. 179-80). He manages to
retrieve as much of his youthful enthusiasm as possible
(and hence the past tense of "held" above), and presses
on; now that he has no more family ties, he vields him-

1
8 and whatever advances are

self to his "Mother-Age"
possible for man: "O, I see the crescent promise of

my spirit hath not set. / Ancient founts of inspiration
well through all my fancy yet.” (11. 187-8).

But as the poem ends, the reader becomes
increasingly conscious of something unsettled, some-
thing a little slapdash. There is no resolution of
the problems raised in the poem concerning the fulfil-
ment of love, or the possibility of reconciliation to,
and constructive action in, the speaker's society, but
only a rather petulant curse on the house and the
family, and a return to his hunting, a pastime which
acquires some thematic significance at the end of the
poem.

Howsoever these things be, a long farewell

to Locksley Halll!

Now for me the woods may wither, now for

me the roof-tree fall.

Comes a vapour from the margin, blackening

over heath and holt, ‘

Cramming all the blast before it, in its

breast a thunderbolt.

Let it fall on Locksley Hall, with rain or
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hail, or fire or snow;
For the mighty wind arises, roaring seaward,
and I go.
("Locksley Hall", 11. 189-94)

If particular importance is given to che word
"go" in the last line of "Locksley Hall", one of the
most significant words of "Locksley Hall Sixty Years
After" is "gone". In the sequel, the speaker is not
alone in a literal sense from having wandered from a
group of friends, but metaphorically, because all his
friends are dead: Amy has been dead for almost all of
those sixty years, having died with her baby in child-
birth; Amy's father is also dead, as are "the comrades
of my bivouac" (1. 45); the sveaker's wife of forty
vears, Edith; their son, Leonard, and his wife, and
most recently, Amy's husband. It is on the occasion
of the latter's funeral *hat the o0ld man and his sole
surviving relative, his grandson, who is now about to
inherit Locksley Hall, meet outside the house, prompting
the old man to reflect on all that has happened. The
speaker's past is recalled to him in the various ways
outlined earlier, but perhavs it is his grandson's
recent rejection by Judith which focusses his thoughts
most clearly.

The central image in, as well as the germ of,
the poem is the picture of the two children which hangs

in the house:
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In the hall there hangs a painting --
Amy's arms about my neck --
Happy children in a sunbeam sitting on
the ribs of wreck.
In my life there was a picture, she that
claspmed my neck had flown;
I was left within the shadow sitting on
the wreck alone. (11, 13-6)
The distinction drawn here is not so much the usual
one between life and art, illusion and reality, as a
contrasting of stasis and change. Associated with the
hall, which the speaker failed to inherit when he lost
Amy, is the portrait itself and a stable system of
inheritance and steady, peaceful change (perhaps gen-
tle decay), incompatible with the world of abrupt
reversals and upheavals outside the estate. The out-
side world can imitate Locksley Hall's changelessness
only in the exact and unexpected repetition of events
such ac we observe in the parallels between the two
forsaken lovers, their experience being as painful as
Locksley Hall's. But because the o0ld man has gained
experience from his loss of Amy, he can moderate the
young man's sense of anger and frustration (and it is
clear that the 0ld man is reassessing his own perform-
ance in "Locksley Hall" as much as he is comforting
his grandson):
'Curse him!' curse your fellow-victim?
call him dotard in your rage?

Eves that lured a doting boylood well might
fool a dotard's age.
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Jilted for a wealthier! wealthier?
vet perhaps she was not wise;
I remember how you kissed the miniature
with those sweet eves. (11. 9-12)
Such a judgment is in remarkakle contrast to the see-
sawing views of "Lockslev Hall". Here, the speaker
makes no exceptions on behalf of his grandson. While
he recognises that the one lover is as weak-headed as
the other, he acknowledges the strength of the young
man's passion and the allure of Judith's beauty without
either mocking them as the new style Northern Farmer
would, or giving in to indulgent sympathy. Whereas,
in the earlier poem he depicted himself and his
generation as being repressed by their elders, now he
draws no distinction between youth and age, even going
so far as to observe that "Youth and age are scholars
yvet but in the lower school™ {1. 243), a line which as-
sumes considerable significance in a poem pervaded with
death.

At the same time as he breaks down the barriers
between the generations, his attention turns on a more
personal level, as it did not in the earlier pocem, to
the virtues to be found in individual actions and indi-
vidual lives. Sixty years earlier, he had entrusted
himself to what remained of his belief in progress and
to the Mother-Age from which the future was to develop.

The cry of "Forward, forward let us range"” in "Locksley

Hall" seems to be intimately connected with leaving
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of change. Thus each of the rival suitors in "Lockslev
Hall" has had to weather the same sort of problen,

the spessker lost Any, but has found nmore than consoclation
in forty years of marriage to his beloved Ecith, vho

in death and in life has cowre to overshadew ZAnyv:

Gone with whom for forty years my life in
golden secuence ran,

She with all the charm of woman, she with all
the breadth of man,

Strong in will and rich in wisdom, Edith, yet
so lovily-sweet,

Woman to her inmost heart, and woman to her
tender feet,

Very woman of very woman, nurse of ailing
body and mind,

She that linked again the broken chain that
bound me to my kind.

Here todav was Anyv with me, while I wandered
down the coast,
Near us Edith's holy shadow, smi%ing at the
slighter ghost. (ll1. 47-54) 20
The speaker derives further comfort from his son who,

though now cdead, died heroically, and renresents a

model of condunt for Lecnavrd, nhis orpnaned son:
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Gone our sailor son thy father, Leonard
early lost at sea;

Thou alone, my boy, of Amy's kin and mine
art left to me.

Gone thy tender-natured mother, wearying to
be left alone,

Pining for the stronger heart that once had
beat beside her own.

Truth, for Truth is Truth, he worshipt,
being true as he was brave;

Good, for Good is Good, he followed, yet
he looked beyond the grave,

Wiser there than you, that crowning barren
Death as lord of all,

Deem this over-tragic drama's closing
curtain is the pall!

Beautiful was death in him, who saw the
death, but kept the deck,

Saving women and their babes, and sinking
with the sinking wreck. (11. 55-64)

It is apparent that the old man's triumph over Amy is

nearly complete, since she and her husband die child-

and the husband has had to live without her

for sixty vears. He has spent his years as a widower

in performing charitable deeds, an exemplary trans-

formation of misfortune which earns the speaker's high

respect:

Follow him who led the way,

Strove for sixty widowed years to help his
homelier brother men,

Served the poor, and built the cottage, raised
the school, and drained the fen.

Hears he now the Voice that wronged him? who
chall swear it cannot be?

EBarth would never touch her worst, were one
in fifty such as he. (l11. 266-~70)
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Perhaps because he so completely misjudged his rival,
the grandfather feels no triumph, however, where we
might earlier have expected him to be exultant at his
vindication by the decline of Locksley Hall. The fact
that he does not gloat over his grandson's inheritance
of the estate and over having outlived both Amy and
her husband (and indeed he now calls himself a clown
for refusing to be reconciled so long ago, 1.256) seems
to have two causes: the passage of time in the world
away from Locksley Hall, and a heightened understanding
of the importance of immortality for life on earth.21
The opinions expressed on history and progress
and on contemporary affairs are far harsher, and based
on a greater pessimism than in the earlier poem. That
there have been advances is undeniable, but they have
become trivial and vulgarised: "Half the marvels of
my morning, triumphs over time and space, / Staled by
frequence, shrunﬁ by usage into commonsst commonplace!"
(11, 75-6). What has been achieved through intellectual
development, however, has been inundated by the appalling
backsliding in history as men slip away from their
models to a perversion of the values they should learn
from them, the process whereby Demos becomes a Demon
{1L. 90) and the Rome of Peter is no improvement over
the Rome of Caesar (1. 88). The old man lays particu-

lar blame on his contemporaries' abuse of speech and
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words, from his own and his grandson's babbling, to
the "tonguesters" (1. 130) and the "practised
hustings-liar" (1. 123) and to those who are guilty
of sins against literature:

Authors -- essayist, atheist, novelist,
realist, rhymester, play your part,

Paint the mortal shame of nature with
the living hues of Art.

Rip your brothers' vices open, strip your
own foul passions bare;

Down with Reticence, down with Reverence --
forward -- naked -- let them stare.

Feed the budding rose of boyhood with the
drainage of your sewer;

Send the drain into the fountain, lest
the stream should issue pure.

Set the maiden fancies wallowing in the
troughs of Zolaism, =--

Forward, forward, ay and backward, downward
too into the abysm.

Do vyour best to charm the worst, to lower
the rising race of men;

Have we risen from out the beast, then
back into the beast again? (11. 139-48)

The most chocking aspect of the scientific con-
quest of time and space for the old man is that it co-
exists, and apparently will continue to do so, with
extreme misery and suffering:

Is it well that while we range with Science,

glorying in the Time,

City children soak and blacken soul and

sense in city slime?

There among the glooming alleys Progress

halts on palsied feet,

Crime and hunger cast our matdens by the
thousand on the street.



There the Master scrimps his haggard
semptress of her daily bread,
There a single scrdid attic holds the
living and the dead.
There the smouldering fire of fever
creeps across the rotted floor,
And the crowded couch of incest in the
warrens of the poor. (11. 217-24)
Nor will the future be the idealised world of his
exuberant, youthful dreams, but a world perpetually
at war resulting from over-population and shortages
of food. The speaker's despair concerning the future
is made to appear all the more likely by the repre-
sentative of that future in the poem, the "vicious
boy" (1. 215) who almost manages to wreck Leonard's
train, an incident in significant contrast to the
confidence expressed in the famous railway image of
"Locksley Hall". The ¢©ld man can only conclude, on
the basis of these observations, that history is not
a steady process of improvement, however slow, but a
chaos of ebbing and flowing, of stevs forward and
backward. His hopes are not based as they once were,
on the ascent of man, but on the divine revelation
which comes with the death of the individual, or at
the end of history:
Far away beyond her myriad coming changes
earth will be
Something other than the wildest modern

guvess of you and me.

Farth may reach her earthly-wcrst, or if
she gain her earthly-best,
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Would she find her human offspring this
ideal man at rest?

Forward then, but still remember how the

course of Time will swerve,

Crook and turn upon itself in many a

backward streaming curve. (1l1. 231-6)

Earth and human beings, on their own, have no
power to save the world from destruction, if that is
the divine plan. This yields the same dilemma as that
dealt with in "Ulysses" and "Tithonus", the confron- )
tation of the human with the divine, and the impossibi-
lity of man's ever attaining divine knowledge. The
speaker shows that he is aware that this is a crucial
issue, and his advice attempts to solve the dilemma.
His solution would be the despair of an advice colum-
nist, whose interest is less in mystical principles
and more in practical instructions: "Hope the best,
but hold the Present fatal daughter of the Past, /
Shape your heart to front the hour, but dream not that
the hour will last" (11. 105-6). Once again, Tennyson's
use of ambiguity is rewarding since the triple signi-
ficance of "fatal" (contreclled by the Fates, fixed, and
leading to death), emphasises the difficulty of hoping
in the midst of an inexorable decline and the importance
of being in the world though not of it, of looking be-
yond death to the divine. In this perspective, the

"earthly-best” is seen as limited and subordinated

to the "heavenly--best", a state which can only be
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achieved by God in man. Considering the corruption
which has destroyed established Christianity, the old
man must be referring to a series of incarnaticns and
not just the Incarnation when he explains his idea:
Ere [Earth] gain her Heavenly-best, a God
must mingle with the game:
Nay, there may be those about us whom we
neither see nor name, ’
Felt within us as ourselves, the Powers of
Good, the Powers of I11,
Strowing balm, or shedding poison in_the
fountains of the Will. (11. 271-4)22
To attack the poem, as Gladstone does, by celebrating
the decline in swearing and duelling in Victoria's
reiqn,23 is to miss the point of the poem entirely.
The return to the family home in "Locksley
Hall Sixty Years After" provides a chance to reassess
the past and attack the present, but it also shows that
the old man is not primarily concerned with the past
as he was before, but that his gaze has become fixed
on hils own imminent death, and on the spiritual world.
It is obvious from his walk on the beach that the
spirits of Amy and Edith are very real for him already,
and that at his age there is nothing to be gained from
lamenting the dead, but rather that it is better to
anticipate reunion with them in the future:
Poor old voice of eighty crying after voices
that have fled!

All I loved are vanished voices, all my
steps are on the dead.
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that the dyving ¥Yaris returns to fecunt
wife, the nymph Oenone, in order to ask her forgiveness
for abandoning her in favour of Helen, and further, tc¢
ask her to cure his otherwise-mortal wounds inflicted

by Philoctetes. "The Death of Oenone" is concerned

{

with Paris's return as it affects not just Oenone, but
also the shepherds among whom he grew un after being

exposed as a kabyv by his parents who feared the pro-

phecies concerning his responsibility for the destruction

of Troy. And, in the differing attitudes shown by the
shepherds and Oesnone hersclf, Tennvsocon is able to

demonstrate two diZferent aspechks of the past in terms
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praised of Tennyson's poems for its metrical accomplish-
nment, its wonderful evocation cof setting (based on the
Pyrenees, since Tennyson never saw Greece or Troy), and
its sustained mood of stillness and despair. Never-
theless, its beauties tend to conceal the fact that
it is a difficult and perplexing poem when one looks
at it more closely. The most obvious characferistic
of Tennyson's poem 1is that the central figure is the
historically-neglected Oenone whose point of view
dominates the poem. Because the actions of the poem
are presented according tc her interpretation, the
reader must be prepared for some distortion of the
objective accounte of the judgment of Paris, perhaps
most obvicus when she shuts her eyes as Paris awards
the apple to Aphrodité. The judgment itself, tradition-
ally the central event, is less prominent than one
might otherwise expect, since it is subordinated to
her expressions of grief. But these are only the most
apparent of the problems which the reader of "Oenone"
faces,

The judgment of Paris, that incident so be-
loved of moralists and allegorists, is apparently a
late addition to the account of the Trojan War, since
it seems to be unknown to Homer, at least in detail,
for he records only an cffence given to the goddesses,
which may or may not preclude the episode as wé know
24

it The mytii's susceptibility to allegorical inter-
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pretation seems to have been an early discovery, as
. .
Carl Kerenyl suggests:

He [Paris] was to say which was the most
beautiful -- so it is expressed by the old
poets and other narrators, who by no means
meant mere erotic charm, but the highest of
all good things that the world contains,
For it needed neither a king's son nor a
herd-~boy to decide that Aphrodité possessed

- the mgst erotic attractiveness of all in
Heaven, on EFEarth and in the Sea. That
rhilosopher was right who stated that Paris
had to choose between warlike discipline,

a life devoted to love, and sovereignty; R
the first was Athené's gift, the last Here's.
He was confronted by three forms of beauty
all of which were divine; the representa- 25
tives of its forms wore beauty's splendour.

Although thé myth reverses the traditional hierarchy and
has a man judging Gods instead of God judging man,
Tennyson's rendering of the myth is interesting in its
own right. His first substantial variation is an
interpolation into the traditional material. Quite
apart from the choice between the three goddesses, the
fact that Paris is asked to judge the goddesses at all
implies in Tennyson's poem a rejection of Oenone. Paris
makes this clear when he praises her, after receiving
the apple but before viewing the three contestants,
when he says that the prize probably belongs to Oenone,
even though he knows that she is ncot an official
competitor:
'My own Qenone,
Reautiful-browed Cenone, my own soul,
Behold this fruit, whose gleaming rind ingraven

'Fer the most fair,' would seem to award it thine,
As lovelier than whatever Oread haunt
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The knolls of Ida, loveliest in all grace
Of movement, and the charm of married brows.'
(11. 68-74)

Of course, this not an acceptable way of settling the
dispute, but in making this pretty speech to Oenone,
Paris commits himself to‘a promise which he cannot pos-
sibly keep. 8o, it might be argued, as a result of
this scene, for which there appears to be no classical
precedent, that Paris has already sown the seeds of sevaration
from Oenone.

In view of the sequel, "The Death of Oenone",
which is concerned with the reunion of the two lovers,
the separation is already implicit, if not yet actual,
by the time the goddesses appear. Paris is forsaking
Oenone, who earlier had satisfied him as long as he
was a shepherd, for his three goddesses, having for-
gotten his first impulse to award the apple to Oenone.
It is unclear how much Paris is to be blamed in this
matter, since he has been instructed to judge the god-
desses by Zeus himself, and so cannot disobey. Once
he has volunteered his praise of Oenone, he must turn
to deciding among the goddesses, in a confrontation of
the human and the divine which recalls that experienced
by Tithonus and Tiresias. As Gerhard Joseph points out,
such encounters almost inevitably are disastrous, guite

26

3
apart from which goddess Paris chooses. Considering

the traditicnal jealousy between the goddesses which
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made the contest necessary in the first place, Joseph
seems fully justified when he remarks, "There is little
guarantee that Paris's choice would have had a happier
outcome had he preferred the gifts of Here or Pallas
to that of Aphrodité."27
It has become almost impossible to read an
account of the judgment of Paris without the moral
barnacles which have clung to it over the centuries,
since it has long been accepted as one of the set-
pieces of moralised Greek myth. But "Cenone" seems
to demand that we shake our preconceptions, since the
actual details of the poem, as I hope to show, scarcely
support the conclusion that the poem is about the choice
between power, wisdom, and rather debased sex. Indeed,
from Tennyson's poem, I would argue, as Joseph does in
another context, that whatever goddess Paris chooses
makes little difference; there is no right answer to
Paris's problems, but three wrong ones. As Professor
Joseph says: “"The fates tempt us by putting the
gifts of the gods (though in Tennyson it is usually
the goddesses) in our path, and then destroy us for
making a choice which can only be wrong."28
But to return to the judgment itself. When the
three goddesses come to be inspected by Paris, Heré,
as befitting the Queen of the gods, speaks first and

makes a grandiloguent offer to Paris (who, she reminds

him, is living below his true station) of roval power
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such as will make him like the gods:

Still she spake on and still she spake of power,
'Which in all action is the end of all;
Power fitted to the season; wisdom-bred
And throned of wisdom -- from all neighbour crowns
Alliance and allegiance, till thy hand
Fail from the sceptre-staff. Such boon from me,
From me, Heaven's Queen, Paris, to thee king-born,
A shepherd all thy 1life but yet king-born,
Should come most welcome, seeindg men, in power
Only, are likest gods, who have attdined
Rest in a happy place and quiet seats
Above the thunder, with undying bliss
In knowledge of their own supremacy.'

(1. 119-31) ’

so far, the episode goes according to tradition with
Herd's unabashed offer of power. But the pattern begins
to break down as Pallas speaks. In opposition to
Herd's emphasis on the Epicurean detachment after the
struggle of this world, Pallas replies to the eulogy
of power in lines which have been mistaker for an offer
of the wisdom which she traditionally represents. In
"Oenone" however, she merely praises it, but on prin-
ciple offers Paris no bribes yet:
'Self~reverence, self-knowledge, self-control,
These three alone lead life to sovereign power.
Yet nor for power (power of herself
Would come uncalled for) but to live by law,
Acting the law we live by without fear;
And ,because right 1is right, to follow right
Were wisdom in the scorn of consequence.
(11. 142-8)
Pallas's argument is very much more difficult than
Here's since she seems to entertain some noticn that

once one has mastered one's self, the power which one

will have acguired will lead, not to an abuse of power
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statement that therz is no need to bribe Paris with
gifts, since nothing she savs or offers him will afifect
her beauty:

Scouel of guerdon could not alter me
To fairer. Judge thou me by what I am,

So shalit thou find me fairest.” (11. 150-3)

'T woo thec not with gifis,

This renresents an interesting and important addition
to the myth by Tennyson. In her reply to Here, Pallas
offers Paris nothing to offset the gift of power,but
nmerely attempts to discredit its worth. But when she
adds that she will offer him nothing, the implication
is clear that she at least considers the judgment to
be a beauty contest and not a moral {test for Paris.
This attitude might appear to be consistent with her
appearance -~ a cold, aloof beauty, without any clouds
or flowers to enhance her nakedness -- but for some
reason she utterly forsakes her resolve, and offers him
neither the military prowess ror wisdom which one might

.

reasonably expect, but merely her favour:
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'Yet, indeed,

If gazing on divinity disrobed

Thy mortal eyes are frail to judge of fair,

Unbiesed by self-profit, oh! rest thee sure

That I shall love thee well and cleave to thee,

So that my vigour, wedded to thy blood,

Shall strike within thy pulses, like a God's,

To push thee forward through a life of shocks,

Dangers, and deeds, until endurance grow

Sinewed with action, and the full-grown will,

Circled through all experiences, pure law,

Commeasure perfect freedom.' (11. 153-64)
This passage 1is usually agreed to demonstrate very fine
sentiments about the life of heroic virtue. Out of
context, this may well be true, but the speech raises
several difficulties. One of the most important is
the sour note struck by the phrase "Unbiased by self-
profit"; if Pallas is not guilty of contempt of court
here in suggesting that the judge is urnfit to try her
divine attributes, at the very least she trivialises
the episode by suggesting that what is taking place is
neither a moral trial (with each of the goddesses
representing a specific attribute) nor a straight-
forward beauty contest, but a rather disreputable
tendering of bribes to flatter each goddess's vanity,
by appealing to Paris's interest in self-profit. Paris
again is promised a sort of divinity, though this time
it will be as a result of a life of struggle and Stoic
perseverance under the protection of Pallas. Again,

it must be stressed that in another context this might

represent the correct ideal for Paris. Certainly,
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Pallas wins Oencne's prematurc support, although Paris
is determined at least to give Aphrodit® a hearing.
Aphrodité, in fact, says almost nothing, but merely
turns on all her charms and offers Paris "The fairest
and most loving wife in Greece" (1. 183), all the
while smiling in confident anticipation of her triumph.
If Tennyson does not actually provide a justi-
fication for Paris's choice, it is made to seem almost
inevitable. Since he is about to award the apple to
Heré before Pallas interrupts, it is clear that Paris
himself is torn between Heré and Aphrodité, and that
Pallas receives only polite attention. Oenone's
interjection apart, the reader can easily see why Paris
should reject Pallas in favour of the other two, since
they represent real, i1f somewhat overwhelming, beauty
and voluptuousness, whereas Pallas's beauty is more
intimidating. And the choice of Aphrodité over Here
is obvious enougﬁ when one considers that she offers
a beautiful, loving,and thoroughly human, wife instead
of abstract notions of divinity (though Paris is al-
ready in possession of divine beauty). Given the
choice of the human or the divine, Paris understandably
though not necessarily creditably, chooses the former,
quite forgetting that in securing a Greek wife, he is
forsaking his Trojan wife. '

It is possible, as Professor Ricks suggests,
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that "Oenone" is largely unsuccessful, with the failure
of the judgment scene more than compensating for the
minor successes achieved in the evocation of emotion
and the manipulation of what he calls the "love land-

29 But what Ricks considers "thrasonical

scapes".
grandiloguence" in Pallas's speeches is surely drama-
tically consistent with her rather pompous béauty.
Tennyson's treatment of the episode, however, seems

to err on the side of complexity rather than simple-
mindedness or confusion. Each goddess seems to invent
her own rules: Here provides the chance for Paris to
achieve power, Pallas bribes him with an appeal to his
self-interest, and Aphrodité seduces him with the pro-
spect of a wife. Heré, in making "Proffer of royal
power" (1., 1C9) fulfils our expectations of the episode
as a moral allegory, though Pallas thwarts this alto-
gether. She does not offer Paris wisdom, and indeed
mentions it only once, when emphasising that to live

the sort of life she suggests would be the wise thing
to do. Since she does not offer wisdom as Heré proffers
power, the continuity of the moral allegory is broken
completely.

There remains the problem of why Oenone should
intercede on behalf of Pallas. The fact that she
speaks before Aphrodité suggests that she senses what
Aphroditd will offer, and fears her power as much as

she is attracted to Pallas's. In terms of the episode
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it 1ig, he cheooses the one against whom he is most
vulnerable, whos2 charms he can least resist. The

only conclusions to be drawn from Paris's deciszion,
then, do not concern the goddesses themselves, as

much as Paris's own weakness. Insofar as Oenone is
hidden at a distance from the goddesses, perhaps she

is able to judge rather than be tempted, though even

so the timing of her intervention remains suspect. She
may understand the respective merits and defects of the
goddesses more clearly than Paris, but it was not or-
dained that the choice should be hers. 2As Dr Josevh
suggests, it is not altogether clear that her advice
would have saved Paris from the jealousy of Heré and
Anhrodite. Paris has been trappad and must make a
decision, and his decision necessarily entails the
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Because Oenone has been rejected and because
of the particularly cruel way in which this has come
about through the judgment of Paris,”Oenone" provides
the necessary background for understanding the full
significance of "The Death of Oenone". Oenone clearly
interprets the choice of Aphrodité as a rejection of
herself, rather than of the other goddesses:

'Fairest -- why fairest wife? am I not fair?

My love hath told me so a thousand times.

Methinks I must be fair, for vesterday,

When I past by, a wild and wanton pard,

Eyed like the evening star, with playful tail

Crouched fawning in the weed. Most loving is she?

Ah me, my mountain shepherd, that my arms

Were wound about thee, and my hot lips prest

Close, close to thine in that quick-falling dew

Of fruitful kisses, thick as Autumn rains

Flash in the pools of whirling Simois.

(11. 192-202)

Thus it is the rejection of Oenone, the central figure
in both pvems, which is the main issue, not Paris's
failure to choose the right goddess or the most worthy
gift. Implicit in his abandonment of Oenone, too,
is the forsaking of Troy, but other issues, such as
the disasters of the war itself are secondary to
Oenone's personal loss. In attempting to judge of
gods, Paris is subjected to the same fate as Tithonus;
it can be argued, however, that Oenone represents a way
out of the dilemma for Paris in that she stands for a
middle-choice between the philosophical and rather remote

\ :
appeal of Here and Pallas on the one hand, and the

purely carnal attractions offered by Aphrodité, since
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Oenone, as a nymph, is a minor divinity, though not
immortal, and obviously subject to human passions. But
both she and Paris are unable to consider a choice
between more than two. The culmination of her grief
then, and of Paris's betrayal is a vision of fire which
embraces not only the flames of her love and the de-
struction of Troy but also Paris's funeral pyre and
even her own death, all seen vividly in terms of her
own frustrated love and childlessness:
O mother, hear me yet before I die.

I will not die alone, for fiery thoughts

Do shape themselves within me, more and more,

Whereof I catch the issue, as I hear .

Dead sounds at night come from the inmost hills,

Like footsteps upon wool. I dimly see

My far-off doubtful purpose, as a mother

Conjectures cf the features of her child

Ere it is born: her child! -- a shudder comes

Across me: never child be born of ne,

Unblest, to vex me with his father's eyes!

{(11. 241-51)

Throughout the poem, Cenone's one preoccupation is with
her death, though it remains unclear from the refrain
whether she actively desires it (as deces Mariana),
whether she fears it and pleads to ke allowed to finish
her lament, or whether she speaks in more general terms
of anticipation. The only clue we have to her state
of mind in this respect is her interest in the "wild
Cassandra” (l. 259), who sees a fire dancing before
her, significant because Gznone too has a vision of

fire: "Wheresoe'er I am by night and day, / All earth

and air seem only buraing fire" (11. 263-4).
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For sixty years, Oenone was left to brood alone
for her Victorian readers, while she waited for death.
But after such a long delay, Tennyson returued to her
to describe her final reunion with Paris, and once
again, his focus is on Oenone rather than Paris after
whom, in fact, both episodes had been traditionally
known. In the case of "The Death of Oenone', however,
Tennyson was doing more than inviting comparison with .
himself, since in the meantime William Morris had
published his "Death of Paris" as part of the long

poem, The Earthly Paradise (1868-70). In the sequel,

Tennyson made a significant change in his technique
for while he kevt Oenone as the central figure, the
point of view is changed from a monologue in the first
person to a third-person narrative, thus denying to
the reader access to the intricacies of Cenone's state
of mind, and leaving the motives for her actions --
for refusing to cure Paris, for her repeated question
as to who is lying on the pyre, and as to her own
death ~- and her inner turmoil, somewhat uncertain.
The main classical source for "The Death of
Oenone" is Book X of Quintus Smyrnaeus' (whom Tennyson
calls Calaber) epic on the fall of Troy, describing
events omitted from the Iliad, but without the energy
and skill of Homer. Indeed, Tennyson refers to "The

Death of Oenone” as
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a Grecian tale re-told
Which, cast in later Grecian mould,
Quintus Calaber
Somewhat lazily handled of old.
("To tte Master of Balliol"™, 11, 5-8)

Traditional versions of the story say that Oenone was
fated to be the only one who could cure Paris of his
otherwise-fatal wounds, but there is a tradition going
back at least as far as Ovid's Heroides, V, that Oenone
was given her medical skill by Apollo as a compensation

2
for having raped her.“o

Hence, Tennyson may well have
been thinking of this account when he excised the
following lines which appeared in the 1832 version, but
not that of 1842, on the grounds that so obvious an
allusion to Apollo might call Oenone's virtue irrelevant-
ly into question:

I sate alone: the goldensandalled morn

Rosehu=d the scornful hills: I sate alone

With downdropt eyes: whitebreasted like a star

Fronting the dawn he came: a leopard skin

From his white shoulder drooped: his sunny hair

Clustered about his temples like a God's:

And his cheek brightened as the foam-bow »richtens

When the wind blows the foam, and I called out,

'Welcome Apollo, welcome home Apollo,

Apollo, my Apollo, loved Apollo.’
In the revised version of 1842, Oenone compromises her-
self much less by sitting in silence, though her feelings
are no less intense: "and all my heart / Went forth
to embrace him coming ere he came" (11l. 61-2). Whereas
Ovid is explicit in making Oenone a high-principled

victim of Apollo's lust, Tennyson banishes almost all

traces of the Apollo legend, though there are just
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of Troy ("Oenone", 11. 39-40), in her comparison of
Paris with a sun-gcd even in the 1842 version, and in
her medical skills, to add an extra facet to her charac-
ter in both poems.

"The Death of Oenone" is not a strict seguel
to "Oenone” in the sense that it merely tells what
happened next, because it subsumes the earlier poem
in its cyclical pattern. Now, ten years later, Oenone's
past and the present coincide:

Her Past became her Present, and she saw

Him, climbing toward her with the golden fruit,

Him,hapoy to be chosen Judge of Gods,

Her husband in the flush of youth and dawn,

Paris, himself as beauteous as a God. (11.14-8)
But the coincidence is shattered by the dying Paris's
cry for help. 1In his plea he confesses that he no longer
loves her, thougin he bases his claim for her aid on
the idyllic days before the gods interfered in their
happy life together among the shepherds,and on a dis-
creet hint concerning the source of her medical knowledge:

'Oenone, my Oenone, while we dwelt

Together in this valley -- happy then --

Too happy had I died within thine arms,

Before the feud of Gods had marred our peace,

And sundered each from each. I am dying now

Pierced by a poisoned dart. Save me. Thou knowest,

Taught by some God, whatever herb or balm

May clear the klood from poison, and thy fame

Is blown through all the Troad, and to thee

The shepherd brings his adder-bitten lamb,

The wounded warrior climbs from Troy to thee.

My life and death are in thy hand. The Gods
Avenge on stony hearts a fruitless prayer
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For pity. Let me owe my life to thee.

I wrought thee bitter wrong, but thou forgive,
Forget it. Man is but the slave of Fate.
Oenone, by thy love which once was mine,

Help, heal me. I am poisoned to the heart.'

‘And I to mine' she said. 'Adulterer,
Go back to thine adulteress and die!'
(11, 29-48)

Like Arthur before the penitent Guinevere, Oenone's
inflexibility seems to triumph over her mercy and love,
but the fact remains that while forgiveness may be
possible for Oenone and Arthur, they cannot forgive
easily the sins against them, and they certainly can
never forget anything wnich has caused them so much
sorrow. On the other hand, Oenone's attitude seems
more credible when compared with the rather careless
forgiveness of the shepherds, "forgetful of the man /
Whose crime had half-unpeopled Ilion" (11. 60-1), and
they immediately and willingly set about preparing for
his funeral rites, as readily as they had adopted him
as an orphan left to die. The shepherds' relationship
with Paris, partly because it is cyclical and partly
because it has suffered no traumatic disruption, is not
of the same order as Oenone's, and thus has a more
comfortable and less ambiguous result.

Oenons must undergo fur-her suffering before
she can respond in any way to Paris's request. For-
giveness and her pursuit of Paris are delayed almost
a day as she sits in the mouth of hex cave, haunted by

the image of Paris's face as he last appeared to her,



260

"deformed by lurid blotch and blain" (1. 72), and when
she sleeps, she hears him calling her:

A ghostly murmur floated, 'Come to me,

Oenone! I can wrong thee now no more,

Oenone, my Oenone,' and the dream

Wailed in her, when she wcke beneath the stars.
(11. 79-82)

The description of her search for Paris is a remarkably
satisfying climax to the poem, not for the insight into
what she is about, but rather the opposite. There is
an unrealistic guality about the scene, almost as if
Oenone were sleep-walking; as she walks through a
nature red in tooth and claw, a world of predators and
their prey, she shows none of her usual fear. Then
too, her apparent uncertainty about who is lying on the
funeral pyre is puzzling unless it suggests a state

of semi-consciousness which becomes full awareness

only as she cries out and jumps on the flaming pile:

] She rose and slowly down,
By the long torrent's ever-deepened roar,
Paced, following, as in trance, the silent cry.
She waked a bird of prey that screamed and past;
She roused a snake that hissing writhed away:;
A panther sprang across her path, she heard
The shriek of some lost life among the pines,
But when she gained the broader vale, and saw
The ring of faces reddened by the flames
Enfolding that dark body which had lain
0f old in her embrace, vaused ~- and then asked
Falteringly, 'Who lives on yonder pyre?'
But every man was mute for reverence.
Then moving guickly forward till the heat
Smote on her brow, she lifted up a voice
Of shrill command, 'Who burns upon the pyre?'
Whereon their cldest and their boldest said,
'He, whom thou wouldst not heall!' and all at once
The morning light of happy marriage broke
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Through all the clouded years of widowhood,

And muffling up her comely head, and crying

'Husband!' she leapt upon the funeral pile,

And mixt herself with him and past in fire.
(11. 84-106)

The uncertainties concerning Oenone's state of mind
implicit in the third-person narrative lead appropriately
to this conclusion. Oenone's final action is, we
assume, the result of mixed motives, since it may as
easily be an act of despair as of love, it could as
easily mark her final triumph over his infidelity as
her remorse at having refused to cure him. Or, in
the terms of "Locksley Hall Sixty Years After", it could
be a sign of her confidence in the afterlife: "Those
that in barbarian burials killed the slave, and slew
the wife, / Felt within themselves the sacred passion
of the second life" (l1l1. 67-8). The only clue we
have, the reference to the memories of "the morning
light of marriage" in contrast to her solitary suffering,
and the cry of "Husband!", would support any of these
interpretations, and perhaps all of them; perhaps in
looking for a motive for Oenone's suicide, one is led
into drawing false distinctions in what is Tennyson's
supreme portrayal of tragic human love.

Unlike "Ulysses" and "Tithonus", or perhaps
in a different way from them, the two "Locksley Hall"
poems, the two "Oenones"” and, to a lesser extent, the
two "Northern Farmers" are complete as pairs.. These

poems attempt an account of the effect of the passage
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of time on an individual, the process to which Tennyson
refers in "Doubt and Prayer", "Steel me with patience!
soften me with grief!" (1. 9). Neither suffering nor
time makes it possible to forget the past -- Amy is
still a significant memory to the speaker in "Locksley
Hall Sixty Years After" while Oenone cannot see Paris's
action as anything other than adultery -- and both
sequels make it clear that the Present in indeed the
Fatal Daughter of the Past. And, as even the young

man in "Locksley Hall" was aware, memory of the Past
brings no consolation, but only greater sorrow. The
effect of time is not, as it is in the "Northern
Farmers", to produce a considerably altered, far less

a completely antithetical, state of affairs. 1In the
others there is greater charity and sensitivity to
others with the passing of time, and it is in this
spirit that the other important poem of the 1892 volume,
"Akbar's Drean", was written.

Coinciding with this new spirit of selfless-
ness, and closely akin to it in these poems is a ten-
dency to deprecate the human in favour of the divine,
to see the heavenly-best above the earthly-best. The
lesson which, above all others, the old man in "Locksley
Hall Sixty Years After” and Oenone have learned from
their period of suffering is the ultimate value and

importance of desath. This does not mean death as they
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imagined it in the first poems of the pairs, as an
escape from their troubles:

Better thou wert dead before me, though I
slew thee with my hand!

Better thou and I were lying, hidden from
the heart's disgrace,
Rolled in one another's arms, and silent
in a last embrace. .
("Locksley Hall", 11. 56-8)
Time and suffering have taught them to see death as
the threshold to a world of spiritual values and truths
beyond human comprehension. It is a lesson which is
difficult to accept, as even King Arthur realises.
In the poems about old age, death, and the business
of dying, which are to be found in the 1886, 1889, and
1892 volumes, we can see a remarkable change in Tennyson's
attitude to death. Again and again we catch glimpses
of an old poet coming to terms with this world as he
prepares to leave it:
I can but 1lift the torch

Of reason in the cdusky cave of Life

knd gaze on this great miracle, the World,

Adoring That who made, and makes, and is,

aAnd is not, what I gaze on -- all else Form,

Ritual, varying with the tribes of men.

("Akbar's Dream”, 11. 113-8)

And yet his attention and hope are focussed on the
future since in that direction, and not in the past,
will he find reunion with his lost friends:

When the dumb Hour, clothed in black,

Brings the Dreams akout my bed,

Call me not so often back,
Silent Voices of the dead,



Toward the lowland ways behind me,

And the sunlight that is gone!

Call me rather, silent voices,

Forward to the starry track

Glimmering up the heights beyond me,

On, and always on! ("The Silent Voices")
These late poems show a maturity which corresponds to
the greater classicism which Tennyson believed he had
achieved in "The Death of OCenone", and which differs
strikingly from the early romantic, artificial, but
pleasantly nostalgic poems about old age and death,
such as "The Miller's Daughter". The Memoir makes
clear that in the poet's old age these reflections
became very important for him. We are told about a
projected poem which makes the motif of attempting
to gain divine insight prematurely more explicit than
ever before: "My father would have liked to make a
poem of one of thcse great Egyptian legends, which
describe how despair and death came upon him who was
mad enough to try and probe the secret of the Universe."3l
For Tennyson, death was not the result of this kind of
knowledge, but the precondition of it, and he saw in
his own death not only a reunion with the dead, but
divine enlightenment: "My father often now [1892]
longed for the quiet Hereafter where all would be made

clear."32



VI. CONCLUSION: TENNYSON AND
PAIRED POEMS

I stocod on a tower in the wet,

And New Year and 01d Year met,

And winds were roaring and blowing;

And I said, "O years, that meet in tears,

Have ye aucht that is worth the knowing?

Science enough and exploring,

Wanderers coming and going,

Matter enough for deploring,

But aught that is worth the knowing?"

Seas at my feet were flowing,

Waves on the shingle pouring,

0l1d Year roaring and blowing,

And New Year blowing and roaring.
(Tennyson, "1865-1866")

John Sterling, in his review of Tennyson's
Poems of 1842, illustrates admirably some of the
characteristics of the age in which Tennyson began to
publish, and points to these aspects with which,
Sterling believed, a new poet must come to terms if
the age were to prcduce great poetry:

It was only in the autumn of 1830, following
close on the I'rench three memorable davs of
July, that the Duke of Wellington opened the
Manchester and Livervool Railroad. The vnopu-
lation of the busiest region on this earth
were assenmnbled round him, whom all acknowledged
as the greatest man in England, at the inau-
guration of a new physical power, then felt
to double the strength and swiftness of human
beings. While, among myriads of gravely joy-
ful faces, the new machines travelled at a
speed matching that of Eagles, the life of a
agreat statesman shot off on a darker and more
distant journey, and the thrill of fear and
pain at his destruction gave the last human

285
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tragic touch to an event which would at

any rate have retained for ever an historic
importance. The death of Mr., Huskisson
startled the fixed bosom of the veteran
soldier, and those who were near perceived

a guiver of the lip, a movement of the eye,
such as had hardly been caused by the most
unlooked-for and dreadful chances of his
mighty wars. To a calm observer, the emotion
of the whole multitude, great and small, might
strangely have recalled far-distant ages and
the feelings with which ancient peoples held
every great event as incomplete, wanting

the blood of a victim -- too often human --
solemnly shed. In the most prosperous and
peaceful of national triumphs the dark powers
again claimed a share, and would not be
forgotten.

The scene itself could easily have come from a Victorian
novel: the opening of the railway by the Duke of
Wellington at the very height of his prestige and popu-
larity, and the death of William Huskisson, a man of
undoubted ability which never received adequate recog-
nition, the meeting of these two men who were political
enemies since the days of the Corn Laws, as Huskisson,
the local member of Parliament, went to pay his res-
pects to the Duke and was struck down by another train.
Here, too, are the elements of the theme of man being
overcome and destroyed by machines he has created, a
matter commonly treated in the nineteenth century from

Mary Shelley's Frankenstein to the soulless, automatic

people living in a dehumanising industrial society as
depicted by Dickens. Historically too, one can easily
visualise the spectators watching the opening with

"gravely joyful" faces as exemplifying the Victorian
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age and Victorian attitudes, though strictly speaking,
they were pre-Victorians. The mixture of gravity and
joy even before the accident shows a ready awareness
that the railways would not bring unlimited and unquali-
fied benefits, a fact emphasised even more by the bru-
tality of Huskisson's death. Surely what seems to us
rather silly hyperbole about the gods requiriné human
sacrifices would not have seemed so to those who had
such high hopes of the advantages to be gained from
modern, industrialised society.

It is significant that Sterling should make this
point in a review of Tennyson's 1842 volumes. As I
have attempted to show in the previous chapters, this
is exactly how Tennyson had begun to respond tohis age
in his poetry, and how he was to continue throughout
his life. Tennyson's task was to capture the complexity
and richness of emotinnal states and of ideas, to detect
and analyse the element of gravity in the crowd's joy.
Thus, even in his early poems, if there is one mood there
is another to balance it, or to qualify it. In The

Princggg, Tennyson seems almost to go out of his way to

complicate the poem; he is not satisfied with simply
epic or farce, mock-epic or burlesque, the past or the
present, the reality of a nineteenth-century advocate
of woman's rights or a fairy-tale princess who refuses

to marry the man intended feor her. In terms of technigue
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Tennyson is unwilling to settle for either narrative

or lyric verse, but uses both obviously in order to be
comprehensive and faithful to the individual cdetails of
the situation rather than to be neat and produce a poem

of perfect finish. 1In all of his major poems, The

Princess, In Memoriam, Maud, and the Idylls of the King,
Tennyson resists a rigidly generic reading -- his
material finds its own form, whether or not that form

is a traditional one. Some preliminary and tentative
classification may be of some interest, but in Tennyson's
case it will never be helpful especially if employed by

a literary Procrustes.

It should be apparent that Tennyson's interest
in pairing poems springs from a skepticism in his own
mind, and a tolerance concerning many possible attitudes
and answers to problems. It reflects a response to the
opinion represented here by Sterling that Victorian
poets must deal with the complexities of the age, a view
holding particular importance for Tennyson in the light
of Sterling's standing among the Apostles. Nevertheless,
I have sc¢ far avoided raising or answering questions
about the context in which these paired poems should be
read. I have suggested thematic parallels elsewhere in
Tennyson, but it is now time to study briefly the place
of these poems in Tennyson's canon, and their re;ation—
chip to some other Victorian poems. As will be obvious,

this is a complicated matter, and it is necessary to
’ Y
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tread warily, since several basic assumptions about
Tennyson and his relationship to his work will be found
lying across the path. We must ask ourselves if it is
possible to discover why Tennyson wrote in this way.
This guestion immediately invokes the vexed problems
about the relations between a poet's psychological state
and his poems; commonly Tennyson's poems are seen as the
expressions of a weak and divided sensibility, although
I hope that I have shown some evidence in the analysis
of the poems discussed so far, to suggest that this
view presents a rather slipshod oversimplification of
Tennyson's work. I have attempted to describe those
aspects of Tennyson's background which are significant
in the writing of his paired poems, particularly his
experiences while at Cambridge. Now we must consider
the more fundamental guestion: what aspects of the way
in which Tennyson saw the world, and what he saw there,
vielded such poetic results? Then, we must devote some
attention to the place of the paired poems in relation
to the rest of Tennyson's development as a poet, including
voems which superficially have little to do with either
the structures or the themes dealt with so far. And,
finally, on a more general plane, we must consider to
what extent Tennyson's interest in the paired poem was
shared by his contemporaries. .

When considering the biographical background to

Tennyson's work it is important to remember two things:
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much of what has been written on this subject hitherto
has been heavily psychological in its approach, and much
of it reads like a bad, melodramatic Victorian novel,
complete with lurid details of a disinherited father
resorting to moodiness and drink; a saintly mother and
an Evangelical aunt; a self-made and intolerant grand-
father who disinherited the poet's father in févour of
his ambitious, but conventional, second son; and

Dr. Tennyson's family of poetic, and highly unstable,
children. The chief of these, in spite of a melancholy
and Byronic youth and the premature death of his truest
soul-mate, by hard application and melodious versifying
became Poet Laureate, the Queen's pet, and a peer of

the realm. If truth sounds as exciting as fiction here,
we should perhaps consider whether there is not too much
fiction mixed with the fact.

As outlined in the Introduction the common
expressions of such an attitude led to the views that
Tennyson was unable to escape from the melancholy ex-
veriences of youth, except by a betrayal of his first
and truest inspiration. Having done this, he becane a
comfortable public poet, except insofar as he was able,
according to E.D.H. Johnson's theory, to accommodate by
some subterfuyge private meanings in public poems. This
theory implies a Tennyson who was weak and indecisive,
unable to determine whether to be a Keats reincafnate

or a Victorian sage as Carlyle was urging; he was both
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unable to write personally so that the public could ac-
cept his work and incapable of suppressing his ego to
write on a universal plane. In succeeding chapters,
it has seemed to me necessary to risk a nrofusion of detail
in order to show that the poems, far from revealing the
timidity of a sort of Arnold-manqué, show a poet whose
work at its best opens up questions which cannot easily
be answered, all the while challenging our unthinking
assumptions about human life and human knowledge in
relation to history, and ultimately, to the divine.
Tennyson's poetic strengths are not limited to
impeccable control of metre, diction, and sound, all of
which in his time were supposed to be the stock-in-
trade of all poets, but according to F.E.1,. Priestley,
they also include accomplished experimentation in all
of these areas, and beyond them, in genre and theme.2
It is perhaps fair to say that Tennyson's basic skill
lay in small forms; he was a miniaturist in a far truer
sense than was Jane Austen, in that he reduced the epic
to a series of idylls, and often subdues passion to
understatement, even in a poem like Maud, which unlike
its spasmodic relatives, reveals in its incidental
details a far greater passion than is superficially ex-
pressed by the young man's rages. Tennyson himself
spoke to James Knowles about why he preferred small

forms to large ones, though his words unfortunately tend
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to confirm the notion of the poet as a master of
perfectly-constructed lyrics only:
'It is necessary to respect the limits...;
an artist is one who recognises bounds to his
work as a necessity, and does not overflow
illimitably to all extent about a matter.
I soon found that if I 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. To get the
workmanshin as nearlyv perfect as possible is the
best chance for going down the stream of
time. A small vessel on fine lines is likely ,
to float further than a great raft.'3
Tennyson, once he had mastered the smaller forms, began
to experiment seriously with these forms in larger groups
probabkly on the model of the sonnet sequence in which
a larger structure, often with a relatively free form,
is built up of smaller, more tightly-constructed, parts;
in this, his masters are Petrarch, Shakespeare, and the
Elizabethan sonneteers. Furthermore, he reworked existing
forms to give them new uses, adapting them and extending
the realm of the traditional idyll, until it could deal
with student picnics or epic battles. There is per-
haps sufficient evidence to argue that the idyll is the
guintessentially Tennysonian form, when one considers
the frequent incursions of the pastoral world into his
poems, and their fragmentary character, derived from the
Vergilian Eclogues, and their Greek predecessors written
by Theocritus, Bion, and Moschus. Tennyson's abilities

were not hampered, but in fact freed, by his interest

in small forms, since verse of limited scope can have
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a wide range of implied significance, a realm of meaning
which, without being made explicit, can be controlled
by the poet as carefully as surface meaning. Thus,

although the Idvlls of the King is not an epic, its epic

qualities, its echoes 6f Homer, Vergil, and Milton,
suggest the more serious implications of the poem which
are more in keeping with one's expectations of the
Matter of Britain, while the idyll allows the poet to
retain a warmth and immediacy -- almost a modernity --
of tone which is quite alien to the traditional epic.

Valerie Pitt, in her book Tennyson Laureate,

suggests that in considering Tennyson's poetry, one must
take account of his bad eyesight which, she believes,
explains the fact that in his descriptions, the details
of visual close-range are minute and exact, while all
else is remote, vague, and ill-defined, without any
middle-distance vision:
The sharpness of detail belongs only to the
foreground of Tennyson's descriptions, more
distant objects appear with a kind of
mvsterious generality: landscape takes on a
haziness like a landscape in the half light,
and seems like the country of a dream or a
farntasy....His world... is a world without
middle distance where the near is detailed,
intimate and striking, and the distant
unreal, ungraspable, and vague.
Tennyson's emphasis on the immediate and on the remote,
as suggested by his bad sight, is a useful analogy, even

if it is an overstressed medical fact. And, while Miss

Pitt diagnoses a sort of psychological myopia in terms
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of the poet's personal relationships, too, it is import-
ant to realise that the absence of a connecting middle-
distance is more than just a product of the poet's
physical disabilities and the failings of his childhood.
This is so characteristic that it seems to be a more
significant aspect of Tennyson's work than any sight
defect which can be cured by a pair of spectacles or a
telescope.

The poet's concern with minutiae, far from
indicating merely bad sight, reveals a thorough fidelity
to the details of observed experience at the expense
of the larger patterns into which such experience had
traditionally been fitted. His close observation of
detail is analogous to the method whereby the biologists
of the nineteenth century, of whom Darwin was one,
concentrating cn individual specimens rather than the
accepted classification of species, demonstrated the
failings and gaps of Linnaean biology. Similarly,
Tennyson, by attending to minute physical and intel-
lectual details, was forced to re-examine traditional
structures of poetry in order to reflect accurately
his observations. His weak eyesight, thus, is a con-
venient critical metaphor for the limitations of human
knowledge. He does not deny that the microcosm and the
macrocosm are intimately related, and in this, he takes
his place in a long tradition, the most famous state-

ment of which in post-Augustan literature is perhaps
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The unjustly-1eviled "Plower in the Crannied Wzall',

even 15 it is not a consclowvs xyonly to Dlalie, sets out

Tennvscn's pogition evpliciily:

1w crannied vall,

Flower in t
I pluck vou cut of the crennies,
3

I hold you here, root and all, in m hand,
Littlice fleoewer -- but 18 T could undocrstand
What vou are, root and «il, and all j 1
I should know what God ond Man is.0

Blake's "Heaven in & wild flower” is not as atrong 3
statement of the relationship betvecn the niccrocosn
and the macrocosm as it is possible to find in scme
earlier writers, since it is closely ticd to Blake's
idea of Innocence and Experience, in which latter state
such insight is difficult and perhaps impossible for
many. But Tennyson's spesler exists in the world vhere
it is impossible to explain or understand the connection
bétween the two worlds -- "if I could understand" --
and never implies that the understanding is available
to an Innocent. Tennvson's spealier never considers
that the analogy may be false or that the flower, root
and all, may have nothing whatever to do with the
relationship between God and man; the immediate and the

remote exist in a relaticnchip which is not in doubt,

but the middle-déiszstance vision is lackhing necessary to

Cefineg that rolzxtionshin ~vactls,
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King Arthur in the Idylls of the King uses a

slightly different image to express a similar idea;
God is discernible in the remote stars and even in the
flowers, but not in man, who stands between them in
the great chain of being:
'T found Him in the shining of the stars,
I marked Him in the flowering of His fields,
But in His ways with men I find Him not.
I waged His wars, and now I pass and die.
O me! for why is all around us here
As if some lesser god had made the world,
But had not force to shape it as he would,
Till the High God behold it from beyond,
And enter it, and make it beautiful?’
("The Passing of Arthur", 11. 9-17)
Man is obviously the missing middle term here, but
extrapolating God from man produces only a well-intentioned
but weak divine bungler. As a consequence of our ina-
bility to bridge the gulf between God and man, Tennyson
turns to the immediate and particular in the search
For whatever clues they can provide about the funda-
mental divine mystery. Thus, it is clear that his
precise knowledge of wild flowers and birds was more
than just a pastime typical of an age given to stuffing
pet nightingales and to preserving wildflowers between
the leaves of books. It is for this reason that
Tennyson's insects and plants are particularly abstract.
It is significant that his favourite prayer of inter-
cession consisted of the all-but-meaningless words,
"0 Thou Infinite, Amen".6

The poemms we have been studying are notable not

just for the fact that they are written on a small scale,



but that they are paired or grouped in a particular
way as we have seen. Beginning with the earliest poems
there is a fascination in periods of crisis, in moments
when opposing forces are matched, just before one or
the other is compelled to yield. This can take the
form, in any of Tennyson's poems, of a deathbed scene,
or a sunset, and on a more sophisticated level, the
northern English mid-summer sunset-dawns which we find

in section XCV of In Memoriam and in "The Passing of

Arthur". It may be argued that there must have been
a psychological cause to account for such a preoccupation,
and there may indeed be one, but it seems more import-
ant to enquire into the literary effects of the situation
on the assumption that, whatever its cause, it became
for the poet, a central image of the ambiguity and
uncertainty of the world around him.

The early paired poems are closer to the aca-
demic exercises one might expect of an undergraduate
at Cambridge, as I have attempted to show, in which two
poems help to define each other's position. The two
opposing points of view expressed in them do not invite
the development of a third point of view; "All Things
Will Die" and "Nothing Will Die" cannot be supplemented
by "Some Things Will Die and Some Things Won't", nor
do "The Mermaid" and "The Mecman" allow for some sort
of aquatic third ser, without picking and choosing be-

tween thnem. The common bhond in these poems is simply
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the fact that they represent different points of view
on a given subject, each with its own justification.

In the othe: pairs it appears that the component
poems are written ona more arbitrary basis, in the sense
that more than two poems are conceivable; there is no
logical reason, for example, to explain why Tennyson
did not write a "Mariana in the West", nor is there a
reason for not writing a poem entitled "Locksley Hall
Thirty Years After" in addition to the other two, or
for writing about Oenone's death rather than, or in
addition to, ‘another event in her life. In the case
of the sequels to "Locksley Hall" and "Oenone", however,
Tennyson's reasons are falirly obvious, since he clearly
wished to catch a moment of crisis, just as the young
Leonard is jilted by Judith and as Paris dies, in
order to force the protagonists of both poems to reassess
their past experiences. But, although Tennyson's
reasons for choosing these two episodes are clear
enough, it is entirely conceivable that he could have

constructed a poem like In Memoriam or Maud on the

framework of these pairs, tracing the emotional develop-
ment of the speaker in "Locksley Hall" and Oenone her-
self in far greater detail. It is a possibility which

Coventry Patmore raises with reference to In Memoriam:

Its only unity is unitv of metre and the unity
of feeling which results from a continual
reference, sometimes very remote, of all

its partz, to the incident of a real personal
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loss. It makes no pretensions to that total-
ity which is necessary in a ‘'work of art',
though the sections of which it is composed
have usually that gquality in a high degree.
The reflections and emotions which it

records and describes might have filled five
or ten volumes just as well as one. The only
reason for this poem's stopping where it
does, 1s, like Petrarch's sonnets, not the
exhaustion of the subject, but the exhaustion
of the desire of expressing thoughts and
feeling in connection with it.

The selection of events in In Memoriam, Maud,

and the Idylls of the King is just as arbitrary as it

is in the two "Locksley Hall" poems and the two
"Oenones", though it seems less so because the others

are more substantial poems. Patmore, however, is wrong
in suggesting that the poem ends because the poet is
exhausted, though he is right in implying a psychological
criterion for determining the structure of the poem.

In Memoriam has 131 sections, not because the poet could

not write any more (we know he did), but because they
represent over a period of time a full and accurate
description of the changes of mood and belief which the
poet wishes to convey. The poem's length is determined,
therefore, rot by psychological exhaustion, but by
psychological completeness. It follows, then, that
these poems, dealing as they do with constantly changing
moods and frames of mind, can (and perhaps should) be
said to have no conventional Aristote%ian structure at

all., If this is so, we are perhaps in a better position
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to understand Tennyson's cryptic comment on novels, with

particular reference to the length of ClarissaHarlcwe:

"I like those great still books....I wish thzre were

a great novel in hundreds of volumes that I might go

on and on; I hate some of your modern novels with number-
8

less characters thrust into the first chapter."

In Memoriam is an interesting test case in

this regard. There is an obvious sense in which it .
presents a story through describing the poet's changing
moods of despair to a qualified optimism and hope, and
yvet there is no one crucial emotion or occurrence on
which the narrative hinges. Section XCV ("By night

we lingered on the lawn")is often considered to con-

tain the central experience of the poet's renewal of

hope:9

A hunger seized my heart; I read

Of that glad year which once had been,

In those fallen leaves which kept their green,
The noble letters of the dead:

And strangely on the silence broke
The silent-sveaking words, and strange
Wes love's dumb cry defying change

To test his worth; and strangely spoke

The faith, the vigour, bold to dwell
On doubts that drive the coward back,
And kean through wordy csnares to track
Suggestion to her inmost cell.

So word by word, and line by line,
The dead man touched me from the past,
And all at once it seemed at last

The living soul was flashed on mine,
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And mine in this was wound, and whirled
About empvreal heights of thought,
And came on that which is, and caught
The deep pulsations of the world,
Aeonian music measuring out
The steps of Time -- the shocks of Chance --
The blows of Death. At length my trance
Was cancelled, stricken through with doubt.
(11. 21-44)
Although this experience is obviously a major develop-
ment in the poem, one is aware that it does not generate
immediate and lasting confidence, but rather doubt of
the trance itself which must be fought as other doubts
before. Nor is this the first note of hope in the poem.
While the first appearance of hope may be a subject of
disagreement, it is clear that by section LV ("The wish,
that of the living whole"), the last stanza shows some
progress, however slight, towards confidence:

I stretch lame hands of faith, and grope,

And gather dust and chaff, and call
To what I feel is Lord of all,
And faintly trust the larger hope. (11. 16-20)
"Faintly" has a double meaning: one referring to the
weakness of the trust, the other to that of the speaker
and suggesting the urgency of the need to believe in
something. And section XCVI, which begins,
You say, but with no touch of scorn,
Sweet~hearted, you, whose light-blue eyes
Are tender over drowning flies,

You tell me, doubt is Devil-born.

I know not.... (L1. 1-5)

shows that, while the speaker can respond to the blue-

eyed comforter’s charitable motives, he cannot overcome
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his doubt in this way. Furthermore, Tennyson's own
opinion of section XCV seems to have been fairly low,

since in the selection from In Memoriam published in

1885 (and, as F.T. Palgrave himself assures us, chosen
by Tennyson),lO section XCV is missing altogether.

This version of In Memoriam is of particular significance

too, because Tennyson, in pruning the poem to about
one-third of its original length, not only omitted the
framing Prclogue and Epilogue, but completely re-
ordered the remaining sections so that they provide,
in terms of the old numbering, two consecutive sweeps
through the poem.ll These are only a few of the con-

siderations which must be borne in mind when considering

the structure of In Memoriam, but they are enough to

indicate that Patmore's observation has much truth
in it, and that the poem is not unrelated in its struc-
tural organization to the paired poems.

Similarly, it is difficult to try to establish
an Aristotelian beginning, middle and end in Maud.
And, as I hope to show, although such a structure is

suverficially obvious in the Idylls of the King, a

closer study of the poem reveals that it is an unsatis-
factory one. Beyond a minimal linear development of
the decline of the Round Table, and the young lover's
change from self-pity to altruistic enthusiasm for war,
Tennyson's technique is one of amplification of indivi-

dual emoticns and ideas, and the poems have several



cores rather than one middle. Perhaps the most useful
analogy comes from medieval music and the practice of
embellishing a basic melodic line by incorporating
tropes. For the purposes of the comparison, "Locksley
Hall" and "Locksley Hall Sixty Years After" and "Oenone"
and "The Death of Oenone" represent simple plainsong

melodies completely unornamented, whereas In Memoriam,

Maud, and the Idylls of the King represent similar

melodies, but decorated in a full melismatic style.
Perhaps the pairs which attempt to consider
the passage of time are more satisfying than those which
do not because, while the former contain two arbitrary
situations, in the latter the pairing itself is arbi-
trary. There is no necessary connection between
Ulysses and Tithonus in mythology or literature up to
the time of Tennyson. They are simply two figures
anplified from myth to represent different attitudes,
but in such a way that a careless reader could easily
fail to recognise the existence of a link between them.
Although "Ulysses" and "Tithonus" gain considerable
power from their mythological and heroic predecessors,
they remain fixed in a static debate in which no
reconciliation is possible, though in moral terms a
corpromise of some sort is necessary. Both Ulysses
and Tithonus, in spite of the richness of characterisation

which Tennyson expends on them, remain essentially stock
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characters, neither of whom is in a position to consider
the other's point of view seriously. But, by concen-
trating on a single figure on several occasions, Tennyson
is able to assume the reader's awareness of the simi-
larities between the two boems, and thus to concentrate
on the subtle changes which have emerged through the
passing of time.

The thematic significance of placing his
characters in time, and thus in the context of their
past, is evident in the history of some of Tennyson's
most famous lyrics. There are relatively few of these
lyrics which remain exactly in the form in which they
first were published, the two most notable being "Break,
break, break" and "Crossing the Bar". Otherwise, poems
which were first composed as pure lyrics have been
modified in some way, rewritten, added to, or shuffled
into a new context. Thus, the early poems written after
Hallam's death, aﬁong them, "Fair Ship, that from the
Italian shore", "The time draws near the birth of
Christ", and "With trembling fingers did we weave",
lost their status as independent lyrics and became

incorporated into the larger structure of In Memoriam.12

And Maud, in spite of the controversy as to Sir John

. . . ) . . 13
Simeon's imvortance in the conception, began as an
expansion of the lyric written over twenty years earlier,
"Oh! that 'twere vossible". The songs which were

added to The Princess have never had an independent
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existence of their own, except in the hands of antholog-
ists who dislike the rest of the poem. Thus, with
the two exceptions noted earlier, Tennyson's instinct
seems to have been to place lyric poems in a context
where they are developed, qualified, and given a newer
and greater significance quite different from'the
simple "pure" emotion which they originally expressed.
As Oliver Elton observes, Tennyson's forte is not in
the expression of simple emotion in lyrics, but in fact
the reverse: "Saving for a few lyrics, I think that
Tennyson must lose his hold as a poet of the simple
emotions; for his true skill is to elaborate emotions
not simple at all."l4
In Tennyson's move from purely lyrical to new
poetic forms, the earliest and most important of his
experimental forms was the dramatic monologue,
Browning's term, derived from the title of his 1842
poems, is "Dramatic Lyrics", and it allows us to see
more easily the two elements of drama and lyric com-
bined in the form. "Dramatic lyric" emphasises that
the lyric expression is supplemented by a setting
(time, place, and audience) which enhances or gualifies
what the speaker says, often ironically. This much
is obvious enocugh (what would Bishop Blougram have said
had Gigadibs been a Calvinist, or the Bishop had been

speaking to his confessor?), and the technique was
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widely adopted among the Victorians. But even if
Tennyson did not actually invent the dramatic mono-
logue, he was the first to see the increased range in
theme and mood to be achieved by dramatic monologues
in groups, even relatively simple pairs like "Ulysses"
and "Tithonus", in which the speakers comment on their
own situation, and the pocems comment indirectly on the
other points of view, thereby adding a further dimension
of irony to the original situation. We may think we
can detect ironies in Ulysses' position as an enfeebled
man, setting out on a journey in the evening, but
Tithonus, in commenting on his weariness and desire to
die, also adds to our appreciation of Ulysses' statement.
In the nineteenth century the use of groups of
dramatic monologues attains its highestpoint of

development in The Ring and the Book. In allowing the

same events to be told by nine contemporaries, Browning
presents the cases of all those involved in the scandal
and murder in order to ascertain the truth:

Let this o0ld woe step on the stage again!
Act itself o'er anew for men to judge,
Not by the verv sense and sight indeed -~
(Which take at best imperfect cognizance,
Since, how heart moves brain, and how both move hand,
What mortal ever in entirety saw?)
-~ No dose of purer truth than man digests,
But truth with falsehood, milk that feeds him now,
Not strong meat he may get to bear some day —--
To-wit, by voices we call evidence,
Uproar in the echo, live fact .deadened down,
Talked over, bruited abroad, whispered away,
Yet helping us to all we seem to hear:
For how else know we s3ave by worth of word?
(Tne Ring and tne Book, I, 824-37)
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Among the speakers only Guido, the accused murderer
and betrayed husband, is allowed a second chance to
speak, and the Pope, to whom the case is referred for
a final judgment, is allowed by Browning to give "the

ultimate / Judgment save yours" (The Ring and the Book,

I, 1220-1). But Browning's desire to learn the truth
is quite different from Tennyson's desire to create
emotional complexity and richness by means of the same
technique; whereas Browning's speakers may contradict,
cancel, or discredit each other's evidence, Tennyson's
use of the technique leads to much more tentative
gualification, ambiguities and uncertainties. And it

is worth noticing that in The Princess, the poem which

most closely resembles The Ring and the Book in having

several narrators, the discontinuities and inconsistencies
arise, not from the changes in speaker, but in the

shifts of tone from farce to epic and from narrative

to lyric. The difference between the two poems, simply,

is that, while The Ring and the Book aims to get at the

truth by a judicious sifting of the conflicting evidence,
Tennyson tries to produce a "medley" by the process of
accretion; Tennyson gives us the whole truth, and
Browning encourages us to move beyond the alloy of
fiction to reach nothing but the truth.

The Ring and the Book, howevexr, is subject to

the same limitation {though Browning would not consider

it as such) as "Ulysses" and "Tithonus", so that In
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Memoriam marks a break from the pendant poems on
Tennyson's part and indicates an attempt to discover
a richer means of expression. Although the rucleus

of In Memoriam was a scattered group of lyrics, when

collected they represent a sort of narrative context
tracing "The Way of the Soul", to use Tennyson's

phrase. Instead of writing a Justa Edouardo King

with various fictional contributors, Tennyson considers

s

the development of grief within one individual over

a period of time, which in In Memoriam appears to be

about three years. The technique of the poem is pur-
sued in Maud which is more obviously dramatic. 1In
both, Tennyson shows the speaker's state of mind
developing in such a way that the poems transcend the

sense of setting which is so important for the dramatic

monoclogue. In In Memoriam and Maud the external world,
which acts as a major ironic device in a Browningesque
dramatic monologue, becomes less and less important.
until in Maud, as F.E.L. Priestley suggests, one need
not necessarily believe the speaker about what happens
but only that he believes those things to have taken

place.15 As a result, the action of In Memoriam and

Maud is largely internal, relying on the juxtaposition
and interplay of emotions and ideas.
Although the effect of the juxtaposition in In

Memoriam seems too obvious to justify extended analysis,
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it is perhaps as well to consider a small group of

poems; sections IX - XII will do as well as any, though

a7

other groups could equally well illustrate my point.
These four poems are impossible to sum up simply, either
as a whole or individually, since Tennyson is attempting
to break through conventional poetic expressions of
grief and to analyse and describe what he finds.
Section XI demonstrates this process superbly:

Calm is the morn without a sound,
Calm as to suit a calmer grief,
And only through the faded leaf

The chestnut pattering to the ground:

Calm and deep peace on this high wold,
And on these dews that drench the furze,
And all the silvery gossamers

That twinkle into green and gold:

Calm and still light on yon great plain
That sweeps with all its autumn bowers,
And crowded farms and lessening towers,

To mingle with the bounding main:

Calm and deep peace in this wide air,
These leaves that redden to the fall;
And in my heart, if calm at all,

If any calm, a calm despair:

Calm on the seas, and silver sleep,
And waves that sway themselves in rest,
And dead calm in that noble breast
Which heaves but with the heaving deep.

The extent of Tennyson's penetration is clear when this
poem is compared with the following section from
"Lycidas", in which the idea of calmness is treated
in a far less daring way:

But now my oat prcceeds,

And listens to the hevrald of the sea

That came in Neptune's plea,

He asked the waves, and asked the felon winds,
What hard mishap hath doomed this gentle swain?



And questioned every gust of rugged wings

That blows from off each beakdd promontory;

They knew not of his story,

And sage Hippotades their answer brings,

That not a blast was from his dungeon strayed,

The air was calm, and on the level brine,

Sleek Panope with all her sisters played.

It was that fatal and perfidious bark

Built in the eclipse, and rigged with curses dark,

That sunk so low that sacred head of thine.

("Lycidas", 11. 88-102)

Tennyson is not concerned with attributing blame or
determining who killed Cock Robin, but analyses the
calmness, not only of nature, of the dead man, and of
the sea bearing him back to England, but even of the
speaker himself; each is described as calm, but Tennyson
presses further than that. The steady repetition of
the word, "calm", suggests not so much description as
an incantatory appeal for calm within the speaker,
meant in part to help him attain a desired serenity.
The last two stangzas, however, offer no such hope since
their calm is that of death and despair, and produces
the doubtful cry,‘"if calm at all, / If any calm”. The
repetition and parallelism in section XI obviously 1lull
the reader intc a sense of security which, he is forced
to recognise, is false. Far from being reassuring in
its insistence, the poem reveals a highly complex state
of mind involving the poet's doubts about how to de~
scribe this state of stillness, about his relationship
to the autumnal world, and above all, *to his dead

friend, and how little he shares in their calmness.

The mood of section XIT is in almost complete
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contrast to that of XI, although the unsettled ending
does provide some small clue of what is to come, at
least in retrospect. Section XII begins

Lo, as a dove when up she springs
To bear through Heaven a tale of woe,
Some dolorous message knit below

The wild pulsation of her wings;

Like her I go; I cannot stay:;
I leave this mortal ark behind,
A weight of nerves without a mind,
And leave the cliffs, and haste away. (11. 1-8)

So great is the change in mood that the question raised
in XVI seems inevitable:
Can calm despair and wild unrest
Be tenants of a single breast,
Or sorrow such a changeling be? (11. 2-4)
And XII's restless, agitated journey over the sea
contrasts with the stately voyage of the ship in
sections IX and X:
Fair ship, that from the Italian shore
Sailest the placid ocean-plains
With my lost Arthur's loved remains,
Spread thy fuvll wings, and waft him o'er.
So draw him home to those that mourn
In vain; a favourable speed
Ruffle thy mirrored mast, and lead
Through prosperous flcods his holy urn.
(IX, 1-8)
The praver for the protection of the holy urn turns
easily to those that mourn, and their intense feeling
of personal lcss:
My Arthur, whom I shall not see
Till all my widowed race be run;

Dear as the mother to the son,
More than my krothers are to me. (IX, 17-20)
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And section X turns the expression of personal loss
into a more general understanding of the ship's voyage:
I hear the noise about thy keel;
I hear the bell struck in the night:
I see the cabin-window bright;
I see the sailor at the wheel.
Thou bring'st the sailor to his wife,
And travelled men from foreign lands;
And letters unto trembling hands;
And, thy dark freight, a vanished life.
(11. 1-8)
In this section, the poet retreats from the personal
forms of the first stanza, "I hear...I hear...I see...
I see...", through the impersonal details of the second
stanza to a section in which the speaker's association
with others is understood, thus establishing a fragile

harmony which is to be destroyed by the end of section X:

O to us,
The fools of habit, sweeter seems

To rest beneath the clover sod,
That takes the sunshine and the rains,
Cr where the kneeling hamlet drains
The chalice of the grapes of God;

Than if with thee the roaring wells
Should gulf him fathom-deep in brine;
And hands so often clasped in mine,
Should toss with tangle and with shells,
(X , 11-20)
The final note of destruction and chaos here, at first
contrasts with the guiet fall of chestnut leaves, but
eventually enhances the doubt in the poet's mind as
expressed in section XI.

The juxtapositions which I have discussed re-

present a special case of the technique of allusion in
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the poem as a whole. Sometimes by means of direct
quotation, sometimes by recalling an earlier image (the
yew tree, the family, Christmas celebrations), and
scmetimes in larger groups (the Lazarus poems), the
juxtapositions and allusions spread through the poem
and create a ripple-like effect. Thus everywhere in
the poem images, beliefs, and moods reappear with new
emphases, threatened by new doubts, evolving towards
a remarkably full description of the poet's grief. But
the poem is more than just an anatomy of grief, des-
cribing symptoms and suggesting generalised cures; it
is, as Tennyson called it, the way of the Soul, a des-
cription which stresses the dynamic processes involved
in the growth to intellectual and emotional maturity.
This suggests that the significance of the Prologue,
cbviously one of the last sections in the sequence to
be written, in which the poet expresses his position
of strength at the end of his period of suffering,
is thatthe poet is able to direct his readers, to
give them a sense of where they will be travelling,
and so enable them to keep the larger pattern in mind
as they read.

- Maud, as the Memoir informs us, was called by
James Russell Lowell, "the antiphonal voice" to In
Memoriam, since it portrays the drama of the Soul as

16

opposed teo the way of the Soul. It is easy to
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understand, even now, why Maud's first readers, having

conveniently forgotten The Princess and having been

reassured by In Memoriam, were shocked not simply by

the subject matter but by the extravagance with which

7

it was depicted.l The emotional gamut is far greater

in Maud than ever in In Memoriam, surely evidence, if

any were needed, that the speaker in Maud is an imagi-

nary character. For, with an apparently less serious

cause for grief, the young lover in Maud shows states

of mind which are out of place in In Memoriam, among

them anger, ecstatic happiness, and madness; even the
bitterness, despalr, and grief which we can find in

In Memoriam are present in much more extreme forms in

Maud. Yet in spite of the hysterical intensity of the
young man's emotions, they are never simple emotional
reactions to one stimulus. The lyric expressing love
and happiness at the speaker's first meeting with Maud,
"Birds in the higﬁ Hall-garden", contains a pang of
self-consciousness as the young man says, "I to cry
out on pride/ Who have won her favour!" (I, 428-9) as
the memories of his previous anguish rush in, only to
be disregarded in the snmugness of the last stanza:

Look, a horse at the door,

And little King Charley snarling,
Go kack, my lord, across the moor,

You are not her darling. (I, 440-3)

His love as expressed in "Maud has a garden of roses"”
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is shot through with doubts about his own worthiness
as her lover and even as a human being, as we learn in
the following section:

So dark a mind within me dwells,
And I make mvself such evil cheer,
That 1if I be dear to some one else,
Then some one else may have much to fear;
But if I be dear to some one else, _
Then I should be to myself more dear.
Shall I not take care of all that I think,
Yea even of wretched meat and drink,
If I be dear,
If I be dear to some one else, (I, 527-36)

If such tension between despair and hope is seldom
expressed so bluntly in Maud, yet it is true that even
"Go not, happy day" implies an awareness of the con-
sequences of the happy day's departure.

Although one must not confuse In Memoriam

with a diary, nevertheless, each section has the im-
mediacy of a diary entry in referring to either the
present or the immediate past. This much exists in

common between In Memoriam and Maud, although Maud does

not have the framing poems to distance the immediate
experiences and to put them in perspective. The fact
that Maud presents basically raw emotion, often without
any reflection or analysis, has led to the confusion
over Tennyson's attitude to the Crimean War, as if
Tennyson had made a half-hearted attempt to disguise
himself before speaking his mind. In cutting away the

Prologue and Epilogue framework, and freeing Maﬁg from
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authorial comment, Tennyson took a considerable risk
of being misunderstood. 1In Maud, the meaning emerges
from the dramatic context alone, from the interplay of
emotions and from the reader's interpretation of the
young man's reactions to the events he describes. Al-
though Professor Priestley is correct in saying that
the reader need not be concerned about what aétual
events took place, yet the reader must always assess
the young man on the basis of his responses, and con-
sider to what extent his rashness is justified. One
is not merely exercising a defensive mechanism in
judging the young lover and in deciding that in some
ways he is abnormal, since his intemperateness through-
out the poem is repellent at times. Nevertheless, we
have only his outbursts with which to reckon our
relationship to the poem; as Hallam Tennyson implies
in the Memoir, the key to understanding the poem lies
not so much in the printed word, but in the moods which
the words suggest.l8
Perhaps because Maud caused its readers so much
difficulty in understanding it, Tennyson adopted a
less arduous path, while pursuing the same destination

in his next major poetic projects, the Idylls of the

King and the three important historical plays. Whereas
Maud had been almost totally severed from external

reality, the Idylls and the history plays depend on the
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readers' common experience of myth and history for
their significance. But as the medium becomes more and
more dramatic, there is less place for authorial inter-

vention and interpretation. The Idylls of the King is

not a sustained epic as one might have expected from
the material, but a series of episodes which, when read
as a group, merely outlines the history of the Round
Table. The central political and spiritual values of
the poem emerge largely by implication, through the
relationship between the separate idylls; thus, al-
though each idyll deals with specific people and inci-
dents, we can detect on a general plane the ycuthful
enthusiasm of the Round Table in "Gareth and Lynette",
we can see the beginning of doubt and betrayal in the
two "Geraint" idylls, the destruction of family ties
in "Balin and Balan", the symbolic defeat of the
intellectual and magical power behind Arthur in the
fall of Merlin. "Lancelot and Elaine” shows us how
Lancelot's sinfulness has prevented Lancelot from
marrying Elaine, and thereby how it begins to destroy
innocent outsiders. "The Holy Grail" tells of another
chance to escape from the corruption of the court by
representing an ideal different from Arthur's chivalric
code, but although many pursue the Grail, few actually
complete the Grail gquest. While the Grail becomes a
central image of the Round Table's declining strength,

the guest is irrelevant tc the ideals of Arthur's
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system, since it tends to alienate the successful
knights from Arthur's court. This is the significance
of the fact that this episode is narrated by Percivale
as a dramatic monologue, as he recalls his quest

far in the past, secluded in a monastery remote from
Camelot (this is the only dramatic monologue in all
the Idylls.) "Pelleas and Ettarre", obviously a
companion-idyll to "Gareth and Lynette" stresses the
corruption of ideals, the breaking of faith between
brother-knights leading to death, madness, and the
establishment of the Round Table in the North devoted
to destroying the hypocrisy of Arthur's knights. "The
Last Tournament" shows the split between the moral
ideal and the corrupt reality in its strongest form,
as Lancelot pvblicly compromises his position just
before the final separation of Arthur and Guineven, and
the battle in the West.

Tennyson's purrpose in the Idylls was not to
write an encyclopedic history of the sort composed by
Malory, nor to try to explain the failure of the Round
Table, but rather to provide, by a process of selection,
some indication of Arthur's significance beyond the
merely historical concerns of bedroom political
machinations and civil wars. Tennyson's image of
poetry as shot—silk19 applies not only to his distrust

of rigid allegorv of the kind which the Victorians
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believed Spenser wrote, but it also suggests the
extraordinary richness of a few vivid scenes which
convey the reality of a situation, in all the psycho-
logical, historical, political, moral, and religious
implications, which were important for the nineteenth
century.

As the ending of Maud opens out from a private
world of guilt and frustration to a world of public
action in the Crimean War, Tennyson turned his atten-
tion to the great poem for which his admirers had been

clamouring, the Idylls of the XKing. In the sense that

it is his most serious and sustained criticism of 1life,
it fulfils the reguirements of the great modern poem

20 While

which, his readers believed, he owed them.
the technique and scope of the Idylls might have seemed
to a lesser poet the final development of this style,

Tennyson then began to treat history on an even more

ambitious scale in the writing of Queen Mary, Harold,

and Becket. He started work on the plays when the

Idvlls of the King was virtually complete, except for

"Balin and Balan" (1885), and in doing so he turned

from legendary heroes to real historical figures.21
Technically, the transition to dialogue in drama came
easily enough since we find Tennyson complaining in a

letter to James Knowles written as early as 1872 about

the difficulties of writing "Gareth and Lynette": "IL
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I were at liberty, which I think I am not, to print
the names of the speakers 'Gareth' 'Linette' [sic]
over the short snip-snap of their talk, and so avoid
the perpetual 'said' and its varieties, the work would
be much easier."22

In turning to drama, Tennyson was yielding to
the fascination which drama held for nineteenth-century
writers, though in almost every case it proved to be
the attraction of a Siren-song. Keats's theory of
negative capability is only one manifestation of the
wide-spread interest in the poet and his dramatic
sympathies; Coleridge, for example, as I have shown
earlier (pp. 47-8) distinguishes between two types
of poets, the one represented by Milton, the other by
Shakespeare, "the one Proteus of the fire and the

flood".23

In the Shakespearean criticism he seems

to suggest that this Protean sympathy is an essential
quality of the true poet: "There are men who can

write most eloquently and passages of deepest pathos

and even sublimity on circumstances personal and deeply
exciting their own passions, but (they are) not
therefore poets....But to become by power of imagination
another thing, (this is to be a poet). Proteus, a river,
a lion, yet still the god (is) felt to be there."24
In spite of the fact that Tennyson's poetic skill and

interests are very similar to those Coleridge describes,

his plays are individually failures, as was so often



30

Ehae canc in Lhe uronc .o 177

Vihtle I am neL pmaroes Lo LR AT At a aathor o
analyzis of the soaori-corings of Tonnyson's historsicea!l
tragedrias, & row noacrnl onsocUaticne will wmarhang
shiow Lielr re'atiornciam to the »oarved noeoms a1d heln
to explain v Teniy-son', talosco shoull bave founcorad
on poetic drama.  Aract [rom rhe difficultins corpman

to the nineteanth-congury ~oetic dravetists, nerhapy

v
~

“~ I . P e S | Kol s N PRI | PN -
the main reason for Tenpveon's failluve is attiributable

to an excess 2»f thz Protean sywpathy descril

Colericdye. I thz histery glays thecoe are Lo many

characters dovelogszd Zor thely oen Zake (8iyr Thor

Wyatt in Quoon Mary is develerea to a large extent,

%
o
r+

not cnly for his own sake, for ais father's sake
in I¥.i), and the settings are tco compleitely realised
with the rezult that the plays seem formless and uncon-

trolled in their c¢reat length and detail. Although

J.R. Green, the historian, praised Becket as a piece

o

of historical research,z one cannct help feeling that
his praise really should be taken as criticisn.
Tennyson appears to have realised that the plavs he
had written were incapable of being vroduced, and
accordingly he made the unusual and (for him) drastic
concescion that they could bhe edited in order to pro-
. . . s 26 .
vide a mores convenient acting edition. This seems
to have boon o time when Tennyson's scnse of form, of

a "sw211 versecl on fine lines™, eluded him comuletelvy,



302

and indeed, it is difficult to avoid the judgment that
he abdicated his responsibilites as a dramatist in not
making a more serious attempt to impose a stronger
structure onhis material so as to make it dramatically
more effective. As a result, his inability to control
the Protean excesses of the history plays is combined
with his ambitions as a social commentator aﬁd historian,
tothe detriment of the plays: YAll his life he enjoyed
discovering the causes of historical and social move- J
ments; and had a strong desire to reverse unfair judg-
ments, and an eager delight in the analysis of human

motive and character."27

This implies the Protean

poet writing without restraint, with no apparent
awareness of dramatic structure or of the demands of
writing for actors, and it is obvious that Tennyson's
interest was engaged more in the cause of fefurbishing
the reputation of Bloody Mary and Harold than of writing
a satisfying play. While in the plays there is ample
evidence of Tennyson's mastery of detail, there is

egqual evidence of his inability to accept the discip-

line of major poetic forms. The Princess, In Memoriam,

Maud, and the Idylls of the King are not subject to

this criticism because Tennyson successfully devised
a form which would not impose rigid structures on him,
although he was unable to do so for the theatre as

Wagner, Shaw, and Eugene O'Neill have succeeded in doing.
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The four later plays are tidier and easier to stage.
Their relative success in terms of dramatic structure
is the result of three factors: Tennyson's growing
experience coupled with an awareness of the structural
difficulties of the history plays, their reliance on
amplifying literary rather than historical sources

(The Promise of May which has no single literary source,

is very obviously conceived in terms of an intellectual-
ised melodrama), and the natural reluctance of a poet
in his seventies to embark on any more large works.

Yet, if the history plays, taken individually,
are less than satisfying in structure, it is clear
that Tennyson thought of them as a group, in what
appears to be yet another development of the idyll-

techniqwe of the Idylls of the King. The subjects

were chosen, not only to fill the gaps among
Shakespeare's history plays, but also to develop a
view of English history by the same means which he had
used to describe the fall of Arthur's Round Table:

'This trilogy of plays', he [Tennyson]
notes, 'portrays the making of EZngland.’
In Harold we have the great conflict between
Danes, Saxons and Normans for supremacy, the
awakening of the Fnglish people and clergy
from the slumber into which they had for the
most part fallen, and the forecast of the
greatrness of our composite race.

In Recket the struggle is between the Crown

and the Church for predominance, a struggle
which continued for many centuries.
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In Mary are described the final downfall
of Roman Catholicism in FEngland, and the
dawning of a new age: for after the era
of priestly domination comes the era of
the freedom of the individual.

'In The Foresters', [Tennyson] wrote, 'L
have sketched the state of the people in
another great transition period of the
making of England, when the barons sided
with the people and eventually won for them
the Magna Charta.'28

Although The Foresters is a less significant play than

the other three, one can easily understand from
Tennyson's remarks something of his grand plan in
writing these history plays. Taken together they
depict crucial events in the building of the English
race and in the attainment of its pre-eminent position
in the nineteenth-century. This is clearly a pecu-
liarly English and Protestant view of history, though
it was by no means a view unique to Tennyson and to
England.29 It is, nevertheless, a typically
Tennysonian scheme: the transitional periods, the
moments of crisis, the minute attention to particular
events carefully selected from the total cycle -~
these are all clearly derived from the Idylls and
thence from some of Tennyson's earliest poems.

As I suggested earlier, it is not unreasonable
for an elderly poet to concentrate on shorter poems
from diminished energy and from a fear of leaving a long
poem unfinishecd at his death. Thus, the last play to

be written, The Promise of May, was published in the
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same volume as "Locksley Hall Sixty Years After", and
with this volume we reach the final development of the
Tennysonian paired poems. "Locksley Hall Sixty Years
After"™ and "The Death of Oenone" mark both the fulfil-
ment and a simplification of the technique of pairing
poems. In these poems Tennyson gives full expression
to the changes brought about in an individual by the
passing of time, and creates in miniature something of
the effect of the central poems of the 1850's. In his
other late poems, too, Tennyson treats the themes of
death, lack of dogmatism, and the distinction between
heavenly-best and earthly-best more explicitly and
objectively than ever before. Poems like "The Ancient
Sage" and "Rkbar's Dream”" develop these themes in the
form of a dialogue between an acknowledged prophetic
figure and an interlocutor. In these poems, the values
of wide experience and tolerance are stressed above
all else. Earlier in "The Voyage of Maeldune" written
in 1879-80, we find that the ultimate objective of

the questing voyage may be very different from the
reason it was undertaken, and indeed may entail the
total denial of the first motives. And in his poem
inspired by W.G. Palgrave's collecticn of travel essays,

Ulvsses or Scenes and Studies in Many Lands, Tennyson

addresses Ulysses not as the old undaunted warrior but

as the "much-experienced man / Whose eyes have known
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this globe of ours" ("To Ulysses", 11l. 1-2). Ulysses
is praised now, not for his strength of will but for
his breadth of experience, his wide travels and know-
ledge from which it is possible to learn, and thence,
to broaden one's own experience. In other words, it

is significant that Tennyson's hero at this point is
Ulysses, the hero who wandered, gaining expefience,
rather than a Vergilian Aeneas, whose sense of duty and
mission might otherwise have been more pleasing to the
Victorians.

It is certainly not true that Tennyson escaped
criticism from his contemporaries. Not only was
Tennyson's teaching objected to on moral grounds by
writers like McCrie, but some of the technical aspects
I have been discussing drew adverse criticism from
the beginning of his career. It is interesting that
Christopher North detected, with disapproval, one
element of Tennyson's technique in his notorious review
of the 1832 volume: "They [the poems] betray a pain-
ful and impctent straining after originality -- an
aversion from the straight-forward and strong simplicity

n30 The characteristics of mind

of nature and truth.
which Hallam Tennyson says his father brought to the
writing of plays, are, according to North's view,
apparent already.

But another central characteristic which is

observed by James Spedding, and is touched on by others
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many times subsequently, is the fragmentary aspect of
Tennyson's poems. Spedding objects to the poems of the
1842 volume because they are a "collection cf studies
for a picture" in which Tennyson's abilities are
"displayed in fragments and snatches, having no con-
nection, and therefore deriving no light or fresh

interest the one from the other."3l

Once begun, the
critical tradition was maintained until Tennyson's
death, with each volume eliciting some comment on the
poet's original and minute observation and the frag-
mentary nature of his poems. The former characteristic
soon won universal praise for Tennyson, though the
critical history of his fragmentary technique is more
interesting, though too involved to be dealt with

fully here.32 Coventry Patmore seems to have been one
of the first of Tennyson's reviewers to recognise that
the fragmentariness of the poems is not only remarkable,

but deliberate:

The Princess; A Medley, upon the first reading,
has a very curious effect. It is so thoroughly
‘a Medley', its heterogeneousness 1s so com-
plete, that we wonder how any mind should

have been able to escape the apparently inevit-
able continuity with which feelings and ideas
suggest themselves. Tragedy, comedy, love,
satire, the old, and the new, modern conven-
tionalisms, and outrageous fancies, all con-
trarieties come together, and, at first,

appear to clash.

But this is only a superficial impression:



Even the perfect correspondence of the
'conclusion' with the 'prologue', and the
unaccountable apparent irrelevance of both,
will be insufficient to startle readers of
pcetry, in general, into a notion ttat the
'failure' may possibly be their own, and
not the poet's.34
Patmore's remarks form in effect a perfect
picture of Coleridge's Protean poet. The implication
for Tennyson's readers is that they must come to terms
with such a poet as a shape-shifter and with their
own expectations of poetry. This task is much easier
for us than it was in the nineteenth century, mainly
because it is a poetic technique which we have come to
accept without question. And yet it is important
that we recognise the role played by Tennyson and some
of his Victorian contemporaries in helping to win

acceptance for the different voices and the shored

fragments in a poem like The Wasteland.

Christopher North reproves Tennyson for
deviating from the straight-forward and, is inclined
to add, the obvious; and this can indeed, when carried
to excess, be a legitimate criticism of some poets.
In Tennyson's poems, however, this characteristic is
converted to a virtue. As Spedding suggests, an
accumulation of studies does not make a painting. But
Tennyson's poems make a picture in which certain,
apparently unrelated, details are drawn with extreme
care and skill, while the rest is treated more sketchily,

though to no less effect. In reading Tennyson's paired
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poems, we must never lose sight of the larger unity
ir admiring the fine details. Tennyson's skepticism
prevents him from imposing a relationship on the
obser&ed facts of life; it does not stop him from
believing that such a reiationship exists, but only
from asserting it dogmatically in his poetry. The
interpretive demands which Tennyson's poetry makes

on the reader in the paired poems, The Princess, and

his later poems are great, but they enable him to
join the poet in his guest for the richness and

totality of truth.
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a comment which he makes on In Memoriam has interesting
implications for the tension between Ulysses and
Telamachus: "The dilemma is that of 'The Two Voices':
how are we to choose between the materialists who have
a sense of the 'real' but no ideals and the visionaries
who have a sense for ideals but are egocentric dreamers?"
(R9) .,

Douglas Bush, Mvthology and the Romantic
Tradition in English Poetry, p. 209.

10 Charles Mitchell, "The Undying Will of
Tennyson's Ulysses", Victorian Poetry, II (1964), 87.

11 Clyde de L. Ryals, "Point of View in
Tennyson's 'Ulysses'", Archiv fur das Studium der Neueren
Sprachen und Li}@raturen, JXCIX (1961), 234.
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12 perex Colville, Victorian Poetry and the
Romantic Religion, p. 173.

13 Mary Joan Donahue, "Tennyson's 'Hail Briton!'
and 'Tithon' in the Heath Manuscript", PMLA, LXIV (1949), 403.

14 Colville, loc. cit.

15 W.B. Stanford,. The Ulysses Theme, p. 202,
16 Pettigrew, op. cit., pp. 30-1.

17

See Baum, Tennyson Sixty Years After, p. 95;
Bush, op. cit., p. 208; Kristian Smidt, "The Intellectual
Quest of the Victorian Poets", Enoglish Studies: A
Journal of English Letters and Philoloqgv, XL (1959),
admits the comparison but observes the contrast in mood
(90) and J.S. Pettigrew, op. cit., p. 34, calls "The
Lotos-Eaters”" an "interesting gloss" on "Ulysses", since
both poems have the same theme.

18 James Knowles, "Aspects of Tennyson, II:
5 Personal Reminiscence", Nineteenth Century, xkx11I
(1893), 182.

19

Memoir, I, 196.

2
20 Most notably in Buckley, op. cit., p. 62,
and in Pettigrew, op. cit., p. 35.

21 Although first published eighteen years after
"Ulysses'", "Tithonus" exists in an early form from about
the same date as "Ulysses". While there are considerable’
differences between the two versions of the poem, dis-
cussed admirably by Mary Joan Donahue, op. cit., they
do not affect the present argument, and so I refer to
che later, complete version.

22 Ricks, Alfred Tennyson, p. 324, in a note to
page 114, corrects the errcr mads in the Memoir, Sir
Charles' biographv, and Ricks's own edition in asserting
that the letter reached Tennvson on October 1, whereas
it was actually written and posted on that date.

23 The most significant revisions are as follows
(referring to the Trinityv M8 which postdates both the
Heath M8 and the Harvard Wbk. 16): T.Nbk. 22 lacks line 12;
T. Nbk. 22 has "old heart" instead of "gray spirit" in
line 3C; the first draft of T.Nbk.22 for line 48 has "we
are old" which is changed to "and opposed". The MS is
cut off at the end of line 58. 1In his edition, page 564,
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Ricks notes that the Trinity MS contains an "approving
comment on Telemachus" at line 43. This is doubtful,
since the first version of the second part of the line

reads, "That work is his", and a later revision of the
entire line reads, "He works his work, I mine., All this
is past." Perhaps the tone is less ambiguous, but the
evidence is no more substantial than that.

24

"Tithonus" was not the last to appear. Dis-
regarding those poems which remained unpublished until
after Tennyson's death, "On a Mourner" remained unpub-
lished until 1865, and "Tiresias" until 1885.

25 Memoir, I, 459. The reference is to George
Smith, the founder of the Cornhill.

26 1pid., 11, 70.

27 1pia., 1, 505.

28 1pia., 1, 225.

29 Mary Joan Donahue, op. cit., é. 403.
30

Pettigrew, op. cit., p. 39. G. Joseph,
"Tennyson's Concepts of Knowledge, Wisdom, and Pallas
Athene", Mocdern Philology, LXIX (1972), 316, points out
that this couplet about the pursuit of knowledge comes
originally from "Tiresias" which like "Tithcnus" shows

the dangers involved.

31 The apparent difficulty caused by the fact
that Bedivere sees Arthur sail to Avilicen into the East,
is resolved by the promise that the king does not die
in the normal sense, but is to return.

32

Northrop Frye, Fearful Symmetry, p. 237.

33 Of course, highly accomplished poets almost
never resort to such words. Elizabethan poetry, with
its tireless descriptions of mistresses and lovers is
particularly susceptible. In Rcmeo and Juliet the Nurse
azscribes Romeo: "Though his face be better than any
man's,yet his leg excels all men's; and for a hand and
a foot, and a body, though they be not to be talked on,
yvet they are past compare" (II,v.39-42), to which Juliet
refers later: "or to dispraise my lord with that same
tongue / Which she hath praised him with above compare / So
nany thousand times?" (III.v.239~-41). Yet the fact
that Spenser three times in the Taerie Queene (ITI.i.Z26.5,
I1I.v.8.4, and I1I.v.54.4) referz to Britomart as being
beyond compare seems rather lame praise for Britomart
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NOTES: CHAPTER IV

1 Memoir, II, 71.
2 Christopher Ricks, Tennyson, p. 197.
3 1pid.
4 .
Ibid., p. 198.
5

Perhaps the most prominent nineteenth-
century defender of the pun as a serious literary device
is Coleridge in his notes on John of Gaunt's famous
death-bed pun in Richard II. His defence is of some
interest in the light of Tennyson's much less restrained
use of the device:

No doubt, something of Shakespeare's punning

must be attributed to his age, in which

direct and formal combats of wit were a

favourite pastime of the courtly and

accomplished. It was an age more favour-

able, upon the whole, to vigour of intel-

lect than the present, in which a dread of

being thought pedantic disvirits and flattens

the energies of original minds. But inde-

pendently of this, I have no hesitationin

saying that a pun, if it be congruous with

the feeling of the scene, is not only allow-

able in the dramatic dialogue, but oftentimes

one of the most effectual intensives of passion.
(Shakespeare Criticism, ed. Thomas
Raysoxr, I, 150)

The mechanical regqularity of the puns in scome of Tom
Heood's poems, though, indicates that the puns had to

be planted strategically to be appreciated. Yet another
tie hetween Wonderland (see Alice in Wonderland, chap.XI)
and Victorian England.

6
p. 101.
7

J.H. Buckley, Tennyson: Growth of a Poet,

II, 450-5:
The great organ almost burst his pipes,

Groaning fcor power, and rolling through the court
A long melodious thunder tc the soynd
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11
12
13
14
Ibid.
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J.i77. Merston, in Athen:cum, XXI (1848),
6-8, also in Jvwuw, p. 167.

16 o . -
The discrenoncy is made more specific in I4,3

Y7 he Goptlemsn's Jagazing, ¥XLX (1848), 115
and 131. The reviewer's imagc hes been ”uccesrfully
anticipated and mocked by Tennyson in the Tyrolean cap
in the intcrlude Letween sections IV and V. In fair-
ness, it should be add=d that this review is virtually
a plot summary of the poem with & minimum of critical
comment, and that nonc too profound. That the journal'
interests lic elsewhere than in criticism is suggested
by the fact that its veview of The Princess 1s over
fifteen times longer than its review or 1In Memoriam.

18 . . .

They are in harvard Nbk. 23 and were pub-
lished first in the 1920's by Sir Charles Tennyson and
are reprinted in Ricke, pp. 1768-8

19

Memoir, I, 254.

20 1pig.

21 Ricks, 1

weadnote to "The Docter's Daughter",

22 - . . .
Agieia, as Preofessor Ricks points out in his
~ - M (4

3+ 1 oo RPN P T e B o~ ;o -
editicn, nv. 767 n., woens "RErigrionzsst oand in the rame
of one oo tho Oreces. She i3 id-ntifioed pv Hesiod

37-9.
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as the wife of Hephaestus, and thus with the Homeric
Aphrodite. Homer identifies an Aglaia as mother of Nereus,
a warrior who, according to the Iliad, led an attack
against Troy. And Apollodorus states in The Library

that one of Hercules' wives was named Aglaia. It is
intriguing to speculate whether any of these amusing
ironies is deliberate on Tennyson's part.

23

Quoted in Ricks, p. 742.

24 One of the most amusing is the annotation
to Lady Psyche's touching "on Mohamet / With much con-
tempt" (II, 118-9): "Had she heard that, according
to Mohammedan doctrine, hell was chiefly occupied by
women?”, a guestion which shows Tennyson, not as so .
often merely explaining what he meant or identifying
the occasion of a reference, but actually jokingly asking
the guestions which only he can answer. Cf. also the
note to III, 331. Tennyson's revision of P.M. Wallace's
remark that the Prince's "too emotional temperament
and susceptibility to cataleptic seizures...was no doubt
intended partly to emphasise this point [that he did
not win the Princess by ohysical or moral brilliancel"
(guoted in Ricks, p. 742) seems more of an attempt to
check Wallace's self-confidence than to correct his
statement; Tennyson substituted "probably" for "no
doubt" and deleted "partly".

25 They do, however, neglect one field of
activity in their struggle to learn whatever men know,
and the reasons for this are delightfully confused,
part aesthetic and part moral:

'‘And yet' I said
'Methinks I have not found among them all
One anatomic.' 'Nay, we thought of that,'
She answered, 'but it pleased us not: in truth
We shudder but to dream our maids should ape
Those monstrous males that carve the living hound,
And cram him with the fragments of the grave,
Or in the dark dissolving human heart,
And holy secrets of this microcosm,
Dabbling a shameless hand with shameful jest,
Encarnalise their spirits: yet we know
Knowledge is knowledge, and this matter hangs:
Howbeit ourself, foreseeing casualty,
Nor willing men should come among us, learnt,
For many weary moons before we came,
This craft of healing. Were you sick, ourself
Would tend upon you.' (III, 288-304)
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Thus refuting Ida's notions about the devel-

opment of true women:

They had but been, she thought,

As children: they must lose the child, assume

The woman:
Too awful,

then, sir, awful cdes she wrote,
sure, for what they treated of,

But all she is and does is awful; odes

About this
And dismal

Beyond all
27 Quoted
28 Ricks,

losing of the child; and rhymes
lvrics, prophesying change
reason. (I, 135-42)

in Ricks, p. 743.

Tennyson, p. 188,



NOTES: CHAPTER V

1 Since "Northern Farmer: 01d Style" and
"Northern Farmer: New Style" are essentially humorous
pieces, they exemplifv the themes and technigues which
I shall be discussing on a more suverficial level
than the other two pairs. This is not to say that
they are devoid of serious intention, but simply that
we must not force Tennvson to be serious and signifi-
cant when he is being basically funny. Such examples
as these are infrecuent, though not uncharacteristic,
in his published work. As for their forming a
seguence, Picks is wrong when he says in his edition,
p. 1123, that the "Northern Farmer: O01d Style" was
first published without the subtitle, "01ld Style", as
an inspection of the first edition of Enoch Arden and
Other Pcems will readily prove. Similarly, the
"Northern Farmer: New Style" was first published in
The Hely Grail and Othexr Poems with its subtitle. The
fact that the subtitle aopears in the first publi-
cation of the first poem can be accounted for in either
of two ways: the (unlikely, it seems to me) possibility
that, by 1864, Tennyson had already completed, or at
least preojected a contrasting poem; or the rather more
satisfactory possibility that in using the subtitle
in 1864, Tennyson was referring in a consciously nos-
talgic poem, to a figure of the past, and that the
subtitle took on its vresent implications with the
publication of the second poem in which he created the
modern, less sympathetic figure.

2 William Morris, Collected Works, V, 17.
Merris's poem in The Farthly Paradise represents the
other major treatment of the story of Oenone and Paris
in nineteenth-century English poetry, apart from Landor's
nroem, "Corythos". Mcrris's poem overlaps both of
Tennyson's poems, though it omits any detailed reference
te the judoment of Paris and to Cenone's death. Morris's
dissatisfaction with his poem (Collected Works, V, xxii)
is interesting. The poem was written in 1868.

3

Memoir, I, 453.

4 3. Cheetham, "The Arthurian Legends in
Tennyson", Contemporary Review, VII (1868), 513~4 .
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primitive life" (506)
5 .
.S, Escott, "Tennyson's Last Voluna®,
FortQightly Review, n.s., XXXIX (1637C), 270.
6

Sir Charles Tennyson in {?chwru
notes a curiouvs dream vvhich Tennyson hed
Priam during his illness and chortly defore writing

"The Death of Oenone', p. 509.

7 Clark Emery, "The Background of Tennvyson's
"Alry Navies'", Isis, XXXV (1944), 146, argues that
Tennyson's lines are not Drophctlr,Ln thc sense that
the ideas eurressed are not original to Tennyson, bub
represent a long tradition of aeronautical speculation.

8

(.

The Athenaeun, (January 1, 1887), p. 32.

2 W.E. Gladstone, "'Locksley Hall' ani the
Jubilee", Nineteenth Century, XXI (1887), 1-1¢8.

10 See, for example, the article in the Athenzecu~
(November 19, 1892): "To criticise in cold blood
this book, the proof sheets of which the great poet we
have just lost was correcting for the press within a
fortnight of his death, is difficult -- it is almost
impossible” (p. 695).

11

Memecir, II, 386.

12 Ibid., II, 9. The sane prOCfss occurred with
the composition of "The Charge of the Licht Brigade",
where the (incorrectly-remembered) phrase from the
Times suggested the metre and theme of the poem to
Tennyson. The Lincolnshire anecdotes are not directly
responsible for the metre of the poems; it is a met:c
frequently used by Tennyson in his later wmoneclcgues
e.g., "The ¥irst Quarrel", "In the Children's Hospital",
and "The Voyage of Maeldune".

13

TN

J.M. Ludlow, "Mr. Tennycon's 'Northern
;QOﬂi]}an‘s_Maqazigg, X (1864), 488.

Faxmer

14 .
Tennvson rejecte=d Roden Neel's description

of the two pocoms as “pnot“grapas vvith the coument,
"Thay aroe inzginotive" Cuser i T3, @)

-y g
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When great Crion rises, set your slaves

To winncwing Deneter's holy grain

Upon the windy, well-worn tunreshing floor.
(11. 597-9)

But: if your heart is captured by desire
For stormy seamanship, this time is worst;
Gales of all winds racge when the Pleiades,
Pursued by violent Oricn, plungce
Into the clouded sea. {(11. 618-22)
(Trans. Dorothea Wender, Harmond®orth: Penguin, 1973.)

17 .
Hyginug, Pecetica 7stroncmica, II, 21, trans.
Mary Grant in The Mytns of Hvginus, p. 211.

18
to this reso
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hall there hangs a painting, Amy's arms are round my
neck --". This suggests the possibility that the pic-
ture in the final version is not a vortrait of the two
cousins, but a picture with which the speaker identifies
himself and Amy. JITn line 16, the revision of "I am

left within the shadow" (HnMS) to "I was left" stresses
the effect of sixty vears and the transference from one

poem to another. These four lines were deleted from
a proof copy of "Locksley Hall" now in Lincoln.
20

The masculine characteristics here indicate
for Tennyson that Edith's is a fully rounded personality.
However, as we have seen, the female traits must
predominate in a woman, just as in a man, the male
characteristics must be more prominent than the female.
Cf. "On One Who Affected an Effeminate Manner", Ricks,

p. 1424,

21 For illustrations of this point, see "A
Voice Spake out of the gkies", Ricks, p. 1193, and
"Wages", Ricks, p. 1205.

22 Contrast the use of a star here with the
line "Not in vain the distance beacons" in "Locksley
Hall"; at last there is a concrete light to follow,
nct just an open path.

23 Gladstone, op. cit., p. 16.

4

24 H.J. Rose appears to overstate the case
against Homer's possible knowledge of the judgment in
his Handbook of Greek Mythology, p. 107.

25
p. 316,
26 Gerhard Joseph, "Tennyson's Concepts of

Knowledge, Wisdom, and Pallas Athene"”, Modern Philology,
LXIX (1972), 318.

Carl Kerényi, The Heroes of the Greeks,

27 1piq.
28 1big.
29 ,
Ricks, Tennyson, p. 85.
30

The relevant section from Ovid is as
follows. The passage in sguare brackets is generally
considered inauthentic:
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The builder of Troy, remarkable for his
faithfulness, has made love to me, and
entrusted his gifts to my hands. [He has
the spoils of my chastity, although he had
to fight for them. However, I tore his hair
with my nails, and scratched his face with
my fingers; nor did I demand jewels and gold
as the price of mv dishonour; such gifts are
a disgusting means of procuring a woman's
body; and he, considering me worthy, gave
me skills in medicine and whatever herb is
powerful as a remedy and whatever root is
used in healing, wherever in the world they
grow, are at my disposal.] (Ovid, Heroides,
V, 146 ff. Mv translation.)
Heroides, V, "Oenone Paridi", is included in Electa
ex Ovidio et Tibullo in usum Regiae Scholiae Ltonensis
used by Tennyson as a cnild and in his library
(Tennvson in Lincoln, ed. N. Camphell, I, no. 246);
in this edition the doubtful lines are omitted. There
is no indication of whether this liaison tcok place be-
fore or after the judgment, though the latter seems
more likely.

31

Memoir, II, 372.

32 Ipia., 1I, 425.



NOTES: CHAPTER VI

L John Sterling, Review of Poems (1842),
Quarterly Review, LXX (1842), 385-416, (Jump, 104).

2 F.E.L. Priestley, Language and Structure
in Tennyson's Poetry, op. 1N6-36.

3 James Knowles, "Recollections of Tennyson",
Nineteenth Century, XXXIII (1893), 173.

4 Valerie Pitt, Tennyson Laureate, ». 22. On
Tennyson's sight, it is interesting to consult the
Memoir for further facts: "He [Tennyson] records that

one night he 'saw the moonlight reflected in a night-
ingale's eye, as she was singing in the hedgerow'"
(I, 79). Sir Charles' biography contains a similar
story,nn,278-9., Hallam Tennyson adds the following as
a footnote: "Owing to his extreme short-sight he
could see objects at a short distance better than
anyone: and at a long distance with his eye-glass or
spectacles he could see as far as any long-sighted
person”" (I, 79-80). This last remark tends to cast
some doubt on the validity of Miss Pitt's point.

> The last line represents the most famous
example of Tennyson's grammatical lapses, the usual
justification being that the singular "is" is necessary
to rhyme with "crannies". A craftsman as meticulous
as Tennyson, however, would be unlikely to condone such
a mistake. In fact, the sense is not that the poet
would know what God is and what man is, but what the
relstionship between God and man is, or to mimic the
German metaphysicians, what God-and-man is.

Memoir, I, 325. Hallam's account of his
father's views are recorded in Memoir, I, 325-6. Cf.
also Sir Oliver Lodge's "The Attitude of Tennyson

towards Science", in Tennyson and His Friends, ed.
Hallam Tennvyson,o. 282,
7

Coventry Patmore, Review of Maud and other
Poems, Edinburgh Review, CII (1855), 502.

8

Memoir, II, 372.
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9 e
Cf. Alan Sinfield, The Language of
Tennyson's "In Memoriam",pn.23-4. Sinfield refers to
others who support this view.

10 F.T. Palgrave, The Lvrical Poems of
Tennyson (1885),does not provide the information, though
it is guoted in Memoir, II, 503: "The selections from
his own Lyrical poetry...were submitted for his
approval, and...those from In Memoriam...follow a list
which he gave me."

11 Since the 1885 version of In Memoriam
is so little known in spite of the fact that it was
compiled by Tennyson himself, it may be useful to
outline the order in which the sections appear, ac-
cording to the 1850 numbering: LXXXV, X, XI, XIII,
...CXIX, CXxIrz, 1I, VI, XX,...C, CI, LXXVIII, CVI,
CXXXI.

12 Cf. Memoir, I, 304, which guotes Tennyson:
"The sections were written at many different places,
and as the phases of our intercourse came to my memory
and suggested them. I did not write them with any
view of weaving them into a whole, or for publication,
until I found that I had written so many."

13 Cf. the headnote in Ricks, 1037.
14 Oliver Elton, Tennyson: An Inaugural
Lecture, ». 1ll.
15 . .
F.E.L. Priestley, op. cit., p. 108.
16 Memoir, I, 393.
17

Cf. Goldwin Smith, in Saturday Review, I
5), 14-5, (Jump, 189); Eclectic Review, X (1855),
professed initial "extreme disavnpointment", and

3

E. Aytoun in Blackwood's Edinburch Magazine, LXXVIII
855), wrote: "Can Mr Tennyson possibly be labouring
:der the delusion that he is using his talents well

nd wisely, and giving a valuable contribution to the
cvetic literature of England, by composing and publishing
such gibberish?" (319).

18 Memeoir, I, 398: "It is notable that two
such avpreciative critics as Mr Gladstone and Dr Van
Dyvke wholly misapprehended the meaning of Maud until
they heard my father read it, and that they both then
publicly recanted their first criticisms.”

19

20
Cf., for example, Coventry Patmore's

Churchillian apreal in his review of Maud, cited above:
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The author is at present in the enjoyment of
his most peculiar voetical gifts in their
perfection; and...we once more call upon him
to do the duty which England has long expected
of him, and to give us a great poem on a
great subject On such a subject it is no
secret that he has long had his consideration
engaged:; it 1s one with which he has amply
shown his power to graovple, and if he, 'through
thinking much of the end, cannot begin', and
so allows the prime of his life to slip away
without further actual result, he will not
have acted up to the resvonsibilities imposed
upon him by the vossession of his extra-
ordinary gifts. (515) .
Henry Alford, in his review of the Idylls of the King,
Contemporary Review, XIII (1859), observes: "It is
©on thnig greater work that, after all, the Laureate's
reputation will mainly rest. It is in this alone that
he has made any approach to casting off the single-~
grouped form of his many exguisite lesser poems, and
has ranged a number of connected groups round a common
theme" (104). Although, as we have seen, this was
not actually the first time Tennyson had done this,
it is nevertheless an interesting basis for praising
the poet in the light of my argument. A sinmilar point
is made by Samuel Cheetham, in Contemporary Review,
VII (1868), 508.

21 Tennyscn wrote seven plays in the period
1874-84: Queen Mary (published 1875), Harold (published
1876), Becket, The Falcon, and The Cup (all p published
1884, The Foresters and The Promise of May (both
published in 1892). Apart from the interest the last
four have in their own right, it is clear that they did
not tax his abilities to any great extent. They
represent departures in setting and tone more than
anything else. The Falcon 1is a short verse play based
on Boccaccio's story of rrederigo Alberigo and Madam
Giana, the ninth novel from Day 5 ("concerning such
persons as have been successful in their love, after
many hard and perilous misfortunes") of The Decameron.
The Cup is a two-act tragedy of extreme marital fidelity
set in Galatia and derived rrom Plutarch's Mulierum
Virtutes. The Foresters is a pastoral fairy-play about
Robin Hood and Maid Marian, end The Promise of May,

a modern tragedy, strongly 1nfluenced it appears, by
George Eliot and early Hacdy.

22

Quoted in Memoir, II, 113,
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23 . . . . .
Coleridge, Blographia Literaria,
J. Shawcross ed., II, 20.

24 Coleridge, Shakespearean Criticism,
T.M. Raysor ed., I, 193.

23 Quoted in Memoir, II, 193.
26 1pia., 11, 175.

27 1pia., 1I, 174.

28 1pia., rI, 173.

29

For examole, cf. Hegel's Philosoohy of
History: "This is the essence of the Reformation:
Menn 1§ in his very nature destined to be free" (trans.
J. Sibree, New York: Dover, [1956], p.417).

30 Christopher North, in Blackwood's
Edinburgh Magazine, XXXI (1832), 721-41, (Jump, 52).
31 James Spedding, Review of Poems (1842),
Edinburgh Review, LXXVII (1843), 373-91, (Jump, 151-2).

32 Cf. for examole: "Tennyson's In Memoriam",
Eclectic Review, n.s. XXVIII (1850), 335; "Tennyson's
Maud", Eclectic Review, 3rd ser. X (1835), 575;
"Tennvson's Idylls®, National Review, IX (1859), 36g-
94, (Jump, 230); "The Idylils of the King", Contemporary
Review, XIII (1870), 105; "Enoch Arden", British
Cuarterly Review, XL (1864), 486; "Ballads and other
poens by Alfred Tennyson', Edinburgh Review, CLIV
{1881L), 507.

33 Coventry Patmore, Review of Poems (1842)
and The Princess, North British Review, IX (1848), 64.

34

Ibid., pp. 65-6.
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