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ABSTRACT

The thesis traces the emergence and development of the Tristan legend 

during the 19th century as a subject for both scholarly research and creative 

reinterpretfktion» the latter being ultimately dependent on the former. Xa 

addition, a context of 19th century Arthurian literature is includedf 

together with a discussion of the growth of studies in mediaeval literature* 

As Tristan scholarship declined in England due attention has been paid tc 

its Continental developaent.

After a consideration of the unique qualities of the legend and a 

summary of current scholarly ideas on its development, the thesis continues 

with an enquiry into the state of mediaeval studies at the beginning of the 

19th centuryv out of which arose Scott's edition of air TrVferen. The 

genesis of this work is traced as an example of contemporary academic 

method, and is followed by an overall view of British and French scholarship 

in the first half of the century, including the work of Southey, Guest and 

la Villeraarque, who provided source Material for Tennyson, .mold and the 

Pre-Baphaelites,

from the early Continental work with its developing Celtic affiliations 

case Arnold 9 s Tyiatriya ^nd Iseult. This forme the subject of the third 

chapter and is set against a background of nascent Arthurian literature in 

England, which mostly drew on previous English scholarship for material. The 

poem is seen as an uneasy work originating frosa unfamiliar subject natter oa 

the one hand, and Arnold's recoil from Marguerite on the other* The artistry 

of the work, its revisions and contemporary reception are discussed, and 

it is finally seen a» reiaaining outside the mainatreaa of Arthurian 

literature, but having affinities with the later Pre-Raphaelite ethos.

The more umial moralistic attitudes adopted towards the Arthurian 

legend are discussed in Chapter IV, where the antithetical hero*s of 

Lancelot and Galahad are seen as the heroes of the aid-century. Tennyson9 *
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Idvlls of th,e ft^n/ft is then considered as a reflection and development of 

those attitudes, thus Illuminating his treatment of the Tristan story in 

'The Last Tournament' f After dealing with the genesis of the ^dvlls and 

the 1859 aud 1869 publications, the chapter continues with a consideration 

Of 'The Last Tournament 1 from its inception in the draft of the Gareth Idyll 

to its cool reception in 1872. Tennyson's treatment of Malory, the signifi­ 

cance of the Idyll in relation to the overall conception and as analysis of 

its structural and symbolic qualities are included.

Swinburne' s 'jilr.istr.afli of JUvonesse is seen in the following chapter as 

embodying the Pre-Raphaelite revolt against this interpretation of the 

Arthurian material. It is prefigured in Queen Yseult and the early fragments, 

where is also seen Swinburne's concern with an accurate representation of the 

sources, together with the stylistic influence of Morris. The prolonged 

composition of Tristram of Lyonesse. contemporary reaction, Swinburne's use 

of sources and a discussion of the artistic anomaly this creates within the 

poem, lead up to a comparison with Wagner's Tristan und Isolde.

Chapter VI begins with an examination of English scholarship and current 

attitudes to ilalory which anticipated the Wagnerite reaction against GottfriedV

Tristan. It then continues with a survey of the academic enthusiasm for 

Tristan on the Continent, tracing its progress froffi the work of Bossert to 

that of Bedier and Schoepperle. As the Tristan legend was thus established 

academically, so it came to be established on a creative level. The coincid­ 

ing of Wagner's Tristan and the new cultural mood saw an outcrop of Tristan 

re-workings which reflect the Aesthetic climate in their Wagner-based 

projections of transcendental passion. This, together with a discussion of 

the backward-looking Arthurian dramas, is the subject of chapter VII.

Finally, the last chapter summarizes ths emergence of the legend in 

three forms: the academic form, the popular narrative form and lastly, through 

the Wagner enthusiasm, as a symbol of rarefied passion. It also considers 

19th century attitudes towards the romantic Middle Ages in conjunction with 

the artistic flaws which occur in mediaevalistic works of the period.
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Tristan and Iseult are among those few pairs of lovers whose names 

are synonymous with fatal and forbidden passion. But at the 

beginning of the 19th century they were virtually unknown. This 

thesis alas to investigate the development of their legend from 

oheiurity to adulation in literature and scholarship* Both these 

aspects are included since the literary reworking* of the legend 

represent outcrops against the steady background of scholarly studies, 

and are to a great extent moulded and modified by the state of their 

development*

It has also been necessary to include a study of the Arthurian 

legend in general during the 19th century* where it seems relevant to 

tarn Tristan literature, since interest In the former dictated, 

qualified and detracted from interest in the latter* for much of the 

period, until the popularity of Wagner's Tristan und laqlde established 

the legend in its own right, it was regarded as an offshoot of the 

Arthurian cycle. This was advantageous in that it was brought to 

non-academic notice in the wake of the Arthurian enthusiasm, but 

detrimental in that it was much overshadowed before it managed to 

assume its own Identity*

The Arthurian background is not so relevant in the field of 

scholarship. Interest in the Tristan romances was dependent on tarn 

growth of mediaeval studies in general, rather than specifically 

Arthurian research, although the two fields tended to overlap oa 

wider issues such sa the provenance of the mat^eVe de br®taime« As 

the Tristan legend soon came to be regarded aa a distinct area for 

study, a disoussioa of the development of Arthurian scholarship has 

been omitted, but a brief survey of the state o f mediaeval studies has
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included where necessary* In the field of f ristan aoholarahip 

disousBion has been unavoidably extended into foreign worko, aa the 

Triertan roaaae»s become alaost exclusively the concern of French and
»

Gersan aeholars*

As the legend retained its popularity well into the 1930*8 and 

haa bgr no means been forgotten since, any chronological division suet 

bet to eoae extent, arbitrary* Howevor, the terminal date of 1914 

ean be justified ty a change of oood which become® evident around the 

of the 1914*16 vart Aeethetloiem and Wagnerisa are

soperaeded by a less transcendental approach, which places stress on 

the characters1 psychology rather than their spiritual life* Thio 

date ia also advantageous as far aa scholarship i® concerned nince it 

allowo for a consideration of the culmination of 19th century Triotan 

otudloo in the workG of Bodier and -'choep orle«
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Although the extant metrical versions of the legendv 

together with those implied traditions lying behind then, differ 

enormouoly, there ia a coEEaon cores Uriotan and looult drink the 

lovo-potlon and, after a succoonion of hardshipo§ die as a 

result of their passion* It i® this enduring aa*t fatal bond of 

love nhioh marks the legend a® a unique consideration of huoan 

desire* Despite the inconsistencies and individual treatments 

of the known versionst this core imports a fundamental unity to 

the fristan romnee® «hioh a$e ooaplete* The two crucial points 

are the drinking of th© lovo-potlon csnd the death of the lovers, 

theee two event© beif^ lirJ^ed aa cause and effoctf and the latter 

constituting the culmination of a career of suffering and peril* 

Throughout all versions of the lof-ond the lonrera are viewed 

sympathetically, althoti^ their passion coaeo in conflict with 

aocial cioralityf becroioe the essentials of their tradition 

delineate a love which la ruinoua and therefor© beyond criticiom,

Litee Antony and Cleopatra* Tristan and Iseult ^hirow awsy 

rank and honour for poaoion, bat without the blur of glory with

vhioh ChakeopearQ'a lovero ourround thomoolvoo. fhoy fall fros
« 

poaition to disrepute and exile; even in death there ia no

1 * Although the Prose fri^tffl derives oertain episode® from the 
poetical tradition, it divorgea too widely to be useful to this 
discussion* See E» Vinavert *?he Proa© l^Lft^an*. Ar^lpriea

E* t>« Loomis C^959)tpp» 339 f»

2« Even Gottfiod's lovers welcome a return to court life froa 
th©



hint that they will be reunited in aoiae Klycium. Xn this way 

their otory is perhaps sore essentially tragic than that of 

Antony and Cleopatra, especially if the potion is seen in the role 

of liemeoia*

In the corpus of Tristan poetry which the 19th century inherited* 

the overall pattern of his career ie disastrous, although 

individual versions stay differ in details Tristan* the young hero 

and heir to Cornwall, who aeoaad prepared for a life of glory after 

hie early victory over the aorold,-5 ie harried and banished,4 Be 

ends up disguised a@ a pilcria,5 a leper,6 a fool,7 beaten and 

scorned. Finally h© io betrayed fey his wife,8 and dies in exile believing

that Iseult has betrayed him, whil© she, ironically, is on the
q point of arrival. In Wagner* a Tpisftfin und Isolde vriotan dies

ecstatically and triumphantly in Isolde's arms, attaining at last 

the death he has Bought 00 long* But th& mediaeval versions,

% Tho Morold fii^ht occurs in GottfMed and Eilhart (Thomas and 
Boroul being incomplete)* ffjfe.grflptrejB* together with the Saga 
follotra Gottfriedf

4* In BerouM and Eilhart Tristan ajid looult are condecmed to death 
and escape to live in the for©nt of Morrois* In Gottfried Tristan 
is constrained to leave court after the flour trick and both the 
lovers aro later dioninsed»

5. Eilhart, after the tryst at the Blanche Landei Thomao, on the 
oooaaion of -Tistmi'o third visit to Ysolt; Oottfried, during the 
episode preceding the aabiguous oath*

6* Dilhart, i&en Isolt has Tristan be-it on; Thomas, on the occasion 
of Tristan's aeeond visits Boroul, in the epiaode preceding the 
aabi^nouo oatii.
7« The Berne and Oxford Folia ^rlatano.

0. Eilhart and Thoi&as* See the dlecussion on Isolt'o motivation 
in Eilhart, a. Sohoepperle, .^qtan, ^ad laolt (1963)* i, 93-5*

9. Eilhart and Thomae,



which deal with the lovers* deaths, are inplacable. In Thomas 

Tristan turns his faoe to the vail and dies* broken fey what ho 

believes to he Tsolt's indifference.10

Iseult too undergoes great ignominy for Tristan's sake. She 

is spied oav accused and publicly disgraced.11 for the sake of 

her love she performs dubious and unheroic actions, attempting to

laurder Braagane, whom* she has already substituted in Kark's aarriage
12 feed* and setting up the ambiguous oath. Unlike the conventional

lady of amour couyto^a she takes equal sharec in her lover* o 

suffering. According to Gettfried she throve away Petitorieu's 

sagic bell, vhieh brings her relief froa sorrow,1 ^ and in Thooac'a 

version she wears a leather oorselet so as to take part in Tristan's 

. But the greatest hardship she undertakes with Triotan

is the sojourn in Morrois, where, according to Serool and Eillmrt, 

they suffer extreme privation* Finally, oho follows Tristan's 

aessenger  * to Brittany without deaur and* inevitably, when she finds 

her lover dead, shares death with hio*

10. U, 3029-42*
11. Xn Beroul and Eilhart she io civen to lepers. In Beroul and 

Gottfried she has to exculpate herself with the a: ibieuous oatli.
12. Eilhart and Gottfried. 

H, 16306*406
14* U. 2021-34*
15* In Thomas, the faessenger is Caerdin* Xn Eilhart he is 

nameless host*
Thomas 'o Ysolt endo her last specohs 'Pur aei aves perdu la vie

E Jo frai cum veraie aalet 
For voa veil aurur enaeoent.* 
1U



Ho inequality in this pos-iion is evident in any of the 

aetrioal versionss the lovoro seam to define each other*o existence. 

There are influences fron the literature of 

but they do not disturb the fundamental nature of tho legend* 

loeult is far from the GuenieVre of Jiff 9^flTaIler A*, Iffi ffftfffFfft**;* 

she does not expect to be worshipped and she doea not coomand 

her lover. Nor ia Trioton akin to Ixancelot. Hio horoion is not 

directed into deeds of chivalry for hio miotpeso's oake» but 

rather into finding ways into her chamber and extricating hiaself 

and laeult from trouble* Without this equality there could b® no 

love-Aaath, and it is manifest from the moment they both partake of 

the potion*

Until this BQffierit both are concerned with the world of society
i A 

and the rules of that world* Triotan ondorgoes a knightly training10

and performs notable deeds of valour.1^ HIQ nfe involves 

physical danger bat is ordered by feudal loyalties and social

convention. Thio also applies to laeultt on diaooverin^ that
2O 

Tristan ia her uncle9a killer she attempts to slay hi*. But

when they drink the potion, this pattern is disrupted.

Considerations of family and feudal ties or personal honour beoosae

21 irrelevant.

P. Jo in,
Aa Triotrm mi Xlle aieValf (Ai» en Provence, 1958)  

18* TristuJi's aecomplishmenta, particularly in rausic and hxintinr;, 
are ainutely deeoribed by Gottfried, and hid education lo implicit 
tl roughout the roaanceo*

19* Beoidee the tforolt fightf Triotan in &ottfri@d9a account takes 
revenge on Morgan, hia father's killer.

20* Eilhart and Cottfried.
Cottfried describee the potion ae followai 

 nein, essn woe niht nit wine, 
doeh ee la glicli vaere, 
es was oiu wernde nwosre, 
die endelSae hersendt,

der fll beide Iftgen tdt. 9 11. 11676*80.



A* their sole motivation is love of each other, aaytldng 

which ixapedeo this must be overeosae or cutmooeuv&red* There is 

ft sin&tcHrindednens about their actions which aaouata at tiaes to 

tttthlftsttQeae with others and with themselves. Because of the 

 ttgnetism between thera, there is no prudence in their conduct t

Triiitan leaps into Isoult*3 bed aXthou^t he realizes treachery
22 is afoot whan he sees the flour on the floor* However, they

a eosipeas&tl&g qulck-wittedneeo and a lade of coarunction 

about sacrificing the truth in order to extricate theseelves,2'

Hut the moral position of the lovers i% in the final analysis, 

Wftaport&nt, sad one avoids the term adultery la connection with their 

p&ssica* If the lovers were happy, it might be easier to be noralistic, 

but their sufferings prevent this and their deaths vindicate them* 

Indeed, had their story not ended tragically* it is highly doubtful that 

it would have attained the popularity which it did* But in 

addition to their dcrtha, their passion la also excuned lay the 

potion, irhieh on a literal level oclccr, the lovers the victims of 

magic, and on a symbolic level* elucidates the passion which can 

cei&e aan and wooan, binding them to disaster because it has no 

place in the accial order* Response to the legend i@ in some 

  nimrr a recognition of thin icwleas force, -rhich aseerttj a 

subjective vision over the predetermined patterno of society, 

despite the ruin which attends it,

The lovere cosaaand sympathy becauae their love is heedleoa 

of any other conniderationa than it@ owns it {.rivea the story no

22* Eilhort, Blroul and Gottfried*

23* As in the episode of --ark's eaveadroppinc on their tryst* 
(Eilhart, Beroul and Gottfried).



possibility of a happy ending, sine© this necessitates a 

into societyi it can never settle into domesticity *2* Instead 

It seems to derive the power of self-generation from its conflict 

with society and its subsequent denial of a stasis* The paosion 

thrives on separation and suffering, which result from this 

conflict, heightening the magnetism between the lovers and so 

making their partings as inevitable as their meeting. The crux 

of the legend, whatever its various ratification®, la founded 

therefore, on longing and frustration, not fulfilment*

But it must be stressed that the legend does not attempt to 

render the love sacrosanct* However civilised the treatment it 

cannot obscure the fact that the conflict is real, involving pain, 

low trickery and loss of dignity* lor can it totally obliterate 

an anti-romantic thread which insists on the final irony of Tristan9* 

death after the harshness of life, and permits such touches of the 

ridiculous as Iseult's attack on Tristan in his bath, ^ Mark's 

eavesdropping up a tree, and loeult*s sprawling with the disguised 

Tristan*

Obviously the legend undergoes alteration in the hands of 

different authors, according to their individual concepts of the 

basic conflict between passion and the social framework* In
4pf

Beroul, where the potion is limited to three years' duration, 

the lovers openJy confess that they do not love each other but are

24* In Bilhart and in Thomas, together with the translations of 
the latter, Tristan attempts jaarriage with loeult of Brittany, 
but nevertheless is drawn back to Cornwall*

2$« Eilhart and Cottfried*
26* In Eilhart the potion is limited to four years, but Thoaas haa 
such limitation*



27 bound together by the potion* ' Consequently no concessions arc

to a refined vioion of lore in the narrative which is energetic, 

coarse and at times violent. On the other band, Beroul is 

eonoistent in his support of the lovers* oven when they appear raost 

amoral, and continually inveighs against their enemies. Moreover f 

this support is extended into a vindication of the lovers, using 

the aachlnery of feudal law. When* for example, Mark refuses 

Tristan the right of judicial combat § he transgresses* th© code and 

thus enables Ood to show mercy in rescuing Tristan by his 

miraculous leap from the chapel* But Beroul does not treat his 

story with na£ve partisanship! he is to cose extent detached in 

that his *?ork accommodates various modes of conedy together with 

a ̂ ubfaerge 1 vein of ambiguity which run© throughout*

Gottfriedf however, sees the love as mystical! the poverty 

of Horroio is replaced by the spiritual splendours of the 

fflty^flfigotta, where Tristan and Isolt are sustained by love as the 

knights of Huasalvaesche are by the Holy Grail. Consequently t 

while his treatment of the legend is more sophisticated than that 

of Seroulf it is less ambiguous in its attitude to the lovers*

The passion Gottfried ©nvisageo has ita root® in sensuality* 

but, tempered and refined, it constitutes a ay st iced

This is a rarefied and privileged lovet (and Gottfried addresses 

his poiaa to tliat small band of f ,4^^, horse who are capable of 

appreciating the nature of his lovers* experience and take it 

an exanple of the distillation of Joy from suffering* The 

refinement of the passion is effected by this distillation,

27. 11* t?84~6 and 11. 1412-5*



producing those paradoxes which underpin the work!

ein under worlt die meine Icli, 
diu eament in oinon h&raen treit 
ir sueee efcrt ir liebes lelt» 
ir horaeliep, ir senede n6t» 
ir lieb«s I0b©a» ir leiden t5t, ^ 
ir lieben t6t, ir leides leben«»*

In this way Gottfried can expand the range of nuances in hlo 

delineation of the lovers* internal world» working from the courtly 

tradition towardo a trfmscendontal interpretation of love. It is 

therefore unfortunate that he left his poem unfinished, as it 

would have been interesting to see whether he Intimated any 

oort of spiritual union in death for the lovers, deaplte the 

of any ouch indications in hie GOUTC©*

these two extremes of interpretation lies a whole 

range of poesible viewpoints, including Thoiaas*s ele^nt psychology 

mid the chivalric pageantry of the Froae ^r^etan* Thuo, while 

the basic legend has nothing to do with common sense on the one 

hand, nor sentimentality on the other, its implications can otrotch 

from the temporal to the transcendental* For the middle agoo, 

komnrert its appeal may well have been centred in its amorallty* 

its defiance ef the rules and its vindicattiont at tiaoa divinely 

approved, ef a forbidden passion.

28. 11. 50-63.
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She origin of the Triatan legend aeoso to have been Pictiah. 1 

This is indicated by the derivation of the name Triatan froa one t)ruott 

torn of Talorc, who appears in Pietish records as ruling in northern 

Scotland around 780* The outline of the legend in its Plctish phase 

may perhaps be observed in the 10th century rendering of the Irish

** where a diameter called Brunt is involved with

Cttchulalim in adventures which bear a substantial reseBblanee to the 

episodes of the Moroldt the false claimant and the recognition in the 

bath* As Dru&t tnkes part in these adventures only, it oeerus possible 

that he was the original har$« bat was ousted by Cuchulainn when his 

story became asoimilntod into the latter* e exploits*2

Xa the Heiflh Triads the name Brust is ssaitated to Bryotan* or Tpystan,
« 

son of Tallvoh* As Tollwch is not an indigenous none, it isuat be

assumed that the Welsh ia subaequ@nt to the Piotiah stage of the lecend's 

development*^ It was during thio time that Dryotan acquired his role 

as the lover of his uncle's wife* The first mention of this is found 

in the triad of the Three nighty Swineherdo* where Dryston is associated

1* First postulated by Beinrioh Simmer* 'Beitrage ssor "anonforschung 
in den altfranssdslschon Arthurepen** _

und Litteratur . alii (1 8St )   > Joe o contested 
timer's theory* maintaining the Cornish origin of the- legend. See 
ContribtttiiMfls a 1* etude dejs roftfgtn de la Table Bonds (Paris, t9^2)§ 
pp* 72-90* He finally oapitulatod in 'Vn parallSe au Haaan de Tristan en

X® sioole*» Coaiates Rendiw de

2* H.L. . 3>out8cliboinf ^b^t ̂ r Anglia. xr (1904)» 16-21. Gertrude 
Schoepperle opposed thio* Trj^jfaM_j3{|^J(^^t^ .SJfod^, o^ ^^i jSk^uroe^,.^ 
tte ROTfWOT' 2n^ °^* (19^3)» 11* 331* For more recent work sec Hachel 
Broovich, 'Some Eemarks on the Celtic Sources of "Tristan"*,

3. Bronwhich, op* cit. t pp, 32-60.
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with the wife of Harch, Eeeylltf and also Arthur^ who was exercising a

ptevitational pull on originally unconnected heroes as early as the 11th

4 century* The Diyaton-Kflsyilt relationship is expanded fttrther t»y

another Welsh tradition which deacriboo the lovers' fli^it into the forest

pursued ty March* Thia has a distinct affinity with the Irish legend
« 

of the elopement of Diarmaid and 0rainne§ and It would appear that the

Velah adapted this story around Brystan and his original Fiotioh traditions,

easting nareh, who wan already known in Hale® and Cornwall t as the duped 
6

Vfclle the legend wan circulating in Wales it also case into contact 

with Breton influence, though this Is not to postulate a definite Breton 

stage In its development, the evidence for thin influence is found in 

such episodes as th® dragon-fight, the changing of Tristan's p&tronyoie 

to Rivalen and the localisation of the later part of tl o narrative in 

Brittany* Evidence for Breton lais of Tristan is found in Marie de

4* Brcoutoh, *The Welsh Triads1 f A^j/U pp, 46*9* Earlier Bedier had 
affirmed the primitre nature of the triad* lift jfltliffl lit TlhUHlllil (^ 902-5 )» 
ii» 115* For discussion on the names of Hark and loeult see suBaaries in 
Bedier, ii» 111 -5 and Brace it 162-4.

5» Tgvstan ae Easvllt ed* I for Wiliiacis in ^kiilfltin of ...the Board of Celtio 
v C1 i9QP>T«' '115*59» See WiiliaB@t ^

(Dublin, 1944} in which he establishes that the version is older than 
originally though t» and Brosnrichf Cs^fflcy^l^r^Q^ pp« 51**5»

6. E. Nwrstead, *The Orcwth of the Tristan Legend f t ^Ap4« p. 127. For 
early Celtio traditions concerning Hark see Sohoepperle* ii, 269-72,

7« Helaine Hewstead apeoulatea that the legend reached Brittany by the 
early 11th century* Op* cit«, pp* 120--9I E» 3* lx>o«ist Appendix to 
Schoepperle, pp. 577-G*
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France's translation of C^rpof@t|||>8 where the essence of the legend 

la found in the couple ti

Bele asif si est de nusi
tie vua saas meit ne mei sane vue*

Just aa the hasel and the honeysuckle die when separated, so do the 

lovers* In addition to this Breton influence, episodes from non-Coltio
A

literature, ouch as the tryst beneath the tree, were assimilated 

into the legend*

By the middle of the 12th century the legend was sufficiently 

well-tenown in France for Bemart de Vontadour to allude to the suffering 

of Tristan in a lament for his absent lady dated around 1154**° 

References to the lovero proliferate in the second half of the century, 11 

one of the noat controversial being the aooertion ty Chretien de Troyeo 

that he had written a work 'Bel roi Hare et d'lseut la blonde*,12 

Indeed, so strong *as the influence of the legend that Chretion

8* , Marie de Prance, who professes to have translated and versified 
Breton laie, roe writing somewhere between 1155 (detersiined by the 
influence of Waee) and 1189 (date of Henry II *s death* to whom she 
appears to have dedicated her uork). for a dlacusoion of the roio.t ion- 
ship of isfciOB&Siii. with the Triotan legend see Ochoepperlef it 13G-47. 
For the teat of Chcvref eui^ see A. E«art*s edition of the lais (1944),

9* Hevstead, 'The Tryat Beneath the Tree*, ffa^nflfr PhilolQ/?^> lx 
(I956)t 269-84.

10* C^iffifftQjpftirh^fl fpQv^flftJfigr **&* ^* Bartsch (1904), YTant ai non cor 
pie de ^oia* p# 65» Se date 1154, accepted Ijy Bedierf ii, 154, ia 
disputed ly Schoepporle, ii, 112-4, and is still unsettled* 'dee 
Locals *s Appendix to Schoepperle* ii» 567 and 589«

11, See table of references to Arthurian characters in t rower© and 
troubadour literature, E* l^ojeune, 'The Troubadours f t AI^;. p, 596* 
Referencoo to Trietan and loeult outnumber references to any other 
character in both categories*

12* Cligeo, ed* W. Foerster (Ho lie, 1064), 1* 5*
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k both aa a reply and an i»; rorwaont.15 During thia 

porlod tho legend seeaa to haws crystallised into throe extant versions* 

but whether thoao vera preceded by a literary archetype or constructed 

from floating tradition ia difficult to determine.14

fho*aa?a version* now only surviving in frags»nts, 5 constitutes 

tho earliest extant rendering of tho legend. It aoona to hare been 

ooaposed between 1199 and 1170, theoe datoa being dsteraiited by tho uee 

of Wace»s Jrj£ and tho influence on Chretten's £Ugat- Although, 

preceding Chretien bo did not benefit Iron hia work, Thomas 1 a fa^ffta^ 

repreaente an attempt to refine the legend and east it in a courtly mould; 

the supernatural and folk olanonta are rationalized and eophasie ia 

placed on the characters 1 psychology, aa in Trietan*a internal debate 

on hie wadding night* from thia version cones the Oxford ff^ fr^stan 

an episodic poea of the late 12th centuryi Gottfried van Straaaburgta 

poaa eompoaod around 12tO|17 the Olf Korao ISiaJUaaSSflfla18 translated by

13* Gaaton Pari» wme the first to diacusa tho relationship of Thoaao to 
JUilttL* fajffffifrl Aaa ̂ >^"^ta {1902), pp« 354*5* Bis opinion that 
Thoaaa rr ceded C^i,gaa. particularly on the evidence of the pun on I'ayef. 
which he thought aoreapt in fhoa*a*e Teraion, was challenged by ioepffner 
who argues that son* of Chretien1 « acre specific alluaions to the Triatan 
legend come from sources other than fhoaiaa* 'Chretien do Troyee ot 
Thomas d*Angiota*rat lUMBtfti lT (1929)§ 1-1 6. Modern opinion aooas to 
support Paris. See Prederick Whit«head. 'The Early Tristan Pooasf 9 
ALS^. pp. 135-6 and Joan Frappier,   Chretien do froyes% ibid., pp. 173-5*

14* Bedier accounts for the develepioKt of the f floating tradition* 
theory and the subsequent archetype theory* ii» 1$B»71* But Bedier *e 
view of tho archetype is by no aeams ooapletely acceptable, a aain 
objection being the diohotoaiy between the two halvoa of the story, which 
suggests different stages ia the legend9* development. Soe Sohoopperlot 
ii, 448-54| F* Bantce, Triatan u^aa Isold ( Munich » 1925), pp. 8-39*

15* 9 fraanenta totalling 3144 linos. See Bodier and fttf 
ad* B» a. wind (Leiden, 1950).

16* Id* E. Roepffner (Paris, 1938)*
17. Id* ?* Ranks, fend ad, (Berlin, 1949)*

*** ... 
Kolbiag (Heilbronn, 1



Brother Robert in 122€| and Sir a Kiddle English romance of
19

the Imte 13th century. This group of works constitutes the 'courtly* 

branch of the legend*

Hie tvo remaining versions of the legend belonging to the 12th 

century constitute the 'vulgar' branch, and were considered by

Sohoepperle to be closer to the archetype than Thoaas. The first work,
2O ' 

by Beroul, seens to have been written in the last decade of the century,'

possibly later than that of Thomas, since it could be argued that it
99

shews traces of Chretien's literary influence. despite Its leoe courtly

 bsjMtoter* It is represented by a long fra^nent, which has been thought
23 

to be the work of tvo separate authors, and also a jongleur's version
24 

rather than a polished literary piece* From Beroul*a version is

derived the flolie ffijjftftj| contained in the Berne sanuecript* *

The second work belonging to the 'vulgar* branch was composed by 

Eilhart von Oberge around 1170.26 The text present® difficulties as it 

exists in three fragmentary manuscripts, collectively containing less

19» Kdlbing, op. eit.» ii, Sly f rlatrea* 

1903) Societ® des Ancieno fextes Francais* Eevised by L» ^* l ef ourquee

21* A reference to 'aal dagres' (l» 5049) nay possibly be a corruption 
of *oal d'Acre* and so provide a tor!:inua a quo of 1190-1, vben an 
epidemic of leprosy fell on the crusaders at Acre* J» I>* Bruce, The 
TCvolution of Arthuri^fl fifflMjftf- 2nd ed« (Masaaohusotta( 1956), i, 159. 
Gveneth Whitteridge disputes this in 'The date of the Tgft^an. of Beroul' ,

, 167*71.

p* 135.22 Mhitehead,

2% In his first edition Ituret controversially pootulated tvo authors, 
th* second soaevhat later than the first*

* i, , n* 724* BrucOf Evolu^ion..-Of -Arthurian 

25. id* : . Eoepffner (Paris, 1934).

26* Bd. F. Uehtensteia (Strasbourg, 1877). Whitehoad, 
points out that the Regensburg fragment dates back to 1180*

p. 136,
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2*7
than 1*000 linee, and three 15th century isanuscripts* Sehoepperle 

considered this work to be closest to early traditions, since it 

contains features whioh have analogues in primitive belief and Celtic 

ronance, rather than French literature*

Both these works differ froo Thomas, the main point of divergence 

being that Beroul and Ellhart liait the influence of the potion to three 

and four years respectively* whereas in Thomas it is life-long. Bedier 

saw this as an attempt to rationalise the last part of the story and
2fi

postulated a source between the   version commune 1 and the archetype* 

Sehoepperle puts the opposing view* 3he sees Beroul and Silhart as 

inheriting a such harsher view of love from the eatcd^re with which the 

idea of repentance was not inconsistent* But Thomas's glorification of 

love needed a different activation for the return from the forest* Be 

therefore sees the lovers as recalled, by Hark* whereas Beroul and lilhart

attribute the lovers* return to the waning of the potion and the second

2Q 
interview with Ogfin*

The third branch of the legend is embodied in the Prose Tristan.'0 

first coBpiled between 122$ and 1235* with an expanded version appearing 

in the second half of the century.^ This can be seen as a sequel to the 

sain Arthurian prose cycle and ie much indebted to its style and character* 

Parts of it* particularly the section extending from the Horold fight to

27. Whlt^ea4» ibid., p* 136* Sehoepperle discusses the various 
redactions of the poem, ii, 476-518.

28* Bedier9 ii, 256-9. See also Brace's review of Sehoepperle,
xxix (1914), 213-8.

29. Schoepperle. i, 75ff*
50* faff fiEflflfl aq ftMMff, da Tristan. E* Loaeth (Paris, 1691 )f 

da Tristan, ed* &* L* Curtia, i» (Munich, 1963)*

31* B. Vinaver, 'The Prose Tristan*, ^J^, p* 359* Loseth dates the first 
version earlier between 1213 and 1250* op* cit. f p* xxiv* Bruce agrees



Triotan'e flight to Brittany, are closely modelled on the poetic version,5 

but generally the story of lawless passion is submerged beneath chivalrlc 

concerns. Mark is degraded, and Tristan is reconstituted on the lines of 

Lancelot, whom he superseded in popularity* Indeed, of all the branches of 

the Vulgate, the From ̂ no^Q^ provides the closest model* One 

manuscript, 8#Hf MS. 103, retains the version of the black sails, but all 

other texts give an ending in which Tristan is killed by Hark ae he site

harping to Iseult. Eovever, this first version, which appears to have
33 

affinities vith Eilhart's work, was the version used for the printed

editions which first appeared in the late 15th century,3* and retained 

thsir popularity for the next hundred years,

fids outline shows briefly the prevalent views on the legend9s 

development together with the possible and probable relationships of the 

extant versions* But Tristan scholarship is a field fraught with 

complexity and controversy, which wast be omitted here* rfhen scholars of 

the late 16th century began work in this area, hardly recognising it 40 an 

individual subject amid the confusion of mediaeval studies* they were not 

even aware of the number of Tristan romances extant, let alone their 

iaplieationfl* Thus it vas during the 19th century that Tristan 

scholarship developed from a state of almost total ignorance to one 

of knowledge and erudition*

h.» Vinaver, Etudes sur la Tiftatqn en Proas (Pario, 1925), pp. 8-20* 
See B&dier, ii, 531*95 for sections of the romance which correspond with 
the metrical version*
33* £» Muret, 9£ilhart d'Oborg et sa source franc/aide1 , Romania., xvi 

(I887)t 288ff.
34* Printed by Jehan le Bourgoye, 2 vols. (Rouen 1489)* The last dated 

edition was the final edition of Jean Maugin's modernisation of the 
mtance ia 1586, printed by Uicolas Bonfons,
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ciiAPTm ii

edition of Sir rship

Out of the 18th century fashion for the Gothic arose a sore serious 

interest in mediaeval literature. But by th© tiae English dilettantism 

had developed into anti^uariaaism, a progression evident by 1765 when Percy 

brought out his ilelifluea of Ancient English J^oetn1'* the French, Cernans and 

Welsh had already begun a determine^ examination of their literary heritages. 

Around the turn of the century, however, a group of scholars appeared, who 

attempted to make up the lost ground, and from their activities resulted 

Walter Scott's edition of 3^.g Ty^|-«^ in 1604*

Until this publication the metrical version of the legend was unknown 

in Britain and France, fhe prose romance, which had persisted into the 16th 

century, was the only accessible version. It had been modernised by the 

Coate de Tressan in 1776 and was also known through the Stansby edition of
s

Malory* This had circulated widely since its publication in 1634 and by
2Scott's time had become a boys' book* Bat even information concerning the

metrical version, let alone the version Itself, was virtually non-existent*

Got t fried* s romance, though published in Cs& ffullor's collection of 

mediaeval poetry,* was not mentioned in England until William Taylor's review
A R

of Soott'e edition* The two French fragments'' owned by Francis Douce were

1« 'Eistoire de Tristan de Lconoia et de la Heine Tseult 1 , Bibliothaoue 
yntveraelle dea RoiiE^nqj. 1 (Paris, 1776)«

2* A. Johnstoa, l|njg^^|fed Ground* (1964), p* 169*

4eutjBjSiiey dedichte aus dea 12^« 13 und 14. Jabrhundert* ii 
( Berlin, 1765). This also contains Heinrlch son Freiburg *s continuation* 
That of Ulrich von Ttrheim appeared in the edition of Got t fried by E. von 
Groote (Berlin) 1821)*

4« Critical Review, iii (September 1604) , 45-52.

9* The Oxford |*olis and the concluding section of Thomas's poea* Until 
Richard Prioefs article the two fragments were thought to b© part of tka 
saae work. Marten's ^ptorv. ed. Price (1824), i, 161-98.



17

known to his circle, but not published untit 1855. Weber's brief reference 

to the £ti£&BMttftfi& i» hie article for the 1811 edition of Sir TriatreM we*
^™^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^W •••••••••••HPHPIIMHHHI^Mv

expanded by Richard Price in 1824»7 but the work remained unpublished until 

edition in 1678. Finally* the poems of Beroul and Bilhart were

not printed until 1023 in Friedrich von der Hagen*s collection, which also
8

contained Sir Triatrqm and the Welsh fragment,

Scott*8 work provided a new version of the legend* much simpler in out­ 

line than the complex Prose ^flgflan. where the story of the lovers is lost 

 aid the ohivalrie exploits* Eere also Mark's degradation prevents any 

conflict between honour and passion, and Tristan*e love for Isolt is belittled 

by his jggujft with Pharaaonde'o dau^iter and Se^uaradee* wife* The metrical 

ending was* however* known through de Treesan'e work* which follows the 

black letter editions* But the usual ending of the prose romance, in which 

Tristan is vurdered by Mark* would be better known through Malory*

Scott began the process whereby this superior version of the legend was 

Militated* although it was some time before its merit was recognized* 

Indeed* he was not drawn to the legend*a subject natter* but rather to the 

apparently Scottish connections of the text* Heverthelees* his attitude 

was more enlightened than that of his non-antiquarian contemporaries who 

regarded aediaevai literature with a mixture of censure and curiosity.

Paradoxically the romances were relished for their antiquity* but their 

contents were either patronised as primitive literary attempts or condemned 

a* barbaric* Antiquarians felt the need to justify their pursuits in this

6* Tristani Reoe^ll die ce mil rests den i>oikaa r^latifs a ses aventurfifli ed. r.tfichel (1835)* ii, -t.-.ni ;T  -  -r-

7. Op* eit.» i, 197.
6* See Sir Trietroa. pp. xoix-ciii* The edition also contained a 

translation of the hitherto unknown *Lai de CheVrefeuil'* pp. civ-cvi.
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field with the excuse that such literature yielded information concerning 

early manners ana the origin of fiction. Percy ta&de the selection in the 

BaXfilUftfl to "shew the gradation of our language* exhibit the progress of 

popular opinions, display the peculiar Banners and customs of former a&ea* 

or throw light on our earlier classical poets*w^ The lure of antiquarian 

studies in the 16th century lay in the hall«n&@ of a completely new field* 

There were manuscripts to be salvaged and wrlored, theories to be 

formulated and controversies to be waged* Amidst this activity literary 

appreciation regained unconsldered*

But this was not because scholars wer® too engrossed to perceive 

literary  erit; rather, they considered that the literature had very little* 

This accounts for the manner in which their discoveries were presented to 

the public: while eager to put forward their finds, they were diffident about 

exposing thee to the polished taste of the contemporary reader* Consequently 

anthologies of ballads, poses and romances were offered apologetically after 

eertain improvements fey the editor* This interference with the test sprang 

froa a desire to vindicate studies in this field. ftitson was the only 

editor to preach complete fidelity to the text, except when this «ade non- 

sense* and he was informed by one reviewer of his E'iecpa of Ancient Poetry 

that "There is not one pioee in this collection which a man of taste or 

 ease would sot bo ashaaed to publish, or even to asy that he bad road; so

puerile* so childish are these old rhymesI*1 Percy, to Hitoon's undying
12 contempt» interpolated whole ntanaae into his Reliqueo* and £llis in his

of nient Snli Poetr
* Metrical, Rofaanoes's ( 1 802 ) * I f iii and cix« 

11, gr^t^ftal Review, iv (January 1792),
12* See his comparison of Percy's version of *fhe Marriage of Sir Gawain 1 

with the original* Metrioel Roiaaneflifcg I,cx-catli.
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___________ ironed out inconsistencies and 

Added appealing touches* Scott himselft thou$* an ardent ballad collector, 

was not above reproach; he admits that in cases lifce'Kinoont Millie* 'some 

conjectural emendations have been absolutely necessary to render it Intel- 

iifible** Bat he is not explicit about the nature of these alterations*

The attitude to aediaevml literature which ra&d* these improvements seem 

neceasary is reflected in the reviews of Scott's edition* Praiseis accorded 

to the notes* tike summary and the conclusion, but little is said about the
1C

yoaance itself. The British Critic ' expresses gratitude for this illu­ 

stration of 'some facts connected with domestic annals' but adds that it is 

rather *a document of importance to the history of our literature, than a

tale intended to amuse the oareleo reader, 1
tli 17The Monthly Rev^.«ir and the Critical Ifovieif attaolt the story on moral

grounds, 'a criticism which was to persist almost throu^-hout the century. 

Indeed, the latter prophesies with some accuracy that the legend would never 

attain popularity because of the iacsorality of Isolt and the 'vulgar dis­ 

guise** of Tristan. At best it could only lend itself to retelling in the 

eofsie style of la fontaine* and at worst its po ularity oust have * served

to inspire that rotatory cupidity which infected even the daughters of
18 19 

Charlemagne*. Only Ellis considers the text itself* remarking that

the story contains 'more variety of incident and snore natural delineations 

of character than could be expected of its antiquity, 9 thus implying that

13, Johns ton,

of the Scottish larder (l8C^) f i. 
Cgitia. xxv (June 1805), 361-6.

Monthly fieview. xlviii (October 1805}f 196-203.

17. 9f itieal a«vi«w- iii (September 1604),
18. Loo. cit*
19* ^^^^pa»^h Review, iv (July 1804), 427-43.
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age determines literary merit*

Soott, however, did not follow tho usual practice of smoothing out 

obscurities* Instead he sought to provide so much explanation and back­ 

ground material that tho reader would be induced and helped to read the 

text aa it stands in the AuchinlecJ: aanusoript* In this respect the edition 

Vis an innovation* Also it waa the first romance to be published singly 

and presented with a full preface concerning its author and place in literary 

tradition, translations and abstracts of related works, a description of the 

contents of the manuscript, an adequate glossary, copious notes, and a full 

suDoary of the action* In fact, the sheer bulk of material prevented 

the edition from appearing as the fourth volume to the 1803 edition of 

I3ard«r ffljBpfrpiJIflf £S originally planned* It was eventually brought out in 

1804 as a separate volume costing two guineas, a price which caused 

lamentation amongst reviewers*

The previous work on Sfly ffifratrem had been negligible as the romance 

was only discovered by Ritson in 1792* Hugh Blair had overlooked it In his

description of the Auchinlac* sanuacript which was partly incorporated into
20 the second edition of the Reliauea* But nine years later Finkerton

suspected, that the romance of Sir Triotrem mentioned by Robert d© Brunne in
21 

feis ghgonlela might be in the Aachinleck manuscript after all* However,

as the title page& had been defaced, the search would Involve reading through 

the entire manuscript and Pinkerton did not possess the necessary 

determination*

The manuscript was presented to the Advocates Library, Edinburgh, by 

Alexander Boewell in 1744* Its previous history is unknown, but the

20* 'An Essay on the Ancient Metrical Romances', Eeliaues. iii, (1767)* 
xxi-xxzii*

21* 9Ust of Scottish Poets*, Ancient Scottish Poeas (1766), I, Ixxvii 
(XisnuBbered as Ixxvi)*
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p><if ailing theory ia that it was written in London in the first half of the
2214th oe&tury, and may have been known to Chaucer. 3JX Tristrea itaelf 

taken frost the Anelo~Horaan of Thomae, either free seoory as Kolblng

argues on the evidence of the inconsistencies, or from a manuscript as
24 

Bedie* conjecture*, Whichever the case, the poet evidently followed the

narrative order of hie source but out the aubstanoe down to a bare summary* 

ffee poetic value la also reduced as the author frequently beeaiae entangled 

in Ms complicated atanaa form*

Although the romance was not discovered until 1792, it was known before 

this that a popular roaanea of Sir frlstrea had existed in the early 14th 

century. Thio information vaa derived froa Robert de Brunnfa (gj^jgaaieie 

written in 1^30* At the begi&aing of thie work de Brunne citee the roaonoe 

of Sir frietree ae an exaaple of the obscurity he wished to avoid in his 

own vork:

Z aee in aong in aed^ying tale 
of Ereeldoun and of Kendale, 
Son l>am aaya as |)ai |?am wroght, 
And in (?er eaying it semes noghti 
()at nay (>ou hero in sir Triatrem; 
ouer geatea it haa po ateeei* 
Ouer alle /^at is or waa, 
if dene it eayd as made Thomas; 
But I here it no atane so say, ._ 
/)at of eon copple 00® is away... ^

As oan be seen de Brunne ffientions a Thomas in connection with

22* L. Eibbard Loomi^f "Chauoer and the Auchinleek HS# % Esgaga in
Carleton 3rewj| (New York, 1940), p. 111-28; A* J* Blias, 'Hotes on the 

Auclinleck m.
Iflondar. p. oxlvii*

24* Bedier, ii, 87-8. Dieter Kehl suggest© that the inconsistencies are 
due to a Southern seribe'a atto&pts to deoiplier a Northern work* The Middle

25* Hie Iahrx>niole of Robert Hannvni? of Bruane. ed* F. J. FumiVftll« 
Solle Seriea (\&f!) 9 1, 4i\9ll.
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and possibly en Erceldoun, although the loose syntax obscures its 

relationship* The evidence is thus inconclusive as Sir Triatram nay have 

been written by Thomas of r rcildoun© or Thomas fCendale, or it may be a third 

    pie of * quaint Inglle* composed by an author merely known as Thomas.

However, from this passage Warton assumes that the romance must have
2fi been written by Thomas of Ercildouno. Ee is followed in this supposition

by Pinkertottf who not only assumes that Eroildoune was the author, but also 

that the romance must be founded on British materials, since Tristan was

one of Arthur's knights and 'innumerable passages of early Scottish poetry
27 

yet remaining are strongly tinctured with British tradition* 9 In his
_ ^ A ^cR
9 List of Scottish Poets9 Piakerton suggests that the HfflHMH ^ Tristram 

is the souree for Sir TriBtren on the strength of his misreading 'laeult 

la blonde de Comoalle' as *Seult labonde de Cornoalle9 * whom he thought 

was the author* ^

Ritson pours acorn on this suggestion in his

an unpublished work which he lent Scott in 1601 after he had decided not to 

edit hio discovery* Here Ritson gathers together much of the available 

information on Thomas of Eroildoune, whom he also considered the indisput­ 

able author* Ritson argues that the Sir Triatrea of the Auchlnleck mama- 

script must be the work mentioned by de Bnnme because of the * singularity 

of metre of which no other instance has been met with 1 , and hence it must be 

composed by Ereildoune* Previously It had been thought that Robert de 

meant that minstrels who recited the romance blurred the sense by

26. JB&sJglX* it 74.

28* B. . u« Royal 20 .II.

29* Op* oit* I, Ijtxvii (ndsnumbered as Ixzvi)*

30* B. H. Bronson, 'Hitaon'a Bibliographic^ 3c&tica9 , PMLA, lii 9 122-59*



patting it into 'strange Inglis** Hit son, however , interprets the passage 

ae meaning that the refined style of Ercildoune and Kendale became corrupted 

in transmission by minstrels who did not understand what they were reciting* 

Scott puts forward this interpretation as one of his main points in proving 

authorship,

Ritaon supports de Brunns's evidence toy referring to the name 'Thoaas*

which occurs at intervals throu^iout fljir f ristrem and laments that the first
31 

line is defaced because it appears to read 'I was at Er/>eldoune*. He

further backs up his claim by noting the apparent evidence of the Bonce manu~ 

script where Thomas de iretagne refers to himself in the third person as
<*£>

following the genuine British tradition* Although admitting that the 

opening stans&s of ffflft Tristram imply that the compiler of the legend was 

not Thomas but merely one who gathered his materials from his version, Rltson 

refuses to give weight to the argument, and insists that Eroildoune is not 

to be deprived of fthe honour of the composition1*

It would appear that Eitson made a transcript of ^-lr Trlstrea as it is

quoted in his edition of Hlnct 9* poems in 1795» but Scott did not need this
33 as he had access to the Auchlnleek manuscript itself* Scott offered to

etend down from the editorship'^ if Hitson intended to edit the work himself. 

Bat Hit son seems to have been contented with an advisory capacity, and in 

1801 pushed his earlier conclusions further by maintaining that the 

Auchinleck manuscript contained the very romance which ErcHdoune composed* 35

In fact* the lias is written at the foot of the preceding page* 
32* Bedier, i, 378, 1. 2134.
33* Scott refers to 'our invaluable folio Us 1 as being in his possession, 

preaunably for transcription by Jehu Leyden* He also mentions a rumour 
about Ritson's possessing a printed copy, but this must be his transcript* 
Letter to Richard Heber, 10th Harch, 1801. Lectors of 3ir Walter Scott. 
 d. H. J. C. Grierson (1932-7), xii, 174*

34* Ibid., xii, 174-5.
Letter to Ellis, 7 December, 1801. Ibid., xii, 208*
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Scott did not follow Ritson in this, since his argument for evidence of 

corruption during transmission reinforced the case for the romance's 

identification with thut mentioned by de Brunne.

He reiterates Ritson's argument concerning the complex rhyme acheae, 

adding that it contains sufficient obscurities of language and style to 

classify it as the vquaint Inglis 9 de Brunne hoped to avoid. Bat he also 

points out that the language is chiefly 14th century and that the work had 

been through the hands of more than one minstrel beside the author* Scott 

inaintains that it answers de Brunne*a description of the corrupt rendition, 

since there are at least two examples of omission in the text as mentioned 

by de Brunne t

But I here it no mane say*
j>at of SOB copple soa is away*.*

He concludes that although the manuscript substantially contains Erclldotmc's 

it is in a sufficiently sophisticated font to prove that it had been

in circulation between composition and transcription into the Auehinleck
36 manuscript* As an additional support for the claim of Thomas of

Ercildouat- he quotes Hit son 'a evidence of the Pouco fragaent.

This passage from the Douee rrvanuscript, together with Pinkerton's 

hazardous guess concerning the British sources of the romance , led Scott 

to &ake a claim for the origl Ality of Bfjf Tr^str^i. He ad&its that the 

legend was current in Europe for at least thiry years before Ercildoune, 

having penetrated France from Celtic Britain via Araorica. Ercildoune, 

therefore* did not invent the story* which Scott considers to be founded on 

ancient British history fro» the evidence of the Triads,58 Thirj floating

. pp.

37* Ibid., pp. xxxi*»xlv«
^r Triatroa- pp. xxii-xxvi.



tradition, as opposed to a specific compilation* explains such references 

to Tristan as are found in ffaevarre's poetry. Scott does allow for the

possibility of an earlier Tristan ̂ Chretien de Troyes, but maintains that

it was ! rcildoune'c version which was adapted by later romancers » because
40

he used authentic British traditions rather than those current in fraaoe,

Although these two main points concerning the authorship and authen­ 

ticity of Bvcildoune had been considered previously* Scott was the first 

to assemble all the supporting evidence available* However, he did not 

draw his theories from the evidence; rather he arranged his material to 

Justify preconceived ideas* Lockhart comments that Scott had an 'indomit­ 

able adherence to hie own views 9 * Once he had decided that 

was composed by Thomas of Ercildoune he never permitted himself to falter* 

This conviction wae motivated, not only by the witness of de Brume and the 

manuscript itself , but also by the fascination which the Scottish poet held 

for Scott* Equally, his claim concerning Ercildoune fs originality was 

biassed by his patriotism, since it awarded Scotland first honours in the 

field of Tristan literature*

From childhood Scott had been acquainted with the legends surrounding 

Thomas the Rhymer of Evclldoune* His grandfather* a house lay near the 

Eildon hills where* according to the ballad, Brcildoun© wae carried off to 

Fairyland, returning thence with the gift of prophecy* In consequence,

 any vaticinal rhymee are attributed to hiss, together with the famous
42 

prophecy concerning the death of Alexander III* One version of his and
Alt

recounts his mysterious disappearance back to Fairyland, J while another

39* Scott used Poiaiea _dfl,. ffjQv fa ^ayarya; by *esve<jue de la Eavaliere 
(Paris, 1742) for these referenced*
46* S^j» TriBtrea* pp, xaacii-xixiv.

41* J* 6* Lockhart, Ikmoirs of the Life of Sir Walter Scott. Bart» (1^2), 
U, 176*

42* Sir Tristram, pp, ii-xi.



toll* bow ho waita with an anted troop under a mountain until Scotland 

requires hie aid.44 It ia hardly surprising that Soott found aoro in- 

apiration in the author of Sir Tristram than in the romance itaolf*

As early a* 1787 Scott referred to himself as 'the BJhyaor* in his 

letters. Around 1799 he began a roaanoo on the subject of the ehoioo 

between horn and sword offered by 'the Berlin of the Horth' t which ho 

later admitted, was *a very unhappy foundation for a prose story. This 

narrative reappears metamorphosed in a metrical fragaent written about the 

same time, in which the wiaard, Michael Scott, is {substituted for Thoaaa
Atof Ercildoune. In the 1603 edition of IffiFftMT *fo*atyelsy Scott added 

two acre section* to the ballad of Thomas the Rhymer, the first containing 

a reworking of the prophecies collected by Andro llart in 1615 and the second 

ooaprising an original Tereion of the legend of Broildoune** disappearance* 

Even in his last work, Castle ^ftflfftrw- Scott returns to the figure of the 

Khyaer* It is to his credit, therefore, that while he associated them 

imaginatively, Soott did not confuse in his edition the historical author 

°* Sir Tristram with the mysterious prophet of Scottish legend*

The minstrel figure also attracted Scott at this time, as can bo seen 

in his 1805 edition of Border, ffi.natye^ay and 'The Lay of the Last Minstrel* § 

which he was working on between 1802 and 1605* The latter shows Soott 

interested in the minstrel as a repository of aneient tradition, and this 

is brought out in his claitaa regarding the authenticity of

44* WaTerlev Morels. (1877), it 42-3.
45* letter to Jessie- (1767)* Letters. 1, 6.
46* «awa*l«v lovela* 1, 36*43*

47* C* 0» Parsons, jfjj||tfc|[^i|£rjj^ ia J?jeott >8 Fiction (1964), 
p. 54. Lockhart, IJLIft, ii. 30*9*

48* Hare Soott describes Ercildoune recounting the Tristan story at a 
feast. This account is acre influenced by the Prose Tristan than 5ir. 
fp^atrea, Hark is a coward; Tristraa is associated with Arthur and 
Joyeuse Gardof the lovers die together.



Scott argue* that as the poet lived on the borders of the old iiritloh 

kingdom of Strathelwyd, he must have taken hie materials from Celtic 

tradition* persisting long after the Celts were absorbed by the Picto- 

Soottish alliance, f he only alternative would be the Continental fora 

of the Iceond,49 The flaw in this argument is that Scott supposes the 

survival of British traditions with no factual support except a school of
CQ

Northern romancers virtually invented for this purpose* nevertheless, 

he maintained this vulnerable position with tough but flexible defences* 

ensuring that his romance was the first matrix of original traditions*
C4

The document of Soltra prove® that Erolldoune died before 1299* and 

as he certainly survived 1286 and possibly 1296, his death can be pin­ 

pointed fairly accurately. In the 1804 edition 3cott hypothesises that 

the romance must have been composed about 1250 when the author vas thirty, 

He thus allots him a life»epan of seventy years on the grounds of the

psalaist's 'three score years and ten* and the traditional venerability of
52 prophets. Before publication Scott had placed the romance in 1260, but

this had been antedated by ten years'*' to accommodate possible competition 

from Baoul de Beauvaie* whom Scott erroneously suspected of writing the 

Douce fragments in the ald-13th century*

However* in 1807 Scott encountered a far more formidable adversary in 

the form of Gottfried von ^tras-butti whose Tristan. Weber informed him._____M_ .

had been dated at 1232.54 Scott 1 a reply came in the 1611 edition* He 

pushed back the date of composition by thirty years to 1220* thus bringing

49* Sir Trlstrea. pp. xxxix- x Ivii*
30* Ibid*, pp. liv-lvii.
51* Ibid., p» vili and Appendix i.
52, Ibid*, pp. viii-ix*
53* Letter to Cilia, 19th March, 1804* Letters, i, 215.

$4* Letter to i Ilia, tst July, 1807* Ibid,, xii, 292-4.
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Breildoune up to over ninety years and allowing a margin of approxioately 

twelve years for Sijp Trictrea to oireulate to Germany. The manoeuvre 

fiv*e Scott'a theory apparent weight t since Gottfried refers to a 'Thoaas

von Britanje* as his authority* In fact, this is a reworking of the
55 passage in which Thomas de Bretagne appeals to the authority of Breri.

Soott used ail his argumentative powers to retain his position during 

the preparation of the first edition* Douce studied the language of the 

fragments and concluded that they oust be 12th century, though he was con­ 

siderably embarrassed by the mention of Thoaas, whoa he took to be
Kg

Ercildoune. Ellis took up the point and argued with Soott that there 

wist have been an earlier post called Thoaas who wrote a Tristan romance 

in French, which was translated Vy Thomas of Ercildoune nearly a hundred 

years later and which was also known to Chretien. This aear-aocurute 

conjecture was rejected by Soott* who stated that as there is historical 

evidence for the existence of Breildoune it would be sore sensible to use 

this to date the fragments than to use the supposed antiquity of the frag* 

aants to postulate an earlier Thomas.^8 Be reinforced his position by 

saying that Chretien's apparent knowledge of the legend need not be founded 

on anything other than floating tradition, and that there is no proof that 

the version of the fragments was known to any poet before Thoaas of 

Ercildoune. In the Preface Soott explains that the French of the Douce 

manuscript only appears older than it really is because it was written in 

England where the French language was dither ste&onary or 'retrograde 1 *

55. Bedier, ii, 58.
56* Bodley MS. Douce d. 6* Douce'a notes p* 23.
57. Letters to Douce, 19th June and 24th July, 1803* Sodley MS. Douce d. 34.
58. Letter to El lie, July 1803. j&&ltCGU *t 19U
59. p. xliv.



6O 
Kllis oonfoesod to Douoe that ho was vanquished by those arguments,

Another point raised by Seott in the correspondence vith Ellis61 con­ 

cerns the style of the fragments which appears •aore artificial and minute' 

than that of 3ir Tristram* According to Seott this indicates that the
•mSmmMmMPMM^HHBMM^M^NI^^B ^^

trench writer expanded the British work. He elaborates on this in the 

Preface, arguing that as the stuff of roaanee is United, the later works 

possess more embroidery to retain interest. Therefore, because Sir Tristram

is bare of detail, it is older than the more explicit version of the Douce
62 In 1624 Scott's theory concerning the authority of Sir,

was severely undermined, when Richard Price pointed out that the 

is dated 1226*

The determination with which Seott maintained his position was not only 

due to his predilection for Thomas of Ireildoune, but also to his love of 

Scotland, from the beginning of Scott's association with the Auchinleck 

manuscript he was intent on trying 'one or two for the honour of Scotland, * 

Consequently, he presents S^r Tristrea as an outstanding product of early
•

Scottish literature, eOBposed from original British materials and setting 

the fashion for Continental writers. Around this he built a school of

roaanee writers on very flimsy evidence,
65 He appropriated the romance of Wade as a border composition, together

with GjuraniyftiiEroJ^ffr.giB and Gftloraii of Galoway • and argued for Brcildoune*s
66

authorship of Hornchild. The list of Scottish writers who made up this

60. 24th July, 1803, Bodley »• Douce d. 34,
61. 11th May, 1601. Igj&S&t *Ut 182*

62. pp. lac£Kiv~lxjaevi*
63. Warton, Iftatogy. i, 197*
64* Letter to Heber, 10th March, 1601, &&£*£» xii, 174,
65, See Tro^lua and Criaevde* ili, 614 and the vHerchant vs Tale*, 1, 1424,
66* g^ff T^J8trem> pp.



school comprised Kendal, Butcheoun of the Awle Koyal and 'probably aany 

other poets, whose names and works have now perished'*6 ' These poets were 

shown composing in advanced English at a time when comparable English 

composed in French for the r,'orman nobilltyi

Vhile the English minstrels had hardly ventured en the drudgery 
of translating the French romances, or, if they did so, were only 
listened to by the lowest of the people?, our northern poets were 
writing original geats ffor pride and nobleye', in a high style 
and complicated stanae* which their plebeian audience were unable 
to comprehend* In one word, the early romances of England wergg 
written in French, those of Scotland were written in English*

Scott does admit to Ellie that the *Phi>-Thoma6 l must have been an 

Englishman on the strength of the two lines t

Cod help Tristrea the knight 
Be fought for England*

Bat nevertheless he maintains that 'In other respects the language appears 

Scottish and certainly contains the essence of Thoaos's work, '^

Scott was unreliable on language* In dating SjHffitflfld Qoltffiraa and 

Galoran of Calowav during the 13th century, Scott relies on the 'comparative 

absence of French words' and the 'extreme rudeness and unintelligibility*
4W%

of Btyle* In fact, the former is not earlier than 1373 and the latter
71 is dated just before 1500*' Ellia was never satisfied with Scott's claims?

for Scotticisms in Sir Triatrem. and asked him for &Qm® rule whereby to 

decide whether a poets in early English is English or Scottish* Be also

requested Scott to point out some words or phrases in Sir Tri^trep as a
72 criterion* Scott never gave him a specific answer*

67* Sifr Trlatrett. p. lv,

66. Ibid., p. Ixv*
69* 20th April, 1601* &&&&» *» 112»
70* g^Ly TrlatroBi, pp. Iv-lri.
71. J. L. N. C^Lotighlin, 'The English Alliterative Romances, Alflfr. pp. 526-7.
72* Letters, xii, 175§ n»1*
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Richard Price first disproved Scott 1 a appropriation of Sir Trfotrea as 

a Scottish composition, on the grounds that there are no traces *f Scottish 

dialect in it.75 Mright points out that th© author of Sftp Triatrea may 

have been a Londoner for all the language says to the contrary,'* and Vogel 

shows that Northemlsas found in the romance do not prove that it was 

written in the North of England let alone Scotland.75 The philological 

approach obviously weakens Ircildoune*® elaim to authorship, but so far it 

has not been proved conclusively that he did not write the romance.

Scott My be forgiven for his ignorance of philology, as contemporary 

scholars considered it sore a game than a science* Pinkorton, for example,

argues the Pictiah origin of the Scottish language on invented evidence and
76occasional reference to early historians* This vagueness over the deri­ 

vation of languages given rise to such mint kes as 11213*8 translation of
77 fefth»a as 'robbers' from the Latin latro. ' It also explains tnany of the

faults in Scott9 ft Glossary*

Today Scott's arguments appear extraordinary, but their presentation 

is still persuasive* At the time of the first edition Scott knew more about 

the Tristan aaterial than any other scholar* 41thou&h such researchers as 

Douce and Milliaa Owen knew of the legend in so fay as it touched on their 

fields of interest, Scott was the first to focus on and as&irailate all the 

available material,

Early in 1601 Scott was introduced to Oeorge Bllis through Richard Heber*

73* tfarton, tjistorv. it 1%.
74* Ibid., (1840), if 109, n,t*
73* B. Vogel, 'The Dialect of Sir Tristrera 1 , JEQP. xl (1941), 538-94.
76. B. H* Bronao&t Joseph aits<mi Sehelar at ACT^B (Berkeley, 1938), i, 201 ff,

77. *An Ode On Atheleton'o Victory 1 , Specimens of Early English Poetry 
(1801), 1. 17, n.8.



This friendship gave ooott access to Douce 'a manuscripts. Ellis had been 

interested in Si,r j^J^lrgn before he met Scott and contemplated slaking an

Abstract of it on the lines of de Treasan'fi work, with the conclusion taken
78 from the Douce fragment* This project was abandoned* Instead, Kllis

set out to help Scott, in return for which Scott sent bin abstracts of 

romances in the Auchinleck manuscript for inclusion in hia ^Ifflfljfffflni' ff 

fififfiliy EtflfliULpk Metrical Romances.™ Ellis provided Scott with abstracts 

of both Douee fragments and a translation of GfteVrefeai^. all of which 

were included in the edition* Be also made a transcript of part of 

the Thomas fragment* so that Scott could quote the passage concerning
on

the author, and even procured a copy of Lady Juliana Beraers* treatise
81 

to elucidate the difficult hunting terminology*

In addition, he was always prepared to make suggestions regarding the 

format of the edition, and to argue any doubtful point* Xt was Ellis who

suggested prefacing the text with a prose analysis, much in the style of
f& Specimens. Be also advocated a leas obscure rendition of the con*

8*5 Q& elusion, J the division of the romance into three fyttes, and the discard*

ing of *the erooieed ? with all its ambiguities'.0^ ^UQ 3cott could thank

78* Letter to Douce* 29th January* 1001* Bodley MS* Douce d, 54* 
had drawn attention to the romance in Speimens of the v.arlv Knarlia

79« Including Arthur s/^d Her^n^ ffiuy of Marwicjjiy Klor^s. and 
Johnston* Kj^wi^cnj^^'QiNjunflA p* 1 ol *

80* Letter to Kllis, 22nd October* 1801* Scott also asks Lllis whether 
the language of the fragments reflects that of Sir Tri,f|rej^. Letters. 
Xii, 202-4.

81. Letter to Elite, 7th December, 1801* Ibid** ril, 207*

82* Ibid., sii* 205n*
85* Ibid., 206n.
84. Utter to Ell is, 7th (8th) December 1801. Xbid** xii, 12>4.
8$. Letter to Kllia, 24th December 1801* Ibid., xii* 195.
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Ellis not only for assistance on all problems from etymology to the Pictst 

but also for attempting to steer the edition on a oourse acceptable to the 

swat fastidious reader.

But Bills was not the only source of aid* Although Percy contributed 

nothing more than a general expression of interest, the eccentric and vitu­ 

perative Ritson lent Scott the manuscript of Biblioaraphiea Gootioa. which 

heightened his interest and shaped his ideas* when he visited Scott t 

Ritson undertook to prove that the manuscript contained Ercilioune's exact 

version of the romance by collecting evidence of contemporary writers
onreferring to themselves in the third person* Owen, the leading

scholar , at Scott's request t gave idm information on the Welsh romances 

in general and the ^alfiso^Qq in particular, which he was translating at 

the time. His theory that the manuscripts containing the latter date
OQ

from the 12th and f 3th centuries ^ gave Scott grounds for his claim con- 

ling the circulation of the Tristan legend in the 12th century* Equally

important, he introduced Seott to the Triads and the dialogue between 

Trystan and Gvalehmai, which he transcribed and translated for the edition*

Seott 9* concern ranged from large, generalised theories to minor details, 

particularly those which appeared to support his ideas* For example 

he was roused on meeting a Corniahmon called Caerlion to conjecture that 

this name might be a corruption of Castrum ^eonense, the chief town of 

Lyonesse, and not to be confused with Arthur's capital at Caerlion on

. Letter to Ellia, 7th December, 1001, Ibid., xiif 208,
07* Later known as William Owen-Pughe.
00* Johnston, Op* cit., p.156.
69* iotlifau i » H7n*
90, Letter to Ellie, 27th August, 1803* Lettens, i, 196-9.
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in consequence, he wrote to the Reverend Polwhele for information oa 

vestiges of the Tristan legend in Cornwall, thus anticipating the research 

of Joseph Loth by a century.

This particular discussion is omitted from the Preface, as is mucL of 

the argument found in the letters* For example, mention of the isaauscript's

<N*pilation in England only appears in Appendix iv, containing its dsocrip-
91 

tion. Also, the 'vile Fiets 9 , which troubled Scott's slumbers, appear

only briefly, and when Chalmora refuted the Gothic origin of the Pictiah 

nation, Scott wae able to congratulate himself that 00 little of his argument 

rented upon this point,*^ Conversely, hardly any discussion is found in the 

Preface which is not touched on in the letters, and this probably accounts 

for the clarity and persuasiveness of Scott's arguments* The exuberance 

of the letters is, however* toned down* Scott's determination to make
A*

Ercildoune the author of i&Fja£ail$U for example, becomes modified to a
94 tentative surmise.

In addition to the information received from fellow scholars, Goott 

was widely read in works on early literature from liickes* ^eaauri^B^ to 

Cljttde Pauchet's Raeamtl de I'ori^inci de la langu® et poesie francai.se• 

first published in 1581. But although Scott added much to the evidence 

supporting his thesis from these varied sources, he did not alter his first 

olaiae. His correspondence and reading ticht*med his arguments and furnished 

him with erudition, but these arguments were formulated before his research

91 • Letter to Bllis, 25th August-8th September* Letters, xii, 191.
(1811), p. li, n. See George Chalmers, Ca^eflo^Lai or

93. Utter to Ellia, 19th :%rch, VSJ04. Letters, 1, 215.
94* ^S^r Triatrcm. pp. lx-lxi.

99* 6. iiioiteo Itin/Tiifljruni Vettferuii ^ept6ntrionQ.litim The80urus (170'5~>5)



was fully under way*

WJieii Sir ffrlsflrflffl eventually api>eared la 1804* the edition was limited 

to 150 copies,^ but subsequently enlarged.97 Although it was not 

recognised at the time, tho work's main fault was carelessness, not only 

in the Preface and notes f but also in the text. Kolbing remarks that who­ 

ever transcribed the atanuuscript could not have had any knowledge of .ilddl© 

English because of the many inaccuracies* In fact, Leydcu, the person in 

question, was an accomplished scholar for his day, with a great enthusiasm 

for both Border ^netflelav and Slg._ L?r^tgQgu Nevertheless, the proportion

of od a takes was so high that even after the text h&d been collated with the
qo

•anuaeript for the 1832 edition, Gibing could etill count 130 errors.

Of the five editions in 1604, 1006, 1811, 1819 and 1830, the 180C is the

•oat corrupt, ae the 1611 was checked against the 1804 before printing* 

Unfortunately, it was the 1806 text which von der Hagaa usod In his 

edition of the Triataa ronancea*

Severer, textual accuracy was not considered a cardinal virtue in 

Scott's day* Hit con, its only advocate, personally transcribed manuscripts

but even his texts are faulty because he had no Latin and could not read
qq contractions* Seott was more concerned with ideas than with the text of

. He took trouble over its presentation - notes, divisions

and orthography - but it is evident that such nundane task© were not congenial

96. 12 copies wore unesrpurgated, containing the line fhlr queynt aboucn hir 
knew© 1 , II, ciii, which was replaced in the 1806 and subsequent editions* 
Leyden resigned h!0 joint editorship over this line, because he thou^it the 
roaance 'too free and easy1 *

97* The 1806 edition ran to 750 copies, the 1811 to 1,000* 

Sir Triotrem. pp, xvii-xviii,

P« Maddea, 'Eemiirka on Sir Walter Scott's oir ^ristre^^ CteatleBnn ta
cilP- (October 1333), PP* 307-12* Ritson advocated a careful 

text, not because of its linguistic value, but because it proved the 
original's authenticity*



to Ma* He write* to Ellis: 'I set forth upon the task of punctuation
toowith all the resignation to divine providence which you recoiaaend *.*' 

2§or did Soott*3 interest in philology take precedence over hie interest in 

the Preface* The Glossary owes ranch to Maepheraon but even so it con­ 

tains many inaccuracies which ware not recognised until addon's article
102 in 1833* In this Madden corrects the errors, lamenting that Lockhart

did not revise the Glossary for the 1833 edition*

The state of linguistic studies at the time would exous® the inaccuracies 

as due to ignorance, were it not for the errors in the Preface. Eere Scott 

frequently misquotes and it is evident that he did not check quotations
«

found in print against the ffianuacriT>t or .another source* He misquotes

and consequently mistranslates the line 'That non were eruylk as they" fro*
103 lebert de Branae* which appears as 'That wers cot suylke as thei**

Although Scott had the correct version In Ritaon's Mbliqeyaahiqa Hcctlca* 

he did not notice the? discrepancy* Sometimes, however* the fault does not 

lie with Seotts at one point in the quotation from Thosas 9 ^

ner/ for verjs and £aa for j fWlt' cott admit e that the line is unintel-
105 

ligibie but does not query it*

8«ietia»ea the errors of the Preface are not restricted to misquotation. 

POT exaaple, Scott ascribes the fragments to Raoul de Beauvais, writing about 

1257, supporting this with quotation from what he maintains is a Perceval 

written by this poet* He refers to Rltsonv s attribution of the passage to

100* 24th September* 1601. Ratters, xii, 195*
101* Andrew of yntoun, ^e firligyna^e Cronvkil of i-cotland i;d. D. 'acpheraon 

(l795)t with notes and glossary,
102* Op, cit.t pp» 307-1 ?»
103* ^r TjrJLatre^i* p* Izii* Tsiken froiat Pinkerton*s Ancient Scottish 

I, Ixix*
104* Bronson, f^U lii, 156* 
105* Sir Triatrca, p. xlii*



Chretien de Troy as, bat considers hia to have mistaken Chretien's earlier
106 Perceval for this later one* Douce notes in the margin of his copy of

afap Triatran that the quotation is from Chretlen'a Cligea. Thus Raoul de 

Seauvais is easily proved to have no connection wit!-, the fragnenta and 

Chretien'a claim to an early Tristan is strengthened. Scott *s mistake Is 

left to stand in all editions*

Douce*s copy contains aany corrections of facts and quotations, 

together with a fe queries as to the validity of Scott's theories* such as 

his interpretation of Robert de Brunne. Oome of these corrections were 

made in subsequent editions, especially that of 1833, where many of the 

English quotations, if not the French* were checked* Bat some inaccuracies 

noticed by Douce remain even in the laot edition* For example, Scott 

refers to the 1489 edition of the Prose Tristan as existing In 'one 

volume folio* ^ when it vaa printed in two volumes,

The 1006 edition contains some correction and innovation such as the

paragraph in which Scott deduces that Ercildoune's birth must have been
108 109 around 1219* replacing some tenuous conjectures in the first edition*

It also adds a postscript on the genealogy of Learmont* Bat most emendation 

occurs in the 1811 edition after Scott had encountered Oottfried von 

Strassburg* Here he inserts tvo passages to include this materiel 

and adds a new article by Weber on the German Tristan romances* By 1819 

Scott has lost interest in this early work and only an occasional minor 

alteration was made to the fourth and fifth editions* ;ir Tristrem

106* Sir Tristram* pp. xl-xlli, xli* n.
107* Ibid** p. Ixxvii*
108* Ibid** (1806)* p« iz*
109. Ibid** (1604)* p* Till.
110* Ibid** (1811), pp* z and xlvil*



veia^med in the 1333 edition of the Complete Poetical Works. In this 

edition Lookhart defends the authorship of Thomas of Ercildoune against 

Price, but admits that the olaia to authenticity is unfounded* Severthe- 

losa Scott's arguments in the Preface remain unaltered*

After Price's refutation in 1824 Scott's theories lost ground gradually* 

althou|£) the authorship of Sir friatgea is still something of a soot point* 

The fallibilities of the edition are obvious, but nevertheless the work 

represents a great initial step, not only in Tristan scholarship, but also 

in mediaeval studies generally* It w-.- the first edition to assemble and 

investigate all the relevant material available; until/Weill's edition 

in 1886, it was the only available text in England; and its nethod of 

presentation ensured interest among gentlemen antiquarians, if not the 

general public* In fact, it can bo said of Scott's edition that it is not 

only the first, but also th© greatest English *>rk oij the friataa legend, 

as honours in this field passed soon afterwards to the Continent* Equally 

important is the fact that ^cott made available th© metrical version of the 

legend to the poets of th© century, particularly Swinburne, whos- work 

heralded the reaction in its favour*

It ean be seen from this account of Scott's edition that the aethoda, 

and sonet jaes the, aims, of scholar® during thia period were arbitrary* But 

in addition to a lac of academic expertise, scholarship was also hampered 

by * lack of academic facilities! libraries were few and inefficient, and 

much of the corpus of mediaeval literature existed in private collect ons. 

As new works or fresh information came to light, theories became rapidly 

Outdated* Consequently, scholarship in the first half of the 19th century 

appears a curiosity shop of enthusiasm and idiosyncrasy, but it also 

•trmteo the origins of advances sade much later and helps to define the 

attitude of the time towards the mediaeval,

After the efforts of ^cott, Eitson and -11is, interest subsided* A



•*&«•* eedlaeval scholarship in England and only a handful of 

valuable works neve produced* A reviewer la the At^^yjHia of 1st Decembert 

1638 sums up the attitude of the age in an article on a history of 

toe Albigonaes by Claude Faurielt

Here Is another proof of the ardour with which our Gallic neighbours 
ransaci* every obscure corner for materials to enrich the national 
history - an ardour that ve Hngliahesen are disposed rather to praise 
than to Imitate, 111

This lack of Impetus was perhaps due to the fact that the English did not 

regard Mediaeval studies in the wider context of n&tionallsa* whereas the 

Welsh and the French* particularly tho Bretons, rejoiced In the discovery 

of national roots*

Aa In the previous century mediaeval ctudiea remained in the hands of

the gentleman amateur, with tine and libraries at his disposal, but little
t!2Inclination to do more than dabble* Nevertheless* one advance did arise

out of this activity: the founding of the literary clubs. Their aim was 

to bring out limited editions of texts edited by club asabers. Althou&h 

this did not really alleviate the accessibility probloptlt did conserve 

and present raanuacripte from private collections which would otherwise have 

rmilned In obscurity* However9 it must be remembered that, althou/^h the 

technique of editing had progreoced since the days of Percy owing to a more 

liberal attitude* It wa- utill Insufficiently advanced to establish 

definitive texts* In 1640 'adden, concerned with the necessity for good 

editions, surveyed gloomily the merits of the leading members of various 

literary clubsi

Bat where are the editors for such laborious undertakings? ¥* 
oust not lock for them In the lurnjfl^lfiy* Halliwalla. t rights. 
_(fj^ftl,iarB> iiartahoraeg. and a hoot of others X could name, of the 
present 11^

111. p. 85t.
112* See Radden*£ remarks on the 'indolence 1 of William Conybeare, the 

Anglo-Saxon scholar* 17th January, 1024* addon'o Journala. vi, 42. 
Bodley '•&. 40759-601.

113* 14th Septeaber9 1840* Ibid., xiv, 169*
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The clubs did not confine their attentions to any single category of 

••diaeval texts during this period* but worked on literary, historical, 

religious and musical texts from the 12th to the 13th centuries* Con­ 

sequently, Arthurian studies failed to emerge as a specific area, and, in 

all but a few minds, remained undifferentinted from the bulk of mediaeval 

material* This is not surprising as there are comparatively fsw Arthurian 

works in English^ and those In French belonging to English collectors

presented even greater problems for a generation which still had curious
114ideas on early ::nglish linguistics* fhe Roxburghe Club published four 

Arthurian works between 1814 and 1864t1t5 the Abbotaford116 and Bannatyn* 

Clubs produced one apiece*

The Bennatyne edition constitutes the one professional work during the 

periodt aadden's edition of all the -oglish Gawain romances, which rivalled 

Richel'a work on Tristan* Its professionalism undoubtedly derived from 

Madden*a post in the Manuscript Department of the British Museum, which was 

later to claim all his time and energy* His acquaintance with French and 

English Arthurian literature was extensive - elgtit years later he edited 

Lajaacn'o Brut - and hla contacts ringed from Deuce of the previous 

scholarly generation to his contemporary Franclsque ftichel* 8uoh a critical

114* 8alliw011*s draft for his later Dictionary of Archaiic and
a A - 

( 1 8<7 1 . was roundly dondaSieA ter ?!addaiu 10th October . 1 844 
zviii* 300*

115* Lg ^arte fAr4i^ur. ed« 7. Ponton (lB19)i Geoffrey of Mosmouth's 
1^ Vita et YatJnin^ia Mffl»y rfl Calido^il^ ed. G* B« GreHVille (1630)| 
I^tvalich'a Ho IT Grail- ed* F* J. lurrilvall (1861-3); Iia Quests de^. 

ed* F* J* lurnlvall (1864)*
116* Artte f^ gfftrliilah «*• '^* B* I). D» Tumbull (1838)*
117* ^yy G^wftlna. ed* F. Madden (1839)*

116* He studied in the Biblioteque Rationale during the summer of 1838*
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survey had not been undertaken boforc la England» combining the scope of 

foroer anthologize with the detailed approach of Scott's 31* Tristresk,

Madden's reference to foreign critics is almost unique during the 

period for the clubs encouraged conplacent Insularity* In all the Hate 

of the Abbotaford, Bsanatyne and Roxburgh* Clubs* the only guest editor is 

ttohel, who edited fe. figlflifl <fe Fe^mfB for the Abbotnford in 1841* Thla 

ignorance of foreign scholarship is a feature of English tork In the 

Arthurian field and persists till the last decade of the century* Pre­ 

viously, ae can be seonftoa Scott's references, there was a greater inter­ 

change with foreign scholars. (X include the Welsh here ae they were 

effectively regarded as foreigners by the English). Southey was the last 

of this more liberal-minded generation to produce © work of importance* 

the Caxton Maloryf published in 1817*

Southey did not edit tl e text, but wrote an extensive preface, for 

the latter he turned* with Scott's hel$t to the Helen and the work of 

such French scholars as the Coat* de Caylus. *" But althota^i Southey 

oonsulted French acadeaico, he placed his aaln empitasia on the Wel@h theori 3, 

particularly in connection with the Celtic origins of the Arthurian legend* 

This question was not reopened until Lady Guest's translation of the 

^MW^f*** (l838-4£)» and was only fully discussed during the resurgence 

of Celtic studies at the end of the century. Unfort mately, once having 

tiliild the question, 3outhey*s contribution lo liaited, slnc^ ho is aide- 

tracked by misguided theories**20

Nevertheless, the edition is a landmark f since it r@|>res©nto the first 

attempt to produce any text other than the Stsnsby ainoe its publication in

120* <•'•£»§• B» IMwiss, HgfthQlCMBPi-jELnd.Bites...of the British--Sruidff (1009)*
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1634* The idea of editing : Calory had occurred independently to Seott
121and Southey in 1007, bat as there was no known edition of the Carton

«tantt both were planning a Staxvsby reprint. When Lady Jersey 'a Caxton
12£ OOpy waa discovered in 1809, ^oott aimed at publishing a United edition

for antiquaries a year or two after Southeyfa popular edition** 2^ In 

1812 Soott considered buying a de wordo Malory at the Roxburgh© sale* but

later abandoned his plan for an edition* Finally* in 1816, Lord Sponsor
«2A 

obtained the only other existing Caxton* which was printed by Longman

under the supervision of John Upcott, the aliasing leaves being supplied
12*5

fro® the de Worde text* This appeared the following y«®r with a preface

by

Southey 1 s Welsh interests aes® to have been conceived in connection 

with hie Standby edition* In 1607 he- formed the following plans

**« to give the history of Arthur, and collect, by the aid of 
Turner » Owen* and E.dward ^illiaias,^^ all that the tfelob thoiaselves 
ean supply* and then the critical bibliography of the Hound Table* 

no tea will refer to the originals fro which this
book has been eoftpil&d* and give all tho illustrations that I can 
supply* ^

A year later h© writes of the difficulty of procuring ixiformation on *the
128 Welsh archaiolO{sr' from tho elusive Welsh soholarst and by 1817 his plan

121* See letter to Xxmgsian and Co., 13th November » 1307. Robert
Mfff fftftf Coygae^ondonoe. ed* 0* o, Smithey (1850), iii v 111* Letter from 
Seott to Southey, liovembor 1607* liQttaro. i 590.

122* The only perfect copy* 2iotr in tho Pierpoint Morgan Library*
125* Letter to nouthoy, 10th September, 18C-3, letters. iit 2^,
124* Laoking 11 leaves*
125* This was tha 1498 test oontemplat&d by Seott and bou/?ht by Lord Spenser.
126* Sharon burner » ^j^tffiry of _.tjftjp Aniglro^a^QnB (1?99"»1005)$ William Owen 

and Edward Williaoa* co-editor« of jforyvrlan Ar^ia^^ojrr (1601-7)*
127* I>ettor to Beberf 6th Hovembert 1807* y^f f^id Corr^affl>n^fno^> iiit 116* 
123* Letter to a* C* Bedford, 17th .ioveml^r, 1806. Ibid,, iii, 188-9*
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feftd been considerably modified. In the Preface ho touches on the historic!^ 

of Arthur according to Owen, in addition to the «ytholo£ical character as 

interpreted by Daviee, but as far as sources are concerned, Southey limits 

himself to general ideas of Celtic origins, and,, after giving the colophons 

of the printed roasnces, contents, with occasional notes and quotations 9 on

the similarities to Halory* He peraaine uncertain as to whether Kalory
129 

worked from a compendium of roaa iceo or made the compilation himself and

ends by oonjecturiag on his possible sources*

Prophetically, Souther conrsents on the subject of Malory and 

•cmtemporary taste t

were it again modernised in the sais© manner, and published 00 a 
book for boys, it could hardly fail of regaining its popularity. 
When X was a schoolboy I possessed a wretchedly iaperfoct eopyf 
and there was no bookt except the Faerie ueeno, which I perused 
00 often, or with suoh de©p contentment* * 30

His desire for a porolar text was fulfilled in 1816 when two Stansby editions 

appeared* The three volume edition published by wllka is a forerunner of the 

Botrdlerlsed texts and popularisations whioi* succeeded the Idylls

in that it advertises itself a@ auitably expurgated 'to render the text fit 

for the eye of youth? and that it rai-ht be no longer secreted from the fair

oex. f ^ (In fact, it merely oraito refarene^o to Christ and details of the
X 132 

rape of the Duchese of Brittany,} Its superiority over the rival two

volwe edition jubliehed by Walker and F4wards lies in greater accuracy, sot 

in the oaieeion of 'objectionable, and indeed, obscene pas^nges*, !Ven the 

Milks text waa hi^l ly corrupt by preaent standards but the editions were

Southey quotes Douce'e opinion that Halory worked fron manuscripts 
now lost, thus prevention a&ee&a&ent of his alterations^

The JBffgttu Lyf and Acteo .of J^in/? t̂ ptl\ur* I 9 
t JS\ * The JjQfl.t Anci.Qnt and UVuaoiia IIi.story of tlic? Renowixe I Prince Arthur 1 iv 

132. vf 4.
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responsible for the inspiration of Tennyoon, and in 1091 3ir Edward Straehey 

pays tribute to thm ae 'probably the voiumeu through which my own generation 

Made their first adiuaintaace with kine Arthur. 1*^ By the ta5Q fa» 

however* bhe three editions hsd bfcotae rare*

for the next twenty years Arthurian material regained in the hands 

of the ?<2jftolarly clique* Tho Mabinoilon. translated by Lady Charlotte 

Gue.it and publiohed in instalnsiants, constitutes the first attempt to bring 

further Editorial to public notice since the 1816 editions of Malory* This 

project had first been mooted by Owen and had won the support of Turner, 

Ellie and oouthey* all of whom had son© Io2owl@dge of Welsh*

althou^i four jafib^non^on had beon translated by 180$, the edition was 

abandoned.134

When Guest 'o edition w,^r. completed, it comprisod twelve Welali texta 

with English tr^mdlationBf oonious notes and, in the style of Southey* 

seloctiona froa Kuropea.^ roannces* 'Porednr ab . frawc*, for ezompl®, is 

illuminated by quotatioas from Perceval romances in i^ngliah, loelandio, 

Ceraaii and French* In thin co^mo^olit :n approach Lady Gueot stands apart 

with Madden froia contea orary ncholarahip, sinoe it enabled her to attempt 

an examination of the relationships between tvolal. and .uropean literature,'^ 

which was unuaual at the tide* She conclude® that there Is a Celtic 

nucleus in European roraance, traiismitted by Geoffrey of 'ionmouth and

133* Ift *oyte d*A»ttMmg ttth ed* (1B91), 
154* Johnston, ^cj^n|e^ Ground. t)p» 156-9*

She believed tho German roaanccu to i>e derived fros the French 
and then dicserainated northwards at the end of the 12th century* This 
hypotheoio haa relevance to the rolationahip of Gottfried and tho Douce 

Introdttctiottt p|>«
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observable in the works of Wace and other langue 4*011 poets. This nucleus 

can still be seen in Welsh literature and is substantiated in the Mabfl,rfQgion 

by the nee of topographical names, suggesting an antiquity not deriving fro* 

any European nation, 1 '6 This constitutes a more circumspect reiteration of 

Kllis's opinion that the Mabinogion were prototypes for Norman romances 9 and 

antedates much later research* 1 -*?

When the first instalment came out Hadden wondered that Lady Guest had 

not mentioned the work of Owen, 1 5® but, according to Rhys Phillips. 1^ 

she did not have access to hia manuscripts, using only the three published 

translations. This seems likely in view of her linguistic proficiency and 

the assistance of various Welsh scholars* Her work, having popular value, 

also had an academic soundness and its contribution to scholarship waa eon* 

•iderable* since the labino^ion are crucial to a dlscuaeion of the origins 

of Arthurian romance. It represents, therefore a mid-way stage between the 

aspirations of Southey and the convictions of Hutt*

It is not surprising that discussion of Celtic sources should be so 

advanced when English scholarship had barely begun to recognise the existence 

of Arthurian literature, since Weleh scholarship had been progressing with 

enthusiasm since the mid~16th century* At the beginning of the 19th century 

previous work was consolidated and expanded under the leadership of Owen, 

who worked on editions of Welsh texts1 40 and the first Welsh learned 

Journal* This stimulus to research was greater than the corresponding

136, Introduction, pp. xiv-xvi.
157* Maddon conversely saw the ^abinoffion proof of the atnor role played 

by Celtic sources in the composition of the French Arthurian romances* 
11th March* 1842* Journals, xvi, 46*

138* 7th September, 1836. Ibid., xiii, 245*
139* Ladv Charlotte Quest and the flabinogion (1921)* p* 11,

140* Swyrian Aohaiology (1801—7)*
141* Tho Cambrian ttagiatey (1796, 1799* 1816)*
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la England, and represented on advance on the 13th century pre­ 

occupation with private collecting* The English, however, after the brief 

era of collaboration at the beginning of the century, became impervious to 

Welsh scholarship, particularly its chauvinistic theorising* '-ore concerned 

with editions than ideas, English scholars regarded the Welsh seel and 

inaccuracy with a distaste ccaaensuratc with that with which they viewed 

the welah refusal to conform to English culture*

The English were in some measure correct in their condemnation of 

tfttiah theories, since these generally hinged on proving the superior antiquity

of the Welsh race* Even Owen trae moved to uphold the view that Welsh
142 was the oldest speech of mankind* and in the subsequent attempt to eradi-*

cats all defects and inconsistencies in the language, succeeded in creating 

a bogus grave*?* This deeira also nieled the literary interpreters.
143 Edward Davies* work on the Bruida x typifies this sort of fanclfulaess:

influenced by Jacob BrymaVs attempt to trace vestiges of Arkite i tolatry 

in Greek mythology, ^ he applies Bryant's ideas to Welsh literature, creat­ 

ing tissuee of fiction and e peculation in which the real meaning of the
145 literature is lost* Inevitably, aaid these extravagance® there were

forgeries, but again activated by the setae desire* Host faaouo were the 

fabrications of Edward MiHiamSf lolo KorgHiwg, who passed off a number of 

his own cwddau as mediaeval, set up the GprBedd as an older ceremony then 

Eigtaddfod and invented an entire romantic history for

142* Derived fross Rowland Jones, yho Or^i^. of Ify^ay© ̂ ad tl^e sons 
(1764)* See f* Parry§ ft. I^flf orv of .Welan ~^Lte»tur«V t^natatod I. Ball 11960).

Rites (1309)*

144* A. Hew Svstata -ey...an.JU!ialjfi|j||^J^ (1774|*6)*
145* THe triad of the three mighty swineherds becomes an allusion to the 

incorporation of British primitive religion into the rites of the Phoenician 
sow* Tryetaa symbolises the moving power in British religion and his 
relationship with Busy lit is mystical* pp.

146* See Parry, op* cit., pp. 301-4*
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reason these foigniea regained undetected into the early 20th 

century Ile8 partly in tho lack of centralisation which bedevilled 'elsh 

Studies. Hot until the &*d of the century were Celtic studies instituted 

at Oxford and the Welsh University colleges builtt which partly compensated 

for the lack of a national library. Meanwhile the local H^s^eddftdfln tried 

vainly to provide a stimulus and standard for scholarolilp« Although the 

telah Manuscript Society was formed In t833§ oaialy by gentleaen and clergy* 

as in England, this did not effectively mitigate the lack of coordination 

and scholars continued to work ilidepenueatly* Consequently standards were 

not hi^i» . . " •

ffee Welsh enthusiasm, which repelled the English* attracted tho French* 

Bo great was their enthusiasm tliat in 1038 le. ^jj^

coami&sioned ti^e Vicoate Heraart de la Villoiaarque to visit Males 

for the Aber^avenriy Eiste^^fod* held in honour of the Bretons* This 

interest was chiefly occasioned % tho growing avarenaaa on both dden of 

the Celtic connections of the lrencht manifested particularly in the, 

ancient literature of both nations*

La VlH©Barqiuet0 report on the raeeting is foynd in the introduction to
147 hid work en early British literature which it inspired. The Welsfc were

dell^ted when they discovered they could understand the American lay 

by la VilltKikir sue, and frioudahip was ceritented between the two countries 

by Lady Guest and la filletaar^ue undertaking the publication of the ,elsh 

•lories in English ard French as a nenorial to the reunion* The bonds 

between French and Welsh were thus strengthened by scholarship and nentiment.

Sentiment pervaded Frcncii literature a@ it did the Welsh* Even 

allowing for the greater number of Arthurian romances in French compared

Contes Populaircis dos Aneicns Bretons (Paris* 1842)*
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with those in English, there is a marked variance in the levels of apprecia­ 

tion demonstrated ty ?3*dden and his French coateaporarlee, Madden wao a 

devoted scholar* but no literary critic, and he fails to mention th* artistry 

of the raain text in Svr Oawavne. although it Batches th® work of Chretieiw 

The French scholars, on the other hand, write with a sensitivity for 

aesthetic qualities* which wa to continue throughout the century*

Be Roquefort* for example* cocaaonta that the Prose gjrj^atqfl deserves its 

success *non seulement par lUntertt que 1'auteur s su repondre mxe son
4 JAh&ros, aaia encore dans lea difference cpioodee de son ouvrage** *° This 

ehould be compared with the English attitude sacnarised by Philip in 

Charlotte Tonge's The Heir of Hedclvffe (1855), who can only see fa groat 

saiaeneee of character and adventure* in Halory* The English wore also 

•ere sensitive to the morality of th® legends, and Southey rejects til* 

Triatan story in Halory on this count, rather than its inferior artistry!

The story in its progress not only disappointed, but frequently 
disgusted oe« Vile as the thou^it is of producing by a philtre 
that love urxm which the whole history turns » and making the hero* 
or rather both the heroes, live in adultory{and that too in both 

t instances of an af.rra^ntcd kind)* these are the conditions of the 
Roosiice, which nust be taken with it for better for worse: they 
are the original elements of which the author was to sake the best 
he could* But it is the fault of the author that so many of the 
lending Incidents should shock* not merely our ordinary morale* 
which are conventional and belong to our tie* but those feelings 
which belone to human nature in all

De Roquefort conversely 8*ee the lovers as 'modeloo de Constance et de 

fidelite'* and Creuse regards aalory's source* the Frcse Tristan* as the 

'rooan dicne dee plus beaux ciecles «•* qui en eet inconteotablcnont le 

•eilleur1 * ^ Even the passion itself is breathlessly acclaimed by 

Claude Faurielt

Be l*etat de la Poe^i^e dans les 12° et 130 aieolea {Paris* 1815)* p* 150
149. It xv*
150. Le Baron Auguete Crouac de Lesser* La Table Ron^f - 4th e&* 

(Paria, 1829)* p. zxii«
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la ravissante peinture dfun amour dont l fivre*se et 
1* exaltation aurvivent a toutee lee epreuves du temps et
de la volupte, a toutea lee travers&es de^la vie «fc*ue la 
oort elle-mfeae n*a pas la puissance de l'eteindre» 5T

The later critical style of Gaaton Paris thus represents the cul­ 

mination of a tradition of highly appreciative commit men t by French 

scholarship to Tristan literature , rather than a new departure*

This tradition, however, was also productive of an unbalancing 

enthusiasm, particularly when it came into contact with some of the 

stranger Welsh theories* The career of la Yllie&arque illustrates this 

dark side of French scholarship. In 1635 he discovered the work of 

Guenc'lhan, the Breton Merlin, miraculously preserved In 5th or 6th century 

fragments. These he unfortunately lost before any examination vas made* 

Four years later he published ^rffflg-" ̂ reis. Breton songs collected In the 

•tuner of Border Minstrelsy, and edited in an even more arbitrary fashion* 

The temper of scholarship In Franc© and Wales was such that no one was 

surprised by la Tilleaarque's clalos of great antiquity for his Breton 

heritages the welsh had been postulating a 6th century school of bards 

headed by Llyvareh-Ufcn, for some time. Consequently, no one remarked on 

the aaaKing completeness of the &ong8» nor on his equally amazing theory 

that the fullest in detail were likely to be the oldest*

It was not until 1868 that la Villemarque was denounced as a Breton 

Hacpherson In l*e Hen*s edition of Jehan Lagadeuc's Catfoolieon. Le Men, 

who had done such research and field work* proved in an article for the 

^thenaeua that la Villemarque *s knowledge of Breton was deficient and that 

the Bargae-BreJg are either distortions, or, in some cases, complete 

fabrications. He also revealed that the 9 Elegy of Kyndelan', professedly

*'t

1$1* 'Origins de 1* epopee chevnlersque 1 , Revue dea Deux Mondef (1832), 
p» 175«

152* 'The Villemarque Bubble'* Athenaeum (ifth April, 1866), pp. 527-6*
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translated froa the fljjjt Book of Caermarthen for la Villemarque's edition 

of Bar&en Bretons in 1850, is not to be found in the Welsh source* La 

Villeaarque refused to answer any of these charges , and it is to be regretted 

that his positive contribution in the awakening of interest in Breton cul­ 

ture and the focusoing of attention on the Celtic origins of Arthurian 

romance, should be vitiated by this sort of unreliability*

Lady Gueat had already reason to doubt his integrity, as can be seen 

froa the increasingly irritated entries in her diaries* Though charmed by 

his behaviour at the Eisteddfod and his offer to transcribe ^Chevalier au 

Lion, she was less enchanted by his demand that his acme be put on the 

title page of the ISafciaSilfill* * **~" Ia *@40 la Villemarque submitted an

essay on the influence of welsh traditions on European literature for an
154 Eisteddfod prise* Zn this he Qade great use of Lady Guuwt's translation

155 which* she was 'abused* to find, he scarcely acknowledged* When la

Villemarque sent her a copy of Contea Pom^lairas. she found that it con­ 

tained three translations from the Mabfoogion. which the author claimed to 

be taken directly froa the Welsh without any reference to her work* She 

writes that la Villsraorque followed her * servilely* and used her notes 

without acknowledgement f 'except in one unimportant instance* Altogether

it is a aoot shabby proceeding9 * It is ironical that la Yillemarque's
1*57 work was praised by the Athenaeum and the ensuing expose by William Eees

153« 31 st Januaryt 1839* Phillips, Lady Guest ajq,^ rtfoe
. 1842)pp* 22-3* In the Contea Pooulaires (Paris, 1042) la Villemarque intinatea 

that he published Le Chevalier au, U.on in England, p. 109 n* See also 
Athenaeum (13th August, 1842), p. 734.••••••^^^^^^^^^^^^^^^

154. A. Schulz (pseud* San Mart©) won the prise for an essay which Madden 
thought grossly unir.fonaed and which roused him against the Welsh for being 
so ignorant of their mediaeval literature* 2nd 'larch, 1642* Journals. 
xvi, 42* 'An essay on the influence of welsh tradition upon the literature 
of Germany, Trance and Scandinavia, 9 translated by Rra* Berrington (klandovery, 
1841).

155. 11th November, 1340* Phillip% op. cit., pp, 28-9.
156. 20th Say, 1842. Phillips, op* cit., p, 33»
<57* ftttomft*liP- ^ 16th Ju2^t ^342), pp* 629*3U The reviewer considered 

that 'the spirit of the originals breathes through la Vlllcmar{ue'o rendering'*



had little effect on his reputation*198

It is doubtful whether la ¥illemarqu6*a work would hare been 

accepted so readily, had he not been breaking new ground, since the level 

of French scholarship was comparatively hifrh* Unlike the situation in

England, there was something of a tradition in the study of early litera-
159 ture, and unlike the situation in Wales, there was a nucleus of research

centred on the Bibllottfeqoe Rationale* In addition, public money was 

expended on research, arc can be seen from la Villeaarque's visits to wales 

end England. Later work may by contrast make the work of this period 

seem amateurish,*61 but apart from laying a basis for subsequent successes, 

by contrast with contemporary English scholarship in general, it appears 

eoemepolitft/i and professional*

In riew of this, it ia not surprising to find the most imaginative and 

advanced work on the Tristan legend coming from Trance* The Germans had 

brought out three editions of Gottfried by 1823, but they were not concerned 

with theories of development until the work of ?€olbin&, concentrating 

instead on the establishing of texts* In France, however, from the time of 

de Tressan, critics were active piecing together the romance*s progress 

with varying degrees of accuracy*

The Press Eftftajn was the first to gain attention, aiace it was the

most accessible and carried with it a tradition of being the recognised
«£p 

rendering of the legend* 10* However, because the family of manuscripts; is

156. Athenaeum* (13th August, 1342), p. 734*
159* Johns ton, fcric^antfffl Gpo^yyl. pp, 22-7*
160* Hiehsl's Receull was also subsidised in this fashion*
161. Gaaton Paris disapproved of his father's popularisations of the 

Vulgate cycle* Paulin Paris, l^ea Romans 40 la fable Honde (Paris, 1<%6)*
162* E* Vinaver, »The Prose Tristan*, &$& P* 346*
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valuable was produced until the end of the century* when work began on the 

•anuacripts. In addition scholars were misled by the assertions of the 

authors of the romance, believing them to be factual*

Be Treosan in his Preface states that the Prose Tristan is the oldest 

of the cycle and was taken from British sources by llusticien do Puiset who 

wrote in Latin prose at the beginning of the 12th century. In the reign 

of Henry II, this was translated by Luce de Gaot, an English kni&ht living 

near Salisbury* There were variations,165 but the theory persisted well 

into the 19th century , embodying two misconceptions s that the Prose 

Tristan was the prototype for the Vulgate cycle and that it existed first 

in Latin* It was also thought to precede the metrical versions, which 

were derived from it* Scott alone was not misled* He states firmly 

that Luce de Cast 'secas to be as fabulous as his castle *** or his Latin 

original ', pointing out that French critics ascribe on absurd antiquity 

to the Prose Tristan because they assume early references to the metrical
f fi&allude to the prose version. His views r©rnain©d unheard in

France until the 1830fs» and the metrical versions generally were unknown 

until Hichel's collection*167

16?* Creuze believed Luce de Gaat to have translated froia Latin or 
*ta»»B*eton' his work being finished by Tielys de Borron* and Husticien de 
Puiset thus accounting for references to Rusticien as author* La Table Hon^ft 
pp* xxii-xxiii* Michel asserts that the romance was the first begun and 
last finished* Receuil. xxciii-xxx* Madden develops this argument * placing 
the firat half by Luce de Oast in the later 1th century and the second 
half by Helie de Borron in the early 13th* Svr Gawaine. p. ravii. Paulin 
Paris was the f irat to argue that the Prose Tristan was modelled on the 
Prose EfflTWJflflV JlfllPlt^i^s Francois d^ 1$. Ejibliotsciue da Ro^. (I836) f iv 195-8*

164* Madden subscriber to this view when he asserts that Tristan was 
unknown before the prose romance* Syr Gava^no. p* xxvii, n*

165* ftir Tristrea. p» Izzii* 
166* Ibid*, p* Ixiv* n*
167* Creuse laments that Triatan and Lancelot appear in foreign 

but not in French* Op* cit*, p* xxx*



11* 5**ation of the Proee Ti^atnfi was aloo co&pliMiii by its
f U 

p with the loot Isteteft of Chr!ti«n, aeiitidfted in J3ifi»

scholars who daw Chi4tl«n«e poem a® tho earl tent metrical version deriving 

fMM tli© pros© xeaane** its &i»pp®*i&fit$ dat* woo important for a placing 

of the l&ttar* £• Eoqtaefortf for exanple, pl^.one Chr&tifm'e work around 

1180, mistakenly thinking that Ctirltiea died ia llflf1^ «ai ®»l»««ni»efitlf 

the prose romnce at 1170* ^ Bo ©ntr«mo^^ed wao thie Idea th&t th» 

verolon i«cs the source for Cii«Btl0af that HlcK-^l uiasi^ea 30 un 

error Gingttenc'o theory that the rosance «hict» ant«a&t©a th«
171wao not th.e Pros® but a metrloat

Abbft 6* la 8tt**9 isuf^^tlcm that a. contoianorsry of IAic« i« Gaat, one ia

ChicVro of r.heia^t voroified tho oiory* thua sa J.ag Ma voreioa the
1*72

••tric&I renderiae, ' ssa equally

Xtt 1B52 Faurlel m^Ats the fir^t serious attempt to clarify the 

of various Tristan rojaanooa over a widor

anticipating: the work of Bedier. Il« %mm sovon versiorws luid tries to 

itim«iiMi the oldest* Those chosen are tho Fro&e Tri^tfrJUr ^ 

Cottfrlo<Sf Sir f Elatgffla* th* two Boucc fra^a&tt and ;^rotilt ^hioh

SGOB« odioiarc thought Cliretien wrote In prose*
P» xuli*

the date of the de'ith of Philllpe* Count of riantlere, to 
i0 dedicated.

It ac5KXi-«3CXXii* S«e P* L Gln^^fi**^ article on ebretirn in
» ^46. -Ictiel

hla 8Cfeola«ribip» temline to
of this, 20th February, 18%* |o^«ial> xii SB*

. l'8l7lV a» ^2^ " "f 'he hsmothflftlgi
to a Triatan iw%& f qu« la Chi<wrr^ fist 1 *

17%
PP*



1744t**ribes as an anoayautt •anuscri^t, Understandably he is misled by

Soott and fixes the date of 8fp Tr^foeffi around 1250.175 rejecting Gottfriod 

and the Taa»as fragment on the grounds that they both mention a Thomas and 

oust derive from the English poea\« *fca second fragment, the Oxford g

ia also disaissed aa being a sunmary of the work represented by the firot
«««£

fragment, and the VolftjSbueh is correctly discarded as a redaction of the

Tristan- This leave* Bercul, which Fauriel thought anonymous, 

together with the Prose Tristan. as contenders against gfrfl ..TflLatoffr

Probably influenced by Scott f a scepticism, Fauriel attacks the basic 

assumption that the author of the Proee Tristap is credible* He points

out that* were the evidence reliable, the king Henry referred to is sore
177likely to be ileary 1X1* Aa he reignod from 1227 to 1272 the Proee

have preceded '.:-^r Trfrstye^* But Fauriel, swayed by Scott fs 

argument for simplicity preceding complexity, places it Inter, thus 

reversing hie argument for proving the second Douce fragment later then 

the first.

ffeuriel seea the Prose TrJata^ aa taken directly from 3,ir

because both were composed in England, thus establishing for it 

a date veil into the second half of the 13th century* Though revolutionary 

in France, this idea originates from 3cott« However, Fauriel 'o suggestion

f74* Fauriel admita the existence of other Tristan romances, but not 
the reasons for discarding then*

175. 1604 or 1306 edition.
176* Fauriel avoids the mistake of regarding the two fr-gnents as parts 

of the same work*
177* Previous critics had been guided to Henry II by Walter flap1a 

apparent authorship of the Prose Lanoolpt* Fouriel seeots to have been the 
first to suggest that the Prose flfriatafl was written under Henry III*
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that the anonymous manuscript froa the Biblioteque du Soi represents 

Qu4tien'3 lost work id completely original* He datee this composition 

•found 1190 on the grounds that Chretiea'o work was becoming known at this 

ttrae, placing it approximately sixty years before Sir Triatraeu This 

deprives Scotland of the honours for the oldest version of the legeod*

Although Paurial'a idea concerning the Beroul version was refutable, 

it narks the beginning of a serious consideration of the metrical romances 

in general and Beroul in particular* Amaury uval in his article in 

liistoige LJtt&if^rf flf la France, which aimed to bring the metrical versions 

to public notice, repeats the traditional errors concerning the prose

roeoace, but continue® the trend begun by Fauriel in hie examination of
178

Biroul* This he describes aa an Anglo-norman work of the 13th centuryt

with a style akin to Boiardo's sock-heroic* and summarises the action
|»m

fairly accurately* which oay h^ve proved uoeful to la Villeaarque*

The Douce fragmenta had been known to scholars longer than tike Beroul 

MBBScript. so work on then was more advanced* Misconceptions lingered» 

nevertheless* Despite Hichel*s assertion that the fra&ments repj^coent 

different vorke, Duval still considers them as parts of the same composition* 

The mistaken assumption that both frugnenta represent a French T^tata^> 

coupled with the prolonged discussion concerning authorship, mode scholars 

unroceptiv© to new ideas on their Identification* Douce himself exempli­ 

fies this* The Abbe de la Rue wrote to him declaring that the author of
«cytat least one of the fragments was Thomas of Ercildoune* w Douce inclined 

to the authorship theoryt but paeaed over the numerical implication* being 

persuaded instead by 'the agreement of both the frn^nents with the story as

178. Trngoents dee poeaes sur Tristan His de fgeliadus*, l\ist* Litt.. 
xiat (1838) t 687-704.

179» See PP* 57-60
180* 24th Koveoberf 1814* Bodley m» Douce d»6. p«5«



related in the Auehinleck MS* which was evidently constructed from Thomas 'a
1BI ffiftterials** Six years later de Roquefort picked up the Abbe 9 a idea.

182 
but confused the issue by oaking Thomas of Brcildouno into two people*

The theory received no attention in England after Douce* David 

Irving in his review of two German editions of Gortfried, discusses the

reference to Thomas von Britanje, but do®s not involve the Douce frag*»
183 meats* Madden reached the same conclusion ao de la Hue independently

184 and store accurately and, in his article on Sfo ffifte^peff* congratulates

himself on being the first to conjecture that Thomas of Hrcildoune wrote 

fc£ Anglo-Soraaa po«m represented by the first Douce fragment* However. 

he goes further than de la Rue, hypothesising that this romance was trans­ 

lated lay Gottfried. Price, and Wtter before him, had postulated that
4CMR

Gottfried's source was a French poem. 7 but this is the first loot .nee of 

that source being correctly cited. Unfortunately !3add«n does not pursue 

this line and it remains unooaaidered until Boosert*s work in 186$* 

Instead he concentrates on details and, after noting that Thomas of lent 

also be a contender for the fragments, concludes from de Brttn&e that

of Ereildoune wrote the original fyistan. which Kendale translated* r* 

La Villeaarque was not interested in diocovori^g relationships between 

the various extent versions, but instead pursued a study of the Celtic 

sources of the legend, anticipating the work of Sehoopperle by about fifty

16t* Bodley H8* Douce d»6*
182* Fostsics .de HarJQ de jEr^oe ( aris* 16^)) t i. 388a*
183* J^MS6ifln Revi«w and

Review of editions by voa OrootevBerlin 1 821 and von der Hagen (Breolau 
1823)*

104« ffffntlfljfiyi 1! ^tf^lStM l^33t PP* 307-12,
185. Warton, ftistorv. i, 192-3*
186. See Chapter 6, pp* 252-4.
187* Kiohel quotes Maddenfs argufsents but coaes to no conclusion*

X,
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years. Unfortunately, la Villemarque's methods ore suspect so the substance 

of his contribution ia limited and his conclusions unreliable* This can be 

•son from his assumptions concerning the Tristan le&?end* In an article on
13d

the interrelationships between Welsh literature and Arthurian romance, 

he alludes to the thrae oldest versions as oo&priaing one by a Thoiaas, a 

second by Barox* written during the reign of Henry II, and a third by 

Chrstien, vho died around the beginning of the 13th century* There is no 

substantiation: la ?illemarquefs only reference to another authority on 

this controversial topic occurs in a mention of Fauriol's opinion that the 

Piwa Tristan, is derived from the metrical versions,

Although la flllemarque shows he has read B&roul by quotation* and 

Thoaas by close reference to laolt's last speech, bio sut&tary of the legend* 

which was to inspire Arnold, is nothing more than a pot-pourri of episodes 

inaccurately oullad from Baroul one the Thomas branch* Admittedly his 

version ia sounder than that of de Roquefort 9 who invent a a campaign against
IfiQAnguish of Ireland and endo the story soon after the love-potion. * Bat 

the fact remains that la ?illemarqua» writing twenty years later, gives, 

without ezplanationt an hybrid account of the story, which represents neither 

a single mediaeval version, nor an attempt at reconstructing an archetype*

The summary begins with the fforhoult fight* Tristan kills the champion*

receiving a wound incurable in Cornwall* Disguised as a harper he goes to
100 Ireland, ^ sees Iseult* and gives such an account of her on his return

191 that ^are'h deaands her for his wife* Tristan disguises himself as a

188* *l*es poSaes gallois et less ro&ans da la Table Ronde*, Revue de Paris. 
anociv* (1841), 266*82* Later published as part of Con tee Poimlairea des 
Anciens flretona (Paris, 1842), whloh waa revised and republiahed as Lea 
Hoaans de la T-ibla Ronde (Paris, 1060)*

109, Be l*etat de la nocaio yr^nyoise. p» 150.

190* Ho mediaeval version shown Triot ̂ n disguising himself fros the outoct, 
In Gottfried and Eilhart he passes himself off as a harper turned merchant 
and in other versions is mistaken for a harper when he reaches Dublin.

191* L Tillen&rque's account omit; to mention that the socond voyage is 
the result of a aurderous plot by ''ark in the prose version, or his barons 
in the noons.



merchant and brings her to Cornwall. On the Journey they drink the love- 

potion* given to Brangien for Tseult and Mare'h, After the wedding the 

seneschal and dwarf reveal their suspicions concerning the lovers tc Mare'h* 

A trap is set and the lovers are surprised but on the way to execution 

Tristan escapes and delivers the queen* After throe years a hermit recon­ 

ciles Tseult and Marc'h, and Tristan is banished* Disguised as a fool, 

however, he resumes relations with Tseult, Some barons confide their mis** 

givings to Hark, but Yseult retaliates by placing herself under Arthur's 

protection, proposing to prove her innocence by ordeal* Here follows a 

description of the lovers* trick and the ambiguous o&th. ^2 ja the Jousts 

which follow Tristan defeats the champions of the Sound Table, vanishing 

prudently when Arthur offers a pria& for his capture* ^* However* despite 

the oath, Tristan is not recalled to court and so goes to Brittany where he 

aarriea Yseultp the daughter of King Eouel* Vainly attempting to forget 

Yneult of Ireland amid dangerous exploits, he is wounded and sends for the 

queen* His wife* learning the secret of his love* leads him to believe 

that Is cult refuses to come and Tristan dies of 'chagrin 1 *

Althou^i there is a possibility that la Villeasrque use! the Prose 

fflpftfffrtt on *he evidence of his use of the na&e Bouel, which only appear® in 

this version, his main sources are Bercul aud sir Tristraa^ Beroul 

supplies bio with the central section including the trapping of the lovers, 

the three years' sojourn away froia the court and the ambiguous oath*

192* La Villeaarqul shows Tristan disguised as a beggar, whereas Beroul 
shows him as a leper*

193* La Villemarque has confused Tristan f s defeat of Andret, just before 
the ambiguous oath in Beroul, with a tournament* The account has echoes of 
Lancelot's Pyrrhic victory in the Winchester jousts* Malory, xviii, 12 and

194. La fillemarque's mention of the lepers and the Chapel leap in the 
discussion is inconclusive as the episode occurs in the Prose Triatan^ 
However, mention of 'Saut de Tristan* confirms that he is usin^ Beroul,



The opening events are probably supplied by s^r Triatren* since la 

shows no knowledge of, or interest in, the Geraan versions and he is likely 

to have had aoceso to Scott's edition during his interchange with Celtic 

scholars* The last part, so oketchy as to be unidentifiable, may have cos* 

from the Douce fragment, Sir Tri,afossu or possibly tl*e printed edition of the 

prose romance* It may represent a muddled conflation* not only of priaary 

texts* but alsOt perhaps, of ready-made summaries.

The omissions in this account are extraordinary* Tristan's enforces 

the dragon fight, the recognition* the substitution of Brengwain, the tryst 

at the tree* the sojourn in Morrois, the orchard tryst* the daring water* 

Tristan9 s mission to Xseult with Itaherdin, the fatal wooing expedition, 

ta&erdin'a voyage to fetch Xseult* His confusions are also notable i 

Tristan's first voyage to Ireland is inexplicable without mention of the 

healings the tournament following the ambiguous oath ia invented and the 

black sails episode la entirely omitted, a".though la Villemarque refers to 

it later in discussion of a Breton analogue* &hen la Ylllemarque revised 

the chapter in fres Jfrojffilt6 4ft la Table Ronde more circumstantial detail was 

added, particularly to the section from Beroul, including mention of the
4Qf£

three years' duration of the potion* But, although la Villemarque 

read Beroul in the intervening years, the summary as representing an 

authentic version of the legend, still reaaina unsatisfactory*

In his discussion following tfce summary la Villemarque breaks new

gromtyftf influenced considerably by his Celtic researches* On the evidence
196of the Triads and the dialogue between Try a tan and Gwaichatei, he

postulates a Welsh Tristan, which later became current in Brittany, 

supporting this part of the argument with a Breton analogue to the black

19$* The drinking of the potion is now motivated by heat* Tseult has 
golden hair and Tristan is described as a hunter and musician,

196* Sir Tristram. Appendix ii.
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sails episode* The broad lines of his thesis are acceptable, but hie 

evidence ia tenuous, since the main body of his discussion is devoted to

arbitrarily demonstrating the links between Beroui'a version and Welsh
197 tradition* For example* he renders the controversial tyi g&lowd triad

as referring to Tristan's being a shape-shifter and unconquerable except 

by duress, and then relates it precariously to Tristan's frequent disguises 

and his capture by Hark* In addition, he follows Edward Jon®@ in believing

Tristan to be a disciple of Merlin and his le end to contain vestiges of
196 bardic initiation rite** the love-potion he also sees as stemming

from this bardic tradition* But although much of his work is questionable, 

the enquiry is rare at this stage and* like Guest* s Efebi.^ogion. heralds 

the research into Celtic sources at the end of the century,

r-eenite this* and despite his influence on Arnold, la VillemarquC'e 

most important contribution ia hia discovery of another froipent of Thomas. 

Scholars of the period were seriously hampered in their ju^-mcnto on the 

interrelationships of the Tristan romances because the collection of 

extant Thomas g&nuscripts was still incomplete* Michel had added a third
4QAyyvolume to his ^eceuil containing the Strasbourg and Saeyd manuscripts; 

but the Cambridge manuscript wan vital since it helped determine the 

relationship between Gottfried and Thomas, and wan later used by Bossert to

clinch his argument concerning the translation of the German from the French*
200IA Villeoarque discovered the manuscript in 1655 'eonfondu avec une

foule de feullles de velin depareillees 9 * Enthusiastically he conjectures 

that this is a sequel to the work published by Hlchel which endst

197» S«e B* Bromwich, *Th« '*relsh Triads f f fLMA. p. 49» n«t#
196* Musical and Poetical Helicka of the Welsh Bards> enlarged ed* (t794) f 

pp. 12 and 14*
199* The Strasbourg fragments were discovered in a manuscript binding in 

the Sealnary library* (Later destroyed in the sioge of 1870). The two Sneyd 
HSS. 6a«e from the library of the Rev* •'. .Sneyd* Bee Madden's account of his 
visit to the B.H, with the aanuscripts for tr;mscri: tion. 30th Juno, 1C37. 
Journals, xii, 369.

200* /LTdiiygs des fiissiona r^cientifinues et Littcraires* v (1856), 89-116.
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Kntre Tristan sur la cortine 
Bntre see bras tient la reine

since it begins 'Kntre ses bras fseult la reine'• Characterisically 

la Villenarque's enthusiasm misleads him} the work cited is the Berne 

JS&lii* clearly described by Hichel as a complete poem*

The other crucial factor in the Thomas discussion wae the 

bat this remained inaccessible until the work of Brynjulfsaon and Kolbing* 

Had <4adden been abla to acquire a transcript the situation would have been 

different, for, incensed by Hichel's failure to date the work, he corjaeats 

that could he obtain a copy of the work he would say something'raore to the 

purpose than ftiohel has done** Later he was disappointed to find that a 

collection of Icelandic manuscripts offered for sale to the British Museun 

did not contain the fristr^Bffi^im r*®5 and later still devotee sorae pag@@ of

to an examination of the Tristan literature, prompted by
204 Brynjulfeson's research*

With the exception of this frustrated interest on the part of 

Tristan scholarship became extinct in England after Scott *m edition* 

Converselyf on the Continent, particularly in France, it flourished, 

encouraged to a certain extent by Scott's work* Inevitably, the research 

of the period was vitiated by unquestioned traditional assumptions, mis~ 

guided natioaaliMi, a fundamental ignorance of foreign works in the original, 

and even sharp practice. Thin is inevitable in a relatively now field of 

study, while major evidence ia being assembled and the main lines of enquiry 

are being laid down* However, from the activity during this period comes 

work which was to influence not only the great age of Continental Tristan 

scholarship at the end of the century* hut also the tho&e central works 

on Tristan produced in England during the 19th century*

201 • Recautl. I, Ixi-lxii*
202, 20th February, 1336* Journals, xii, 66, Price had already drawn 

attention to this, Warton, History* i, 197* 
20% let July, 1856. fotaim^la. xii, 171. 
204* See chapter 6, pp, 239-40.
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CHAPTER jll

Despite the failure of English scholarship to distinguish Arthurian 

studies as a separate branch of enquiry, some knowledge of Arthur 

percolated through froe the academic world to the more educated readers 

at the beginning of the 19th century* Indeed* thore was a bairabreadth 

distinction between the scholar and the well educated gentlesan at this 

time* since scholarship was still in the hands of amateurs* As it 

beoeae noro professional, and consequently acre accurate and complex, so 

there arose the need for an intermediary between reader and acadonic in 

the fona of popularised or ooderained renderings of mediaeval romances. 

But in the first half of the century, those who knew of Arthur knew of 

hi* through Malory and the work of contemporary scholars*

The latter tended to dictate the character of Arthur which was 

transmitted to the leas academic reading public* In France he was 

established as a roaauee figure, but to English readers Arthur wast to 

begin with, a 6th century British leader* This view sprang from two 

well-known enquiries into Arthur9© Mo tori city: Hharon Turner* a

and Ritson'o ^h^ J£jy^eUJQjr _ ^lyr $$c$jffiftu published 

postfcuaously in 1825* A3 the century progressed the view of Arthur 

beoaae sore chivalric and loss compelling* since he waa eclipsed by Lancelot 

and the Grail Quest. But at this point in his career he waa supreme* 

feaayeon was the last poet to be captured by this portrait of Arthur, 

for although the Idy^la of the J&nj| was published during the second half 

of the century, the enthusiasm which was to produce the work germinated 

s.t this time,

Bov*rer, Arthur's 6th century peraona wao hardly prosaic* ̂ it

1, For a discussion of Arthur's Helio*»Arteite associations see v»'» D» Pnden*
(Kansas, 1942) pp. 79f.
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incorporated a romance different froa the chlvalric* but equally fanciful. 

Vety little was known about the Box!? Agea so Arthur inevitably becaise 

involved with the Bardic* Heroic* Qeeianic and Gothic enthusiasts** which 

had taken over that period of history as their own domain. These tended 

to flow into each other* and the resultant literature was both odd and 

spectacular. A typical example is J» Tfcelwall'a estrava^anaa foe; Iteirv 

gf ^ft frfrfo (1801)J its ftBMitttt- personae includes Bela* the Horns* Taliessin, 

Yortigern* Maskers* Britons* Knights of the Round fable and an Incubua* 

The action is sensational and the style ranges from doggerel to Shakespeariati 

pastiche* There is, ID addition* a touch of Spenser's A&raaia in the 

lascivious Bowenna* whoa, together with the incestuous* Yortigera, Arthur 

finally overcoaos to rescue Guenever from a burning castle in the fifth 

act* .. •
i

This Quaai-hintorical view of Arthur is promulgated as late as 1848 

by 0ulw©r-Iorttonts twelve-book epic* Btoff.MBlfSF' "hio while less absurd* 

is equally fantastic and more emphatically moral than fhe gq^gv off tfte -fffa» 

Bulvar-I^rtton utilises the British defeuc© against the Saxons as a £rsae» 

work for the central action, The Saxons provide an excuse for excursions 

into the Nordic, and CarMoc* promoted to the rank of Arthur's bard* 

together with the Silurian setting* provide the Celtic element* But since 

the chivalrie view of Arthur was pushing itself forward as the century 

progressed* so Bulwcr-I^ytton folt that chivalrie manners and cootume are
2'absolutely required by all out familiar associations9 . ?hi® creates em 

anachronism* which* coupled with the Spenserian action* cause® a dichotomy 

between action and setting. The action itself is untraditionai*^ centring

2« Preface* p. ^

% MtefoVEfih Review, xc (July 1849)* 173-212* applauded this aa the reviewer 
considered the originals to be unethical and contain *revolting incidents 9 *



around Arthur's quest for three tali Mini, tat ranging from the 

supernatural to contemporary satire. Althc<&£$ the work Is ®till~bora 

and far too eclectic* j^n/f fcflhur is an interesting precursor to the 

JUX21& in that it weaves a shifting allegory, morally pointed, around 

Arthurian characters* and has an affinity with the sketches Tenuynon 

produced around 1830*

Because of por^ulsr interests encroaching on the Arthurian material, 

together with a Spenserian revival and a limited knowledge of Malory, 

works on tho subject were not bound by the traditional action* Writers 

allowed their imagination scope, with the result that Arthur becaat 

firnly attached to the supernatural, whatever its particular ethos* 

Reginald Heber's Eforte ft >ifefttfour« for emnplef although it uses the 

traditional stories of Lancelot *s rearing by a water nya h, and Salin and 

the sword** follows the writer's invention in the main narrative* This 

has its dangers* The work become® too faery and loses its unity* 

9S*dictably9 it regained unfinished.

Scott in Tho ^id^l e^.j^lfflHaiifM 1C1 3> taanages to overcome these 

probloias, and blends traditional traits with his own Inventions to create 

a consistent and rounded narrative* He follows the contemporary trend 

in that he makes Arthur tho central character of a non-traditional plot 

set in a sketchy historical baci^round. Arthur retains his status as 

a British leadert

Twelve bloody fields with glory fouifit. 
The Saxon to subjection brought***

bat this is coabined with his romance aspect, as one would expect from a

4* Written 1812, published in ?fo J3oetical orko of Ee/yJimld Rebcr (184t) 9 
189*270*

5* Froa the Prose ^nflglg^f snd Malory respectively* Heber*o knowledge 
is not surprising as his brother* Richard Heber* collaborated with Scott 
en
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writer who had considered editing Calory* This balance looks forward to 

Tennyson's treatment.

flie romance elements are net Spenserian* but nearer the stuff of 

tradition* with inclusion® from Arthurian material other than Malory* 

ouch as Laaval and Carodao (oic). From Calory -cott takes Arthur's 

ftntecostal court, various knl;hto and the a took attributes of the more 

famous. Even the invented characters of Guendolen and Gyneth have 

recognisable origins in Malory* Qussdolen* like Merlin, is born of a

and a aortal, and like Morgan she is sworn to the destruction of the 

Sable* Gyneth has traces of the haughty Lynct, Invention is thus 

integrated into traditional lineafsonts without strain; the reader is 

presented with a uniform world, instead of being subjected to a ouccooBion 

of Gothic enthusiosos*

The strength of the work lies, hmrovor, in its interpretation* Scott *e 

concern is not so much with the creation of a ohivalrio world, aa with 

its criticism. In this he foreshadows later treatments of the Arthurian 

•aterlal* Although, ho stresses the blase of chivalry f the reputation 

of Caerleon, the Christian conqueots, Scott prefers to show Arthur 

as a tragic figure do^ed by a youthful elm he suecmba to * tyrant 

paftsion* while hie kingdom lies open to invasion, and later the rocult of 

this 'lawless love 9 nearly wrecks tho Round Table, Thio viow of Arthur, 

having its roots in Haloryf8 portrayal of Mordred as an agent of disaster, 

anticipatee Swinburnefs attitude to the legend, and Scott*a treatment cf 

tho corrupt court heralds Termyson'o 'The Last Tournament 1 *

Voile Arthur is dallying with Guendolen, Scott intiiae,tes that 

Oucnever id concerned with Lancelot* % the time Gyneth claias her 

inheritance, tho Hound Table haa become coarsened, although tho relationship 

between this and Cusnever's adultery remains implicit* Ouonover, inured 

to sin, dsBonstrateo only eynicisa when confronted with Gynotht
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But she, unruffled at the scene 
Of human frailty » construed 
Looked upon Lancelot and

The knights, who Jeered at the mutual fidelity of Carodac and his Ia4y» 

rush to the combat, not for love of Cyneth but Impelled by greed for her 

dowry* This greed causes the slaughter. Only three knights refrain 

from battles

There were two who loved their neighbour1 ." wives 
And one who loved his own...?

let the knights who do fight are by no means all frees

Boar love's fond troth, nor wedlock fs oath
One gallant could withhold*
For priests will allow of a broken vow
For penance or for

This adds a new dimension to the poos. The posp and splendour are 

hollows Arthur *B speech on Beauty aa bein& the * polar star to valiant 

ka&dbt* is ironical in view of the real motive for the combat f Cyneth 

heneelf is a forerunner of Tennyson1® Ettarre*

Like Tesmyaoat Scott was steeped in mediaeval romance* His 

was primarily imaginative aa can be seen from his handling of 

This was rare in an age where antiquarian pursuits into mediaeval literature 

wire not activated by a love of the mediaeval itself* Consequently » 

fhe Bridal of Trierna^n. despite its emphasis on Arthur, is not a work one 

would associate readily with the beginning of the 19th century* Its 

disenchantment with romance and chivalry would argue wore for an age to 

which these subjects were not a novelty* Scott's unique knowledge of 

Mdiaeval romance places his poem beyond contemporary works, not merely 

because he knew his sources* but because he could lay them open to criticism. 

Wordsworth* s 'Egyptian Maid* 9 is an example of a work where a poet ia

6. lit 15.
7« iit 38* Tristreat, Lancelot and Carodac*
6. ii, 17.
9* 1850* Wordsworth*a sources are the Blaine of Asto^at story and the 

Grail Quest, the Egyptian *aid* being a combination of Elaine and ©rcivale's 
sister*
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familiar with hia sources, but rains his work with an imbalance of the 

supernatural steaming froa an uncritical attitude to the originals*

However » Tennyson is the aost consummate exponent of the Arthurian 

during this period, as he was to be during the second half of the century * 

although his early reputation rests on only three lyrics t 'The Lady of 

Shalott',10 'Sir Galahad 1 , and 'Sir Launcelot and Queen Guinevere'*11 the 

last being a fragment of a larger project. In these poem® Tennyson is 

an innovator. He proves that an Arthurian poem need not constitute a 

lengthy narrative poem, although at that time he also had ambitions for an 

epics he was sufficiently assured of his conception of the whole to be 

able to remodel a part. He never feel® the need to explain the mediaeval 

seeaa, eo his work is without the self-eonacioua use of stage properties* 

Nor doe® he rely for effect on the marvellous. Instead of brooding Gothic 

tones or Osaianic wildness he substitutes a lightness of touch* But most 

important is his ability to reinterpret his riaterlal, to move away from 

the narrative line in order to present the implications of hi© subject.

This is particularly noticeable in 'The Lady of Shalott 9 , which has 

its roots in the story of the Maid of Astolat, but is so reworked as to 

have very little in common with its source* This poem marks the end of 

the dominance of the Arthurian by the supernatural, for here the super* 

natural is used to ask questions about the nature of reality, a device 

which Tennyson employs later in the foS^ls. as in the description of the 

city built to music in 'Gareth and Lynette'. Here Tennyson does not 

dismiss the faery as an unreality* but uses it to symbolir,c a world outside 

tfee real, which nevertheless is contiguous to it* At the time of

TO* 1832 volume, written May 1852* Revised for the 1842 edition*

11• 1842 volume. 'Sir Galahad' was written by September 1834 and 
•Sir Launcelot and Queen Guinevere' around 1830. The, Poe&a of 
ed* C. Hicks (!969)t pp. 502-3.
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of art, and if we interpret 'fhe La% of Shalott* as referring obliquely 

to the difficulty of the artist's relationship with his ago, than the 

can be seen as an innovation in that tho Arthurian is used as a vehicle 

for the poet's urgent preoccupation.

feonyeoa'a characteristic double vision is seon again in *Gir 

where the ambivalent world of shadows in 'The lady of Shalott' io replaced 

by Eystical experience. Here oodea of normality and spirituality are 

not at variance, but are reconciled in Galahad's higher chivalry* As y@t» 

howerer, Tennyson's portrayal of the uyatic is naive, and th© ewb^eot is 

only fully realised in *The Eoly Qrailf » H«vertheles0 t>ie poea n&ke» 

three innovations in 19th century Arthurian literature* First tennyson 

takes a traditional chancier and recreates his situation from within, 

attempting to convey th© quality of his experience* 12 Secondly the 

eaphaais consequently falls on character rather than straight narration 

of action, and thirdly Tennyson omits the conventionally marvellous, 

substituting instead the mystical*

It is difficult to assess 'Sir Launcelot and Qtfc&en Guinevere 1 since 

it represents a fragment of a larger scheme, in which Launcelot finally 

acknowledges his sin through Galahad's rejection of hi-. This ia in 

keeping with the moralistic attitude towards Lancelot and Guinevere 

prevalent towards the aiddle of the 19th century* But from tho fr&gi&ent 

itself it can be oean that Tenriynon was not merely condemnatory* but set 

out to convey all the seductiveness of Launcelot*3 earthly love and 

illucainate the motivation for his sins

A man had given all other blis® 
And all his worldly worth for thisv 
To waste his whole heart in one kiss 

ypon her perfect lips.»5

12* 'The Holy Grail' is also cast as a monologue* Morris used the fora 
to good effect in ftfoe Deface Q£ C^^eye^, ̂ 4 Otfter Po, e^fts

13. 11- 42-5*



68

Had this work been completed, it would have been the forerunner of the 

Lancelot and Guinevere literature of the raid-century.

In the same year as the publication of *3ir Launcelot and iueen 

Guinevere 9 Tennyson published the 'Horte dfArthur9 * The lyrics had not 

concerned Arthur* and such was Tennyson's conception of hie supreme hero 

that only tho epic fora could provide satisfactory scope for ita 

realisation* The plan of an Arthurian epie vaa daring* for Arthur was ae 

yet a minority enthusiasm and Tennyson risked being charged with 

iridevanee at a time when art was being pressed to involve itself with 

the modern world* The *Horte d'Arthur* was thus a trial run to tent 

public opinion* The arguments it was bound to raise were forestalled in 

the introduction, and the epilogue put forward the plea for an iisagin&tiv* 

approach to the material.

But not only was the material strange to those who were unfamiliar 

with the Arthurian legends, it must also have seemed strange to those who 

were familiar* The emphaaie is still on the hero, but the Arthur of 

Tennyson's poem is far different from the emergent popular image* Ho 

other poet had attempted to portray the king shattered, disobeyed twice 

by his last remaining follower and carried to Avilion in a mist of doubt* 

Arthur was» if anything, the daaaliag Christian emperor, the British 

leader who had driven bade the Saxons, not 9unaccommodated man9 in his 

hour of ruin* The last symbol of his glory, Bxealibur* is flung into 

the mere and he departs anid the wailing of women*

Tennyson follows Malory closely,^ but the effects of tho two accounts 

are very different* ftalory was winding up a complex narrative; Tennyson9a 

account had to stand on its own* In it he had to make the material

14* All the action has origins in Malory and there are also verbal 
parallels* For example, 9Coiafort thyselff* oeyde the K^nge, *»». for in 
me ys no truste for to truste in,.. 1 , xxi, 5» and Tennyson's 'Comfort 
thyself f what comfort is in me? 9
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acceptable and also make it intiaate a larger significance than thtfc of 

acre narrativet the *Korte d*Arthurf suggests not junt the passing of a 

legendary hero, but the pausing of an age* This aea&e of the universal 

readies the poom from the charge of escapism* It cannot be said to carry 

cne

'from the present*a gloats? strand 
Back to King Arthur's court and Fairyland. f *5

lather it achieves the reverse. However, John Sterling's adverse 

eritieiam defeated Tennyson and he abandoned his scheme*

Although the Arthurian legend inspired Tennyson with grand concept3, 

it was, at this ti&te* also capable of Inspiring a sense of the ridiculous* 

The Arthurian burlesques belonged very much to the first port of the 

century,*^ QQ& their presence is difficult to explain cince it arose at 

auch an early stage in the develpmcnt of i\rthurian interect. It was not, 

therefore* founded on fashionable e&thusiaan or a body of serious 

literature* The Arthurian legend was not generally known: poets from 

Scott to Arnold felt obliged to give explanatory notes* This being so, 

it is extraordinary that some writers choc© a gears which demanded a 

knowledge of the originals for its full effect*

la the aaae year aa 3eott wrote fhe Bridal qf Trierpain. John Jyere 

sigHft Ma poea ftj .Hflrfg*-. ^M .*ftf. Gii^11^* vhioh he finally abandoned in 

181?**? this work takeo its style from Pulci's Morg^te Mai?giore> Thuo 

Frere was not only reviving a long forgotten tradition, bat also using 

a totally unfamiliar mode* The vulgarisation ateoming from the narrator

of the Brothers Uhistlecraft, combined with satire and a narrative 

d*eaT>yit. aust have oonfuaed even those readers who knew anything of 

Arthur, whether in his romantic or historical character*

15* C, J* Riethnoller, ^TVffi&ft* of the kafc* (t643)§ Proem9 p. viii, 11* 44-5 
Thie ia a seriouo Arthurian draaaf unique during the period*

16* Except R. Eenry*s haflvfat the Lovely (1889)* !*ater the literary modes 
associated with the Arthurian were satirised rather than the oaterial. 
George du Maurler'e A Legend of Ca^e^ot (1898) pillories the Pro-llaphaelitos

A Aesthetes,
17. 9»>ee I ** 2 ^ubliahed 1817. 3 and 4 published 1818*
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fvo years before ,B^:JBfffjtf. .iMift. -%^iffM.ffllffi vao begun Pcaoock started 

on Satyrane* which he later abandoned for Ca^dore la 1B15» and vhleh 

likewise he never finished* In the latter Peacock flippantly shone us 

Arthur and his knights resurrected by Merlin after Camlan, But this 

Irreverent treatment, which delicts in force sod illogicality t is at Ite 

beet In The Miaforijuneo of E^ahfla. Hero Peaooek differs from frere and 

Koultrie arid, indeed, his earlier Arthurian burlesques. In that he uses 

tradition closely. Even more unusual, the tradition is Welsh* Be draws 

mainly on the MtirfflfflftV bat also s&ows knowledge of the poetry of 

Aneurln, Tallesaln end klywareh HSn, arid the fyla$|u Peacock Integrates 

this use of the Welsh sources with the historical view of Arthur by setting 

the combined atorieo of Elphln and the abduction of Gwenyv^r In 6th 

century Vales* Hot until fazmyson's *Kiiid f does a work draw eo 

e^benetively on Welsh sources, aod even then ̂ ^. -^-^f (jjpptemefl. of p^gh^in 

lemfiin superior In an erudition which was alaost exclusively liiaited to 

the Welsh. 18 In view of thief the keen aeuse of humour it isanlfests 

Is even were surprising*

Peacock's work le uniformly oatiriCul or burlesque, which tends to 

obscure the reason for this type of Arthurian treatment* Bat the works of 

Fraed are more illuminating* Praed treats the Emind Table chivalry with 

the some irreverence as Pdiicock, but unlike Peacock he evinces a 

sensitivity to the legendary and ayoteriouo. So&@iimesf as In 'The 

Troubadour'^ end 'The Bride of Beliaont'20 this sensitivity cornea Into 

conflict with hie sense of humour, but generally they ornate a comic 

incongruity, giving rise at best to a superb bathos, Nevertheless, one

The auction eatalo&u® for ?eaooek*s libr:ry (1666) shows a large 
of antiquarian books Including Owen*8 M
and Ggraa^flr of. the Melsh ̂ Lan/niiifte (1803
Written !€2>4« Unfinished* 

20« Written 1831*
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feels that Fraed would have liked to have written seriously, such is his 

feeling for the reasote, but ma baulked by his sense of the ridiculous - 

not so snob the ridiculousness inherent in his saterial, but the 

ridiculousness of Ms writing seriously.

rraed's work is unpretentious. It was written for his private circle 

and not published until after Ms death in 1839* He did not consider 

hi&self anything more than an anuaing versifier* But while his sense of 

the eoaie is genuine, it may also constitute e defence raochanisra which has 

its origin in a realisation of tiis lack of serious talent.

Like the Arthurian narrative poem which depended on the oarvelloua 

for interest, the Arthurian burlesque was liable to lose its shape and 

reosin unfinished* As with ^t^s^ae, and fffte. Mogfes ..qnd. t1\& jGflflffily this 

was the case with Joha Houltrie's S^r ̂ unfal2^ which was abandoned at the 

end of the third canto* thirteen years later Houltrle added the conclusion 

which aerely bids farewell to the poem* 2his work la the most extrovert 

exaaple of the genre* The poet is even more obtrusive than the 

Brothers dhistleeraft and ie the cause of the poem's failure» sinee he 

unhinges the narrative with long diatribes on himself and his literary 

porfoaaance. Th© work is studiously anachronistic and clisor^ni 

creating ft preooeioue effect. The narrative* t^iken from Rltoonfs

is oonotantly interrupted, not only by oelf-corjnent, but also 

conteaporary satire, such as tlio attack; on Lei^i Hunt. The influence 

PoU JliiM *s obviouo, but '-fo^ltrie laoks Byron'o versatility and sense 

of direction* This allegiance to Don Juan placoa the poem in a different 

category froa other hyaoroua poaos on Arthurian subjects c for whereas the 

others burlesque the Arthurian tradition, ?ioultrie uses the traditional 

asrrative as a launching pad for a comic tour de ^o,rce.

Arthuri ja burlesque oan be seon as an unpredictable manifestation of 

the growing interest in the subject* All the writers, with the possible

21* JfofiBft, (1877)* Written around 1024,
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literature generally. Their refusal to recreate the aateri&l seriously 

does not necessarily indicate a facetious attitude to the originals* 

lather, it seem® to argue an affection and foailiority* This is supported
l. i i

by the iaproaseion that, aa the humour tends to ciBBMBiiicate on the level 

of the ln~joke, the work® were written mainly for the writers1 own 

aousemoat*

In treating the Arthurian material comically, the burlesque writers 

Wire asking capital out of the serious writers* main problem, that of 

consistency. The foraer used inconsistency as a nain-opring for

and were thus free to wander in an Arthurian landscape without 

a unity ca their vision. But serious writers of the period, with 

the exception of Tennyson, failed because they had no settled attitude to 

the legend* Moreover, the legend had a shifting identity coloured by 

the various Gothic enthusiasms* In addition the Arthurian material tended 

to attract antiquarians rather than poets of any calibre; Wordsworth is 

an exception, but even he could not combine his imaginative concept with 

any powerful unifying idea*

Tennyson, however, was the only writer to break tlirougjh the superficial 

attraction of the legend to imbue it with a universal significance* fhis 

he only partly achieves in his early 1 rice, but he foreshadows in them 

the Beano whereby he was to achieve the greatness of the Iftv^.lG« In his 

early poems he bre^'~ with the traditional narrative interest and places 

the emphasis on char cter and mood* The more facile means of focuosing 

interest such as the oorvellouo and sensational, are dispensed with; the 

range of oaterial is narrowed down and condensed* But most important is 

the fact that Tennyson moves towards endowing the material with wide 

concepts, while retaining his poetic vision of the originals* In this 

way Arthurian re^orkiaga were saved from retraining on the literary fringe 

and revealed instead as a potential vehicle for serious thought.
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la view of the unsettled character of the Arthurian legend eouplod 

vith ite unffiailiarlty, it is not surprising that Triotan was virtually 

unknown* Kith the exception of Scott's third section of the Ballad of 

ffeMaa the Rhymer, where Ercildoune recounts the Tristan story, no other 

poet until Arnold attempted to recreate the legend* At best Tristan is 

MM&tioned in connection with laoults22 at worst he is assigned an untraditional 

role in an uatradltlonal action* The position waa exacerbated by the non­ 

availability of the better versions of the legends apart fron Malory, 

the only other English work was r>ir Triotracu which tended to be regarded 

core as an antiquarian curiosity* Tristan was not sufficiently linked 

to the Arthurian cycle to m^ko his story essential to its reworking? nor 

was his independent story sufficiently well known, or, if known, approved 

eft to ooko him a possible pootlo subject* Consequently he generally 

appears amongst a list of Round Table knights to lend local colour* 

•eoaueg of this and the lack of scholarly interest after Scottf Tristan1® 

popularity had to spread from the Continent*

Tristan makes his first appearance in 19th century literature as 

Arthur*s drut&en squire in Thelwall's ghe Fairy e^ ffifr.JMffir a figure which 

is a combination of Trinculo and Loar*3 fool* In 1612 Eeber inserts the 

Tristan story into the gforter ..d^flrtftflft as a song sung at a feast, a device 

copied from Scott* However, he does not give an out lino of tho legend as 

£oott does, but merely alludes to the Marhaus fight, tho hooling and the 

love-potion as prologue to a aet-pleco on Tristram's suffering*^ Heber did 

not use either of the traditional eadinga, and so Trintram dies bequeathing

22* Peacock merely lists Triotaa son of Tallwcl, among Arthur*s twoaty-four 
Bflartflifli*^ i& The Hlafortunei* $£ PlTMlih briefly referring to his coaiioction 
with Eseyllt*

23* Because Triatram was unfamiliar, lleber gives a noto from the Wilks 
Halory, recounting events from the Marbaua fight to tho drinking of the 
potion* poetical Worka, p« 452»
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his armo to Lancelot, and laonde to the latter9 3 protection* It 

probable that Heber was unfamiliar with the legend and used it not for 

its ova eake but for ita potential melancholy* Paaoion is thus given over 

to a crudely handled pathoa*

In contrast to this is Frere'e characterisation of Tristram in 

Tto Hfltf60 . 3**^ *&*» Qftffitfo. Instead of tho melaacboly loiir;ht of eea and 

forest we have a ?olatllof mocking fristrem, whose only traditional 

are his harpingt hunting and giant fi/ftts. He chases curious birds in 

momenta of crisis, scandaliaea Gawain*s sense of military propriety and 

ehowa no oabarraasr-iont on leading the array in a complete circle* He is 

a likeable madcap* who. while having little connection with his 

may have had some influence on the anti*hero of 'The !*ast 

The latter may also hark back to the disapproval which surrounded the legend 

in this period, manifesting itaelf in Scott*a Tfce Bridal of 

wbeee Tristrem Joins with Lancelot in representing the moral 

of the Round Table* ,

A« any impetus given to the Tristan legend had to come from the 

Continent, it is appropriate that it caae through Matthew Arnold, since 

fee vis the first writer of the century to involve hisjcelf seriously with 

Continental culture. He discovered La lrillemarque*s suranary of the 

legend25 during a visit to Than in either 1648 or 1 ;49*26 when he was in 

love with a French girl called Hargu&rite*

24* frere also anticipates Tennyson* s portrayal of the flawed Lancelot*
2% see Chapter 2* pp. 37-60. Arnold wrote to dough, 1st i-iay, 1653, that 

he derived the legend fron an article in Hev^e ^ PpAft *on Fauriel* •
Letters of .Matthew AjK«>l.d ^OL /irthur Hugh . ..C^oju/^b^ ed* H« F» IiOwry 

135-6*
» teanoth Xllott f tivoum 1849 as Arnold would be more susceptible to *a 

tale of dootaed love** ^ogjaa qf flptthe» Arnold (1965), p* 194* This would 
•een the more likely date, but rather because Arnold was recoiling from 
hie involvement with ftarguorite, than because he wished to identify with a 
fatal pasaion.
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Arnold could also have read the articles by La filleonrful27 and Louandre28

on the Vulgate lUffrUa at this time. If this is so, th© consequent

associations of tho tiro legends may have influenced hia choice of material 

for the last section of the poera*

Arnold had not read Malory previous to meeting the Tristan legend for 

the first time* Be therefore had no preconceptions when he encountered 

La Villemnrque's rendering and his reaction appears to have been immediate t

X read the story of Tristram and Iseult aoaa years ago at Tbun in 
a French review on tho vofaane* literature! I had never net with 
it before, and it fastened u *>n me* when I got back to England I 
looked at the Horte d f Arthur and took what I could, but the poem 
was in the main formed, and I could not tlioturb it»29

Only circumstantial dot; Us and a fern close verbal references were added 

later from Maloxgr9" since the poea's sain substance was 'set* by the tiise 

Arnold returned to England*

There ist howover, a problem concerning the Ilerlin section. We know 

that Arnold road lfeflue._ .d,e. Paifla, and it may be that ho encountered the 

legend here* But there is also a strong possibility that he found it in 

Southey fs Preface to his edition of Malory, in which he translates the 

relevant pert of the romanced This possibility would be strengthened if 

Arnold used this edition for his later reading* In this case the nerlin 

section would have been added after the poem's conception* The last line 

is added from Malory, but this is not conclusive. Arnold's own atateoont 

on the subject in his letter to Hill is ambiguous!

27* *?isite au Toaboau de Merlin* , l^eyj|@ 40,. TFaria> 2nd eorioa, xii (1837) 
45-62.

26. 'Xi'^achanteur lerlin*, ^evuede Paris* 3rd series xvi (1640), 109-*22.
Letter to Herbert I ill, 5t . liovember, 1852, See B»E«€* Hcr^hton, 

(19th 8ayf 1932), p.
3D* Eg* Tristram's birth, hio hunting* Lancelot's hospitality, Arthur's wars*
31 « PP* xliv«ixlvi« This gives exactly the sane account as La Ullemarque
provides the source for Tennyson's Merlin and Yiven1 * Arnold wrote to 

dough, 1st oay» 1853, that the Berlin section was 'imported from the Morte 
d* Arthur', which EKiy not naoeaaarily mean that Arnold uaed Malory's version 
of the legendf if one takes the title aa a specific reference to Soutkey'o 
edition*
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*»* the story of Merlin, of which 1 am particularly fond* 
brought in to relieve the poem* waioh els© Z thought to have 
ended too sadlyf bat perhaps the n©w eleaent introduced to© 
much.

The phrase 'brou^it in9 oould be taken as meaning 'added later 9 or 

* introduced9 * If the latter » then the Merlin episode was conceived along 

with the roat of the poem, but if the former is true, then It constitutes 

the first main inet nee of Arnold's adding to the poem out of a sense of 

dlaoatiof action, 52

One would suppose that a pocin which gelled so quickly and completely 

in the poet9 s mind, would be a satisfying, assured work* which reflected 

certain fundamental attitudes newly illualnnt&d* MLetroa and Iseult 

let however, quite the reverse* Arnold was never hap- y with it* This 

is demonstrated in his loiter to Hill where he writes that had he read 

Kftlory first he would have handled the legend differently, Initiating that 

the second prurt in particular would have been changed* But later he 

writes to Swinburne on the subject of Trfotraia of Lvoneooei

you have taken the a&ffift ae the issue of your story; a 
beautiful way of ending* which 1 should perhaps have used had I 

of it, but X did not.,, 33

this la inconsistent with his content on Malory, since the blaek sails 

episode belongs to the metrical tradition* One miopects that Arnold had 

no definite idea as to i*ow he would have reconstructed the etory and that 

those ide.ua are nerely passing fancies* not Indicative of any l&ter 

settled interpretation but rather pointing to a diasatiefaetlon with 

work* Indeed, Arnold seesa to have been drawn to the various versions

32» See K» F» Lowry and C* 3. Tinker* The.. Ifoeflry of. |ff&ffihfflt J^moldt A 
^ffflBflfita/v. p. 118* Thoy maintain tho opisode was added later froa La 
Tillomarque'e article, but there la no reason why Arnold9 a source should not 
be; Southey's Preface*

35* 26th July* 1882. B. Gosse, 9Matth«?if Arnold and Swinbttme 9 TK: (t2th 
August* 1920)» p* 517. Arnold nentioa^ tho episode again whets he writes to 
Grant Duff about ffrfoty^ oy ^uonQBaea *He has talt@n the story, answering 
to the old Theseus atory, of the black and white sails, and a very fine 
etory it ia for poetical purposes 9 * 29th July, 1882* Li *

edf G. w* K* Huaeeli (1695), U, 200*
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of their iomedt ite appeal rather than because they suggested souse 

revelation*

Although Arnold was unhappy about hio poem, he was not prepared to 

award the pala to any other rendering* He reoalns silent on the subject 

of *7he last Tournament 1 , but his general attitude to Tennyoon would 

iUgfint that he disapproved* His consents on Tr^otyqn, of LvoncoBe (if 

he ever read it) are unrecorded, but his dire anticipation of reading the 

work is di@OGur&ging«34 Finally, although he aav Wagner's

Bayreuth»55 and although he enjoyed Wagner1 a texts if not his 

he was unable to come to term with the interpretation!

X may eay that X have managed the story better than Wagner* 
second set is interminable, and without any action* the hero and 
heroine alt on a aofa and sing to one another about light and 
darkneae, and their connexion with love*** The third act is better 
I imagine* But even in that, looo is »ade of the story than 
sight be &ade* 37

Thio eosraent is revealing sine© it intimates aost clearly of all that 

Arnold placed the enphasie on action*

Thio is supported by the fact that moot of Arnold* s major emendations 

between 1853 and 1057 are concerned with superficial intelligibility and 

attempt to clarify the action. There is no concern with shaping the poem 

around a central Idea. Zt is evident froa Arnold's letter to Clough on 

the tat Ifay, 1853 that he was exclusively concerned with the 

coaprehonsibility of the narratives

If I roj^ublioh that poem X shall try to smke it more intelligible* 
Z viah I had you with ao to put m-.rks against the places where 
something io wanted. The vhole affair is by no menns thoroughly 
euccoaoful*'

54* *Z hnve not yet faced Ms poem, but Z must try it soon', Letter to 
Grant Puffv 29th July, 1682* Loo. oit*

55. Arnold left after the second act*
36* 'His stories interest mo 00 tsuch, and his libretto ia 00 poetically 

written, that I like to see hie operas, though, of cciirse, the nuoic sayo 
little to so.* Letter to Fanny Arnold, 20th Harch, 1606. Let tar a. nt 324*

57* Letter to Frances Arnold, 4th Harch, 1086* Letters* il, 3521,



78

As ouch of the poea ie allusive, it was an impossible task to rewrite 

possibly obscure sections for an hypothetical reader* and Arnold was 

eventually led to adopt Froude'o suggestion that he preface the poem with 

aecount of the legend in the qiflftoff of

This solved the intelligibility problem* which, though valid owing to the 

unfaoillarity of the legend, posoibly obscured the real issue* But 

Arnold wae still dissatisfied with the poem and his subsequent attempts 

to improve it added to the effect of diffuconeocs, since they mostly 

constituted decorative and elucidatory passages*

yriatraa and Iseult is an untypical poem for Arnold to hav© written* 

particularly in view of his later development* Me was not a poet of 

the asdisevftl like Tennyson* Mediaeval literature only occupied a

••all corner of hia interest! his reading 11s to show an acquaintance with 

10th century antiquarian studies and some originals such as the Q^ota 

MSRBB8SS& tot hia knowledge of English literature before 1500 secma to be 

liaited to Chaucer and Halory*^ His interest in Arthurian literature, 

foreign and indigenous* is negligible. If Arnold *s poetic imagination 

recognised a spiritual hoae* it was among the Greeks.

As his critical tenets hardened, he later boeaae oppooed to poetry 

which baulked the reaponoibilitior, of the age* His contention was that

*t&e elements with which the creative power works are ideas ; the beet 

ideas, on every matter which literature touches* current at the

39* Letter to Clough, 25th August* 1853* Letterq fo Clou/?h, pp, 140-1. 
l^oude suggested the account in preference to Arnold's, but as it was too 
long* Arnold was forced to coaproraioe with & ouch truncated version, which 
gives only a vague outline of the lc(;oncU See Poeas, ed. Allott* pp. 
Dunlop'c unsynpathetio account taken free the printed version provided 
Arnold with a rendering of the black sail® eplaode*

40* Hotebooku qf Matthew Arnold^ ed* I!. F« Ixjvry, K* Toung and H« H* 
(1952)* psssia.
41* 'The Function of Criticism** Ilatthew JUraQld* Lectugfts fijjiffll EBS&VB i.n 

celticism, ed* E. E* Super (iliohigan* t962|* p. ^ ^~- "
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a result Arnold intend increasingly antipathetical to certain poetical 

currents. He kept eileat on the subject of the Pre-aaphaelites*2 and he 

disliked Swinburne, but it was Tennyson who arouaod his greatocb distaste* 

Arnold said little openly against Tennyson, feeling his own position 

vulnerable,^ but hia letters express hia disoatiaf action* Tennyaon was
;

•deficient in intellectual power *;^ he vas not 'a $$%&_ .SSLSSJ^SSA 

.ejEflbH,'* his poetry was oereNrord-painting1 ,^ and oeeaed to fail in ita 

responsibilities* Arnold did not underestimate the •unpootioal' nature 

of hia tiae* but he appears to have felt that Tennyson lacked artistic 

integrity and succumbed to this problem*

The intellectual oonmitraent represented by hlo critical standpoint* 

however v was undermined to eoae extent by hia sensibilities* This can be 

seen broadly in the ever-increasing dichotomy between Arnold* a criticism 

and hia poetry* but it also aanifeata itaelf more minutely in his attitude 

to the mediaeval. Aisold did not find intellectual stimulus in tho Middle 

10M* nor could he condone mediaeval re-creations in contemporary poetry* 

However t lie was susceptible to the mediaeval etboa* Hia inconsistency 

ia aeea in thia letter to Frances

I fcave a strong sense of the irrationality of the period* and of the 
utter folly of those who take it seriously t and play at restoring lt| 
still, it haa poetically the greatest chara and ref r :Q!«aent possible 
for oe» The fault 1 find with Tennyaon in his ffivlfe of rtl.^e pfaft is 
that the peculiar chars and aroaa of the Middle Ago he does not give 
in then. There Is oonethinr aa^ioal about it* and I will do something 
with it before I have done,

42* Arnold nay have oot Eossettl on two occasions* but does not comient* 
0* Doy^iity, A Y^rtor^M fi^pantio (i960), pp* 351 and 392.

45* See letter to J. Dykeo Coapbell* 22nd September, 1864. .Le^ejys_> i f 2 
Arnold did* however* moke some muted observations on Tennyson's lack of 
jltflfrllff^tfl ^* n^8 lecrteire *0n Trans3LatiJag Boeiar** On the Classical Tradition 
ed. E. H* Super (Michigan, I960)* pp* 204-7.
44« Letter to Panny Arnold, 17th December, 1060, Letters* if 127*
45* Letter to Lady de Rothschild* 25th September, 1864. Ibid* i* 241 •
46* 6th December, 1647* Lefrfceyji to Clou/ii- p. 63*
47. 'Not unprofound, not grand* not unmovin^i- but unpoetioal. • Early 

February* 1049* Letters to Clough* p. 49*
48* 17th December, 1860, Letteya. i, 127*
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III his lecture on Pagan and Religious Sentiment Arnold pinpoints his dilenaa* 

He favours the Greek Classical age on account of its 'imaginative reason1^ 

and because* through the equilibrium of vision and intellect, the Greeks 

have an affinity with the 19th century. Bat the poetry of aediaeval
; /

Christianity 'lived by the heart and imagination* and sprang from an age 

of extreaea and 'indeterminate grotesques',50 which could offer little to 

Arnold's time* nevertheless* Arnold was susceptible to what he saw as

•ediaeval emotionalism, despite his daaire for balance*

H* etiuld only describe this attraction as 'magic', bat it probably 

involved his feeling for Oxford to a large extent t he considered that

*the Middle Ages with all their poetry and impressivenesa are in Oxford* 

rather than Cambridge* 51 in the Preface to ^ssayq fa c^i^iciaa Arnold 

reveals a nostalgia for this combination of Oxford and the mediaeval I

And yet, steeped in sentiment as she lies* spreading her gardens to the 
moonlight and whispering frota her towero the last enchantments of the 
Kiddle Age, who will deny that Oxford, by her ineffable chars, keeps ever 
calling us nearer to the true goal of all of us, to tho ideal* to per­ 
fection - to beauty, in a word, which is only truth seen from another

Thus the mediaeval found dignity t'nrough its association with Oxford's 

idealists and Oxford found romance through its association with the mediaeval*

This eaotional response, which seems to deny Arnold's intellectual 

stand* is also seen in his lectures On the Study of Celtic Literature* 

Like the mediaeval, the 'natural magic' of Celtic literature exercised over 

him an inexplicable chars. The strength of this can be seen in the very 

fact that Arnold chose to mediate in the Celtic debate at a time when the 

Celts were unpopular with the English and their idiosyncratic culture 

provided an additional irritant*^ Bat Arnold had a 'great peneiyftft for the

49* Iiffitt!|rjM.^iid^98ay8in CriticiOBu p* 230
50. Ibid., pp* 230*1*
51. Letter to Trances Arnold, 2nd March, 1855. Leftffiffu i, 26*
52* Lectures &iid]Ea;.$ays i|> Critieisni* p* 290*
53* Arnold wrote to his mother about tho success of the lectures, adding 

•certainly a more hopeless subject in Itself to approach the British public 
with one could hardly imagine*' 25th Hay, 1866, Lettero. 1, 529,
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Celtic raceo with thoir melancholy and unprocreacivenena', 54 not only 

because he felt the English owed much to them Spiritually and artisticallyf » 

but because he recognised soiaething akin to the Celt in his own emotional 

make-up* Indeed, he distorts the true picture of Celtic literature by
»

stressing the melancholy, which is the Lall-ar rk of hia own pootryf at the 

expense of the grotesqueneos and vitality which is equally present*

But Just as Arnold recognised the ertrenisa of the Middle Ages, so he 

is equally aware of the faults of the Colts* He saw that despite thoir 

aenee of stylo, their eloqucacof oven their Titanlam, they could Juetly 

be accused of a lack of patience, stability and organised thought «* charges 

which could also be levelled against Arnold's poetry* Consequently, he 

vis finally forced to reject the Celtic values in favour of the Germanic
fgjtf

virtues of science and »|ftt^teat oqioe^ *** although temperamentally opposed 

to the Teutonic,** since they were necessary to modern culture* On \^ 

s^yfrf fif Celtic Lifteffiyfojre. therefore, is not merely a nodlation between 

the Celt and hia detractors, but also between tho conflicting poles of 

Arnold* 0 personality.

When Arnold encountered la Villeia.rque'e suiamary, this conflict was 

net explicit* But one may asoum® that although Arnold fs intellectual 

pooition had not hardened, hia temporaaental susceptibilities were operative* 

this would help to explain, if not why Arnold wrote his poen, at least why 

he was drawn to an article on Welsh and mediaeval literature* It may

54. Letter to Lady de Rothochild, 25th September, 1864. Letters. it 240.
55* Letter to Jane Forster, 24th December, 1359* Letters, i, 112* 

Arnold continues with a discussion of Eenan'e *3ur la Poesie dee Races 
Celtiques* in Eaaaia $e morale et de critique (1859), which was to fora 
the basis tor the Celtic Lectures* Rcnan was a Breton and shared the eoae 
sort of enthusiasm as la Villemarque, whose work he admired unreservedly*

36. 'On the Study ef Celtic Literature', Essays in Criticia^- p, 381*
57. Arnold found the German 'hideouaness and conaonness 9 depressing* 

Letter to Wyndhaa Slade, 12th September, 1865. letters. it 300*
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alao illuminate Arnold*a long perseverance with the poem, when according 

to hia later criteria it waa lacking in value.

Bat Arnold 9 a feeling for the mediaeval cannot account for his attraction 

to the legend* In the 1853 Preface Arnold aaeerta that the time and plaoe

of an action are insignificant compared with the greatness of the action
58iteelf* It la difficult to see, nevertheless, how Arnold could hav©

perceived a greatness of action In la Villemarqua9e bald and inconsistent 

account of the legend* Some specific focuaaing mechanism was needed to 

concentrate Arnold9 a attention creatively upon tho etory* and this la found 

In hia relationship with Marguerite,

Unfortunately there la Uttla docuffldntation of this, and the 

circumstance* which lad op to the composition of Triatraa and loeult will 

alw&ya be obscure* Moreover, It is impossible to know at what stage of 

the relationship the poem was written, 00 the precise bearing of the one on 

the other la a Matter of hypothesis. All that 1® known about Mar^erite 

la contained In two letters to Clough and the Harquerftc poems*

foe affair aeons to have been unhappy. It appears that Arnold met 

Marguerite at Thun In 1848 and again the following yaar when they parted for 

good* On 29th September, 1848 Arnold wrote to Clough i

Tomorrow I repaaa the Genni and get to Thuni linger one day at the 
Hotel Bellevue for the aake of the blue eyes of one of its inmates* 
and then proceed by alow degrees down the Rhine...59

Arnold had met Marguerite on the journey out and waa sufficiently attracted 

to arrange another meeting on the way back* Indeed, ahe and the 

Implications of their relationship were occupying Arnold9a thoughts, for, 

la the same letter, during a diaouaaion on literature, ho breaks off to 

eoaaeat of woman *We know beforehand all they can teach usf yet we are 

obliged to learn It all directly from them. 9 This sense of emotional duress

36* jgojpji, ad* Allott, p. 595, 11. I44f» 
59. Lettere to Plough, p. 91,



is also prtsent in the fragment^ with which he concludes the letter, where 

he indicated that he has unwillingly felt the pull of a woman's * little 

moment life of loveliness * in contrast to an intellectual contemplation 

of the 'twin reaches of great time9 * But despite Arnold* a cynical pose, 

*A Heaory Picture' and 'Meeting* indicate that the relationship was, to 

begin with, fruitful and happy*

After a year the couple set again to find the situation altered* 

Marguerite, according to 'Isolation*, had been unfaithful to Arnold* while 

he had remained const ant to her* The resultant tensions constituted 

fSfhapa the first painful emotioroil experience of Arnold's life* He felt 

that sustained love was Impossible, partly because he was temperamentally 

inadequate, partly because lack of self~kftowled-e prevented cossunication*^

But his attitude to this belief was ambiguous: on the one hand he wanted
e<\ a platonic relationship, on the other he needed emotional contact*

The evidence of the poems is reflected in a letter to Clougn* Here 

he eonfides the aiaety of his situation and the need for an undemanding 

eoaforteri

I an here in a curious and not altogether comfortable state: however , 
tomorrow I carry ay aching head to the mountains and to ay cousin 
the Bhunlls Alp*.* Tee, I come, but in three or four days X shall be 
bade here, and then Z jjunt try how soon I eaa ferociously turn towards 
England.

His * curioua. .... state *, he implies is due to an inner deficiency!

What I sust tell you is that I have never succeeded in any one great 
occasion in consciously mastering myself t I can go thro the 
Imaginary process of mastering myself and see the whole affair as 
it would then stand* but at the critical point Z am too apt to 
hoist up the mainsail to the wind and let her drive* #»^*

Thin has its poetic equivalent in 'A Farewell % where Arnold desires

» 577-8* 
61. *A farewell* and 'The 3uried Ufe**
62* ouaraarifted in 'Absence 1 , The platonic need is clearly seen in 'Parting* 
6% 23rd September, 1849* Letters |o Clouift. pp« 110-11. This letter 

also contains a passage from 'Parting 1 .



•trenchant force1 and a 'will like a dividing epear9 , but is forced to 

MMgalae that theee qualities, which Harguerite neede in her partner* he 

does not possess* The 'God's tremendous voice9 * Life's 'petty dust 1 or 

Its fdarting river1 which &eek their eeparatlotif arot in fact 

esternalisatioas of a fundamental incompatibility*

fro* this experience cornea a new note ia Arnold 9 s poetry* Gone ia 

the Parnassian trunquility of the 1849 volume, replaced Instead by a mood 

of turbulence, in which Arnold confronts the antitheses of passion and 

calra, self-direction and fate* The 1852 poeos strive after a serenity, 

sy&bolised by the stars of 'Self-Dependence', but are vitiated by a fear 

that man cannot impose control either on himaelf or the forces of life* 

la *A Sunser Richt* Arnold suEgsarlsea his dilemma in the question •Madman 

or slave, oust man be one?* As a result* two of the major poems of the 

collection, £ter^ef^o1cj)esri ft^Jllifflft ^^ ̂ |^rj^-ai^i. ̂ Teeu^ deal with the 

futility of knowledge and passion which leads inevitably to death*

Although Triatrafl a^ j|aeMfl.^ was conceived during Arnold's relation­ 

ship with Marguerite* in soae senses it stands opposed to the Maireuerlte

U The latter repeatedly assert the impossibility of comaunion,

the former demonstrates a corrosive paanion, which can only be 

off in death. In * Parting* Arnold laments the passing of love 

during separation* la Triatyma and Iseult the lovers are unable to forget 

each other while apart, remaining obsessively eoraaitted. Neither lover 

doubts the othert Tristram reproaches laeult with being late, but never 

doubts she will come, and 0he proves her fidelity by ^ylng with MB* In

•Isolation1 , 'Parting* and 'The Buried Life9 * however, Arnold stresses 

that oae is ignorant of one's own feelings, and, therefore, the feelings 

of others.

64* From 9Meetingv , 'Absence* and 'A Dream* respectively*



Hflriftflulitt poema dwell on the transience of love* caused by the 

essential isolation of human beings* *A Memory Picture9 * for example* 

shows how

Time's current strong
Leaves us fixed to nothing long®'

ae Haifuerite's image slips from Arnold's memory. But for Triotram 

leeult's image arises spontaneously in battle* solitude and fever* and 

Mmoriea usurp the present reality in his delirium* Arnold cries out that 

nan is 'enisled* in the sea of life* but Triatraa and laeult presents the 

converse problem of a passion which is as indestructible as it ia 

destructive* The lovers are not enervated by a sense of fundamental 

alone-ness, but by an inescapable desire for each other* An internal 

deficiency causes Arnold and Marguerite to separate* but an external 

agency binds Tristram and Iseult together*

Bevever, f^atran and, foeult links with the Marguerite poems in its 

exploration of alienation through the figure of Iseult of Brittany* Arnold's 

deepair in 'To Marguerite - Continued* ia that of the second Iseulti both
./

desire love; both are denied* Arnold is baulked because some Cod decreed 

that separation be a part of the human condition* Iseult because the potion 

keeps Tristram turned from her* The po@m thus represents not only an 

exploration of unalleviated passion* but also the equal torment of 

unreciprocated love* It may have been partly because of this two-fold 

potential that Arnold was drawn to the legend as a vehicle for his 

investigation into the new experience of emotional diaruntion*

It is impossible to speculate whether Arnold wrote the poem from a 

desire to console himself for his failure* or to exorcise any vestiges of 

attachment* but it seoas more certain that Arnold was not attempting 

autobiography* As he laments his inability to nustain a relationship in

65. 11. 57-8.
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poems, it is unlikely that he would be consciously moved to 

east himself in the role of Triatraa* Also, as Bauta points out, Arnold 

eould not have seen himself in a triangular relationship before 1852,® oo 

the etory eould not have attracted hia ae * parallel to hie own situation* 

Neither would F^anguerite be a suitable parallel to leeult of Ireland whose 

HNWKi hair*, *jroud dark eyes* and 'petulant quick replies 1 do not accord 

with the eketoh of Marguerite in 'Parting* f

the street blue eyes - the soft aah-ooloured hair - 
The cheeks that atill their gently paleness wear * 
The lovely lips with their arch

important, Is«ult regains faithful to death, whereas Ilarguerito 

was unfaithful within the year* XaAeed* the blue ©yes, gold hair, silver 

voice and pale complexion of Xaeult of Brittany approximate more closely 

to Marguerite9* physiea? description, although their characters differ* 

Any similarities would thus appear to be fortuitous, eo an autobiograpl^ical 

interpretation can be discarded*

Arnold had already considered the triangular relationship in 9A 

Modern Sappho 1 , which was probably written just before he met the Tristan 

legend* This is much more naive than the poems of the Harguerite period,
i

and oee&3 to have been activated by Arnold 9e feolin^e for alienation and 

transcendental ealm which owiftly rises above emotion. Weverthelesa9 it 

does constitute a ey^thesia of two major aspects of Tristraa and Iseult 

A&d the ftefftttrttf poe&st the narrator is in virtually the oase situation as 

Xaeult of l^rittaay, but she isaint&ino a hope by virtue of the inevitable 

transience of love* this optimistic expectation of change vanished with the 

of experience, and in both 'Tristram and Iseult and the HftrMftrite* V^^^M^^MQ^MBMHMWMfllHMi

an intolerable situation is seen as unalterable* But having written

66* P. ?• Baura, •Tristram and Iseult *, fen ̂ Ifi^iiqg ,^n.,_the 
(Durham* N. c. f 1956), p» 54.

U* 37-9*
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*A Modern Sappho 1 , Arnold a^y have been sore alive to the possibilities

of tho triangular relationship in presenting reciprocated and unreciprocated

passion when he net la ?illeaarqul f s Buaaaary*

Thin gives no indication of bow mediaeval writers treated the lovers1 

passion* so Arnold was completely free to impose what interpretation he 

wished upon thy material* It is interesting* therefore, that hi® eonceDtlon 

to that of Beroul, whose version provides the central part of

Villemarqul* s account* Bercul'a lovers are not exponent® of

love is imposed on thea with a terrible tyranny* depriving them 

of responsibility and choice* They love because they have to» not because 

they want to* a compulsion which is manifest in Iseult's appeal to Ogrin 

and which repeats what Tristan has previously asserted i

*Sire, por Pleu omnipotent* 
II ne m'ainie pasy na je lui f 
S'ors p?.T un herbl dont j© bui 
Et il en but; ce fu

Hor does their love bring peace* .naour pourtoi^ was conducted on the 

principles of assure- t^t^ence and -lQ^ff,s this love in extreme and painful* 

In Korroio, when the potion abates after the three years* duration* both 

regret the loss of courtly comfort and co-^aent, not on their happiness, but 

on the auffering their passion has brought them* Tristan oxsjlaiuaat

*Ka Dex*»* tant ai travali 
Trois ana a huj$ quo riena n9i fal* 
Cnquoe ne me fall! pus paine 
He a foiri© nfea sorseoaine* 
Oublie ai chevalerie* 
A eeure cort et baronie*'6"

This treatment of passion springs from Beroul'a groat sympathy for the lovers 

in their three years 9 obsession* not an admiration, for transcendental love*

For Beroul the love-potion would see® to abarogate the lovers* 

responsibilities t their love is a madness capriciously imposed without

68.
69* 11* 216^-6.



their volition* Arnold does not stress the potion, presumably because he 

felt the supernatural lacked credibility and seriousness* but, like Seroul, 

he does not decry the morality of the oituation* He ignores la Villeaarque'e 

hints concerning the 'liaison coupableS together with his explicit accounts 

of Morrois and the ambiguous oath* Arnold's lovers are not seen as 

adulterers* when Iseult warns Tristram of their discovery* it need not 

be taken as anything more than a discovery of their emotional relationship* 

riention of adultery wou>d alienate the lovers and confuse the central 

exposition of their passion, so the question is not allowed to arise* In 

thist Arnold is at variance with the attitudes of the mid»19th century* 

epitomised in 'The Last Toumajnent*, although he imposes his own value 

jttijpent in portraying the passion as destructive*

Arnold was not bemused \x$ the romantic concept of an undying love* 

Having experienced a situation in which intellect was overrun by emotion* 

he regarded realistically, and with distaste* the problem of a man sound 

by passion, finding in it the cause of suffering and deprivation* In 

Iseult neither lover is able to find peace in either

solitude or society* action or passivity* not so much because of the fact 

of separation as the nature of passion i* elf. Ogrln could coment 'Amors 

par force vos deraalne* with equal justice to Arnold's lovers*

Their reunion* for example, is not a conventional love-scene. The 

dominant tone is one of reproaohs Tristram recriminates with Iseult for 

her late arrival, finds fault with her 'courtly tone 9 * tells her she caimot 

save him and orders her to stay by his grave. Iseult* thot^h acre 

conciliatory* asserts that she has suffered equally* Tristram says he 

is happy but immediately qualifies this with mention of his birth and grief- 

stricken life* Peace is absent even in reunion* Only in death do the 

lovers find an escape from their wasted lives* and assume an aspect of calm*

Arnold stVMWts the tyrannous nature of the passion in the first 

section through hie description of Tristram's attempts to forget loeult,



to have been drawn to la Villeaarque'a statement that during 

Tristan's marriage to Iseult of Brittany fcfest en vain qu'il oourt leo
; '','', ' \ ' ' . '

aventures perilleuses'* This is odaleading as far as the relevant 

mediaeval versions are concerned, since they show Tristan* o marriage 

punctuated with dangerous visits to Iseult of Ireland* or exploits done 

in her naae. The action thus springs directly from the passion* But 

la Villeaaroue's misinterpretation brings Arnold to see Tristram attempting 

to escape from his old love* rather than to her* Arnold's Tristram makes 

no attempt to revisit Iseult of Ireland after their meeting at Tyntagel* 

Instead he tries to flee the obsessive inage which presses in on him both 

in the violent action of Arthur *o campaigns* '° and in the quiet solitude 

of peace*

Passion for Arnold does not motivate action but negates it* 

Consequently each of hi® three contra! characters is left to suffer in 

isolation* and this lays the poem open to the very criticism which he 

levelled against Htepsdoclea on Btnat

What then are the situations* froa the representation of which* 
though accurate* no poetical enjoyment can be derived? They are 
those in which the suffering finds no vent in notion; in w ich 
a continuous state of mental distress is prolonged* unrelieved by 
incident* hope or resistances in which there is everything to be 
endured* nothing to be done* In such situations there is 
inevitably something morbid, in the description of thorn something 
monotonous* When they occur in actual life* they are painful* 
not tragiog the representation of them in poetry is painful

In tragedy passion finds release in action; in

passion is overlaid with on enervating melancholy* not because Arnold 

had no alternative in his sources* but because he was induced by 

circumstances and temperament to interpret it in this way* The frustration

70* This passage must have been added after Arnold returned home and read 
Ralory v* which deals with Arthur's European campaign®* Tristram does not 
participate in these* but Arnold took the opportunity of placing hio hero in 
the conventional Arthurian context in order to emphasise his position as 
outsider*
71* Preface to 1653 edition* j&SSS&t P* 592, 11. 37 f*
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of this interpretation has its musical counterpart in the op&ning 

of Wagner *s Triatnr; ujflfl jUpftfrdS)* but whereas this works within the fabric 

of the nuaic drana, Arnold fails to resolve thin situation on any level 

end leaves hid characters in a state of inaction* Death is not the 

foal as it is in Wagner* but the only course left open to the three 

protagonists*' •

La Ville&arque's account of the lovers 9 death is deficient* since he 

omits the episode of the black &ails*?3

la fille du roi de la Fetit-Breta^nc, qui a ourpris le secret 
des amours de son nari, lui fait acoroiro quo la reino de 
Cornouailles refuse de so jpendre a ees votx, et Triot n mourt de

When Arnold wrote to Swinburne that he did not know the episode, his 

memory is probably faulty* since there are certain factors which point to 

his having read the end of the article and having rejected the material for 

a version which did not compromise Iseult of Brittany, If Arnold had not 

read this* ho must have taken Iseult *s death from Calory, since 

la Yillemarqui does not mention it in his summary* This is unlikely as 

the reference in Malory is obscure*?* But more important, it would 

necessitate Arnold's conceiving the poam without a climax* Also, if 

Arnold had not read the article, the reference to 'the gleeis of thy \rfdto 

sail* would be a strange coincidence. Having thus removed the deception 

practised by leeult of Brittany , there is nothing to precipitate Triatrr-m's 

death before Iseult fs arrival, so the lovers die together unocstatioolly,

This rejection of the white sails episode result© from Arnold* e

?2» In the metrical version Tristan dies because he thinks Iseult has not 
come* but in Arnold's poem Insult causes no deoire or ener^ in fristraa* 
who seems to want de th more than his cdstress* It is not clear, therefore* 
why he sends for her*

73. He refers to it, together with Iseult fs denth, at the end of the 
article*

74. See Malory, six, 11* The sooond account of Tri3tram's death, xxf 6, 
does not deooribe laodft's en**
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for the innocent victim, whose situation is more intolerable than 
that of the lovers. They at least have p&aeo in death and the knowledge 
of a mutual passion, however unfulfilled* Iseult of Brittany has her 
ohildre&t but they are no consolation* She r&soaias totally isolated* W* 
never hear her speak; her love for Trintram remains implicit in her sorrow, 
and is unrelated to that of Tristram and Iseult of Ireland* She does not 
impinge on their relationship, although Arnold refers to her a@ the 'younger 
rival 1 and Iseult of Ireland terms herself her *former rival', for she 
demonstrates no jealousy* Her aute suffering prevents a relationship with 
Tristram, and where there is no relationship, there can be no rivalry* 
Moreover, her grief can find no resolution in action! sine® she is a product 
of Arnold's sympathy there oau be no white sails episode, nor any relation­ 
ship of revenue*

Arnold confronts Iseult with throe potential relationships, all of 
which fail* As Iseult represents Arnold's indictment of passion, she 
cannot involve herself in it, nor oan she be seen to have any consolation* 
She remains 'like one dying in the raaak of youth% a paradox of outward 
tranquillity and incommunicable anguish* Arnold portrays her in terms of 
silence, purity and fragility, his sympathy overbalancing into 

sentinontalisation at tiaeo, as in the flower imageryi 'the snowdrop by 
the sea', *thid sweet flower*, 'this patient flower1 * Contrary to the 
evidence of la Villemarquo and Malory he presents her as a young orphan, *^ 
and associates her with two untraditlonai children to heighten the pathos 
of her situation as young widow and mother* Her youth, innocence and 
vulnerability are emphasised to create a sense of tragic waste, but as the 
poem does not attain tragedy, these qu litiee merely heighten the pain of an 
insoluble situation* Indeed* Arnold's eoneept of Iseult is a main factor

75, In la Villcaarqufc she is »la fiUe d'Houel, roi du pays'5 in Salary she is tho daughter of *K$n&® Howell' and sister of Gir Keyhydins*
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qualities of the work, constituting instead a staaia incapfrle of 

development and change*

IJPMHC of locnilt'o isolation, the three-cornered relationship fails 

to develop* There is no abrasion between the characters as there is in 

the originals. They exist encapsulated. Isoult of Brittany has no 

contact with her husband or his BiGtross; Tristram attecpts to evade the

of the latter; Iseult of Ireland is ovorKuch concerned with her past 

future* Hone of the emotion generated or intiaateC within the poem 

springe fros a direct and comprehending contact, bat rather from the 

negative sources of frustration, yearning and profound discontent. This 

letw.3 the tension, already diminished by Arnold fs rofUoal to see the story 

in terms of social conflict, and causes a frustration of lesitimnte 

expectations*

In a situation which suggests urgency, there is no sense of tho urgent* 

Huch of la 7illesarqui8 t3 susaaary is unusable cither on the grounds of 

irrelevancy or iwctorality, so Arnold concentrates on the final events* Sat 

having removed the vengeance thomo, he fails to compensate with other 

tensions* This capitulation to fatalistic melancholia may support Arnold's 

View of an axhaustingt wasting passion, but it removes credibility from 

the paosionate relationship itself*

Arnold's handling of tho lovo-potion contributes towards this effect 

alec* Understandably ho niiiiiuicoo ita import, ̂ o© booauee of the problems 

raioed by the use of tho supernatural* In the 1852 version the potion 

is referred to as 'poisoned vine* and *that potion rare1 , but this waa 

not sufficiently explicit for an audience who generally had no knowledge 

of the legend. In 1053, therefore, Arnold inserted linoa 56-82 in 

which he nc&es mention of 'that spiced magic drought* and 'the love draught 1 . 

Aynold irao reluctant to attribute the pas ion to enchantment because it is
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coming to tents with the problem, either toy ignoring the episode completely 

or using it symbolicallyt he uaea the information afforded him by 

la Villeaarque and Malory,76 and then ignores it, There is no reference to 

the drink or the •wild delicious passion9 it engenders at any ether point 

in the poem* We are not shown the onset of passion* merely its decline 

and exhausted demise, so the primary cause and effect reoain unconnected 

with the state of affairs at the mid of the story* If Arnold intended a 

eeameetion between the fever in Tristram's blood and the draught

Vaieh since then for ever rolls _ 
Through their blood and binds their souls*••"

hie description of the latter should fee less insulated*

Although the legend itself has a large potential for tension, which is 

*vea realised to sons degree in la Yillemarque and Hsloryt Arnold seems 

temperamentally inclined to endow all his material with a sense of waste 

and regret* It is likely invietr of his circumatances during the poem's 

conception that this sense of waste was an endemic attitude, which 

crystallized in hie portrayal of the lovers* The mrdn details which he 

takes from Malory9 for instance, are transformed into repositories for a 

melancholy totally alien to the original*

In the Mor^e, .fi+Agthur Tristr&m is a huater knight, belonging to the 

forest rather than the oea* Here hunting Is oeen as an expression of 

courtly life, an honourable and ordered pursuit which reflects the social 

hiorarchyt

76* La Villoaarque states that after they had drunk the potion 'tous deux 
aussitfit aentent l famour coulcr dans lours veines* and Malory coonontst 
9 But by that drynk was in their bodyea they loved aytliir other so well 
that nover hir love departed, for well nother fcr woo** viii, 24.
77* i* 65-6* Arnold was the finst to perceive the dramatic possibilities 

of Tristram* s fever* This was later developed by Wagner and thereafter 
frequently imitated by the dramatists.
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And as the book* seyth, he began good measures of blowyng&of beestes 
of Tenet? and beestes of chance ar&d all naner of veraaynes, and all 
the tearoya we haire yet of hattkynge and huntynge*** ¥hereforet as m* 
seayth, all Jantyllmen that bereth olde en-ays ought of rygfet to honour 
eir Triotrcsma for the goodly tonrrays that jcntylraen have and use and 
shall do unto the Day of Borne*,* •*>

But instead of using Trio tram's hunting a!d.lls as a demonstration of his 

courtliness, his moving vithin a aooial fram@worl£f Arnold uses them to out 

Tristram off from society, as Tennyson was to do later* Be shove f ristrsa 

solitary amidst nature* attempting to find solace in much th® same way as 

Arnold himself does in 'Parting'* In fact, the Tristram of "lalory bears 

no relation to Arnold's hero, who spends the long summer day

Idle as a mossy stone
In the foroot depths alone,
The chase neglected and hie hound
Couched beside him on the ground* **

Malory1 o Tristram ia a man of accomplishment and action.00 He would not 

allow his love to come between him and his duty as a ktiight» but would rather 

be urged on to chivalry by it* When Arnold's Triotroa does engage in action* 

he has no stature* He is merely the 'raoonstruck knight* and not the second 

champion of tho Bound fable* The pathos in hi® speech describing his birth8* 

is totally alien to the dignity of Malory's hero, whose nearest approach to 

self-pity is found in his reproach to the apparently unf Ithful loodet

Alasl madaoe, the good love that X have lovyd you, and many londio and 
grete ryehesse have I f orsakyn for your© love! And now ye ar a 
traytouraa unto me, whych do the me #rete

Arnold seomn to recognise the TriBtrani of th© prose version in his mention

78* Tlii, %
79* it 22X&*
80* Only once in Malory does Tristram become secluded and raelancholy* when 

he goes mad* ix9 18* Arnold may have been influenced by Calory's portrayal 
but whereas this interlude is an aberration for Malory's hero, for Arnold's 
it is a way of life*
81* Derived from Malory viii, % 
62* ix» 16.
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Of the sojourn at Joyoua Garde*8^ but he Bakes no uoe of thia to 

a deterioration froa vhat fristraa was to vhat he is beoone,

Arnold's all-pervading nelancholy is seon again in the third section 

which is his own invention with the exception of the Merlin and Vivien 

epiaode* The structural reason for this section ia obscure* as nothing io 

developed: the brooding atmosphere arising from the iiopossibility of action 

is sustained instead of resolved. One feels that the focus should widen 

oat into a vision of regeneration implicit in the children and nature 

description* But this fails to happen and its failure merely serves to 

e»phasiee Iseult*® isolation* Arnold aeons to have recognized the 

necessity for thio regeneration to balance the preceding negative movement 

bat was incapable of achieving it and in hlo anxiety become oelf-iMulgoiit 

in Ms handling of the children*

His incapacity BOOBS to have aprung. at least in part* from the fixity 

of the young X&eult* As in tho first two sections she i@ incapable* of 

action because she is encased within her suffering, ao she remains in the 

third* Arnold imposes onotion on her* rather than allowing it to arise 

organically from her character* Her frosen misery originates from Arnold*3 

denunciation of passion* but Arnold moke® her so much of a victim that she 

loeee cont ot with the cause of her grief and exists in a atato of total 

passivity. Arnold seone to have ocnoed that this oblique method was 

iaoufflclent, ainoo ho added tho narrator's explicit ©tat0inent on the 

futility of passion*

The Merlin and Vivien episode seems also to be an a&sisaion of defeat, 

la that Arnold substitutes it for a necessary resolution* His camneat 

that it was introduced to relieve the gloom suggests that he was thinking 

in tores of decorative detail rather than meaning, a trend evident throu$irat

83* it 202-3* Arnold departs* from :alory, since tho latter ahov* 
Launcelot extending his hospitality to both lovers* xf 52*
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and therefore can only lend an illusory, and fundaBeutally dishonest , relief*

If the episode was 'brought in* after Arnold rea& Maloiv* then Tinker 

«a& Lowry may veil be ri^fct in supposing that the poes originally ended at 

what ie now line 63*®* In this case Arnold aay have envisaged tho first 

part of section three as a coda, and then* having enlarged on thia a® a 

result of his attraction towards Iseult of Brittany, added the Ilerlin section 

ae a palliative, forcing a second fade-out. This say explain to soro extent 

why the section is artistically anomalous*

The use of a coda la typical of many of Arnold* & poens. This, aa in 

•The Mature1 and *Tho Scholar ©ypsy*, for example* provides an oblique 

resolution by panning out from the m&n action to find 0000 other area of 

peetic experience irhich has affinities but offers consolation. But here 

the poetry is at variance with the work* a intellectual content! it seeks 

to obscure the aain action through ornamental rotaance, rather than offer 

another perspective to the pvobloa of pasoion and &c constitute a full 

artistic resolution*

The implications of the coda are confused* Primarily it in a 

statement that even the wisest are prey to passion. Thia does not relieve 

the r@al soabreness of the poos, but extends and reinforce® itt although the 

roaanco setting disguises this and* in tho final analysis, . trivialiaes it* 

At the same ti»e it shows a sloughing off of passion in Vivien's rejection 

of Merlin, But in the last line *For she was passing weary of his love* 

we are brought bade to Iseoltt wearied by her love for f ristvoa and unable 

to shed her emotional burden ao easily, juot as Tristram and Isoult of Ireland 

wore unable to shed theirs* The romance setting therefore, while offering 

a different perspective, provides a useless conclusion beaauee it withdraws 

from the reality of the s&oin action and offers either unilluminatiug

or iapoosible solutions* Its solace is therefore cfrdcaerical

04. Tinker and Lowry, A ftoa»afl^tfiry. p, 118
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aad itii relationship to the main story tenuous*

This lack of intellectual and artistic unity is typical of the poem* 

Arnold conceived the work spontaneously during his first emotional crisis 

rather them recollecting it in tranquillity* bat subsequently is seems to 

tew slipped and olid its neaaiog until one is unsure ao to how far the poem 

corresponds with what Arnold wanted to soy, o , indeed, whether Arnold 

hiw*lf was certain of his interpretation under his concern for intelligibility 

aad decoration* The anomalies and vagueness within the poem .©era to result, 

if not from an incoherence in concept * at least an imbalance in performance*

Arnold sow pasaion as a burning obsession which blifdite and exhausts 

life* But he portrays the melancholy results to which he was acre 

temperamentally attuned, rather than giving an insight into the passion 

itself* This la particularly true of the dialogue in tha second section* 

which, if its effect is as Arnold intended, implies that he conceived of a 

passion which does not coramunioato, or even concern itself, with its object, 

but is more intent upon a recital of its oido-offecte. ?ho most assured 

ysmsagee of the work are the static descriptions, which would indicate that 

Arnold was unable to animate the central relationships and relied on 

superficial emotional effects*

However, Arnold did not attempt to recast the poem for the !8$3 edition* 

Rather, while regarding the poom as unsatisfactory, he concentrated on the 

peripheral areas of style and narrative clarity, looking outwards to a potential 

audience, instead of inwards to a reassessment of the poem's meaning* 

This is not to aay that the emendations Arnold made were unnecessary, bat 

that they were inadequate to cover up the central problem.

During composition Arnold was faced with the taak of compressing a 

great d«**l of material into a manageable and comprehensible unit* He chose 

not to write a full-scalo narrative poesa and consequently had to select only 

the barest details, many of which he way constrained to telescope and fit
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Obliquely into the action* As the legend was generally unfamiliar* it was 

mor® toon usually important that these details should cohere* But Arnold 

chose to complicate the problem lay narrating froa a variety of standpoints* 

Xn the* first section he uses straight narrative interspersed with dramatic 

allusion* Xn the second section he presents & dramatic dialogue, probably 

the most unsatisfactory part of the work* and then switches to a second 

observer in the flft-ao^ of the huntsman* The third section is less 

difficultt involving strai^it narrative and description with <sae passage of 

direct cosEsent from the narrator in the pgraopfi of a Breton b&rd*06 fhis 

tentativeness regarding standpoint ia symptomatic of a prevailing 

uncertainty, and it is noteworthy that Arnold is store successful artistically 

in the third section when he ia freed from the traanela of the legend and 

the exigencies of presenting a relationship,

It is not ourprisingf therefore, that the facts of the narrative became 

obscured* The main problem of the first draft was th© confusion surrounding 

Xseult of Ireland, since her late entry fails to clarify her relationship

0% Clough found difficulty with this transition, only clarifying it on 
the fourth re-reading, MfMfth^.^er^oftq jfaf£.m[* laocvii (July 1853)* 13* The 
1852 version ran as followst

On that clear foroet-knoll he stays* 
Vith his pack round hia, and delays, 
As rooted to the earth» nor sounds 

~ • His lifted horn, nor cheers hia hounds 
Into the tangled glen below* 
let in the sedgy bottom there 
Where the deep forest stream creeps slow 
Frin^'d with dead leaves and mossea r re, 
fhe wild boar harbours close and feeds* 
Ee gases down into the room, 
With heated cheeks and flurried air, 
Who is timt kneeling lady fair?***

86* This conjecture was mode top Bourn, %e^.I>Ttudlqtt« p» 40t and is supported 
by Allott, Poe^as. p* 197* It is auggostod by reference to 'Our snowdrop by 
the Atlantic Sea 1 , i, 196, the *old--world Breton history 1 of Merlin, and, 
lees specifically by the archais&s* Arnold probably got the idea from 
la Villtfmarnuo's article, as there is no evidence of his naving encountered
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with Tristram* Arnold thus adds lines 56-82 to esiphasiae the distinction 

between the two Isealts and avoid possible confusion. Zt also Introduces 

the voyage from Ireland and the love-potion, which provide knowledge of 

the aouroe and nature of the passion, together with a background for 

friatrofa'o memories which might otherwise appear too ©nigmtio* This 

insertion also establishes tho chronological relationship between the two 

Iseults, which ie necessary to a comprehension of Tristram's speech in 

linea 94*104* In addition, the passage clears up the major confusion 

as to who shares the rot ion with fristraas his apostrophe * Child* would

•Veke laeult of Brittany and not the shadowy other Xseult who has only 

been mentioned once before*

The relationship between Iseult and Marc is strengthened by the 

addition of line 136 in the first section* In the 1852 version of the 

poem there were only two vagae references to Iseult's 'future lord* and

•the prince whom she oust wed1 , This gives Marc a specifio identity which 

is enlarged on in the section following by the stansa now standing as 

linti 45-48, Here Mare is referred to by Iseult as fmy deep-wronged 

husband9 f which though its ctorol import rorjriins undeveloped, makes Isoult'o 

misery sore intelligible*

Although jaoct of Arnold's alterations constituted additions, he did 

make an important omission for the 10*>3 edition* This was the passage in

•motion threo wldch comaonts directly on the futility of passion. Arnold 

yvobably felt, wMlo attending to the probloa of oblique and direct 

expression, that this passage was too explicit. In addition, he was 

confronted with t&e probl^Jia of msdiaevolising thooe reflections which for

67* As the lovo-potion had not been proviou; ly r>:;MtioneJ in the 
edition the roader had to wait 30 lines for an elucidation of the r foronco to 
•poieonod wine'.
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consistency*e sake are presented through the bardic narrator* On the other 

feftftd, Arnold*e reinstatement of the passage in the 1857 edition Indicates 

that he van not satisfied with the experiment* It was evidently needed* 

despite Its asnifest faults, as a platform for Arnold's comments on the 

Vanity of passion* This suggests that more subtle methods within the 

•Hfftttive had f died, and that Arnold finally decided that he could net 

rely on the reader fs res ponce to Iseult of Brittany*

By 1853 Arnold had read the account of the legend by Punlop, which is 

far acre accurate and cogent than tiM given by la Villeiaarque. However, 

Arnold adds no more than two circumstantial details f roe this source* The 

first otecis from th© description of th© second Xeeult as tseult with the 

WhiteHands. Arnold set Isode &a Blanch? Hains in Malory* which my have 

activated the anow-drop ifta^e* but not until the 1653 version does he refer 

to her by her traditional title* The second alteration occur® at the 

%iglmi1nc of the third section, where Arnold adds two lines making 

reference to the fact that the lovers were buried in Hare*® chapel in
oo

Cornwall. The reason for the first addition i© obvious, since it increased 

the impression of loeult'o fragility* fhe second detril i3 more difficult 

to explain, since Arnold ia not primarily concerned with accuracy at other 

points in the poem. Possibly it was added to emphasise the isolation of 

Iseult of Brittanyj possibly one should read into it an act of forgiveness 

on the part of Hare* However* the addition is not sufficiently explicit 

to succeed either way*

Seventeen years after the poe&*s first appearance* Arnold was still 

contemplating possible iaproveronta* This concern may have sprung from a

CB* Section iii had previously begun:

A year had flown, and in the chapel old 
Lay Tri3trr.js and queen Iseult dead and cold* 
Tho young surviving laeult.'•*•
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general dissatisfaction vith faulty workmanship* or perhaps* because the 

poem still eluded and baffled hia at the sane tine as holding a certain 

fascination. In the 1069 version the main addition was the passage vhieh 

now constitutes lines 131*146 in section two. This formerly eorepriaed the 

first paragraph of *Lines Written by a Death-bed 1 , which may have formed 

part Of the original draft of Tria^r^a and laet^l-8^ If this is SOt one 

Must assume that the passage occupied roughly the same position as it did 

on its replacement. Why it vas omitted is unknown* but presumably it was 

reinstated because Arnold felt some contrast was needed between the fever 

of passion and the peace of death* It also acts as a bridge between the 

Cornish daises and the tapestry haatsman*^

Clough found this transition confusing* and his article of July 1853

indicts the poem in its 1852 form of being insufficiently incisive for its
91meaning to be clear* This criticism aay have influenced Arnold's decision

regarding the preface froia Dunlop* But Clough seems also to have been 

concerned vith the poea*s essential meaning rather than its general 

intelligibility, as his comments regarding the third section demonstrate!

We listen^ indeed, not quite unpleas©d» to a sort of faint musical 
mumble, conveying at times a sort of auMued half~s@n@e9 or intimnting, 
perhaps, a three-quarters implied question! is anything real? - is 
love anything? - what is anything? - is there substance enough even 
in sorrow to mark the lapse of time? * is not pas .ion a diseased 
unrest? - did not the fairy Vivian when the wise Merlin forgot his 
craft to fall in love with her, wave her wimple over her sleeping 
admirer?.. *v»hyf or wherefore* or vith what purpose, who will venture 
to soy?.**

90* Previous editions read!
'And now tonight she laughs and speaks 
And has a colour in her cheeks; 
Christ keep us froa such fantasyj 
The air of the December ni^ht 
Steals coldly round the chamber bright, 
Where those lifeless lovers be***
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of the children at play, condemned the work aet

sickly, feverish and withal terribly disjointed - affording no 
trace of that symmetry of design, the lack of which Hr, Arnold 
justly deplored*

Host reviewers, however, praised the poem, shoving a preoccupation vith 

beauty and nobility which was to ensure the success of the I&£U&« Nor was 

there a voice raised against the mediaeval subject natter* suggesting that 

a gem of Arthurian enthusiasm van there for the cultivating *

One suspects, in view of the reviewers1 placid acceptance of the legend, 

that Arnold*s concern for the poea*s intelligibility was not so urgent as 

the need for clarifying its cleaning* His concept of passion as an 

enervating force, upsets and blurs the poets at all levels. There io 

no release or point of balance* merely a heightening of the depressive 

•sod* which is too negative to be successfully conveyed in narrative* 

Consequently, Arnold found the work technically difficult to handlei 

action is negated; characters remain isolated and externally presented; 

the fora becomes confused in an attempt to inject immediacy and the 

unity is diffused by the introduction of ornamentation to relieve 

the soabreness*

These factors do not disturb a reading of the poem immediately, but 

are perceived through an impression that individual characters aro engaged 

in a significant and dramatically cohesive action* But on closer 

examination action and character are revealed as illusory. This i@ due to 

expectations aroused ly the material, which aro continually baulked by 

Arnold9s contrary treatment of it. The sena of the poem works against the 

Ifttiifrt so as to deny what the material demands s Arnold's idea of passionimsBwpei^^p^*^^^^

promotes a stasis, manifested in his tendency towards oet-pioces, whereas 

the legend provides a tense and restless narrative* It seems that the 

emotional state which first drew Arnold to the legend finally defeated the 

poem*
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Indeed, this corament could characterise the impres ion of the whole work* 

But it could alee characterise much of the Pre-Baphaelit* poetry vhioh was 

to appear six years later* the static, mournful qualities of yr^atrom and 

laoult, together with ita theme of mediaeval passion, languouroualy treated
A , , , • ' . .

and half-realissed, anticipate particularly the work of Harris and Swinburne* 0 

•Queen Taeult9 * This is not altogether surprising vhen one remembero that 

Arnold, in intellectually unguarded moments, reveals susceptibilities 

aiailor to those indulged by the Pre-Raphaelltee*

Clough'o oriticinm of the poora is sound. Even in the final version it 

laefcn cohesion and definition, but in the 1852 version it Has factually as 

veil ae artistically vague* Predictably f therefor** reviewers leao acute 

than Clou^h avoided the crucial probloaa and fastened on the more lucid 

passages of description, much akin to Tennyson's 'word-painting*. A high 

proportion singled out the poem for individual mention, and almost all found 

the poea'o moat oentiacntal pansagea the moat appealing*

fhe ChriBti^m RemGmbra^oar^2 is dubious about the poem*8 morality

•oenteria- ae ouch interest upon lawless love 9 and rogrete the prevalence of 

ionorality in the original romances, with which the reviewer aeeae to be 

acquainted, a criticise* which underlines the prevailing attitude to the 

lej.en'1 Hevertheleeo he piclco out |rjfl^rj-^ _ a/^ft jtjaaujLtt aa his favourite, 

being the moot * original and picturesque* of Arnold's compositions and

•bearing aore than any of them the aaxtos of a distinct and individual style.*

Be quotes the sugary, arid irrelevant paaaage describing the sleeping
a« 

children to justify this encomium* The pc,lectip ^ev^evj</ also singles out

this paaaage, together with the description of the dead lovers aa

• containing some of the richest writing that "JP. Arnold has ever 

permitted himself to

92, Cftriatlnfl jjfgflffi)a|>fat8tir* xxvii (April, 1654), 
9% Ealeotie Review^ iat, II. '. (March 1055), 282«4*
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«i»iiarly praises tbe unaccustomed richness 

of texture* relieved that Arnold oan occasionally *Jlo enthrall himself fron 

Classic traamels 1 . The review continues t

A sweeter romance has rarely been written in modem tines than his 
griatffgm onft Isault* It is quaint without being affected and 
abounds with pasaagea of the deepest pathos*

The reviewer lights on the be^innin^ of tho third oeotion as *a scene 

prettily worked out 1 and contents that fTliG hopeless* joyless widowhood of 

Iseult of Brittany is a very touching piece of writing, and exquisitely 

true to nature* ' This last coma^nt could only have originated from 

a deep sentimentality*

The firoffpectfrve ^eyiew^ is slightly noro penetrating* since 

althou^i the reviewer considers Vpfaitfpm and Iseiilt to be the boat 

thing in the volume* and indulges hiaself in quoting the * delightful 

picture* of laeult of Britta^ by Triotr,-ia*a bed* he does confess 

hiMMlf to bo perturbed by tho Merlin and Viven episode* which 

pareeento *a totally new and disconnected otoiy lying at a tangent to

the circle of the original one* 9 This point ia picked up by ffraaer^a 
96 but the revietrer is oaialy disturbed by the ending on 

the grounds of verisimilitude* since it is not a children's story* 

nor told in a mother's way. 'Although it is beautiful* exceedingly
t

beautiful** it has 'absolutely no business where it is** lore to 

the point* this reviewer is not omteooe by th^ pictorial beauties of 

ttoft poem* but vievs them objectively* concerned that they unbalance the 

structure*

94* P^fo Ph^veraity ria^a^e. xliii (June 1054), 739-40*
Review, s (Febru-jry 1854) 107-6 and 110*

96* fiflaser'a Ma^agine.xlis (February 1054)* 140-9*
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la exceedingly beautiful* though there are parts 
in it which contravene* we think* the very canon which Mr. Arnold has 
learnt so weal from the Greeks* The parts are not subordinated 
anoueh to the wholef mere ecane-paintlng - admirable scene-painting 
aaverthelaes - occupies too ouch space* especially in the laot part* 
till on® looeo the human interest,.. there is at once too much and too 
little of the dramatic element* the fore;, of the poos being changed 
again and again froa dialogue to description and vice-versa, a aethod 
which for such subjects is certainly not classic, and can always be 
aaeziped by strict labour* working the whole into draaa or narrative*

Idle* Clough this reviewer la concerned with meaning coning to the problem 

through the medium of form, and like Clough he reaches the conclusion that 

Arnold's statement is obscured by a lack of lacialvaaaaat fcia indecision 

regarding the unity of form betrays an indecision c once nine hla inter­ 

pretation of the material. Rightly* the reviewer indleta Arnold of sue- 

cunbine to the temptation of aesthetic effect* Instead of thinking 

the intellectual problem through*

This criticise* highlights the intrinsic difficulty of JEEaBliii^Jffirt. 

loc^lt. The poem seems to have boon Included in the 1653 volua® In the 

face of Arnold9 a hardening critical beliefs* for in the Pr^f^ee Arnold 

upholds strongly Goethe *e principle of architqgt 911^90 against the decorative 

poetry of the senses. Hie criticirn of 'Isabella, or the Pot of 

eould equally be applied to his own peant

alasoat In every atansa ther occurs one of those vivid and 
picturesque turn® of expression by which tho object is !K*de to flash 
upaxk the eya of the mind*** Bat the action? Tho action itself la 
an excellent one; but so fec-bly lo it conceived by the Poet* so 
loosely constructed* that tLe effect produced by it* in and for 
itoeir* la absolutely **7

In view of this emphasis on otructuret which although not yet eoaodtted to 

print in the ^yefaoe. muot have iafortaod his thinking f the 1052 reviewers' 

praise for the beauties of the pooo* oust £*ave baen aa e®barra0alxtg to 

Arnold aa the iJlMJOTffiflj review* ̂ ® This, while ouooumbing to the description

97* JuSfltfU P* 6o1 u- ^3 f*
96* fflaaicwooda. Ixv (Harch 1654), 312,
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is untypical of Arnold's work, so it is 

untypical of eontesparary Arthurian literature* Zt is the first work 

since the mediaeval versions to be wholly devoted to the Tristan legend* 

Because it derives froo Continental sources it seems far more modern than 

Dulwer~Lyttonf3 ffifcflfl ArtlUff published in 1846, although there i@ still 

something of a theatrical concern with mediaeval properties* This modernity 

is particularly noticeable in Arnold's lack of conventional moralizingt 

since at the timo the legend was still dogged by the charge of immorality, 

an attitude to which Tennyson succumbed in 'The Last Tournament 1 . In this 

Arnold oaves towards the Pre-Raphaelite school and their mournful evocations 

of passion, although these lugubriously celebrate rather than eondeon 

emotional obsession* He also looks forward to the work of Horris in the 

dsaoatio fore used for the second section and perhaps owes something to 

Tennyson's attempt to internalize action in 'Sir Galahad'. Finally, 

TriatraB and loeult foreshadows the artistic difficulties Swinburne was 

to face in Tristraa of l^yonesset elnee both works show an Individual 

interpretation coaing into conflict with its original inspiration*
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AlBold's poea had little immediate effect on the legend* 3 popularity* 

Thia lack of intereet cannot be vholly explained by Malory 9e uncongenial 

rendering, and the answer would seem to lie in the public attitudes manifest 

in the contemporary popularity of Lancelot and Galahad* This not only 

•1»cured the Trietan legend, but indicates that it would have been highly 

unacceptable to the nloV19th century, since the popularity surrounding the 

stories of Lancelot and Galahad was due to inherent qualities which the 

Tristan legend actively denied*

Trietan, unlike Lancelot, was not renowned for chivalry* there was 

nothing to offset his relationship with Iseult, whereas Lancelot* whatever 

his sin, was still admirable for his knighthood* Moreover » Lancelot 9 s sin 

is recognised as suoht he is punished by failure in the Grail quest and 

implication in the downfall of the Round Table* Finally, h® is exonerated 

by his repentance and holy death* The Tristan story siakes no such concessions 

to morality. Passion stay cause suffering, but it is not seen as indictable* 

Consequently Tristan9 s end is far from holys he is either murdered in sordid

circumstances or dies in a raanner which elevates adulterous love above
2 morality* Obviously, he has nothing in common, at this sta^e, with Galahad,

who appealed to the quasi-mystical sensibilities of the age*

These attitudes were forming even before the 1859 Idylls, with a fringe 

Arthurian literature, which indicated a general awakening of interest. They

1* Except with the Pre-raphaelite®* Like Arnold Frederick Millard used 
la Villemarqu&'s account of the legend, taken from foe Aorama do la Table Ronde 
(i860) for his privately circulated poem ffiis1j]Bam ffld Iseult (1870)1 This, 
however, differs from both Arnold and Tennyson in that it seeks to tell the 
entire narrative e imply and swiftly, drawing extensively on Thomas , Blroul, 
Kalory and the Celtic material provided by la Vlllemarquli it constitutes 
recapitulation rather than interpretation, had no seminal influence and is 
only noteworthy in so far as it demons trateo, along with Swinburne «s ~~

Lvonaflsa. a greater awareness of the Continental sources*

2* In the fin-de-9ie*cle> Tristan literature, he becomes the erotic 
counterpart of Galahad*
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were focussed and perpetuated by the Idylls of the King, which owed some of

its success to the fact that the early Idylls particularly were in tune with 

an existing public temperament* It is not surprising, therefore, that a 

work so vast in its appeal should also represent the nadir of the Tristan 

legend.

While Arthur retained his force as a chivalric symbol, the emphasis 

passed from the pseudo-historical leader to the romance king, and as it didf 

interest widened to the satellite characters.' Lancelot's statue as best 

knight gained him an audience, but his adultery qualified their response, 

and finally his portrayal. The ambiguity of his position caused his 

devotees some embarrassment and this may be partly responsible for the 

failure of portrayals prior to 'Lancelot and Elaine' to confront directly the 

problem of character* Coupled with this reticence to present passion, there 

is also an apparent inability, and so most poets follow Arnold's example in 

substituting passivity for an examination of character* '*.

Even the most ardent and unconventional of Arnold's supporters, 

Rossetti, Morris and Swinburne, found their portraits vitiated by a weary 

melancholy akin to that of Arnold's Tristram. The focal point for their 

enthusiasm was the Jovial Campaign, a project to decorate the Oxford Union 

with Arthurian frescoes* Eossetti, the leader, took as his subjects

Sir Launcelot prevented by his sin from entering the chapel of the 

Sane Grail* He has fallen asleep before the shrine full of angels,

3. Only a few works concentrate on Arthur in the second half of the century i 
Thomas Westwood's The Sword of KingBhiio (1866) deals with Arthur's accession; 
Sebastian Evaiis writes about the marriage of Arthur in 'Arthur's Knighting', 
Macmillan's Magazine . xx (August 1669)t 321~7 t and Arthur's self-recrimin­ 
ations in 'The Eve of Morte Arthur', In the Studio (1875). J.A* Blaikie 
portrays Arthur as tragic hero and moral example in 'Arthur in Avalon1 , The 

of Art, vii (1884), 433-4* Swinburne portrays Arthur's agony in an
early fragment entitled 'The Bay before the Trial'* See G. Lafourcade 
La Jeunegse de Swinburne f iit

4* Bad Tennyson's 'Ballad of Sir Lancelot* been completed, early 
renderings of Lancelot might have been less flaccid, since Tennyson intended 
to expose his hero to moral criticism. See The Poems of Tennvson^ ed* Ricks, 
p. 502.
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and between hia and it rises in his dream the image of Queen Guonevere,
the cause of all* 3h« stands gaaing at hia with her anas extended 
la the branches of an apple tree...5

Lancelot fs struggle between the erotic and the spiritual drew Rossetti, 

because it waa in eeme measure his own, and in the following year he 

vegan 'God's Graal*.6 He abandoned this in 1869* overtly because of the 

artistic problems, but also probably because the subject, deriving from the

fresco, was difficult to animate.
fiSwinburne, in his 'Lancelot', also took the fresco as his starting

point and also failed to delineate the necessary conflict in a poem whose 

mannerism demontrates the dangers of second-hand Inspiration* Between 

Lancelot and his vision of the Grail, rises a shadow 'Branched as a tree9 

which eventually becomes identifiable aa Guenevere* Immediately the vision 

vanishes and Lancelot becomes wholly obsessed with his earthly love* 

This contemplation finally lapses into memories and weariness, which offer

5* Letter to Charles Eliot Norton, July 1858. The Letters of Dante 
Gabriel Roaaetti. ed* 0. Doughty and J.I. Wahl (1965-8), i, 337-8. Other 
subjects included Aythm* carried away to Avalon by Bug&es ana Morris 9 s

^J ^VVBiHMBHPBBIHRIH^PHHIHH^PHMHilViVIHVHHMBIHHMHVHieMIIHHI^PHPIIVIIHVV ^ *** *

Sig Paloaides jealousy of Sir Trlstr^gi- The Jovial Caapaign v&oasetti*8 
tern) ended in disaster! in raid-Uovenber 1657 Rosaetti left Oxford and his 
incomplete fresco, followed by his confederates* Doughty, A Victoria^ 
RfYYYttift. pp. 241-2. The paintings themselves disappeared almost entirely, 
owing to the application of paint directly on to the unprepared walls*

First published in The Works of Bante Gabriel Eosoetti* ed* 
W*lf* Rossetti (1911), p* 239* Rossetti also sketched five chapter headings 
after the style of Malory which cover Lancelot's career from his knighting 
te the parting with Guinevere. Roosetti had already painted all the subjects, 
except the knighting* ttjffljflfjfl* P« 507. He also painted S 
t^a Shrine in this year*

7. Letter to Swinburne, 22nd March, 1870* ^frerB of ps^. ii, 82>4. 
The fragment begins in the style of the Old Teataoent and turns into a 
pastiche of a mediaeval carol* The line, *The apple tree's in the woodf 
together with the portrayal of the sleeping Lancelot point to the visual 
origin*

8* The CofffilfttgMorlss of A«C* Swinburne • ed. Sir Kdnund Gosse and 
f .J. Vise (l 925*7 Jt 1 • 63-73. Oosse * s edit ing of the poea, contained in 
B.M. MB. Ashley 4442 (viil, 61-2), is highly unreliable, since he has 
interpolated certain sections wrongly* It was discovered and published 
privately in 1 91 8.
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no hope of resolution* The numb and a*lancholy mood springs, not from 

the trluaph of Lancelot's earthly ties over his spiritual aspirations, 

but because there is no valid earthly relationship. Although the two 

works are artistically incomparable, it would be true to say that the 

same passive and static qualities imbue Swinburne's poem as that of Arnold, 

since both poets fail tc confront tbe internal workings of their heroes*
QMorris, on the other hand, like Owen Meredith, removed the emphasis 

froa Lancelot and placed it almost entirely on Guinevere* In 'King Arthur's 

Toab', which* incidentally, does not suffer on account of its pictorial 

origins, the conflict takes place in Guenevere* When she attacks Lancelot 

for his disloyalty to Arthur, he does not retaliate, but remains, like 

Swinburne's character, sad and single-minded in his commitment* In 'The 

Defence of Guenevere9 Lancelot disappears into the background, and while he 

(•ins in ohivalric stature, loses all character interest* It is to be 

regretted that Morris avoided a delineation of Lancelot's conflict since 

his early Arthurian poems are unique for their emphasis on characters 

preesured within a specific dramatic context*

Tennyson, however, managed to retain the qualities of ffielancholy and 

exhaustion deriving from an illicit passion in his portrayal of Lancelot,

but without allowing them to enervate his writing* In 'Lancelot and
12 Elainc 1 he balances the conflicting visions of Lancelot by presenting

9* In his 'Queen Guenevere* the focus is on Guenevere seen through 
Launcelot's uncritical eyes, and in 'The Parting of Launcelot and Ouenevere* 
Launcelot accepts his disffiissal passively* CluVteiaaaflLtJEa, ̂ yid,rQ.fiifyffig J^OflSMl 
(1655)* Owen Meredith is a pseudonym for K.R. Bulwer-Lytton, first earl of 
Lytton and son of the author of jftof <ftrthTMTr

10* fffce Dafftnee of Guenevere. Guenevoro seems to have had far more 
appeal for Morris* His portrayal in 'The Defence of Guenwere' is in narked 
contrast with Tennyson's repentant queen of t; e following year*

11. RQgectti's Aft^ur's Tom^ de^).

12* In 1859 the Idyll appeared as 'Elain®'* This was changed to its 
present form for the 1369 edition*
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him as a paradox, a nan whose sin is inextricably bound up in his ideal* 

thus Tennyson satisfies the imaginative need of the age for an heroio 

Lancelot* at the sane time as showing him to be falaef but because he is

also seen to suffer for his Bin, he remains sympathetic* However, Tennyson's
/

account of Lancelot is assimilated into a large narrative structure, which 

removeo the need for a clooe examination of his psychology and for a 

resolution to his situation*

After the publication of * Lancelot and Elaine* this quality of flawed 

greatness often appears in portrayals of Lancelot, together with the 

predictable melaneholyt

fairest of all
And sinfuilest. 

Towering tall
Above the rest

Upca a coal black stood rode Lancelot 
In sombre armour dre®t* 13

Indeed, the eharacters of Lancelot and Guinevere beeoae set as tempemaental
4 J 4B

mistress and brooding, unhappy lover* The only notable exception 7 is

Sir Charles Bruce9 s wnean Guinevere and Sir Lancelot« which is taken from

15* 1U** frichanan* 'Sordred', 3t. Jj^ea rfe^agine, viii (August 1663), 
33-9» Here Lancelot has degenerated into an active traitor* Buohanan tended 
to see the legend in unsubtle aoralietic terms* In his ffrMfffifttB of t^e 
found Table, published anonymously (Glasgow 1859) he concludes that the 
lust of Lancelot and Guinevere was the downfall of the Order, In Ranker9s 
•The Quest of the Saagvaal9 Lancelot's cnblom is a broken lily*

14* Guinevere is generally treated more unsy&pathetieally than 
Lancelot* Tennyson 9 s confrontation between Guinevere and Arthur is prefigured 
in D*K* Ifulook Craik'0 short story 9Avilion, or the Bappy Isles 1 , Avllio^ 
juvij a^fy \A1HH 0^53)* Wsstwood oondemns Guinevere and shows her 
repentance in The wugat of the f-i.ono^yc^ll (is66)| G* SSjncox emphasises 
her remorse in 'The Farewell of Ganore9 , Poems and Bomanees (166Q)^ and 
KVSAS reproachoo her in "The £ve of ^orte Arthur9 * Only in Buolmnan9s 
poems and Westwood's The uueat of t^ie Janc^i^ll is Lancelot seen as a 
sensualist.

15* ft**?* Morgan in Tha Duke'ts Dau/^teri a olassio tragedy (166?) 
shows Lancelot as the exponent of clemency and Arthur as an inflexible 
upholder of Justice, but the plot is untraditioaal.
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the Geraan of Vilhela Herts and is therefore not susceptible to the

trends vhioh led up to and were prolonged by the protracted publication of

*&• MtrlM~ B*** the character of Arthur is sacrificed to the advantage 

of the loversi at worst he is vindictive and at best pathetic* But
• T

Arthur was the embodiment of ehivalric idealisa to oid-19th century

this approach was generally out of the question, 

While Lancelot's popularity arose out of a general interest in

•Mvalry, the activation for interest in Galahad was specifically the
/

religious revival begun by the Oxford Movement. Anglo-Catholiciaia brought
/

with its return to high ritual a reconsideration of the oediaaval church 

in literal and spiritual terms! *Gothic becomes not an amusement, but an 

article of faith9 * 17 The Quest of the Holy Grail, therefore, with its 

visions, holy aaidens and spiritual cl ivalry, was ready-made in its appeal 

for those who were moved religiously and aesthetically by the revival. 

Inevitably Galahad, who in his achievement of the Grail is the measure of 

Lancelot*a spiritual failure, became hero-elect of this area of interest*

Tennyson*s 'Sir Galahad' preceded this growth of popularity in the 

1650*8 and helped stimulate interest in the legend* Bume-Joneo, in the 

first flush of media* val enthusiasm, wrote to a school friend while at

Oxford, 'Learn Sir Galahad by heartf he Is to be the patron of our order*
18 I fc*ve enlisted one in the project up heref heart and soul 9 *

r

This idea say have been Inspired by Sir Guy in Charlotte Toage's thaj...fla|jE 

aff ^fdellf f e (1853)* who took Galahad as a model. Indeed* Yongre, who was 

ouch influenced by John Keble, extended her interest in Galahad as a moral

16* 1865* Herts' 3 poea Lanse^et find Qinflvra (i860) shows no 
influence from the 1859 Idylls*

17, Graham Bough, T^H hint fittMililitft 0961), p* 85*

18* Kathleen Yillotaon, Tennyson's Serial Poea1 , 
(1965)» P* 90* The 'one enlisted* is Morris*
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foroe in another direction, ainee ahe included the first extended aoeount 

of the legend in a Church Journal which ahe edited*19 This account was 

further supploaented ia the sane periodical between 1859 and 1664 by a

full narrative of the legend, froa the origin of the Orail to the death
20 of Lancelot,

,*

But the entfcuiiaoa of the Pre-raphaelites was founded on the 

aesthetics of the legend rather than its aoral potential* They were 

particularly susceptible to the pseudo-ayotical as is manifested in Morris's 

early poea 'The Chapel in Igronaaae9 *21 where obscurity is mistaken for a

genuine evocation of transcendental experience* Severtheleas, in * Sir- 
22 Galahad, A Christmas Mystery1 Morris discards this mode and gives us a

portrayal of Galahad which highlights the flaw in all other renderings. 

Korrie'a aero ia quite unlike the self-possessed mystic of other 

interpretations i he ia a aan whose sen** of spiritual vocation is shot 

through with doubt and despair* His vision of Christ ia accompanied, not 

by triumph or satisfaction, but by a terrible awes

Eight so 1 fell upon the floor and knelt 
Hot aa one kneels in church whan siasa ia aaid, 
But in a heap quite nerveless* for I felt 2- 
the first time what a thing is perfect dread*

This ia remote froa the celestial composure of Tennyson's Galahad* The

itaelf ia uneven* but it ia remarkable for the simplicity and humanity

19* Biff PftBftfrlf Pfflf^nft 0853)* This catered for young aambers of tha 
Church*

20* Ellen J* Hillington *fCiag Arthur and hia knights 1 * Surprisingly » 
the earlier part of this account is taken from Continental sources,

21* First published in the Qgflgrfl ftftfl ^aiabrlofos Majg&zlnq (September 
1656). Republiehed in Tfta Peffanee of Gufrnarrcya. The poea aay originate 
froa hints ia Malory xiii, 13l xiii* 18$ xvf 1* Sir Ozana le Cure Hardy 
appears in Guinevere* a saying expedition, xix9 1 v where Morris aay have 
encountered the name during reading for hia projected poea 'The flaying of 
Guinevere11 * The Collected Hastes of tfilliaji iJjCUEldLs,* ed* May Morris (1910* 
15), I, xix,

22* Tha Befenjoe Qf Quengve; 

23. 11* ©9-92.



witli whioh it treats the central character, who in all other works is
24> 

abore despair and exempt from apiritttal and physios! peril* *
25 

In 1063 &* S« Hawker wrote his fragment 'the Quest of the Sangraal'

whioh also demonstrates by eontrast a reason for the monotony of most 

Grail poemsi this time* their lack of intellectual structure* Hawker's 

poem tsks* a highly individual line through the Grail story. Be admired 

Tennyson's poetry as can be seen in this letter from the Lincoln Collection 

written to Emily Tennyson in January 16701

He has 'built into lofty verse' his former fragments and 
constructed for future ages the epic of King Arthur* That 
whioh Milton assayed Tennyson has fulfilled and I do personally 
exult that he has repeopled the Courts of the grim castle of 
old Cornwall which stands in the distance before my daily view* 
with the achievements and marvels of former men*

But he remained uninfluenced by him and* indeed, by Arthurian literature
26 amd scholarship with which he was well acquainted. His work is instead

informed by hie two main preoccupation** Hebraic theology and Cornwall,

and thus possesses an interns.! reality which ie not dependent on conventional

For Hawker the implications of the Quest are far-reaching since the 

attainment of the Grail involves the restoration of God to the land* 

abandoned since the days of Joseph of Arimathea* !*ike Tennyson, Hawker 

ft aente of apocalypse, but unlike Tennyson he sees the Grail as a

24. Vmetwood*s Galahad in The yuaat of the Sancgreall, is rescued from 
ft fairy imposture of his first love (unaccountably described as 'Isonde, 
the flower of Lyonesse*} by ft vision of grief-stricken an&els*

25* first published privately at Exeter in 1664* Hepublished in

2f* ie lent Tennyson 'booke and manuscripts about Ring Arthur* when 
they met during Tennyson's walking tour of Cornwall in 1648. See C*£* Byles, 
The Mifft aiift Lottftra of JLS* Hawker (Tiftar of Jtoiwenstow) (1905) pp« 190*«4*
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characteristics of freeing the wasteland* The Grail's achievement is 

presented ma the crucial attainment of Arthur's reign, nor is Arthur's 

non-participation oa the grounds of kingly duty presented aa a calling 

higher than the Quest.28 Indeed, the visions shown to Arthur by Merlin 

suggest that his rule ia insufficient to stem the tide of chaos without the 

Grail*

This poem, unlike most Grail narratives, has a rugged quality deriving 

strength fro* its philosophical structure and demonstrating an ease ia 

spanning large symbolic and visionary concepts which is reminiscent of 

Blake* It lacks characterisation, but this is sot a defect as the 

characters are mouthpieces of Hawkerf s doctrine of cyclic regeneration, and 

a aeaae of the specific ia aroused through his evocation of the Cornish 

landscape* Whether Hawker would have been able to sustain his symbolism ia 

difficult to say, aor can one estimate how much more of the poem he 

envisaged* Bat despite wilfulnesses of style and theological obscurities, 
it remains a fascinating experiment, completely outside the Pre-Rafchaelite 

tradition, and ia some waya superior to it*

It would be untrue to say that Tennyson unloosed the 1859 Idylls to 

a public completely unaware of the Arthurian legends* Obviously there waa

27* Tennyson takes his view of the Quest aa a social catastrophe from Malory xiii,7« An anonymous poem Arthur** gni1^^n ^ adventure; of the 
gmflffpm^a (Edinburgh, 1656) looks forward to this view in that the Grail 
Quest debilitates the Round Table to such an extent that civil war and the 
Sevens destroy the kingdom* Westwood's The Quest of foe Sancgreall also 
shows the knighta 1 tattered return with tales of hallucinations presaging
•The Holy Grail'. 'Sir Galahad, a Christmas Kyetery' contains a hint of 
social disaster resulting from the Quest* Hawker9a contrary interpretation 
derives from hie concept of the Grail 'as the type of the Gospelp and the 
loss and recovery are emblems of the failure of our Light and its 
Restoration'* Bylee, op* olt* p* 412*

28* Hawker did not feel that Tennyson sufficiently revered the Grail
•as to win the Grace demanded in ita scribe*. Letter to Godwin, 5th August, 
1862* Ibid* « p* 415* He may have felt this eritialsm to be borne out by 
Tennyson's interpretation of the Quest aa a personal triumph at the expense 
of social disaster.
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considerable difference between the tepid interest before their publication 

and the ensuing enthusiasm* Bat there is a sufficient body of literature 

to shov that there were prevailing interests in and attitudes foraul&ting 

towards the polar figures of Lancelot and Galahad which preceded the 

publieation of * Lancelot and Blaine*, and 'The Holy Grail* later in 1669* 

Consequently it was a receptive audience which read the first Idylls* 

Moreover, it was an audience which was beginning to move towards an 

identification of the Victorian age with the ohivalric vision.

How far Tennyson was aware of this growing state of receptivity, and 

whether it influenced his decision to recommence work on his Arthurian 

project in 1855* is impossible to decide* Perhaps it would be fairer to 

say that Tennyson9 s obsession with the Arthurian aado it inevitable that 

he should produce something at sometime and that the temper of the public 

in 1899 was a fortuitous factor* Certainly Tennyson* s conception had 

been developing over a period of nearly thirty years prior to publication 

and it oust be regarded as coincidental that the Idylls corresponded so 

well to the imaginative needs of the age*

Tennyson became acquainted with Malory as a child* Dr. Tennyson*s 

library contained one if not both of the 1816 editions, as well as a

collection of romances, the works of 3cott and books on antiquities,
29oythology and folklore* These Tennyson read from his earliest years,

his reading eoabining with his imagination to produce childhood games of
30 knights and tournaments and stories of chivalry.

So great a hold over Tennyson had the romantic past, that, despite 

many other allegiances, he regained faithful to his early interests at 

Cambridge* where he recited Border ballads and regretted the passing of

29* E.g. Percy, Rftliouqa (162?)| Siaon Pelloutier, Eistoirs d 
(Paris* 1770)| Jacob Errant , A HewSvstefl or afl ^|vaia of ftnciant Kvtha 
(1807)* Sir Charles Tennyson considers this last to have helped fomlate 
the systical feeling in Tennyson9 s conception of the Arthurian legend* 
Alfred Tennvson (1949), pp. 32-%

30* Ballon Tennyson, Alfred T^p^yao^i A Memoir (1897), i,



U7 

•the golden daya of faerie1 •' Bare alao he made the acquaintance of John

tablet the Anglo-Saxon aoholart who waa 'buried in Gothic manuscripts'
32

and would only talk 'of Runes and Eddaa and the brave knight Siegfried1 .

Tennyson* however, had a particular nostalgia for Kalory* which never left 

him. Be confessed to Fitsgsrald that he could not read other romances 

through, asserting that 'The "Korte d1 Arthur* ia much the best! there are 

»o*e fine thinga in it* but all atrung together without Art 1 . 55 Out of 

this early interest came the three Arthurian lyrics'* which in themselves 

constituted a reaction against the earlier Arthurian narrative poem*

Aa early aa 1833 Tennyson waa contemplating a major Arthurian work 

aa Milton, Drydan and even Wordsworth had done before him* All that remains 

of this scheme is a fragmentary prose sketchi

On the latest limit of the Vest in the land of Xyonesse, where, save 
the rooky Isles of Scilly, all is now wild sea9 rose the sacred Mount 
of Camelot* It rose from the deeps with gardens and bowers and 
palaces, and at the top of the Mount was King Arthur's hall, and the 
holy Piaster with the Cross of gold* Here dwelt the King in glory 
apart* while the Saxons whom he had overthrown in twelve battles 
ravaged the land* and ever came nearer and nearer*

The Mount was the most beautiful in the world* sometimes green and 
fresh in the beam of morning* sometimes all one splendour, folded ia 
the golden mists of the Most* But all underneath it was hollow* and 
the mountain trembled* when the seas rushed bellowing through the 
porphyry caves f and there ran a prophecy that the mountain and the 
city on some wild morning would topple into the abyss and be no more*

It waa night* The King aat in his Hall. Beside him sat the 
sumptuous Guinevere* and about him were all his lords and knights of 
the Table Round* There they feasted* and when the feast was over the 
Bards sang to the king*a glory*"

31* Memoir, i, 34*

32* Ibid.* i* 102.

33* Ibid** i» 194.

34* Tennyson also projected a poem on Lancelot and his Grail Quest, 
but it waa composed mentally and subsequently forgotten* Ibid** 1* 497*

*>*>» 122-3* Hallaa dates this around 1633 but Tillotsoa 
indicates aome evidence that the prose sketch and scenario belong to the 
Cambridge period* ^d~Yiotfr^an Studiaq. p. 85, n*4«
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This is totally unlike any previous conception of the Arthurian legend, and 

presents oertain attitudes which were later to inform the Idvlla* A

unique aspeet of this fragment is the vulnerability of Camelot9 not merely
36on account of the encroaching Saxons, but because it is foredoomed.

Although Arthur is shown as victor of the twelve Saxon campaigns and lord 

of a splendid court, the symbolism of the mountain undermines his

conventional position and establishes him as a possible tragic hero*
37 Tennyson drew this view of Arthur from Malory* He found in the

figure of the king an embodiment of his social, religious and humanitarian 

ideals, but he also found Arthur*s inevitable defeat appealing to his 

congenital melancholy* Tennyson agreed with Lajaajon'a sweeping statement 

that there was no such perfect nan since Adam, his precise interpretation 

of this being 9a sum who spent himself in the cause of honour, duty and
«A

self-sacrifice 9 * Arthur, for Tennyson, was a man rather than a symbol, 

a man who, beoause of his vision of impossible perfection, was inevitably 

alone, fated to a victory-ia-diaaater and mor® akin to the exiles of the 

early peema than the king of romance*

nevertheless, the perfection of Arthurf s ideals necessarily brings 

him into a symbolic penumbras he can be interpreted in the Idy^s as 'the 

soul at war with sense9 , thought as Tennyson points out, this interpretation

36. The fragment, reminiscent of 9 Iubla Khan9 originates in the legend 
of lost Lyonesse* When Tennyson visited the Soillies in 1860 he spent the 
voyage trying to glimpse the submerged land* Eallam Tennyson, MAfo^^tf 
foy m. Li^i •/ Alfrad yaamrmom (l897) f ii, 311*12. See also *'.D. Paden's 
coftoents on Tennyeon's use of G»S* Faber*s The Origin of Pagan Idolatry

37* 'The vision of Arthur as 1 have drawn him had come upon me when, 
little more than a boy, X first lighted upon Malory9 * t^oif- 11, 120*

38* JS*£fiJL& *•§ 194*



119

•art not be rigidly applied*" The bias towarda symbolism ia shown ia a

•eoond fragment of the ease period aa the first, where the 

have fixed allegorioal meanings, probably influenced by Spenaeri

K.A. (eic) Religious faith
King Arthur's 3 Guineverea*®
The Lady of the Lake
2 Guineverea y* first primitive Christianity, 2nd Hoaan Catholicism*
I* firat ia put away and dwells apart* 2d* Guinevere flies.
Arthur takaa to the first again but finds her changed by lapse of
time. 

Hodred, the aeeptieal understanding. Ee pulls Guinevere, Arthur* a
latest wife from the throne*41

Merlin Lmrys, the Enchanter. Science. Harriea his daughter to Modred* 
Excalibur. war '
The aeat the people ) The s* are a aea people and it is theirs and 
The Saxons, the people) a type of them* 
The Hound Tables liberal institutions. 
The Battle of Caalan* 
2d* Guinevere with the eaahanted book and cup;*2

«

Here the allegory ia specifically related to the spiritual progreaa of 

society through ita institutions, ita combination with legend being 

reminiscent of Bulwer-Lytton's King Arthur,

On a eimple level this hard-edged allegory partially prefigures the 

•ore fluid symbolism of the Idvl^u The aain difference is that the allegory 

of the Idylia. if allegory it can be called, ia microcosm! c with social 

implications, whereas here it ia wholly social* Given thia difference, 

figures oonmen to both can be aeen aa equivalents of eaeh other* Nevertheless, 

it would diatort and liait the ffirlla to read them in the light of thia

39* Tennyson had intended a symbolic interpretation for hia Kpici *The 
King ia the coapltts man, the Knighta are the passions** Tennyson quoted by 
Villiaa Allinghaat \ **».»»- ed* H. Allinghaa and B, Eadford (1907), p* 150* 
However* Tennyson disapproved of olose allegorical interpretations f l hate 
to be tied down to say, *fftis means Jtiilin because the thought within the 
image ia much more than any one interpretation* f flOTffljr- iif 127*

40* Thia may derive from the triad of the three Cwenhwyvars, found 
in Baviee* Mythology and Hitea of the ftir-lfiaJt Srtiida*

41, Thia may be an echo of the triad of the three costly pillagea* 
See £*K. Chambers, Arthur of jB^ftaia (1966)» F* 79* If ao» lKaid* ia not 
Tennyson's first excursion into Welsh literature for material. The 
exclusion of Lancelot supports the use of British sources.

42. Jtafilfe Uf 12
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rly j>Ua, and it io per&apa aare profitable to *oo it *a *a indication 

of toaayaoa** preooeupation with tfee conflict of clww« or Intellect with 

faith* (fao alliance of lodred and Merlin ia act arbitrary t nor ia it 

trexii t ional. ) Tennyson aa* faith ia the divia* beia* eroded by the 

oueatiaalaga of aoioaoo and ita demands for proof* or tfeo logical 

oboervationa of the intellect. In the ifr^ too then* leases doaiaaat 

vmoa the apiritual iapotua of Arthur* • Ovdor aaa b««n loot and Triatraa 

taoationa th* king*a ri^t to bind aad rulo, Cfcriomly h«r* thia ia 

aya^toa»tio of a «aivoraal dogoiiaratioa with many r«aozianc*a» vhoroaa ia 

th» fracaoat aaa ooaHict a^poara to ao iaolatod and aot ia a eocio- 

hiatorical contort*

flioao two early fra««ioata doMoaatrato tao contrasting vaya ia which 

TocnyaoB roapoadad to the Arthurian l«goad* Ca the one h*n4 thoro ia tho 

aomrnful orooatioa of a 4®oa*6 «lory, ita »yBbolisa molding into the 

ayvtoriona aottiac* Oa th* other hand thcro i« tLo intellectual 

traaaamtatioa of legend into aHogory* where the eaph*»i« lies oa abatraotoi 

aeaning r&ther th*a emotional response. Tat J&U& ia ^^ * oalcuUted 

ayatheaia of tbe two »ethod»f but both are inextricably preaeat, einee

tbo atartiag poiat for both ia th« {Niradoxieal figure of Arthur &a f I deal
43 amaaood oloaed ia roal aan*.^

Poeeibly booatiao of tie*e two interpretation* of tii« legead Teaayaoa 

bad aot decided oa the epic fora during thia period, and conoidered the 

autieal aaeqme after th* aanoor of Brjdon« A aoemario exist» in the 1655-40 

notebooka* afaia ahoviaf a proooaupatioa with the downfall of the Keuad 

Tablet

ftMt Act

air iordrod aad aia party. Hordrod inreighs a^elnst the King and the 
Hound Table* fa* fcnigfctB, and the ^ueet, Hordrod aooffa at the Udiea

43. Thia line eonatitutea t e any a on1 a last alteration to the 
la 1691 he inaerted it ia the ipilofuo before the reference to the •gray 
kiae9 of legend. 3eo 11.
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of the Lake, doubt* whether they are supernatural beings, etc. Kordred'i 
cringing interview with Guinevere. Mordred and the Lad/ of the Lake* 
Arthur l*ad» la

Lancelot's embassy and Guinevere. The Lady of the Lake meets Arthur 
and endeavours to persuade him not to fight with Sir Mordred* Arthur 
will not be moved fro* hie purpose. Lamentation of the Lady of the 
Lake* Slaine. Carriage of Arthur*

The Battle* Chorus of the Ledie* of the Lake* The throwing away of„**.

Oak tomb of Merlin, the song of Siaue. Sir Mordred come* to consult 
Merlin. Coming away meets Arthur* Their fierce dialogue. Arthur 
consults Sir L* and Sir Bedivere. Arthur weepa over Kerlin and is 
reproved by Nimue, who inveighs against Kerlin. Arthur asks Kerlin 
the issue of the battle. Merlin will not enlighten him. Niaue requests 
Arthur to question Merlin again* Merlin tells him he shall bear rule 
again, but that the Ladies of the Lake can return no more* Guinevere 
throws away the diamonds into the river* The Court and the dead 
Elaine.
Fourth Act

«
Discovery by Kordred and Kimue of Lancelot and Guinevere. Arthur and 
Guinevere's meeting and parting*
Fifth Aftt

The Battle
Exealibur and departure of Arthur*1

Although Tennyson telescopes his material to accoaaodate the emphasis on the 

end of Arthur, hie range is auch wider, and is for the first time baaed on 

Malory, possibly because the form demanded action more straightforwardly 

dramatic. There are echoes of the previous fragment, particularly in the 

role of Mordrodf but in the main the scenario looks forward to the Idvl^a.

It provides the origins, not only for the 'Borte D* Arthur f f which 

corresponds with the fifth act* but also for three of the 1859 Idylls * the 

exception being *Bnidf * The parting of Arthur and Guinevere before the 

battle and after the discovery of Guinevere and Lancelot reaches full 

expression in 'Guinevere 1 . Merlin's enchantment by Himue is not shown in 

the scenario, but this is of secondary importance to the new conception 

of Himue am th» evil intriguer set against Arthur* and her collusion with 

Mordred in the discovery of the lovers is retained in 'Guinevere 1 . The

44* JGteMafe *i» '24-5
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jc
Elaine aoenea are only hinted at, being a later addition, but Tennyson 

retains in 'Elaine' the vivid detail of Guinevere throwing the diamonds into 

the river to meet the funeral barge*

Although the scenario furnishes material for individual Idylla, there 

ia a difference in overall conception. Here the adultery of Lancelot and 

Guinevere merely precipitates a crisis impending before Arthur* a marriage i 

in the Idyl^ their relationship creates an ever-widening web of rumour, 

lies and double atandarda, whereby Mordred eventually promotes hie treachery* 

Hare, however, the latter ia the agent of diameter, and it ia worth noting, 

in the light of Swinburne's later comments in Uiflfog the ^croaoop* that 

Tennyson had considered planning the catastrophe around him* It ia 

impossible to say whether Tennyson intended revealing the story of hie 

birth, but in view of hie deep-rooted interpretation of Arthur he probably 

aaw Kordred aa the antithesis of hie hero, inevitably bound on a collision 

course, rather than an instrument of Hemeeia.

Theee drafts probably precede Tennyson9a recommencing work on the 

9Horte d'Arthur' in or after 1635, when he had determined on the epic 

form* In 1858 he remarked that if he 9meant to make any mark at all, it must

be by shortness for the men before***had been ao diffuse and moat of the big
47 things except "King Arthur11 had been done before** The decision to make

his 'King Arthur* a 'big thing* beoame subject to doubt after the trial

printing, when he added the modern framework* Htsgerald remarka that
48Tennyson did this 'to give a reason for telling an old-world tale9 , but

he may have gone further than that* In putting forward his oaae for and 

against an Arthurian epio, he may well have been testing the market for such 

a work*

45. JSfUttU* Ut *2*«

46* Tillotson auggeata 1835* M^V^etorian Studies, p.86. Ricks 
favours the period 1837-4* J&fcft* P* 58*

47. Memoir, i, !€*

48. Ibid*, i, 194.
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la tha light of tha ffcagaanta it ia act surprising that Tannyaon ehoaa 

tha ending of tha order aa his starting point* ha seems to hare bean drawn 

to Arthur In tha context of defeat. Here tha overt allegory ha* disappeared 

and Arthur resumes his alternative role presented in tha scenario aa tha 

great nan ia his darkest hour* Although Tennyson vaa aware of tha 

historical sources, he did not choose to present Arthur aa an historical 

probability. Here important was tha question of his credibility aa a nan, 

not to be confused with tha question of his actual existence, which might 

hare obtruded had Tennyson attempted a sixth century settings

How much of history va have in the story of Arthur is doubtful* Let 
not ay readers press too hardly on dataila whether for history or for 
allegory. Some think that King Arthur may be taken to typify 
conscience. Ee is anyhow meant to be a man who spent himself in tha 
cause of honour, duty and self-sacrifice, who felt and aspired with 
his nobler knights though with a stronger and clearer conscience thaa 
any of them, "reverencing hie conscience aa tha King**. 49

Tennyson thus aets Arthur's final hour in a no-man's-land, imbuing the 

eoene with a heroism and melancholy, which makes tha ideal elements more 

accessible! Arthur's defeat brings us in closer contact with tha

perfection of his vision.
*5Q 

The reception of the 'Korte d 1 Arthur' waa favourable. However, John

Starling, although sympathetic to tha 1842 volume, attacked the poem on tha 

grounds of ita non-relevance to contemporary life, commenting that 'such old 

supernatural belief a* •• can make no direct impression on our feelings' and
K«

dismissing it aa 'a mere ingenious exercise of fancy9 * This criticism 

from a nan whom Tennyson knew and admired, discouraged him* William 

Allingham mentions this twice in his Diary* Aa late aa 1861 Tennyson 

remarked that Starling9 a review had dissuaded him from continuing with his 

project, adding that whan ha 'took it up again9 it 9waa not aa with tha 

firat inspiration9 * Allingham loyally comment st

49. UtafiJJtf 1 »
50* Eg*t f'^r***** (26th May, 1842) p. 340| foffflflffiff f^ (9th 

August, 1842), p. 6*

51 • Quarterly flgriaw. Ixx (September 1642), 385-416.
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Blame or doubt in regard to his own writings always weighed with 
Tennyson more than praise* He often said that he forgot praise 
and reaembered all censure*
Sterling's review, meant to be friendly, waa a thin pretentious piece 
and of no value whateveri a pity it should have chanced to prove so 
nis-effactual.52

It is impossible to know when Tennyson resumed work on the Arthurian 

material* and how far the Idylls represent a reworking of the epio plan* 

When the poet met Hawker in 1648 they talked of Arthur with enthusiasm 

and Tennyson was interested in gathering material and atmosphere* In an 

unaddreesed letter of 1861 Hawker reveals 'the origin of the Idylls of the

Uhen Tennyson was here he made earnest enquiry about King Arthur* Z 
told him all I knew,..Be wrote ten lines a day, blotted, revised and 
preserved. He had girded hicself for an Epic on the theme which 
divided long with Para^ac Loat in ttilton* s mind over ^fra Lifft and 
I^th qf fi^flg A^t^u^ But finding, as I infer, tiiat he could not 
wait for the Judgement and requital of -.1). 2004, and wanting, as X 
know, an income for Children and Wife, he broke up hia purpose into 
Idylls, Fragment* of the Great Theme*«*53

It is doubtful whether Tennyson confided his intention of splitting the 

epio into Idylls to Hawker, since Hawker does not mention this in his 

account of the meeting* If he did, it is difficult to assess how far this 

new plan is reflected in the Idylls as we have them* for during the next 

seven years, Tennyson deepened his conception of Arthur* He visited 

Glaatonbury, Salisbury, Amesbury and the Mew Forest, and came across his

souree for fEnidf in Guest** MitdlmWaftflr $7 #uamer 1856 he was sufficiently
54 absorbed in Welsh literature to attempt to learn the language.

It seema probable that during this period Tennyson decided to put his 

four Idylls before the public as a test case, although, presumably* hoping 

that he could eventually present the whole cycle* Of the first four Idylls, 

three have their genesis in the scenario and had obviously been long in mind,

80-103*

52* pfogy* P« 3U*
33* Bylee, |J4ift ffld L^tt*rff* ?• 194*
54. g*6» Wright, •Tennyson and Wales*, Essays and Stadia*.- *IT (192$),
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suggesting that they were not random choices. However, this is not to say 

that Tennyson had any idea at this tin* of what specific eubjacts he would 

us* were fee to complete the oyole*

Tennyaon began writing seriously at the end of 1655 and finished the 

first Idyll, 'Rlnue* '55 by 51st March, 1806. Thio Idyll wan planned as one 

of a contracting pair, to he published the following year in a trial edition

beooae oentral to the JUBcttfc* Vhia ia the only Idyll in which the action 

aoree outside Britain} it la alao the only Idyll in which Tennyson

a Freaoh eouroe in preference to a British one, since although the name
56ooaee froa Malory, &•* character oo»oa Iron the 

f ennyaon intenalfled the repulsive traits found hero in order to mark her 

out aa a aerioua opponent to Arthur *s rule*

On 16th April Tennyson began •laid1 *'' This proceeded aore slowly, 

partly due, perhaps, to the ohang* froa dramatic confrontation to narrative, 

aaA partly to the faot that Tennyson had only recently coae to the story of 

Baid§ whereae Hiaui had long held a place in his Arthurian j^bffiStt^ In 

addition work waa interrupted by the @wa&ar tour of Walea and hie Welah 

studies, th« latter beln^ an unusual atop for an ^ngliahaaa, however interested 

In British antiquitiea,3* While absorbing the literature, Tennyson also

Changed to 'Vivien' for the 1399 edition, final title for the 1669 
edition*

56. Deaplte la Villaaarque1* artiolo in .^eyue de Paris. Tennyson probably 
oame across the legend in the Preface to "'outhey'o Malory, pp. zliv-xlvi, 
or the notoe to Guest fa ?ubinoglon. i, 216* Tennyson u<§od the latter for 
•Knld', and the note accurately aunnariaea the tone of Hiuui'a character 
together with the action of the Idyll t 'But firiane "for her great treason" 
began to fawn and flatter hia, and used, au&ny arguaenta to prove that he 
ouftiit to perform her will whatever it Might be1 .

57. ^^eriaia, ii. 161*
58. Helped by loonl schoolfliaatera and a Welsh diet o nary Epily and ho 

began to read Bflflif c*Wtf**m *&* liaMnog^^ and the ^ortps of Llywarch Jloa.
al"° p" a* :̂ »ot*» fTenny9on*8 Celtic 

1968)*
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CQ

absorbed the Arthurian associations of Wales* 77

'Enid 9 was virtually completed by aid-October, and while there are
*6O

oooasional imported details* Tennyson keeps close to his original* There

is* however, an important innovation, which indicates that Tennyson shifted 

the mainspring of the tragedy from Kordred to Lancelot and Guinevere. 

(The remarks about Lancelot and Guinevere in 'Merlin and Vivien* were not 

added until 1875). In ̂ SSO^Ljii^L^S^lA Gcraint leaves the court because 

his lands are threatened} in 'Enid 1 this is merely an excuse, the real 

Mason being a rumour concerning Guinevere's guilty love* Consequently* 

when Geraint believes Enid unfaithful, the root cause lies in his suspicion 

that 'her nature had a taint 9 from the queen* This date does not 

necessarily pinpoint Tennyson* s decision to shift the emphasis from Hordred 

to Guinevere, rather the effects of that decision* But it is interesting 

that it is in keeping with the attitude of the 1850*8 towards the legend* 

Froa July 1857 to Haroh 1858 Tennyson worked on 'Guinevere', which* 

while deriving froa the scenario, owes very little to romance or history 

for its source* Instead, it constitutes a reaction froa 'Enid', which 

shows the strictest adherence to source of all the Idylls* It also presents 

a contrast in subject matter between the faithful and the unfaithful wifef 

but this unfaithful wife is peculiarly singled out in that Tennyson had now 

determined that her sin should be responsible for the downfall of the Round

Table*

In July 1858 Tennyson began *Blaine* in which he elaborates further 

OB his theme of illusion aad reality* Klaine is a victim of self-deception 

and so her fidelity is ohiinaerieal* Bather than face the truth of the

59. In his letter diary he records sitting *like King Arthur in 
Caerlion1 . Mff Mft ^Qyka of Alfred Tonnvaon ed. B* Tennyson (1898), ii, 247.

60* Eg* 9 the reference to Gwydion's flower maiden from 
•The Marriage of Geraint', 11* 742-3.

61 • The attempted capture of the lovers is found in Malory zzf 3-4. 
Here Qui&evere doss not flee to Amesbury until after Arthur *s death*
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eituation oho preform to die, and while hor fantaaylif o 10 lndlotablot 

hor doath affords he* now otatva and sympathy. Lancelot lo to a certain 

oxtont exonerated* Like Arnold* a Tristram ho la exhausted by hie illicit 

passion and pinned by it in an untenable eltttatlonf there la no oholoo for 

olthor within thoir triangular relationships, since they aro compelled to 

ohoooo tho wrong and abandon tho potentially fruitful, fno condemnation 

falls then on tho jealous and vituperative Guinevere* whoso portrayal leave* 

little too* for sympathy,
jj£f•Elaine* wao finished by February 1859t and tho four Idylls were 

published on 28th June, they not with immediate success, although tho

rerlewa tended to bo mere reserved than tho public, Tennyson's friends
AA

wore particularly enthusiastic. But there were a fow dissenters Including
65 Elisabeth Browning and John Huskin, and sono doubts among tho reviewer®

as to tho morality and the material* fho 

ronmlnod highly dubious of 'Virlen1 f the Idyll which waa to prove tho biggest 

obotaelo to unqualified approval, Kany reriews, however, were unreserved 

In thoir praise of Tennyson fs taoti tho «^f^ ̂ M«ft ̂ ^^ ia its 

oagornoss t*> exonerate Tennyson oo«pletely9 even auggootod that oontaot with

the sarvellous rendered tho laoorallty innocuoua. Objections to tho nmtorial
.68were more easily overcome and tho oomaont of tho

62* Based on Malory xriiit S^O* The account of the twelve battles la 
taken from Honnlus's jyj^fiS^JirJJyuUsm* tranalatod In ^jUtii fiM ^ffiUli^ah 
qhgonlelffl- ed* J.A. ailes (1846), pp. 40&»9.

63* Tennyson considered the moot favourable to bet Spectator (23rd July 
1859) # 764-^1 ffimifftftf1 '* .JfaM^ffA ovi (October 1859) f 465-83 (written by 
Gladstone* it montiono Cronsere poom aa inferior)j MJJlftiTfft Rffiftfi* ** 
(July 1659)t 247*63* Jsffiaft* it 44>4. 10tOOO copies were aold In tho first
vook* Fhtff^^*' u» ^*

64* See the ooamonto of Thackeray, I^lfa and Works> U, 204-5 and Tho
Duke of Argyll* £tfttU» it 490 and JittTftfiVlt- M- ^^ Albert wrote that 
ToanyoonU poems < quite rekindle tho fooling with which tho legends of King 
Arthur must have inspired the chivalry of old.., 1 JtHttaSt i, 455.

65* Steo. Browning wrote 'The colour, tho temperature, tho very ouslo 
left mo cold*. Letters to IftUliM HUniffiltfiir •^ >« Allinghaa and K. Baumer 
Williams (1911)* p* 104* Ruskin deferred his criticism until September 1860, 
when ho wished that tho nobleness of tho Idylls *had boon independent of a 
romantic condition of externals In general*. ]|gaa*£t if 452-4*

66. IftUiffljl BiTlUfff- i* (October 1659), 568-94*
67. morth British Review, xxxi (August 1859), 146-74.
66* British Quarterly Review, xxx (October 1859), 481-510.
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that Tennyeon was not 'the reviver of a dead worthy1 bat 'the dramatist who 

aeta the immortal ntumfjnri of British virtues before us' was fairly standard. 

And so, with a liberal application of the popular Victorian criteria of 

Beauty and Nobility, most reviewa hailed the advent, if not of an epic, at 

leaat a major work of the century*

The response to the first Idylls indicates that Tennyson had fulfilled 

* need in hia contemporaries* He had supplied the* with a highly aoceasible 

form of Victorian Romanticism, for which there had been an increasing number 

of searches over the previous decade! he had provided a myth with which hia 

age and race could identify, informed with the necessary idealism and morality* 

The increasing interest in the Arthurian* the quest for a unifying symbol 

aad Tennyson's need to express a personal vision all combined to make the 

idTrii* an unptreoendented success* Thus in the sense that Tennyson's 

attitudes were broadly those of his contemporaries and in the sense that 

circumstances were right, he could be called the mouthpiece of his age* 

However, it oust be emphasised that Tennyson's personal vision and the 

ace's need for a point of identification increasingly diverged, and one 

senses in th® general delight at surface colour and detail very little grasp 

of the broader outlines and a reluctance to investigate the chiaroscuro. B 

The more explicit Tristan legend would have found no favour with such an 

audience.

It ia surprising therefore to find Tennyson reading ^alory 'with a view
go 

to a poem on Tristram and Iseult' in May 1659. This ia the second recorded

instance of Tennyson's acquaintance with the legend, but he must have been 

aware of it for some time through Malory and Arnold's poea. The passage 

read by Tennyson is identified by Emily Tennyson aa that 'where Sir 

Lancelot behaves so courteously to Sir Palamedea and where Arthur goes to

69* Eflatarials. U, 215*

TO* Tennyson had already referred to Tristram's adultery in 'Guinevere', 
1* 465* He probably also knew the Trystan triad from Davies* lAvtholc^Y 
*n^ Ritas of the Bnitistt Pruida. pp* 439-40. The Continental sources were) 
accessible in summary from Scott and Dunlop.
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see La Belle Isoude9 . This passage ie found in Halory x, 71 -3, and it 

emphasises Launcclot'e friendship vith Tristram, and the latter*s chivalric 

prowess.

Considering the tone of 'The Last Tournament 9 and the rivalry and 

cynicism in the relationship of the two greatest knights, it is interesting 

that Tennyson begins here* There is also evidence that he returned to 

these chapters after the first reading, since he lias marked two passages 

from them in his copy of *right's edition of Malory which, according to 

the inscription on the fly-leaf, he did not receive from Julia Cataeron 

until 15th August, 1859* The first of the two passages celebrates the
71supremacy of Launcelot and Tristram in their deeds and qualities, the 

second constitutes Tristram9 s tribute to King Arthur after his defeat by 

Palomydess

• I* said Sir Tristram, 9ye know not yet my lord King Arthur, for 
mil knights may learne to be a good knight of him, and therefore 
yee may bee sory of your unkind deeds to so noble a king* 9 '

This is far from the mocking seatiaents of the hero of 9The Last Tournament 9 

and it is probable that Tennyson was merely experimenting with the material, 

having, at this time, no overall conception of the legend* Although he was 

considering adding to the Iftrlls he had no set idea of which episodes he

intended to use, and this period marks a quest for suitable subjects,
75 In June 1659 Tennyson read the story of Pelleas and Ettarre and later

in the year he was encouraged to consider an Idyll on the Grail legend by 

the Duke of Argyll and Maeaulay* Tennyson was, however, dubious about this

and in February of the following year turned to Halory9 s account of Qareth
74 mmd the damsel Linet* In 1862 he reconsidered the Grail legend and was

71* *0f clere knighthood and pure strength, of bountie and curteaie, 
sir Launcelot and sir Tristram bears the prise above all knights that ever 
were in King Arthur•» dayes.,. 1 Thq Hietorie of fJay Arthur- •*• T» bright 
(1858) lit «1*U, 320.

72, Ibid, II, clTiii, 323.

7% Halory iv. 21-3.

74. Ibid, vii* Katerials. ii, 324*
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ftfftift deterred by doubt lest th* subject *beoome Irreverent',75 possibly 

because he saw in the logon* ft spiritual goal manifested a* a social aril. 

Eventually, *ad probably only marginally decided by Emily Tonay»0*f« 

oonfidenoe, tho Quean'* viaha* and tho continuous prompting* of Jamett £aovle*, 

Toaaycoa began preliminary work on the legend In spring 1868, During oarly 

Soptonbo* ho had a Varet of inftpiratlon and co«poa«d tho po« In ^uet or«r

•Tho Eolj OrmU1 oaoodioo Tonnyson^ »o<t dcop»root«4 convictions in 

lt> portrayal of tho w»tio«l» but thia portrayal io hod«od round with 

qualification*. Bo oomontod to Hallaai

•fho Holy Offail* io OBO of tho most laagftaativo of ay po«ae. I ; 
hoevo omnyooood th«f« ay otvongoat foollato ao to the reality of tho 
tfeoooa* Tho oad» wh«n tho king apoaka of hi* work and of hi* Tlalon 
ia iatondod to ho fho miMiaf up of all In tho hl^ioat noto by tho 
hi^ioat of huaaa aen* Tho*o throo Una* In Arthur* a apoooh avo tho 
(apiritttally) central Una* of tho IdyUaf 

*In aottoata whoa ho fool* ho oaaaot dio
And knows hiaaolf no rlaion to himself
Kor tho Hl^i Cod a vision „• 76

Thoa tho loalatont quostloa of tho Jj£gU& *• *° wh** is truth ia rof arrod to 

a hifhor plan*. But thia plane ha* it* illusion* and only tho chosen oaa 

attain th* Oyaili thoao who aro not olootod follow * false fires* , halluo* 

inations, •adnoaoo* and a* a result tho Bound Table ia impaired. While 

en the oae hand asserting that ftho spiritual ia tho real'77 Tennyson also 

point* out that tho myetie1* way ia an opting out of society, not a aeas 

ouro for social ill*, since *plritually th* personal cannot operate oa a

pahlio levol*

•The Holy Orail* was withhold from publication until there were aero 

Idyll* to aoooapsny it, and it i* fairly obrloua that by this tiae Tennyson 

had dooldod to cover some *ort of narrative cycle. B* began *Tho Coming 

of Arthur*78 in December 1868 and had also nado up hi* mind that the

7*. HtiKUl* iit 942
7^* i4f i tad figteit
77* liaHirtffilif- iii» 99*
78* Tho trial printing, Aahley 2104, gives 'The Birth of Arthur* and 

•The Death of Arthur*.
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'Iforto d* Arthur' wao to fora tho ooneluaion deepite ito aoro archaic style. 

Ho thoroforo iatondod tho JUxUt to »• road ia ooao sort of order, rathe* 

than a oot of ooatvaoto clustered about a central

'tho Coaiat9 ooald oaly ho writton whoa Tennyson had dooidod to uao tho 

f»orte d'Artfaur'. Usia« Halery aad Gooffregr of Kc«»outh a« principal sourceo,80 

Yoaayooa parallolod tho strangeness of Arthur's oad with that surrounding 

aio beginning, nevertheless, there ia aa Imbalance, particularly ao tho 

two aooao otood at tho oad of February 1669 whoa Teanyaon fiaiohod 'The 

Coalaf*. Xa tho 9Horto d'Artbur' there ia ayatery ia tho return of ixoaiiba* 

but tho oaly aabiiaity reoldee in Arthur's departure to Awttioa* 'The 

Coaiag', hoaonr, boaofito frco Toimy»oa9e treatment of the aystlcal ia 'The 

Ifilj arallS oiaoo his aao of anblguity widens out to boooao aa aabiralence 

work!** hotwooa aaititaal aad aaadaao plane*. On tho latter the awbiguity 

reanlne unccoplicatodt either Arthur is the oca of Other or ho io tho 

iapoeter ooa of Gorloie or Anton* The aabivalenee cccuro throu^a tho agency 

of Merlin* who traneiateo Arthurfe ooaiat iato a riddliaf eyabolieat it io 

not a qaootioa of whether Arthur io Uther'e aoa or ooao oeirt of cupernatural 

bolaf* bat father that ho io botht a ooapound of flooh aad soul* The 

account of tho coronation, tho inscription oa Excalibar aad Ioodograa9o 

drooa all eaphaelie the thoao of 'truth io thia to ae and that to thae9 * 

foanyeoa felt that tho aaowor to oueh a philosophy lay ia tho aooortioa of 

faith aad apiritual intaitioat aad thio aay hare led hia to add the battle 

with tho cle*e» kingot tho awoariag cf Lancelot and Arthur, the marriage of 

Arthur aad Guinevere aad tho battle hyan, all of which are evert acts of

79* f enayoon had previously contoaplated a coaplete ssheae, Xa 1862 
ho wrote, fX have thought about it and arranged all the intervening Idylls 
bat X dare not oot to work for fear of a failure and tine loot* 9 Mateart^^. 
fffly 200* Xt io impossible to estimate hew far this plan corresponded with 
tho completed work either ia composition of individual Idylls or the overall 
fcraat*

•0, for a tteoaooioa of the scurces see J.M. Gray, Hm fmj Myth in
tho Tennyson Society
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faith and spiritual unity.81 Th« effect of thooe addition* is, howerer, 

a*re complex since their feeling of rightnesa ie vitiate* with Irony.

fa* next Idyll, 'Pelleas and tttarro*82 waa begun in Heir 1869 and is 

tfeft firot Idyll to show the catastrophic effect* of the adultery on those 

not immediately concerned* Geraint ottopeeta laid beoauae of ruaoura but 

tfeo effecte ««• not disastrous! Elalnc IB directly inTolT«d with th«

bttt P»ll«ea la an onlooker deatroyed by diaillunionment on 

the truth about Ida Indy, hi« brother kni^it», and finally tha 

of hl« !*•*&*» Laaoalot and Ouinevere, El&lne dies with he* 

Uluaiona iatmct, eat Pellaaa ie ahattexed by the destruction of lti% Thie 

la UMI first IdyU to take a opedfid place in the overadl pattern on its 

ooaooptioa* The opening ttftoa place it after the Grail, Queet and the acid 

tamo amxka a aew piiaaa in the 070X0*0 derelopaent* fenayftoa's use of 

doable iteming In *the Coming of Arthur* here oxtondo into a atructur* of 

iroaiea centred round the appearance-reality then*.

Septewfcer Temqrson had added 1f4 linee to the *Hort« d'ArthtirS 

it with a description of Arthur's deepair and the last battle, 

amd olooiag with BediTere*s desolation and tho dwming of a aew year* The 

iapaot of the original poem ia ttma subtly «odifiedf Arthur's heroian is 

Offoet by hie initial, deepair and the horror of the battle fought in a aist 

of blind doubt | tho context of ambiguity intensifies the effect of Arthur f o 

doubta eonoerning Arilioni and tho eoho*« of triumph, toother with hope 

for a new oyelo are qualified by Bedivera's aourning. Th* impression of 

fuadaaental uncertainty ic thus deepened and the aood of tho final Idyll is 

to oorreapond with that of tho other 1669 Idylls, 

On t3th September Emily Tennyson records that her husband road tho

t 475-502*

it* The trial printing gito* 'Sir PeUoas9 but was changed to tho 
pr esent form for publioatiotu
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Idylls la thoir proper order. ** This is tho first tin* wo hoar of an ordor 

for tho poaao and Tennyson waa at pains to emphasise thoir rolationahip 

during ptthlioatiou, fho ehangos la title, for egtaaple* suggeat a le*a 

opioodio structure and iaply proeees rather than orent, ao strengthening tho 

iayreosiott of organic waity,84 and also stree* relationships rather thaa 

individuals, fho no* Idyll* were published in December 1869. together with 

a note on tho ordor and tho titlo *fao Sound Table1 .

Deopite Alfred Austin** attack on tho first four Idylla,05 tha rwwption 

of tho nsv Toluac vaa farourablo. Aa Toanyson had indie&tsd that tho 

iadiTidaal pea** oonstittttod a cyolot aaaif watly pomtoaiilnit a bsginnir^:, a

•iddlo aad an ondt reriswora w«r« tsaaaiwme in ooaaludittf that it vaa now
fifi aoa^loto* la oonsoquofioof th«y vovo aaialy o^nearaod with its unity*

Boan llford ropUod to Austin's critioisa in hla discussion of overall 

ohoviac oaoh Idyll to bo an allegory of the ooaflict botvoan fleeh and 

This interpretation had already boon intiaated by Snowloas

Arttntr*.«otanda eTido&tly for the 8o»l» tho aoral eonoeionee* as tho 
Bound Table dooo for tho Paseionsi and everywhere tho struggle of 
tho Spirit with tho Flesh ia peJtnted.,, Everywhere tho flesh is hindering 
and confusing tho work of tho Spiritf powerless only to overthrow tho 
Soul itself t which, <*ren at tbo ondf departs but to refresh itself 
in tho Unknown w

Of thooo vho remarked on the allegory not all approved, fho

oonaidorod that ftho thread of allegory* ••ia too thin and fragile

to enpport tho real earthly preeeure of the amterials and hero and there it

*?* fffttitr^fl- iu» 152
64* Tillotson* jfieWflqlg frtOT iflttltttl' P*
8$. Attfttia atltioiaod thoir laok of aubatatioof describing thaw aa 

'four exquisite oabinet pictures 1 , faa^ie Bar (May 1869), 179-94*
9tt i«,f JBdJjalttnlLJtoitt* «>ni (April 1870), 50d-39l Saeait^taj|. 

(25th **±~*~f <<«fti f <»*tf BrtiUfth ttlirti^r ^T^^T- 1 * Uannary T870)» 
200-U*

xiii (January 1870), 107ff«
01" * odition (1868)*. . 

pp* i«4»' ' ' &s9vloeitorii a letter to the
(l»t Jaaaary* 1870), pp« 15*17f later incorporated into *fho loaning of Rr. 
Toiuiys(mfa ^Klag Art bur* f , fiftgtflByffffl^ ^^•fifly* *** (^ny 1873)t
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•harply break* through. |d9 Hevertheleoe Tennyson enoouraged the allegorical 

interpretation* sinoo it offiMt the tendency to regard the Idylls as 

doooratiTo stories* This now light on tho poem enhanced their claim to being 

a serious, connected work of art and also justified their clains to relevance. 

Unfortunately, the allegorical speculation softetines beoaae too fierce, a

•pooifio meaning being demanded for every detail, and this had the effect 

Of •gain Uniting interpretation*

Such was the situation when Tonnyaon began to write •Gareth' in the 

October before publication, the overall scheme had taken shape and he was 

now beginning to fill in the structural gape. His conception had darkened 

and besoao sore subtle over the composition of the last four Idylls t his

•anlpulation of the nuances concerning truth and illusion had beooae more 

complex, the ironies had tightened and the complete work was gaining in 

resonance. In addition* on the public level* the 1869 volu«e was about

to be aoo4aitted in a *ore considered way than its predecessor* since the
go 

attractive surface was seen to be underlaid with a high morality.

Eaily Tennyson records that *Gareth9 was written '(as was said jokingly) 

to describe a pattern youth for (Tennyson9*) boys.*9 But it is difficult 

to know what* at this stage, Tennyson had in mind* There is evidence that 

Tennyson was going to place some e»phasis on adultery* in particular that
Q2of Bellioent and Lanorack, and Triotran and Ismalt* In this ease he may 

have intended the Idyll to stand as a sequel to 9Pelleas and Ettarre'. 

This would however aake his coanent on Gareth a little inconsistent* unless

69. fryi ti«h ifiiffilflttlflty flftviev« 1i (January 1870)* 205*
90. Church reviews in particular approved of 'The Holy Grail9 * Only 

the y^iftvan ffrthAdiflt jJMMii^- xciii (April 1870)* 358-60, complained of 
9 Medieval superstition9 .

*^t«*i*is- iii, 135*
92* In the prose draft of f0aroth9 9 Roughton Library SS.Eng, 992 (40)»ffi-2 

Bellioent sends Gareth to the kitchens, hoping to learn of Guinevere1 e 
adultery in order to countenance her own* Swinburne mentions this 
adultery in the 'Sailing of the Swan* written in the sane year*
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he was considering a portrayal of Gareth as the white hope of a degenerate 

age* a direct contrast to Tristram.

Hov auch of the latter 'a story Tennyson intended using in his projected 

Gareth Idyll before he decided to fora a separate unit out of the aaterial is 

unrecorded* In the draft of the Gareth poem, after a lacuna in the manuscript, 

the notebooks give the following account of Trlstraa:

Sir Dagonet, the king's fool, stood before the hall of Arthur* & the
wind was blowing & the leaves flying in the wood below.
(And below him there past into the wood Sir Laaoraok and his head was
down, & his heart darkened for h© had heard that Queen Bellieent was
dead.)
And the dwa^f fjflfflf (deleted)
And below him riding three abreast there past into the wood Sir Gawain
Sir Mordred A Sir Gaheris: & the face of Gawain was red as tho*
with wine; & the face of Mordred was white but he bad bitten his thin
lips till they were bloody s & so they past away*
And about an hour after there rode into tie wood Sir Uuaorack & his head
waA down & his heart darkened for hi© old love Queen Bellieent was
dead*
And the dwarf skipt upon the steps before the hall £ out of the hall
oaae Tristrsii & cried to hio.
0 fool why eioppeot thou?
And the dwarf pointed to the wood & said
'They are gone to keep the TOWS of the ling9
And Tristram said who are gone*
And he answer 'd the sons of the Qus&m for Lancelot has kept the irows
of the kingt & Lemor&ck lias kept the vows of the King .t thorn also: for
ye hare all lain by Queens so that no king- kmoweth his own sons*

Here follows a break and the following passage of verse, which expands a 

passage on the preceding

The kings we found, ye know we left them
And only bound them by th© comaon bond
To break the heathen & uphold the X*
And were any among the® merciful,
Truthapeaklng, brave, good livers, them we enroll *d
Among us £ they sat within our hall*
But Mark hath tarnish 'd the great name of king
As Hark would sully the low state of churl
And seeing he hath sent us cloth of £t>ld
Return & meet & stay hin from our eyes
For fear I lap him up in cloth of lead
Silenced for ever - cresjenff a isan of plots
and poisonous counsels, w yside mabuahings
who dares not beard his foemen front to front -
;,o fault of tfcine. Let JCaj th® aanschal
book to thy wants A send thee satisfied*
Aoouraedt who strikes nor lets the hand be

Houghton Library m Eag, 952 (40) t ff. 20-1.



The relationship of the prose passage to the succeeding verse passage 

is difficult to assess* The former has its full expression in the interview 

between Dagonet and Trie tram in 'The Last Tournament 9 } 9* the latter appears 

in 'Gareth and lunette' with little alteration as Arthur's retort to Mark's 

attempt to buy a seat at the Round Table.95 It may be that Mark's embassy 

was intended to ibrm a preface to Tristram's murder, hence the emphasis on 

treachery; or it may be that Tristram1* adultery and Mark's treachery were 

to be merely peripheral examples of the corruption spreading throughout 

Arthur's society} it may be that Mark's embassy sparked off what Tennyson 

intended as a separate work* The point ia debatable as the manuscript is 

defective*

However, from the evidence of the notebooks and the two finished 

Idylls* it could be argued that the abandoned 'Gareth9 staj havo been 

conceived as an amalgamation of the two oeas. In Malory, Gareth's final 

opponent is the Red knight of th@ Rede Laundes, who appear® metamorphosed 

ia 'The Last Tournament'* In 'Gareth and Lynette', however, the more 

cheerful knight of Death is substituted, creating a merry anti-climax* 

But there is evidence in the manuscript(f*3) that Gareth was to overcome 

Red knight ae the culmination of his traditional adventures* and it

improbably that the two original opponents ahouli have not corns 

into contact before the Idyll was split into two* The Tristram story 

may have provided a subplot to thin adventure, being linked by Mark's 

embassy and L&norack's adultery with Gareth*s mother* Perhaps therefore, 

Tristram's death was to be included as a parallel to Laaorack'a murder* 

Thus the possible point of division seems to lie in the Red knight episode* 

Mark's request remains in 'Gareth and lunette 1 , the now unnecessary 

Lamorack story is omitted (unnecessary because its function was presumably 

to provide a link between Gareth and Tristram) and Tristram is

94* XI. 1-9t 240-58,
95* 11* 415-27. This episode ap an? three times in the manuscript*
96* vli, 15-t8* Th® manuscript breaks off before Gareth sets out on his



137

introduoad in a separate Idyll by means of tha tournament*

Tennyson probably took tha idea of linking Tristram and Lamoraek from 

their close relationship in Malory. The de&tha of Umoreck and Kergaaae at 

tha hands of tha Orkney brothers are recounted during Tristram's chiralrio 

adventures, tlorgause ia killed on tha occasion of har adultery vith 

Lemorack, just after Mark's treachery towards Tristram*97 Later fcareth, 

who abstained from tha murders, laments with Tristram and Palomydee Lamorack's 

death* perpetrated on account of his adultery and a longstanding fend between 

tha two families,98

Although Lsmoraok had been spared because he was unarmed at the tins 

of Kergaase's murder* the brothers show no chivalry in his killings

And when he waa gyvyn the gre be my lorde kynge Arthure* air Gawayne 
and hie three bretherne, sir A^gravayne, sir Oaherya and sir Hordred, 
setts uppon sir Laaorack in a pryvy place, and there they slew his 
horse* And ao they faught with hya on foote more than three owrya 
bothe byfore hy» and behynde hya, and so air Hordred gaff hya his 
dethia wound® behynde hym at his bakke, and all to-hewe hyau.,99

Xft the passage from the notebooks Tennyson hints at this ambush* Ha changes 

the positioning of Lamoraok's entry into the wood so that the three
4 4%4%

brothers can lie in wait for him* The active for the Implied attack is 

given in the mention of fcamorack'e love for Bellicsnt and reinforced toy the 

ItoeVs bitter mockery in his scans with Tristram* Reference to Belliosnt's 

death heightens the sense of foreboding* Although the placing of the 

passage concerning Hark is arbitrary in the notebooks, its inclusion in the 

projected Idyll emphasises the idea of treachery and ambush,

Triatraa and taaoraok are also linked in Halory through a parenthetic 

account of their deaths during the healing of Sir Urrot f**»there was never

57. s, 22*4,
98* x* 58.
99. loc, oit.
100* Hordredfe role makes agravayne superfluous in the Idylla- There 

is no mention of him during the trapping of tanoelot and Ouinavorei in 
malory Launcelct kills him during this encounter* zxt >4»
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aoao ao bowayUd aa waa air Tristram aad oir Lamerok* for thay waro with 

troaoa elayae..*'101 la addition, thay woro roapeoti<rely tha aaeoad aad 

third boat knigfcts ia dooda of ohlTalry. »or had it oaoa|iad f eaayaoa that 

tbaaa thro* boat kni«ht* woro all guilty of adultery with queens, hoaeo Bagoaot'a 

roaark ia tho manuaailpt fragment* There ia a traoa of this ia Tristram's 

rotort to Iianoelot aftor tho tournament of tho Daad Innooenoei 'Be happy ia 

thy fair Queen aa X ia mine'.

Taanyaoa seems to hare boon attraotod to tha Tristram legend aa much by 

tho aatithetioal figures of Dagonet aad Mark aa by tha lovers, $ho fool 

oaly appaara ia Malory* a Triatraa bookaf aad ia notable for hia triofcing of 

Hark* who fled Iron him believing hia to be Sir Laaacelot, This episode ia 

aarked by Tennyson ia his Walker edition of Malory froa tho introductioa of 

Bagoaot aa *tho boat follow aad aerrioat ia tho world* to the aad of tho 

chapter whioh fiaiaaoai

for thay would aot for ao good that Sir Bagoaot woro hurt for
Arthur lored hia passing veil, aad made hitt knight with hia own hands*
Aad at every tournament he began to sake king Arthur

(it ia possible that this episode of tha disguised Pagoaett suggested the 

deoeptire appoaraaeo of the knicht of Death ia 'Gareth aad lunette* •) 

floworer9 Dagonet's aharaoter both in the aanueeript and ia 'The Last 

Toaraaaent* owaa leas to the merry fool of Mslory aad woro to the fall~ 

lioeaaM fool1 of HJjuff fa**~ and it appaara from the manuscript that thia 

dark ooaoeption of Xtagoaot was aettled froa aa early atage* la addition* 

it ia worth noticing hare that Tenayaoa changes his source ia order to 

eroato a nexus of ironies ia *The Laat Toaraameat't Dagoaet ia oraatod a 

•ookHknlght by the giddy Gavain* rather than being knitted by Arthur aa 

Malory baa it*

9 .

102. X, orrii, 487-8*
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Mark on the other hand provides Tennyson with an opportunity to 

compare Arthur with a pear as opposed to vassal knights* Both in Malory 

And Tennyson Hark is the antithesis of Arthur, and his jealousy of Tristram 

is veil founded in the source* After Tristram is received into the Hound 

Table, Mark, having *Grete diapprte at Sir Tristram* follows him to England 

in order to kill hicu '°' In Tennyson ho merely bribes Arthur for a like 

honour* However* the implications of his jealousy, not shown in the 

an nu script but evident in 'Gareth and Lynotte 1 , oay hav© been intended as 

a preparation for hia murder of Tristram itt the projected Idyll,

The figure of Tristram himself is hardly portrayed at all in the

manuscript and his encounter with Bagonet has no counterpart in Malory*
104 

The only time they meet Tristram is mad and throws Dagonet down a well*

If Tennyson intended a cooposite Idyll he leaves no indication ae to 

why he abandoned it and developed his ideas into two contrasting poems* It 

is Esoet probable that he felt the two extremes incompatible in one work, 

that there was too great a dichotomy between the characters of Gareth on the 

one hand and Tristram and Leaormek on the other to accommodate them in 

oae unity* The hypothetical division of the Idyll, however, provided 

•The Hound Table* with an opening and a penultimate section, the one 

presenting fortitude and innocence, the other an uncontrolled dissipation*

The depressive period on 1870 may have orientated Tennyson tempera­ 

mentally towards the gloom of 'The Last Tournament* rather than the 

sanguine mood of 'Gareth and Lynette1 * this was a bad time during which 

Tennyson suffered the death of his close friend Sir John Simeon, Pri avail's 

att&ck in ffiy4ggft M^itftrgi S9nea*^v Crifcicis&q" the nagging negotiations with

103* x. 7. 
104* ii, 19*
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Mftsoa'a* aia ova UJU-health and worry over the atato of Europe* 10* But
106 

whatever tho reasons, Tennyson abandoned fOa*eta* aad Vy 8th inrm^f had

bogaa work oa »*ho Last Tournament*, which was finiahod ia tho following 

Mart Bally Tennyson records on 2tot Hoar that »He road ao hia "Triatraa'S 

tho plan of whioh ao had been for aoao vooka dieousalmg with ao* Tory grand 

aad t«rribU,«1Crr There are ao other allusions to the work during tho period 

of composition*

Tho oaaphanio oa adultery aad murder evidenced ia tho manuscript 

flamgMBt probably ouggoatod to f onayaoa tho idoa of dototiag a aoparato 

Idyll to ito exaaiaatioa* Tho adultory of I*oncolot aad Oaiaovoro had booa 

roapoiiaihlo for tho ovila of previous Idylls, but *fho Uet foumaaoat* is 

tho oaly Idyll ia *hieh tho f oooa falls oa tho aia itaolf » togothor with tho 

Tioloaoo ariaia^ OAtttrally from it, Bowovorf it vaa not th« adultery of 

laaoolot aad Guinovoro that Tonajraoa wi£sh©d to eacaoina dirootly. Zaatoad ho 

illvaiaatao thic obliqnely through th* relationship of Tristram and Xaoalt* 

oroatiag at tho aaao time tho aoaao of a aproadiag ovil whioh worooaa aa it 

oyroadat Za ordor to oonvoy tho iaproasion of a dogenoxatiaf situation 

Toaayaoa had to uoo a new horoi lanoolot had too many aoaooi&tione of chivalry 

ootaido tho Idyllat hia portrayal ia *I*a*olot and ilaiao* was sympathetic 

aad although ho could bo blamod for itt ho oould not oo identified with tho 

sort of brutality found ia 'The Uat Tournament** Tristram* oa tho other 

hand* was 9fti*ti*ely unknown, and free from l*anoelot f s chiTalrio aasociations. 

la aay oaoo, if the legend wma known at all, with tho osooptioa of tho 

Pro"RaphaeUtoof it vaa treated with an air of disapproval. If anything 

•o Tague could bo oaUod a trend, thoa it oan be aaid that Tennyson was 

foUovia* it ia his handling of the Trietram story ia Ytfeo Uat Tournaraent 1 .

It Will bo noticed that the draft has ooao affiaitioa with the finished

109* Charloo Tsnayson* ^f^mjH f^aa^t^^ pp. 386-90*

107. I*id, iif 104*
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Idyll, particular!/ refardiag detail* The following liasat

Sir &a«oaot the kind's fool stood before tho hall of Arthur and tho 
wind was bloving and tho leaves flying ia tho vood below... And tho 
dvrnrf akipt upon tho otopo before tho hall and out of th» hall oaao 
Tristraa and eaid to hia 0 fool why skippest thout

five rise to tho opoaia* liaoo of tho Idylli

Zfefoaet, the fool, whoa Gewain ia his aood 
Bad aado aock-tad«ht of Arthur's Table Round, 
At Caaelot, high above tho yellowing wood* 
Saaood like a withered loaf before tho hall* 
Aad toward hia froa tho hall* with harp ia hand... 
Coao tfrietraa sayiaf* '**V **ip /• «o» ^ir foolf f

In tho lato* woraioa Toaayaon givoa aoro oircuaetaatial dotail to oot tho 

two characters ia ooatoxt and iatoaoifioo tho connection bowweon tho woods 

aad tho foo!9a okippingt ftho toawoo Hying ia tho woods below1 fetooaoo 

Da«oa«t*a daneias 'lifco a withered leaf1 , which picks up tho connotationa 

of fthe jwllowing wood*1 in tho preriww line* But tho fundnaental 

rolatioaehip of tho fool aad the ooaooa io eotabliehed ia the original. 

2m addition tho yofovoaen to Hark* s 'wayeide aabuahin^a* ia tho rerso 

yaooaco is echoed in Ieolt*s advioo

aad whoa thorn paoaeit any wood 
Close Tisor, lest aa arrow fro« tho bosh infi 
Should loavo as all alone with «ark and hoUUiyo

However, the aain iaflttoneo of the aamtaoript draft oa the completed 

Idyll oooas to hare been etrueturali tho JO&ffglfifiSttSBi of the three 

separate atories of Oareth, Trietrao and Laaorack is roflectod ia tho six 

aarratiTe tUreads of 'The Last ?ournaai«ntS Apart from tho Tristram etory 

these oan be listed as tho Dead Xzmocenoe, tho tournanent, Dagonet, the 

Bod Knight and Ottinerere^ night.109 This is tho first tine Tennyson 

iateivearos originally unconnected etorios within oae Idyll, and, indeed, 

*fao Last Toumaaent* has tho aoot elaborate structure of all tho Idylls,

100* tie

109. Soe B* Litsinfar. 'the Structure of The Last Tournaaent*,
59*
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Tho story of tho dhlld carried off by an ea#le io a common folk tale. 

Tennyson's version is toko* fro* an aocount by Johannes Tlnwuth, who attaehoa 

the story to Kin*; Alfred, It io taanoUtod hgr Tumor ia Me Bfftflffy If **** 

ao f oU**»i

Ono day as ho (Alfred) was hunting ia a wood, ho hoard the cry of 
an infant ia a treo, and ordered hio huntsmen to examine too place. 
fhoy aooondod tho borancheo and found at top, in an eagle's nest, a 
beautiful ohild, drooood in purple, v&th golden bracelets, tho mark 
of nobility, on hio a*ao» Tho king had hia brought down and baptised, 
and well odaoatodt fron tho aooidont ho naaod tho foundling H«0tinguai. no

The Aeoount ia 'The Last Tounuuwmt 1 agrooa In outline with this, hut differs 

in dotaila* Tennyson ohangoo tho locution fro« a wood to a KronUin ora^t 

vhloh, toother vith tho half«4oad oafc, the vind and rain, aoto tho desolate 

tone of tho Idyll* Lancelot replacee tho lamtoaont in order to enphaoimo 

tho bond botveon himself and 4rthurf and tho ohild io transformed into o> 

girl, proonnably for a greater effect of frailty* for an oaaior Identification 

of tho child vith Innocence, and because it io aoro appropriate for her to 

provide a voaon'o ornament. The golden braooleto therefore aro changed into 

tho ruiqr oaroaaott thus eetabllahlng tho pattern of rods vhioh rune through 

tho poem denoting poaslon, violence and ehaoo« The omroanot also forma a 

link vith tho 'ill-fated* diamond* of * Lancelot and Klalne't both aro priooo 

voa vith violence, offered to tho wrong woman and associated vith death* Tho 

paraUele are, however, aoro dark and brut*! ia 'The toot Tournament % 

Unlike Heatlagom, tho ohild roared by Guinevere dle«, tmdorllnint Guinevere *s 

identification vith barren and destructive forces* The child's death also 

activates the ironical title of tho tournament and oorvoo ao an excuse for 

Lanoolot's not entering tho lists, thus explaining irietrfia'e victory*

The ojpimodo of tho Eod Knight, vhioh constitutes tho second narrative 

strand, is, ao previously mentioned, found in Kalory9o account of Careth's
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aJvonturea* There arof ia faot* two Sad Knights horo,111 but Tennyson 

baaad hia robol on tha second, tha Sad Kaight of tha Rede Unndes* Having 

tianajjini tho rabol from tha Gareth story, and ao Initiatod tho rod motif 

ia tho Idyll, Tennyson reveraea hia oaraar from superior bandit to Hound 

fable knight* Thua, ha boaoajoa the archetype of apostasy in ordar to

further Tennyson's theaa of degeneration. The implication ia that tha lad
\\% 

Knight ia Pelless, bmt tha iaak of direct identification within the poo*

•akca for a disturbing faoelessness.

Like Tennyson's robolf Malory's knight ia a potentially good aan gone 

to tho bad* Igrnetf commenting oa hia laok of mercy, aayai

**..for trust nat, ia hym ia no curtesy, but all goth to tha doth 
other shamfull mourther. And that ia pyte,* oeyde tha dajaeoell,
ffor ho ia a full lykly »an and a noble ICnya^t of proues, and a 
lordo of crete londie and of 0rete possession*, » 11 *

There la a eeoond siailarity in that both direct their resoxurces against tho 

Bound Table* Tennyson borrows a manifestation of this feud Iron Malory t 

who givaa tha following desoriptioni

lad whan they oom mere the aage air Bewmaynes aopyed on grata trees, 
aa he rodo» how there hynge foil goodly araed knyghtoa by tho neoka, 
and their shyldis about their neokya with their awordia and gy Ite 
aporya uppon their helys.^4

Oarath ia aa shocked at taia ai^ht aa Arthur's young knights are by tha 

knight they find hanging on a 'grim daad tree9* Thoir reactions to tha 

dishonouring of tha 'gilded spur* are idontloalf they rush to blow tha 

horn vhioh auasiiiiii tho enemy* Uhen tho Red Knight finally appears, in both 

accounts he ia dressed in 'blood-red* armour*

111* Oareth meets the first at vii, 10. There la a verbal echo 
of this episode ia 'The Iiaat Tournament' 1* 42?» where tha Red Knight's 
oostle ia described aa 'machioolated 9 ! the castle of B&lory's first Red 
Knight ia 'well aaoohooolda all about a**

112. Tennyson's note, Eversloy edition (1908)* p. 501 f n*1* 
Arthur's expedition may hare bean augtaated by hia invented foray against 
•bandit hold* ia 'The Holy Grail9 9 11, 205-15* See the proeo draft,

143*
11% vii, 19*
114* loo*
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]^ B«t deepits the similarities, the episodes generate different aoods. 

there is a ooarsoaiag and brutaliaiac pro**** at work which transform 

Sal***** ungeotleaiinly rsbel into an svil foroo la 'The Last Tournament 1 * 

•toa the setting 1« changed, la Malory *th«rt wao grots noyse of 

aynetraliy* from the toft Knight's c*atle|115 IB Tennyson there is U roar 

of viol9 aoA *aa erU aon«rf « fha sea, whioh flaaka the eaatle la Kaloryt 

boooMa a allajr aarah and there la a complete lack of ohlralrlo 

expaotatloaai Oareth goe« to reaoue a lady? Apthtti- goaa to vase a brigand

A* the atiael oharl indicates, the Rod Knl^it not only opposes 

haa deliberately inverted hie aplrltual code, la Kalory the Eed Knight 

explalas Ma roooUloa ea follovat

•Sir I lored oaya a lady fajrref and she had air arsthemo elayne, 
and aba tolde as hit was air Laamoelot da Lake othir elly» sir 
Oavayne* And aha pcayod ao as I lored hir hertely that I volde 
aake air a yyoayso hy th« f aythe of ay knyghthode for to labours in 
arays dayly untyll that I had aotto with oas of thea, and all that 
I ayi^t ovsrooa I sholdo p*t thea to wylaas doth* And so I onsurod 
her to do all the vylany unto Arthur's knyg^t«a v sad that 1 sholde 
toko voaeosaaoo uppon all these

Tenaysoa's Red Knight haa tho saae satire, bo does not si>eak the

'Slain was the brother of ay paramour
By a knipht of thine, and I that hoard her whine
aad snivel, bolag eunuch-hearted too,
Sware by the soorpioa^rorB that twists In hell,
aad stings itself to everlasting death,
To hang whatever knight of thine I fought
Aad tuabledv* » j»

la contrast with Halory's Oaretht Arthur's yonag knlghta are infootod by 

their &dv»j»c2yr*s evil, and iastoad of proving themselves truemetabors of 

the Order 9 they desoend to an equal bestiality.

Tbs tournaaent i* a parallel to tibia eplsods, since it doaoaatratos

oit. 
nif 17* 
11.
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a deeliae ia ohivalrio gaaes, ae opposed to chivalry on the battlefield. 

This deeliae ie also directly related to Arthur's abeenoet and ae the two 

narrative threads are linked regarding plot activation.

It ie iapoBoible to trace the tournament to any one source. It nay
• •A

eve something to the tournament which Laaorak wins before hie aaurder, 

eepeeially ia view of hie ooaaeotion with Tristram in the early draft* 

Xa addition Tennyson any have reoeived a hint from the description of 

Bagonet amusing Arthur at the Jousts. Moreover he could not fail to be 

atvaek by the mmber of tourruuients, often einutnly deeoribed, which occur 

ia the Tristram books of Malory. Tristram hiaeelf gains honoura in two
t«Q

of the three greatest* 7 Both events are highest examples of chivalry 

ead the tvo beet knights deaeaetrats a mutual regard and friendship, the 

only tottrnaaent which doee not maintain these standards is engineered by 

Mark ia an atteapt to kill frietrea*120

ffhs) toitrnaaeat of the Dead Xaneeeaee aay, hovever, owe something to 

the dooline ia chivalry portrayed ia Seett'e IJIIilt fcti>PIL....flf - gyt**T^ 

although there the activation ie different § being due to greed v not apathy
121ead oovardioe^ Xa addition the toitrnaaeat forme a link not only with the 

Piaaond Jousts bat also with the tournament in 'Pelleaa and Kttarre* where 

the prise ie fairly won if not worthily awarded! here the prise ie won by 

default* aockingly olaiaedff cynically given, and outrageously handed over to 

an adulterous aietreee. It thus reflects obliquely on the two previous 

jousts, particularly that of 'Lancelot and Siaiaef»

The interview between Dagonet and Triatraa is9 on the other hand, not 

even partially suggeeted by Malory* although they aay have been linked in

118. x, 58.
119* fae Caetle of the Haidena tournament, ix, 50-5, and Lonacep, 

x, 67-76.
120. x, 90.
121* It aay also derive soeething froa Meliagraunoe*s cowardice in the 

trial by ooabat which deoidee Guinevere's innocence, xix* 9.
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Tenayeon' a Bind by thai* roapoctiro associations with toornaiaaBtot 

Implied equation of Triatraa with tmo folly through ooattaet with Bagonet 

tho fool la Interacting, alaee Trlatan in tho French and German Torsions, 

ootfc notrleal and pro»of diegolaea hlnaelf ao a fool* fvtatrsa in Kaiory la 

only reootely eooneoted with tho fool, tout ho 6000 go amd and encounters 

Pagonet* a* previously Mentioned, having Horn *olypp«d*»»with eherys and mad* 

»«*lyko a foola»* J»a«mot doeerlbos tho Mooting toroolyi twAad that foolo 

and I, foola, aotto togydlr, and ho had allmoete siayne m».n| Sett In ffho 

Iiaat Tcmmaaant1 ffegonot la alao oloaoly linkod with tho ateaadoaad Arthurt 

whioh aota 09 a fttrthor tarala of Iroaloa,

aulaoraro'a fUajit la horaldad daring tho ooarao of tho Idyll %gr hor 

growing dismay at tho behaviour of th« e<mrtv which Indloatoo that f «nnyaon 

know iihoro ho »ma going to plaoo tho Idyll and f orgo* his iinfca aceordinuly, 

fho alght of Trlatran1 * wwdor booaBoa tho night of Ouiii«r«rolo fll^itf tho 

olrouMtaBOoa of which had already INMM rooomitod la *&ttln«vorof «

Chroaologloally th« doath of f riatratt ooottra before tho downfall of 

laaaoolot and GoifMVoro In Halory, but there la a aigaifieaut noatiom of 

tho f oraar la tha oontOKt of tho latter* which nay havo auggasted to Teanyaon 

the idoa of Bftklag then alaultanooua» In tho debate between Lou&celot and 

Jain followere oonoorning waya of saving Gulaerere, tmmoelot aaka where he 

ahotild keep tho ojaoo*, to which Bora roplloas

***,how ded tho noato noble kiiyght oir TrlatraaT By yooro good wyli, 
kopt nat ha with hya la Beall laode noro three yore in Joyous Garde, 
too whyeh waa dona by fowpo althora avyoet*

iauaoelot peroeivea tho dangora and ironloa of thl* aoliitiom

•That y» hard for to do, 1 aoydo sir Launeelot, 'for by air Tristwun S 
amy hare a warnyngei for whan by meanys of tretyee air frlatrom 
orottght egayne La BeaU Zaodo unto leyago Harke from Joyoita Garde, loko 
ye now what folio on tho ende, how ehaaefully that falao traytour kyng 
Narko alow hy» aa ho aate harpyne* afore hye lady. La Soall laodo* 
Myth a grtmnden glayve ho threate hyn in bolqmdo to the harte..,»122

122, xx, it
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this constitutes the ftoooad of two tetef description** of Triatraa1 3 death* 

and ooours Just aftsr tho trapping of Uuneslot and Guinevere. The parallel 

probably laprsssod Tennyson oo *uch aa to suggest combining tht two stories, 

vhioh are otherwise eeparata in ftalory*

tfco frlstra* etory itself is parod down to an account of Tristram's 

death, This la easily extracted fro» Kalory aa tho aain narrativs breaks 

off at Joyous Sard and tha accounts of tho death are isolated paranthc 

in tho laat booka. Thus, la Tanny9on*a roraion of the atory thara aro 

no rofovonooo to Tri8traa*e aarly adranturoe and Mo

ralationabip with laolt. Howovo*, a« Malory's account of the mordar ia 

bar* of dotaila« Tenoyacm oreatee a new aat of circumstanoee without 

roaortiag to any other varaion,

In hie Wright edition of Kalory Tennyson hao marked the following 

paaaage fro« tho healing of Sir Orr©, which is the first indication that 

the Joyous Gavd epiaode erer oame to an ondf

•••olao that false trad tour King Karke elew the noble knight air 
Triatraa aa he oat harping before Ma lady la beale Isoud, with * 
tre&ohant glai^of for whose death vao much bewailing of every 
knight that ewer wae in Icing Arthur's dale*.'2'

The passage oontinuea to deacribe tho death of Isoud, who dies 'sowning upon
12Athe oorps of Sir Trietra*', ^ but this ie oaittod by Tennyaon aa it would 

diaaipate tho ahook of tho Harder and perhaps in part vindicate Xeolt'a 

adultery with ite display of fidelity and sacrifice. Aa it is we are loft 

to enriaage laolt loft 'all alone with Kark and hell1 a* oho feared. The 

lovers' deatha and tho drinking of tho love»i>otion raiso tho legend above 

•oral criticiaa. The love-potion loaoono the wei^it of individual 

reaponaibility and introduce* tho idoa of a fated passion* The love-death

III, oxxxtx* 264* tf right adds a note on the metrical account of 
tho lovers' deaths.

124* The 1816 editions differ. Walker giTOO 'fawning' and 
'swooning'. They both give 'corpse' instead of 'oroase' in tho Carton text, 
fhe latter nay have suggested Tristram's encounter with 'one lone woaan, 
weeping near * orosa'. 11. 492f.



ooaaootod with the potion, pravoo tho strength of tragic poooloo 

and eubllaatee dieacreoablefl oad iaooneiatenoieo. Even the aoot r&tionaliaoA 

aooouat of tho death la tho parooo rooanee, la Which foeuit dieo with ?riatan*a 

loat oabHtte, aitdntinoo tiho effect of tho •nvdor*0 bela* A awflaa; jfc ffllfftffltfyi 

ojr a flouted huaband la ft doaeoti* tangle* «alory too* though ho troato tho 

opieode ouattailljrt tootoroo tho boJUaoo with aontioa of loose's death, 

T*ioti*»*o ohiTalvy and Katkvo tro&ohery. Tonny8«at howoror, oad to oU 

aoatioa of tho potion, oiaoo tho sianovo wtot ooaoont fully to thai* ein, 

oad XooltU doath, oiaoo thero «uot bo no ougfootioa of a oubliao paaoion. 

Bo proeonto aotoljr tho bare boaoo of tho oitit&tioiw^

Aay 4otolio whieh dotlvo froa Calory conc«mins Tristraa'a 

«ith«r ooaotituto traditional ifKseiMioto^oioo or ovo 

Tviotfoa*o qoaxr«l with Mark referred to by leolt ic toieoa froa 

tbo iaoidoot of Sir sogiiaridoo9 wifo, whonoo datoo th«ir onaityi fBat so

long ao kya§o Hark* lyvod ho lovod aovor nftir 3ir Tyotraaoot «o oftir
12&A that, tttea^o thoro ¥*re f&yro ofoohot lov« wao there noao* 9 ^^

ivon ia Kalory the opiaode i» aoaowhat naoayonry, l?ut tranai oi^aod ia *fao 

laot Tournaacnt 9 , Hark aad Triotran beooao two aaiiaala fi^htis^ far a ant*, 

triotraa ia Malorjr oaa bo partially ovouood hia lap««, oiaoo it oeenrrod 

bofoxo the lore-potion, bat how Xoolt yioto on thio jajK «• «&• of aany, 

Af^finpfA^ oftly by ito originating the oninoeity botween her hnobaad and 

aoar lorer. In addition, one foolo that tho aeatuol aqoabble ia otill 

aojiHmiiif with only a ohaafo of objeot.

Frevioue to leolt •» refereaoe to ^*^waride»f wife, Tria^ 

a oubeoqusnt epioodo ia tho tu««of-war between hiaoolf aad Hukt oad

•••oont hia fancy baofe to where 
She lired a aooa in that low lodgo with himt 
fill Matfc her lord had poet, tho Corniah king, 
Vitfc ois or aowoa whoa f rUtram wao away,

Tennyaon reco«niaed tho Uaitationo of thia troataoat and 
oonoidored fweariaff* the legend *into a groat otago drama*. 
IT, 242iw

126* viii, 14*
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Aad snatohod hor theaoei jot droadlng WOPS* than ohaao 
Boy warrior Tristram spake not any vord, 
Bat bode hio hoar davisiag vrrtohsdaoss*12 '

Xa Balery Yristraa io vosadod while hunting aad tho aoooaat ooatianoot

Aad ia th* aeaaotyae ait vao tolde unto Iqrage Marke how air Trystiaojss 
aad La Boale Xoodo vere in that oaner, aad thydir ho oaa vith many 
kayghte* to olo sir Tryotiaae** Aad whoa ho eaa thovo ho found* hyn 
gone, aad aaoao ho toko ta Boaio Xoodo homo with hya and kept* hor 
otrayt*, that ay ao aoaao oho ayg&t never wryght aor seado*«*Aad than 
air ¥xy*traaos toko grot* oovow and oadurod with grot* sorow and 
loago tyaot for tho arov that ho vao hurt* vythall vaa omronoaod*

f onajrooa bratalisod thia voroioa* Xa Malory itoik load* aa oxpvdition 

agaiaat Trtattaat hat ia 'Tho Laat foarnaaoat9 ho io faoaiag vith a 0*00*1 

six or sovoa aad rvtriotos Xaolt liko a loot ohattol* Triotraafo botuKtiour 

ia T*aayoon*» Tozvioa io *x*orablot oiaoo ho foaro to loso hio lif* ho 

roaalno ailoat oa tho onbjoott aoaalf plotting rovoago* Tristraa ia tho 

origiaal is ooaplotoly ooparatod f*«a Xsodo by his being ineapaoit*t*d aad 

proporly safforo aagaish at th« a*p*ratioiu Xt sooas that foaaysoa's horo 

ia aoro oonooraod at boiag oatvittod*

This opisod* ia Malory loads into Tristraa9* aarriafto* Unable to bo 

hoalod of hio wound by Xood* ho goes, oa hor adrlo*, to Xaodo of Brittany

vhoro ho is rootorod» wins her f*ther*s ware for hia* and vith p^rouasioa
129 

aad oaoouragoaoat froa father and brother eventually aarrios hor*

Yeaayvon diaooeiatos the two opioodos» siaoo where possible ho deprives 

Tristraa of his activation ia order to aak* hia appear feekloss* Conaoqu*ntly 

Trlotraa oaaaot aay vhy ho voat to Brittany aftor X«olt*s retom to Maifci 

tho Boaroet ho ooa«s to a reason is to suspoot he was attracted by Isolt f a 

aaao* Xa equally oasttal fashion he believes himself to love her, aarrios 

aad loaves her. Inevitably his reunion vith leolt is on* of reorialaatioa 

oa her part aad shfttgg&ng assuranoos oa his* Xa contrast their reunion ia

127. 11*
128. viiit 39* 

viii, 34*
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although Triatran's nar*iage io oooa aa aa infidelity by Launoclot 

and ttuiaovovo, is oiTillsed and Joyful*130

*ho paring-down and touildin#-up prooaaa whereby Tennyson reinterprete 

tho aetioa of tho logout ia also ottondod to eharaoteriaation. Bo takoo tho 

too** ooeentials of Halory's Triatraa, discards bio ooorontional chivalry and 

OKtenda lila diotingirtohiiig idleaynormaiea until they fcooono Indications of 

oharmoter. Nalory'e knight dooo not have »character1 in t^o modem cense, 

bat io ganovaUy agrood to W a good kni«itt9 fwaldag oooond to Laanoalot and 

boiaf further diotingniohod V3T hie skills at harping and hunting. Th« 

iijMidittou of hia aharaater in 'The Uot TownMttmt1 is prinarily «ao to 

tho voBoral of hia oonvontioaal ehiTalry and Tennyson*e intdrprotatlon of 

hia iQMintHj tv&ditional attritetaa in terms of personality defeota.

The Ttojotal of TriatraaU oonrontional ohivalry pjoridea tho greatest 

point of departure from Malory* la the aourea Tristram norea aa in a 

pofoontj no io soon againat a pattern and as part of that pattern* Hio 

aotirea, his roaotioaa are eottrentlonally graoious and wo find it pwecling 

whoa ho aota agaiaat tho paredoteroined mode of oonduet, rather than 

onlightoniagt when Tristraa Barrios Isode of Brittany thoro io a sense of 

dloappointnent rather than r«relation« fo ronovo any figare from this 

pattern io to expose hin to a serere and realistic judgement. Bat la tho 

oase of fiiotroni when ?«aaoraon has already mprngeA all mention of tho 

potion and Iaodofs death* this is disastrouai ho feeo&neo merely a fiofcld 

advlterer and thoro io UtUs loft in tho story to redeem hin with tho 

roaoval of hia ehiralrie prewesa«

Consequently, vhsapoog Itolory4 (» frttftran diotfwto attontioa Iron tho 

teonsistenoieo of hia pooitiea tiuwttgh knightly deeds, Toanyaon^ Tristran 

danonatrates that hia knightly dooda aro on tfeo oano level an hia 

philanderings, During tho tonrnwwnt of tho Dead Imiocenoo he is allowed to

150. ix, If*
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do a« he pleases through tho fear and apathy of tho other knights. Tho 

oaae foar keeps Hark from confronting Tristram, and it ia only Lancelot who 

Iffeja to aoet hia, but not through friendly rivalry! Lancelot wants frlstraa9* 

death with hatred and Utter contempt. It should bo noticed* however, that 

while Triatrea'a victory is ainialaed by tho cowardice of others* it la 

equally miniaised by his ova arrogance*

Strength of heart
lad sight of Uab, bat mainly use and skill, 
Are winnere in this pastiae of our King. 
Hy hand - belike tho lanoe hath dript upon it * 
So blood of alaet I trow.151

Fhyeioally strong Trietraa aight be, bat this strength is divorced from any 

eode aad is therefore capriciously used* ho wins a tottrnaaent bat win not 

attoapt to rescue Xaolt froa Mark*

Trietraa1 a laok of honour is related to his being a late addition to tho 

Round fable aa he is la Halory* Tennyson shows him as being initially moved 

by the presence of Arthur bat unable to sustain faith, particularly ia tho 

face of tho incipient corruption* this Instability is the hall*aark of 

frietraa'e character, and radiates froa hia throughout tho Idyll, Manifesting 

itself la Iianeelot'e Lassitude, the shrill behaviour of the court, laolt's 

eaoticnal outbursts and the led knight 1a rebellion. Instability pervades 

ell private and public levels, and la ?rlstraais ease is expressed through 

his huatiag*

Tristraa tho hunter is found ia Malory and various passages stressing 

this attribute were aarked by Tennyuon. The following passage froa tho 

Walker edition describee Tiiatraa** welooae at Arthur1 a courti

•Veleoae* said Hag Arthur, •for one of the best knighte and gentlest 
of the world and knight of the aost worship for all manner of hunting 
then beareet the prises and of all teras of hunting and hawking ye 
are the beginner aad of all instruaents and auoic ye are the beet.* 132

fills is again aarked in Tennyson* B copy of the Wright edition of 1858 together

131* tt« m-aou
, I9 self 457*
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with aaothor aipiUr passagot

00 la harping aad oa Instruments of auslko hoe applied hla la hlo 
youth for to loams, aad after ao hoo growed la hlo might aad strength 
he laboured ever la hunting sad hawking, so that we never road of ao 
gentleman aoro that 00 used hlmoolf therein. Aad as the books saith, 
aoo began good moasureo of blowing aad blasts of vsnory and of chase 
of all manner of vermelna aad all these termos have wo yet of hawking 
aad teat iag. 133

The first time wo 000 Tristram la *The Lost Tournament* he is ^earing forest
1*4 

groom -~ aad boat* oa hie arms a spear, bugle aad harp, but his preoccupation

with feuatiag becomes explicit during hlo ride to Cornwall* Bio continual 

distraction by tho $o0oibiUtie0 of game 10 oimilar to that of froro*0 madcap 

Tristram la Thf HpjfcM JIMJ ll>t Hffiillfr vhoro tho context la, however, comic* 

Here tho continual distraction from thoughts of Isolt latlaato tho 

instability of hlo affection.

Before him fled tho face of Queen Isolt
Vita ruby^oiroled aeok, but evernore
Past, ao a rustle or twitter la the wood
Made dull hlo inner, keen his outer eye
for all that walk'd, or crept, or perch'd or flow*
Aaoa tho face, so whoa a guot hath blown
Unruffling waters recollect the shape
Of one that la them 0000 himself9 retura'df
But at the slot or fowmots of a deer -.-
0* ev'a a fallen feather* vanishfd again* ^

This Is tho antithesis of Arnold's brooding Tristram who actively attempts 

to osoapo hlo obsessional love bat finds tho montal picture of laolt 

returning spontaneously to exclude reality. A feather weighs more with 

Tennyson's hero thaa his aistress*

Tristram*s Inability to concentrate oa anything other thaa what tho 

present moaeat affords hlo senses informs his attitude to love* Thereis an 

loolatod hiat of this la Kalory during the awkwardneae of Tristram's 

marrlafos 'And for >iM0msi tmat sir Triotrsmes had suchs ohoro and ryoheo 

aad oil ether pleasaunoe that ho had allmosto forsakya La Boalo Xsode.'
!

133. H* 111, o*
134. Tristram woaro green at Lonasep. x, 69.

136. vlii, 36.
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Par Tennyson TristraaU ooncern vith hunting not only r*vea}a hia willing 

aurrandar to diatraotioiMif but a aantality which finds more pleasure ia 

purauit than possession. ™ Just aa ha hnnta in a aotiveleas, conditioned 

fashion, ae ha leareu Xaolt an a whiat

Bat than what folly had aant hia oversea* 
Aftar aha had loft hia lonely harot a aaao

Equally aaauany ha laawaa hia wife and drlfta baafc to hia Bietraaas» • • • .
the) bUek-blue Irish hair and Irieh ayaa 
Ead drawn hia ham - what aarvel?1?9

Laofciag any apiritual or •oral roota Tristraa ia aiialaaa* a pray to tha 

Boraltioa of tho aoaont and without any rational* for hia actions. Hie 

lora ia little aora than an irraaponaibla aanauality* devoid of any aanaa of 

paaaion or aalfiaaaaaaa* fhia is a^Ltoidaod In hia aoa* * Fraa Ifiva - frao 

fiald * wa loro hat whil* wo »ay* t wharo wo first anoowitor hia ptoilosophy* 

This ia aada in daf aaoa of hia own waakaaaa* Ineapabl« of kaaping hia 

Towa to Arthwxt hia mistraae or hia wife, incapable of taking any daeiaiva 

Una of aation aa ia ehown hy hia draaa, Triatran rationali£«e hia 

teapai-aaaatal inatability» using hia ohaarfatioa of Datura aa a juatifioation* 

Xa hia song ha aqaataa tha <A«nge of tho aaaaona with a dhanga of lowo» and
w

to laolt ha axouaoa hia batrayal of Arthur *s wowa by calling tho& unnatureli

'•••wordling of tha world an X, and know 
ffe* ptaYttigan that whitana are hi» hour 
Vooa hia own oadf wo ara not ongale hara 
Ror shall hoi TOWS * X OB woodaaa of tho wooda» 
And hoax* tha garnat^Kaadad yaff ingals 
Hook thaai wy aaul wa IOT« but while wa «ay*«* 914Q

Aa Arthur1 s ooda voaahaa out to what ia abovo hin, ao Tristraji^ philosophy 

ia dariwad from what ia below hia, Xt ia inevitable therefore, that Tristram 

should aao Arthur's attempt to inspire a spiritual unity aa running counter

197* X»olt i* triatvaa'a 'white hind*. 
11*
"* 

149* 1U 691-6*



154

to what ha, ffcwa hia huntiag experience, considers to bo tha law of nature. 

lefusiag to admit aa afterlife, othar thaa a oaralier reference to f tha draaa 

ta ooaa't or a divinity, or indeed anything non-material, Tristram promotes 

inataad a sensual opportunism whiah ha considers far more realistic thaa 

wo4*d legends and 'mystic babble'. It ia ironical that tha diaaipatod friatraa 

should aaa hia national talnf aa securely foaadad oa solid fact and observation 

af tha material world vat aaaaidav Arthur** spiritual stability aa based oa 

tha afhaaatall

'•••Ba aaaaad to aa no nan, 
But Hiehftil traapliAe Sataai so I awaraf 
BaiBff aaaaadf hut thin want Igr * Tha 
0 ay - tho wholaaoaa aadnaaa af an hour * 
They aarrod tboir «aat thair

•ia lialtod ao^rahaaaiaii thMa haa to tadnaa all ayatary to aoawitary illusion

triatraa ragarda hia way af lifa aa fraoda*f hooaaao ha refuses to admit 

tha iadataaaa of any tonda* I» fact, it ia tha fvaodon of tha |wi«lot end 

Trlatraa ia alifaad with tha aniaala ha hunts, a pyiao axattpl* of tha thaaatio 

of aan raaliaf *baok iato th« l»aaatf * Bia ear««r from 'rough
; . ->

to Arthur's court and thence to tha woods, parallels ia nicrooosnic 

toraa tha prograse of tha kingdom from tho bestial to tha apirltual and thaaoa 

through tho adultery to a second state of ahaaa* Xaolt makes this explicit 

ia haw aoanaat oa Tristraa* a lack of aourteoyi

fPar other waa that other Trietrsa, Arthur*s 
Butthou, thrc1 erer harrying thy wild baaata * 
Sere that ta touch a harp* tilt with a lance 
Baaoaaa thaa wall - art grown wild baaat thyself

la fha Holy Grail9 tha evolution of man ia depicted ia Merlin's sculpt urea I

f And ia tha iowaat boaata are slaying men, 
Aad ia tha aaaaad aaa are slaying beaata, 
And oa tha third are warriors, perfect sen, 
Aad oa tha fourth are men with growing

UU 11* 667-71*
142* 11* 629*92*
143* 11* *34~7*



Tristram represents a backsliding froa the third to tha saoond state, with 

tha ahadow af tha first loaning ovar Ma* associated as ha is with woods and 

wastes rather than tha civilisation of tha court. Indeed, by this point in 

tha cycle tha symbolism ia familiar. Character* who deviate from Arthur's 

idaal retire to tha wasteland whioh nirrore their spiritual state, as is tha 

aase with Geraint, Balin, fterlia, Lancelot and Perceval in 'The Holy Grail 1 

and Pelleas as tha Red knight. It ia a measure of Tristram's degeneracy that 

ha doaa not regard hia association with tha wilderness aa an exile but rather 

a* an aajayaaat*

Triatraa tha hunter who lapses into tha aniaal is balanced by Hark tha 

animal who baooaaa a hunter* froa this metamorphosis arises tha ahadow of 

tha first sons where * beasts are slaying men*. The freedom friatraa advocates 

dapaada mpoa tha ability to survive and Hark constitutes tha threat to his 

survival* friatraa oan act aa he likes so long as he is strong and clever 

enough to aaaapa tha aaaaias ha Inevitably makes. But Hark ia an arch-enemy 

af axtraaa cunning and aril* Hia cowardice and treachery are wall supported 

ia Malory and even the aniaal imagery whioh Tennyson uses extensively in his 

portrayal has a precedent t

But Sir Launcelot hada ever Sir f ryatraa beware of Ky,A£» Harks for 
aver ha called hya in hya lattira Kynga Pence, as who saythe, ha 
faryth allway with wylys and treson.., 1**

Although ha ia visions and vindictive hia cowardice forces hia into devioua 

ways, Vhila hia Jealousy prompts hia to have 'Scratch1*, bitten, blinded1 

Isolt, hia faar of Triatraa, tha stronger animal, prevsata hia froa harming 

hsrv hat instead direots hia to use such devices as poison and ambush, 

Howavar, whils Mark ia baast-like, Tristram is tha more despicable for having 

rejected the values whioh would hare raised hia above Mark's level*

Aa a hunter Tristram ia associated with violent death and as an exponent 

of Jungle freedom ha ia bound on a course of disaster. Tha figure of Mark

144.
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•talking behind the lovers emphaaiiee thla and ereates a dramatic tension 

which la releaaod In the brutal violence of the murder* The killing has a 

parallel In tho slaughter of the fted knight and hla band, where a lair of 

beaata la hunted down by knlghta of the Round Table, who themselves descend 

to the animal level In the 9*0*000. Here a hunter la killed by a beast, 

denonatratlng how inextricably the two levels are involved* Once chivalry 

la renorid from the concept of might there renalna only a vicious and degrading 

battle for survival.

Tristram's aeoond traditional attribute* hla skill in harping, constitutes 

not ao nttoh an Indication of character aa a nexus of character and thematic 

'movement. Tale 10 mainly apparent in the interview with Dagonet* Bare the
-'.''"• 3?"'"

• aftaie haa two interlinked symbolic values. Primarily It atanda for order, 

0j0 achieved through the observance of spiritual ties. Tennyson had used 

music in previous Idylls to connote a spiritual quality! for example, the 

Lady of the Lake and the Grail are attended by mystical harmonies. But 

around the time of writing 'The Laat Tournament' and 'Gareth and lyetftte* 

ho chose to emphasise the symbol, showing Tristram aa a false harper who 

breaks the muaic whereby the city 10 built* (Later, in 1873t Tennyson added 

the battle-hyan to 'The Coning9 in order to atrengthen the impression of 

aplrltual unity.)

Tristram's skill in harping la well-substantiated in Halory. lie 

youthful proficiency la atreeaed, he disguises himself aa a harper on hie 

first voyage to Ireland, where he teaches Isode musics in hla madneeo he 

derives solace from the harp* and finally he la killed while harping to his 

mistress. la 'The Laat Tournament' Tristram's harping Is proficient 

technically but paradoxically atanda for the spiritual discord of which he 

la a part* His aong of free love, being an expression of a disharmonious 

life, la regarded aa 'broken muaic 9 by Bagonatf

•for when thou play-eat that air wtth Queen laolt, 
Thou nakaat broken muaio with thy bride,
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lav daintier namesake down ia Brittany ~ 
And BO thou breakeet Arthur's music

Arthur's music ia not treated by Arthur, but haa ita origin in heaven, and 

tha vow** broken by Tristram* are expressions of a divine order* Thia ia 

ooaotaely pointed oat by Bayonet who heara ffa silent music up in heaven* 

along with Arthur and tha angela* and will only move in accordance with that* 

hence hia refusal to daaoe to Tristram's playing*

Secondarily, the fcmftge cornea by association to mean wisdoa. This ia 

heightened by the paradox of the fool and defined as being a quality outside 

the range of worldly wisdom represented by Trietra** ttagonat refers to 

•tha broken nuaia of hia brains', but spiritually thia ia a healthy state, 

ainee only by breaking through the rational cam tw apprehend the true music. 

Ha ia only a mock knight and a fool, but he alone holds his vows, imposed in 

sjaokery but made in earnest* aa snored* the oth«r knightav holding their 

aaered rowe in aockery, infer that only a fool would maintain Arthur '0 code, 

9feeir wiadomt tho rationaliaation of their betrayal of faith, ia a coapound 

of witt eaorilege, •aterialiam and expediency. fiagon«tf the traditional 

exponent of wit, invaigna againat thiat

9 •••being fool and seeing too much wit 
Hakaa tha world rotten* why, belike I skip 
$o know ftyaelf the wiaeat knight of all»*i46

Zt ia thia wit which haa been the vehicle of corruption* riequl goaaip and
147

presumptuous questions erentually leading to peraiesivenessi

And Dagonet answered, 'Ay and when the land 
Vaa freed* and the Queen falsa* ye aet yourself 
To babble about him, all to show your wit * 
And whether ha were King by courtesy* 
Or ting by right - and so want harping down 
Tha blaok king's highway, got so far and grew

149* "•
146. 11. 246-6.
147. The those of ru&our'a abstractiveness runs throughout the 

ainaa it constitutes the Tehiele whereby the corruption of Guinevere 'a 
adultery spreads I Oeraint removes and suapecta Knid because of it; Vivien 
uaea it aa her chief weaponi tha court runs riot with speculation eanaarning 
Lancelot and Klainef Itarre ia bored because Pelleaa cannot talk in a 
•worldly way*.



So witty that ye played at dueka and drake* 
With Arthur's TOWS on the great lake of fire**148

Thi» babble, Manifesting itaalf in the loud airth which followa the 

tournament, precludea any apprehension of the 'silent attaio* which moves 

Dagonat and Arthur in a apiritual rhytha opposed to the courtly frenzies* 

Consequently Arthur ia linked with the fool ambivalently! ha Is considered 

a fool for hia impossible idealism

*Ay, ay, ay brother fool* the king of foola
Conceits himeelf aa Gad that he can sake
Figa out of thistles, silk froa bristles, milk
Fraa burning spurge* honey from hornet-combe
And aen froa beasts - long live the king of foola 1*149

bat, aa Dagonet implies, while aping the eynioiaa of the court, what worldly 

cleverness sees aa folly is here apiritual wiadoaf and while Bagonet ia wise 

in perceiving this, Arthur ia attempting to practise hia idaaliaa is indeed 

only the king of fools*

Trietraa's music ia representative of thia worldly wisdom, but it also 

incorporates the image pattern of the beast, and so interlocks hia attributes 

of harping and hunting aora firmly on a symbolic level* The beaat imagery 

l» particularly strong in this Idyll, and Tennyson extends its connotations 

by involving it in the 'broken music' themet the beaat ia here a rational 

beaat who haa raisuaed hia reason deliberately to escape hia apiritual 

ponsibiUtlea, Dagonet aapirea to follow Arthur*a music, having begun

life aa a 'swine'f Tristram, having regressed, plays 'broken tausic**

The fool crystallises the two themes in the image of Orpheus, a parallel 

to Tristram, ia that ha ia a pagan harpert

'.,,swine, goats, asses, rams, and geeaa
Troop'd round a Paynim harper once, who thrunm'd
On suoh a wire as musically aa thou
Some auoh fine aong * but never a king* a fool. * 1 50

Those who move to Tristram's music are of the aniaal level, but the icing*a

148. 11. 338-45-
149. 1U 354-6*
150. lit 321-4.
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fool, having ojMended from that level and acquired spiritual wisdom refuses 

to follow those who consider themselves superior.* This concept is expanded 

Isgr the explicit linking of hell with the pagan music through an extension of 

the Orpheus image. Tristram replies that the beaets had acre wisdom than 

Sofonet, since Orpheus was such a sjistsr he oould •harp hie wife up cut of 

hell9 * Bagonet retortst

•And whither harp*st thou thine? down .' and thyself 
Down* 1 and two morel a helpful harper thou, 
That harp'st downwards ! *15i

The emanation of the behaviour symbolized by Tristram's music is made 

explicit through this central Image, which, together with the interchange 

itself 9 prepares the ground for the ensuing action within the thenatie 

structure* It should be noted that this use of Tristram's traditional 

attributes as symbolic values marks an increasing sophistication in Tennyson* s 

nethods and goes far beyond the use Arnold makes of then*

the greatest change, however, which Tennyson makes in his original, lies 

in the quality of the love between Tristram and Xsolt* In Malory it has its 

inconsistencies bat one is convinced of its rl^tness as part of the chivalrio 

order of things* Hi 'The Last Tournament* Tristram's love for Xsolt is a 

relic of past passion, rattier than a vital relationship* Be returns to his 

njstress, mot through overwhelming desire, but through habit combined with a 

vowing Instinct. Through its association with animal imagery, Tennyson 

intimates that the main IfflAMI jj'ftifff for the relationship is sensuality* 

Tristram shows no apprehension of Xsolt9 a character or situation, but uses 

nor selfishly, avoiding responsibility or commitment. Indeed* so strong is 

his desire to avoid commitment that he admits to not wanting her love - *What 

if she loves as still? I would not that* - but his egoeentrioity cannot 

support the idea of her hate either* This parallels his indecision concerning 

the two Xsolts demonstrated by his dream, in consequence of which he 

oscillates motiveless between then*

n
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Iaolt'0 love la alao debased, since it atoaa froa a hatred of Hark 

rather than a disinterested lore of Tristram. Both emotions are inextricably 

IxnrolTodt

f % OedJ tho aeasure of ay hato for Nark 
la aa the aoaauro of ay lore for thee,'152

Sho only lores Triatraa aa ho eoaparea faTourably with Hark and represents 

escape and protection}

*0 were X not ay Mark's by whom all men
Are noble I should hato thoo aoro than lore.' 1 53

Sho is painfully awaro of hia faults, fearing suffered froa them, and oroa 

hallo Isolt of Brittany aa a fellow-sufferer, since she too has loved and lost 

hia. la a result tho aeotlng develops a mood of recrimination which intimate* 

that Isolt 9 s lore aad hato are not neatly diTidod between Tristram and Hark 

reapootlTOly, bat that while Hark has none of hor love, Tristram has soao 

of hor hato. She reminds Tristraa of a former miatresa, asks about hia 

carrent one, blaaoa hia for loading hor into sin, impresses on hia hor agonies 

during his sojourn in Brittany, rails against hia discourtesy, demands hia 

undying lore and taunts hia with tho possibility of hor infidelity. Tho 

sparring aateh Is only resolved in their united mockery of Mark and 

reminiscences of their woodland interlude.

However, although Isolt recriminates with Tristram, she needs him as a 

refuge froa hor 'shambling king9 aad hor conscience, Sho recognises hor 

need for forgiveness, dospite tho logic with which Triatraa first incited hor 

to sini

•That Guinevere had sinned against tho highest,
Aad I * aiayokod to such a want of man -
that I eoald hardly «ia against tho lowest.' 1 54

Bat she is unable to auater tho courage to flee to a convent * an idea which 

presages Guinevere's flight - and unable to relinquish Triatraa for a Hfo

152. It. 555-**
153. 1U 394-5.
154. 11. 566-e.
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of hell with Hark* Consequently* ahe turns to Triotmn for false comfort, 

ahe recognises aa 8ueh» bat needs nererthelesoi

•flatter me rather, seeing ** ao weak,
Broken with Hark and hate and solitude,
Thy marriage and vine omit that I should suck
Uea like aweat wiaeat lie to aes I believe. "5?

attempts to secure a future with Tristram in the face of transience, but 

ahe kaowa it ia a doomed attempt because

•the power 
Vaa once in TOWS when mm believed the King. 1

the breaking of this bond means the breaking of aU bonds, and so Isolt 

aannot ensure their relationship,

. Tat Isolt ia prepared to fool herself , and this marks a further atop in 

Ton&ysoa's exposition of the thane of deception and fantasy* Elaine boetowed 

he* leva impossibly, but died with her illusions } Felleas bestowed his 

unworthily, but was destroyed by dieilluaiowseatl Xaolt has bestowed her 

love unworthily and unlawfully, and ao seeks for some sort of consoling 

illusion to veil the reality* Tristram rationalises his disloyalty aa 

natural and therefore right, but Xaolt tries to blot oat hers with self* 

deception on the one hand and loathing of Hark on the other* Through her 

eelf-deoeption ahe attempts to see her relationship with Trlotram as sound* 

and through her hatred of Nark ahe attempts to aee it aa justified* This 

neurosis ia emphasised by her fantasy gestures. She imagines herself 

rofftftntloally dead at the feet of Isolt of Brittany, or fleeing to the arms 

of Cod. She flares up in rage at Triatraa one moment and cajoles him the 

next. Her emotional instability reflects the laok of social stability and 

the aeena between herself and Tristram indicates throughout the failure of 

their relationship,

fiat traditional lovers are diaaater-bound beoause of the power of the 

potionf Tennyson's lovers are also disaster-bound, but because of the guilt

155* 1t» 
11,



Inherent in their lor*. Tristraa la brutally out off by Mark and Isolt la 

preauambly laft to hie tender aarolaa* Ther« la ao honour and certainly no 

roaanoe la thalr end, which 10 th* eulalaaiion of a pattern of daath and 

violence linking tha narrative strands throughout the Idyll* Heatllng dlaof 

tha ohurl la horribly <Usfi*tt»ed| tha Rad knitfit and hid works ar* obllteratadf 

tha bereaved woaan receives only cyniclaa from Tristraaj the two Isolts draw 

blood over tha oaroaaat in Tristram's dr*a*| Trietre**s hande are 

bloodetalnedi Arthurvs words menace Lancelot Ilka •birds of prey'I everything 

vraele back Into the beast*, I?or does thia pattern carry with it a oonse 

af exeiteBent or energy releaeed. Rather, it la permeated by a «0arlae0a9 

|00t a0 Lanoalot la wearied by the fiaooo of the touraaaentt or * aenaa of 

horror9 aa 10 preeent in tha aocownt of tha aaaaaere and Triatram'a murder*

Tha orerall effect 10 *a ahower of blood In a field of aolr9 f since tha 

pattern la intenaified with referencee to and and radneaa* fhe raud, which 

dra^glea tha ladies'afelfta* eubctitutes for wine In Bayonet's golden cup, 

eonstituted Pagonet'a ayabollc envlronaent In Kxperience'o nurseryt and 

literally engulfs the corpse of the led knight, add0 to the depressive effect 

of tha Tiolence* The horror, howerer, seeras to derive in part frora tha 

flaahea of red throughout the Idyllt tha ruby necklace, the Red knight, the 

*froBen blood* of Tristram'a 'red dream1 , tha 'red-paining1 fire which 

destroys the bandit's castle, and the red blood of manhood with which 

friatran excuses hie perjury. In contrast, whitanees la acomedi the ladies 

change thankfully from thalr virginal white Into bright colours, leolt of 

the white hands 10 'pale-blooded* and ao will yield herself to Cod, and

*The ptarmigan that wliltans ere his hour 
Vooa his own end. 1 157

Innocence 10 equated with 0ircplo-aind«dne00 and the tournamont la aptly named*

157
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A0 the th0a0 of violence is a direct result of the pervasive decadence, 

it ie closely aasoclated with the ooohatologieal overtonea of the Idyll* 

The rofereneesto hell imply a judgement on violence and d0atht and relate 

brutality to the forcee of spiritual darkneoe. The Red knight IB a type of 

Satan, making hia rebellion in the North and setting up a kingdom of 0vil 

which he 0110000 to be superior to Arthur *0 on account of its comparative 

honesty* Tennyson aete the £04 knight in this unholy perspective with the 

Churl*0 eatryt

oharl, for whom Chriet died, what aril beaet 
Hath drawn hia claws athwart thy facet or fiend? 
Kan was it who marred heaven** image in thee

The idea becomes explicit in Arthur'8 reference to the heathen who *lak© 

their last hoad like Satan in the North.* When the R0d knight speaks he 

aligns himself with darkness and profanity* Tristram describes hia first 

impression of Arthur as 'Michael trampling Satan9 which relates baok ironically 

to Arthur* a kai^ta killing Pelleasi

There traapled out his fa«0 froa being known,
And sank his hoad in mire, and slimed themselves. 1 59

foe hell theme is aloo widened out in Dagonet's reference to Tristram9 a 

oareer, with the rest of society, down 'The black king's highway*. Here 

damnation is seen as a concomitant of worldllnofis and those within the Order
!

are condemned equally with those who make open rebellion aptiast it*

Besides setting up an awareness of hell and judgement the specific 

references to Satan enphasize the idea of damnation tlirough rebellion* This 

is obvious in the eaao of the Red knight, but throughout the Idyll man is 

seen rebelling against his higher self, Cod, Arthur and his follow non* 

ffco traditional aaity of Lancelot and Tristram is changed to loathingl 

Tristram breaks hie vows to Arthur, to his wife and his mistress; laolt

158. ft. 62*4* 
15$, 11, 468-0*
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breaks her vows to Mufti Ouinevere noos froa Arthur. Tho keynote of tho 

Idyll is division aad failure ia relationships, aaodaao) aad spiritual* 

Xaaoconce sad iatogrity aro a thiag of tho past* chivalry ia contoet, honour 

ia war, sad courtesy ia lovo aro dead. Tho burden of tho poem is 9Ths glory 

of e*ff fto*ad Table is no aoro*. As spiritual unity is finally shattered, 

mmflt boroft of a scale of values, fall* back oa his primitive iastiaots* Xa 

•oasaquonoo, a aood of aoakory aad cynicism prowmilsf tho Rod knight 1 a ruls 

is a aoofcory. Mark*e kingship is a mockery, tho tournament is a mockery, 

Tristram parodiss Laneolot and swan his rolatioaship irith Xsolt is a parody 

of that botwooa Lancelot sad Ouinsvero, tho prossnt ompty obssrvanoos aro a 

aocksry of past glory* Ironically, tho professional mocker aad 

is tho oaly oas who mocks tho inverted standards*

Thus *Tho last Tournament* forms tho nsarua of tho amjor imago patt<

*a the IilUs> Although it is dangoroas to probe tho allegorical lerel, it 

is perhaps true to say that the aatioa has sore ayabolio signifioanos than 

in any Idyll written hitherto* Sot oaly aro tho narrative threads astutely 

oottaterpointed, bat actions snd oharaoters possess a value whieli traaseonds 

tho iasjadiate sad spooifio* fas Tournament of the Band Xanoosnoo oonrinoes 

sja a localised event, bat Lanoelot'e tt»urpatioa of Arthur's chair, tho iaago 

of his woariaosst tho ourse of tho anonyaoue kni^it, the bedraggled whiteness
!'».•"'•'"" .

aad tho dirgo for past glory, land tho event archetypal connotations consistent 

with its titlo* fristraa oarrios woi^at aa an individuated figoro* bat ho 

is tho foow! of so many iaago pattoraa, that ho attains aaothor dimension of 

aoaiilnt This is evidont ia a ooaparison with Geraint, for oxaaple, who Is 

oaly loosely connected with tho theme of doubt and whoso adventures sro 

dosoribod largoly for their owa sako« Everything frlstraa doos or says is 

oonoontrated oa some facet of the decadence Tennyson is portraying.

fhis loading of syabolio valuo oaa porhaps bo attributod to tho faet 

that Tennyson had dotoraiaod tho plaoo of tho Idyll ia the overall sohomo 

ooapositioa* From a narrativo viewpoint it is firmly linked to
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'Pelloa* aad Bttarro9 and 'Guinevere1 i tho results of Polloa89e 

disillusionment aro oooa ia his rebellion, prefiguring that of Hordred, and 

tho ovonta laadlaf up to tho flight of Guiawere, intimated at tho end of 

ftho La«t tottrmoaoat 9 are fully recounted ia 'Quinerere*. The thaeatic 

dorelopmont benefits tram thl» aoouraoy of plaolng aa from Toamy*oa90 , 

doopeoiac poroeption of tho ambiguities aad paradoxes lying beneath tho 

aurfaoo of hia aaojoot*

nth PoUoaofa dioiUuaioaaoat tho last flaao of idoalioa ia «actiagnUhodt 

fllotfoji topraeoata tho yoaalalng 'hollow men1 , Tho restraint* oa ooxoality 

avo oaot off with tho extinguishing of thio flaao» rooultiaf ia Tristram's 

oolf~iatof«otod adrooaoy of f**o loro. It ia iaportant to ooo thtoe two 

Idylla ia ••queoee, ainoe the linking of Polloao*a love with his idoaliam* 

aad tholr anbooq«ont deetruetiotit iHnaiaatoo tho strong link between tho 

too** theme aad the aatorlaliatto eynlciem ia »The loot Tournament 1 . With 

PolloaoU dlaoorexy of Gaw&ln'e unfaithfulness tho whole order olidoo into 

a aow lorol of deoadeneo* Lore la no loagor possible, not ovoa the Illusory 

lore of Elaiaof only aenaraality bereft of all courtesy remains. Arthur9 a 

in 9Gaiacrro3PO* gaiao aow point from tho Insertion of 'The loot

•I aado thoa lay their hands ia sine and swear*•« 
To load owoot Urea in purest ohaatity* 
to lore one aaidon only, oleare to her, 
aad worahip her bgr yeara of noble deeds f 
Itotil thoy won horf for Indeed I knew 
Of no aoro subtle oaster under hearen 
Thaa ia the aaidon paooioa for a aaidt 
lot oaly to keep down the base ia aaa*
•at toaoa hl«h thought aad amiable words 
Aad oourtliaoMt and the desire of fame, 
Aad loro of truth aad all that makes a man. 11 60

the breaking of thooo *owa leads directly to tho final «ta§o of decadence. 

SB *the Last Tournament* tho emphasis falls oa tho gonerel state* Tho

11
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oppressiveness of the IdyU arises fro* the fart that the whole of society, 

vita the one exception of Dsgeaet, is corrupt, and Tristram, in representing 

that corruption, acquires symbolic value. Thus the subject matter dictates 

this treatment to a certain extent, but it is the overall symbolic scheme 

which defines this in the first placet in the war of sense with soul 'The 

Lest Tournament 1 represents the victory of sense, but a victory which carries 

with it the seeds of its own disaster*

this placing in the symbolic scheme is emphasised by the dripping autumn 

setting, perhaps the most forcefully and skilfully blended of the symbolic 

year portraits* It is impossible to say when this unifying framework was first 

considered* Tennyson may have intended it for his epic, but the winter 

setting of the •Morte dv Arthur9 may be attributed merely to an appropriate 

match of meed and action* The framework assumes no importance in the early 

Idylls since they were not then considered as part of a development.

Only in 1869, with his final decision to treat toe Idylls cyclically, 

did Tennyson begin to stress his concept of the symbolic yeart after 

deliberation he ended 'The Passing9 with the line 'And the new sun rose 

bringing the new year9 } 'The Coming9 places the wedding of Arthur and 

Guinevere in ftayf "The Holy Grail9 takes place in summer, followed by the 

deceptive Indian summer of 9Pelleas and Ettarre9 * This gives rise to the 

depressive autumn of 'The Last Tournament 9 , a season Tennyson had already 

associated with disencliantnant in 'The Lady of Shalott 9 , This autumn is not 

a time cf fruition, but a bedraggled season which mocks with memories of 

better times, and heralds the barren winter of the last two poems*

But while 'The Last Tournament 9 is crucial to the symbolic scheme, and 

closely connected to the narratives which flank it, it nevertheless introduces 

vis, Tristram some unfamiliar material* Only two references in the previous 

Idylls give any clue to his identity* In 'Guinevere' Tennyson parallels 

his sin with that of Lanceloti
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•Than earn* thy shameful sin with Lancelotf 
Then oame the aln of Tristram and Isoltj 
Th«n others, following these my aightiest knights, 
Aad drawing foul ensampla from fair names« 
Sinaed also...M61

and Elaiae1 Tristram la only briefly mentioned*

•..dawain, surnamed The Courteous, fair and strong, 
And after Lancelot, Tristram and Ger&int 
And Gareth, a good knight...1*2

These r«f«r«neo« do not plaoo Tristram la any recognizable contwrt* nor 

could Tennyson rely on any general familiarity with the legend* It waa 

neeeaaary* thereforef to oreate an awareness of the Cornish ambience earlier 

la the aequente to enable sane sort of identification and so make the details 

of the etory aore digestible. Consequently, Tennyson introduced Mark early 

la 'ftareth and I*ynette' t so that he foousaee the othenrise namelees erlle 

eEl«tln« outeide Arthur'a Jurisdiction. la 1875, having finished *BaHa and 

Balan', 5 Tennyson added the prologue to 'Kerlin and Virlen1 , which shove 

Vivien aa a second eiaiasary froa lark to Arthur's court and explains her 

ajmearance in the former Idyll*

This creates a coherent subplot, since It unites the three, perpetrators 

of evil, Vivienf Hack and Kerdred, and gives their activities point. 

Previously Xordred and Tivlen had boon presented as conspirators In V0nlaeverec 

aad the latter aa Herlin's downfall to •Merlin and Vivien1 . This arbitrary 

state of affaire was tightened ur after Tennyoon's contemplation of Mark 

during the composition of *The Last Tournament*« The episode In 'Garcth and 

loraette9 introduces him and gives him a motivation against Arthur. In 

addition, we are Introduced to fcordred, a sinister creature genarleally 

related to Hark. Thus Tennyson establishes the external and internal forces 

which will eventually precipitate the disaster* The go-between Is Vivien* 

a role which gives her seduction of Nerlia a new dimension, since it la now

Ute It. 484-6.
1$2. 11* 353-5*
16% Written 1872*4* Publiohed 1885.
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aeon aa a major Tictory in a hate campaign against Arthur9 a order* The 

prologue added to 'Merlin and Vivien9 shows Mark's cynicism about courtly 

loret and hia apprehenaion of it aa a vulnerable point* Just as Arthur 

inspires hia knignta to good, ao Hark inspires hia ereature Vivian to 

eorruptioni but aa Arthur9 a knights, while still unoorrupted9 perform their 

daada openly. Vivian aata under cover like the rat in the dyke* Her taotioa 

constitute % feminine veraion of Mark9 a tMMfeeroua oano»uvreaf but are 

•cure atibtle, eince aha appeara to be other than she is* Merlin9 s subjugation 

proves her etrength against the wiaeet, and in the final addition to 'Balin 

and Balan9 aha easily overcomes thoae unsettled by doubt* Her alliance with 

Mordred is inevitable*

Theae additions deepen the effect of 'The Laat Tournament'. Cornwall 

ia no longer a neutral place, coloured only % the individual evil of Hark* 

It ie the headquartera of rebellion and 00 baa links with the Red Knight's 

atronghold, the difference being that the latter ia an open defiance. An 

additional link ia aeen in Guinevere9 * for while Hark moves against Tristram, 

hia confederates move simultaneously against the greater pair of adulterers* 

'The Laat Tournament* thus shows society caught in a pineer movement between 

its own decadence and the agents of destruction, who recognise that their 

opportunity for open notion haa arrived.
^

But the first readers of the Idyll, published in the

Beoetnber 1871, did not have the advantage of these additions, and it

waa not until the following year that the figure of Hark was broadened out
164 bv the reference in 'Careth and iynette9 * Ironically, the only real

accusation of a faulty integration came from Stopford Brooke after Tennyson 

bad collated the additional links*165 Indeed, T* H. Leary, who reviews 

*fhe Laat Tournament' most favourably, praises it on account of its internal

164. Published with 'Th« Last Tournament* 1872* 
* Stopford A* Brooke, Teyyym*^ (1894), pp. 333-4-
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and overall coherence. 166

Unfortunately, the Idylla no longer olaiaed rapturous attention and 

this, together with tho dubious subject natter caused tho work9 s sufSBory 

dismissal* Tae reviewers were mostly uaenthusiastic, though the majority

••food it to bo a superior work to 'Oareth and kynette 1 * BtifijjffMll*!'

all approach the third 

i&etalmnt of tho JtfgUflL with a aonso of J&i0le> ffifiilfcltf^fl Particularly 

that tho novelty has evaporated and wishes that someons would 

Tennyson to stop* Having totally condeaned *Garath and lunette9 , tho 

reviewer then allows *fho Last Tournament 9 soae of Tennyson9a 'ancient fores 9

•a* 9 fragments of beautiful poetry4 and finishes tho article by suggesting 

that Tennyson is scraping the barrel*

gftTf>1?ff*^> ft ^fffiffliil ** leea swooping and more prepared to bo impartial, 

although the review begins*

Xt ia a pity that our Laureate has been witohed % Merlin, and pours 
hie genius out ao lavishly on ouch a worn-out thene as Arthur and his 
knights* Veil aa he has treated it, we own ouraelvos fairly tired of 
the 9table round9 *

The reviewer prefers 9fhe Last Tournament 9 to 90areth and kynette*, finding 

it aore 9 interesting, although tho tone is sad9 , noting tho 'excellently told 9 

dialogue between Tristram and Isolt, and finding it an admirable example of

•tho bitterneee and instability of illicit passion9* But while the Idyll 

is % noble fragrant 9 , contributing to a 9grstnd aoaaio', the review closes 

with tho qvalifioatioa that the Arthurian is a Hhreadbare subject9 .

Whereas ffliMlMffft9 * J<"iyn*i eonsidora the work to be irrelevant to tho 

19th century, tho ]Tflr+-n>pfrtlv f^V* states that Tennyson*« central idem is

•a Mral conception ia the •odarn sense9 * However, tho reviewer continues!

166.
167. 

(Deeenber 1

OCJOTC (April 1872), 42>30.
___ (Decezaber 1872), 760| C*^|||f|ra*a Jft^rf\ft^- ocolxiz 
01>161 PortBlghtlr Review, gviJi tPsoeaher Iflfyg), 7^7^.
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Mr* Tennyson aaaaa to have introduced tha poorer and not tha finer part 
of modern ethics, till ita effect on that aide, in spite of epiaodaa of 
partial beauty, tendaraaaa aad even dignity, is, oa the whole, Jejune, 
patty, unreal and undignified. In the case of the 'Last Tournament'... 
thia quality cornea out vary painfully, ia tha treatment of tha character 
of Tristram especially.

Apparently tha reviewer aanaot bear to enlarge aa thia, but perhaps it is a 

alightly aore perceptive response than that demonstrated by the ^thenaeum. 

which dwells oa Ieolt fs beauty aad comments on Tristram's endt 'Thus dies 

oaa of tha moat stalwart kaighta af tha Hound Table'.168 There ia a local 

conflict between those who find paaaagai of 'Beauty' and 'power' in 'Tha 

Laat Tournament* and those who find it repugnant. But generally this ia 

overshadowed by a feeling of boredom.

The London Qtj^ff^^^y aoviaw * also generates thia feeling by opening 

with tha weary hope that Tennyson haa now completed hia'Arthuriad 9 'and
5

paaaed oat of that atmosphere that haa so loag bean the bane of hia poetic 

faaiua9 . He goes oa to dismiss 'Careth aad Lynetta', preferring tha 'shorter 

aad considerably batter9 Idyll af •the Last Tournament 9 . This follows a 

familiar pattern, but suddenly we are presented with a new line aa tha 

reviewer champions 'the fine old romance of Tristram', scorning 'the inadequacy9 

af Tennyson's treatment, approving of Arnold's rendering and praying for a 

definitive Tristram poem from Swinburaa*

Tennyson's degradation of the tragedy into a 'vulgar amour', produces 

tha following outburstI

A common plaaa man of mere brute etrongth, and of a thoroughly worthless 
nature, ia no fit subject for the development of a tragic vein in high 
poetry| aad the low level of tha Laureate's Tristram roba of all high 
tragedy tha lawlessness of hia lores and tha raeannoss of his fate... 
Why tha Laureate should have chosen to depict a common bully*..may be 
explained ia various way si probably tha adoption of an allegoric 
system of aoralieing had something to do with it; for under that system 
Tristram not unnaturally becomes the simple unmitigated type of that 
degenerate knighthood prevalent immediately defore tha 'passing of 
Arthur9 ! hia life and character disgust uaf bat his doom does not move 
us, and hence does not appal*

168* Athanaeum (26th October, 1872), pp. 521-4.
169. London QiytftM'lv Review- zzziz (January 1873)* 394-405.
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Thia diamlaeal of Tennyson's oreation ia interesting because it springs from 

* aeaae of injury done to the legend and not from a prudish disgust. It ia 

the earliest inetanee of aueh recrimination, which beam** nore prevalent with 

the legend*s populAriaation, and ia the acre impressive for being unaotiTated 

tgr Wagaerian enthusiasm*! the reviewer*a ehaapionahip reata on the mediaeval

Amongat later oVJeotoi* Stopford Brooks feela that this 'invented 

TriBtraa' ia 'admirably done9 but object*!

• ••the old story of Tristram and Xaolt ia entirely charged and degraded* 
Trlatram ia not the Triatraa ve know, nor Isolt, our I«olt, they are 
both vulgarised. AH the romance ia taken out of them* their great 
and inevitable lore ia turned into a eomon intrigue* Their nighty 
eorrov, which haa drawn the heart of the world to it, which so many 
poems hare made into a purification of the soul, and to which Wagner 
gave all hie atreagth, la left untouched by Tennyson. »«JIcone haa a 
right to alter out of recognition two characters in one of the great 
poetic stories of the world, and to blacken them* Tennyson ought to 
have had more reverence and more intuition*.. To make a great tale 
in thle fashion the atalfcing»horse of morality, to use it for a passing
•met at adultery, to degrade characters which are not degraded, ia an 
iniquity in art.170

This view demonstrates the strength of the reaotion towarda the legend which 

occurred in the last two deo&dea of the century* It also demonstrates how 

distorted interpretation of the legend had become through Magnerite 

enthusiasm. In fact, it is ironical that Brooke accuses Tennyson of changing 

the legend, since he la equally gulltyt Tennyson altered what he found in 

Mftlory, Brooke, what ia to be found in Gottfrled* Each interpretation haa 

a value, but neither ia superior and, certainly, neither is more But Kent ic, 

as Brooke laplles. Indeed, one wonders whether a reading of Kalory or 

Beroul unsupported by the Triatan cult would have produced the aame 

convictions about 'inevitable love9 and 'nighty sorrow*.

•The Laat Tournament* thua never received the consideration it deserved* 

Peripheral issues such as disenchantment with the prolongation of the 

or the Triatan vogue distracted attention in many oaaeaf ia others , the

170, Brooks, Tfroflfimli- PP*
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demand foir Beauty and Bobility «*Mi It* rejection. However, it ie a 

vork of ataur*» It evoke* poignantly $he spiritual aalaiae of a deoadent 

eooiety, blending th« oppoaitea of lAMitudo arid rlol«nc« into a 

oo«pr*h«n«lbl« patt«ra« The artiatie dlmeaflione are conaiderable, not aesroly 

f0r the onotioaal and pictorial eloatata* but also for th« Intellectual 

toughneas which uadevpiafl the whole •tructuro* It tronecenda any aoeiologieal 

eonoern or didactic intentioa» aubaumiiig the moralietic§ and constituting 

ioatoad the penultiawite act in a tragedy which embraeee a society in all its 

aapoete* Oao cannot therefore condenn r^o«y«on for distorting the legend, 

eince what ho creates ia a unity which stands on its own terms* Inotead, 

•the Laat Tournament* remilm an object leaaon in reworkifi^ auoh a source, 

aince whaterer Tennyson doea to the legend, he gives Ma version far more 

aignlfloaaoo and veig&t than the adulatory works which were to follow.
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C1IAPTEH V

.Swinburne* s Tristram of Lvonesae t the Pre*»Rat>ha.elite react JOB

Swinburne's Trtf *JFflffli ..ffli iyon<188* constitutes a reaction against 

Tennyson's approach to the legend* Nothing could be further removed from 

the tightly-structured moral criticisms of 'the Last Tournament* than the 

chaotic abandonment of Swinburne's paean to erotic love* But not only 

does the work revolt from the mainstream of Bid-Victorian Arthurian 

literature* it also heralds the age of Tristan enthusiasm, since* by 

coincidence, it treats the legend in the same spirit as Wagner*a influential 

music drama, A sense of release from the mundane, overtones of mystical 

experience and, above all, a celebration of a love beyond moral censure is 

common to both and hallmarks all renderings in the three subsequent decades*

This is partly due to the fact that Tristram of Lvoncsse represents a 

new movement in the direction of Continental source material* Tennyson had 

relied almost entirely on British sources and early scholars for the ^dy^a. 

mainly because these were the most accessible to begin with, and later, when 

exotic material was more readily available, because they were more familiar 

and consistent with his conception* 3winburne* however* turned early to 

the metrical version of £>ir Triatrenu and, for the composition of Tristram of 

Lvoneaae. was drawn to the French sources* both verse and prose, which were 

better known at that later date, and which were more attractive to Swinburne's 

taste and temperament. But one cannot attribute the reaction entirely to 

difference in source material* It was also caused by the considerable 

influence of the Pre-Raphaelitee on the young Swinburne, and it is, in fact, 

peftftible to see the revolt of the 1800'a taking seed in the late 1050'?? before 

the publication of the first four Idylls* Thus, the fin~de~aieo?.e 

enthusiasm can in some respects be traced back to the Jovial Campaign of 1857 

when Swinburne came into contact with Rossetti* Morris and Burne-Jones.



174

The Pre-Haphaelites did not introduce Swinburne to the Arthurian legends. 

Writing to Paul Hamilton Hayne on the subject of his unfinished 'Tristram1 f 

Swinburne remarkst 'The story was my delight (as far as a child could 

understand it) before I was 10 years old, 1 lather§ the early contact 

with the Pre-Raphaelite* kindled a latent interest which was to remain 

with hia throughout his life despite his strong predilection for the 

Hellenic* Tho Pr»-iiaphaelites themselves never achieved anything in 

the literary field which could challenge the ^difl^a* Their youthful 

response was incapable of attaining Tennyson18 maturity of conception* 

immersion in the dramatic moment prevented an overall grasp; a crisp sense 

of detail and fidelity to the originals vied with a desire for mysteries and 

languors; the physical and spiritual became confused and decoration was 

mistaken for substance* But, however inadequately their feeling for the 

Arthurian legend manifested itself* it was nevertheless a unique compound of 

nostalgia and excitement* Swinburne added to this his own brand of eroticism 

which* in combination with hia desire to shock* led him inevitably to side 

with the sinners and react against the nobility of Tennyson98 9 blameless king1 *

Although Swinburne developed definite ideas as to how the Arthurian
2cycle should be treated* he never attempted his own version. Instead he 

concentrated on the Tristan legend* This ssust be attributed to the 

influence of Morris, whose interest in the legend was unique at the time* 

since* with the exception of Arnold's poem* Tristan rarely appeared in 

contemporary literature except as a name to swell tho ranks of the Round Table.

1* 2nd Hay* 1877. The Swinburne Letters, ed. C. I. long (1959-62), iii, 332 

2« Under the Hiogoacope (1072)*
% Tristram has a supporting role in William Brought extravagansa* 

iri.ng Arthur or the Pays and iCnigftitg of the Kfluiifl Table • performed at the 
Theatre Royal, liaymaSceVT 26l5iDeeember, ™3»with 'Kiss E. Terey9 in the 
part* Tristram also appears in Hawker9 s Grail poem ana there is a reference 
to the marriage of Mark and Iseult in Owen Meredith's 'Klayne le Blance 9 *
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Morris, however, displayed an intense interest in the legend in his 

writing and painting around 18§7»

This interest antedates his meeting with Jane Burden, whoa he oast as 

his Belle Iseult, for he was already embarked on his contribution to the 

Union frescoes t ISir Pa^naedaa* Jealousy of Sir Tristraisu when the encounter 

took place. Although his relationship with Jane Burden and his 

identification of her with laeult must have heightened his feeling for the 

legend, Morris never oast himself in the role of Tristan* At this time he 

finished La Belle Isettlt « but The RQCQimition of Sir TrJBtrft» bv laeult *s DOJC

uncompleted, as did the project for the painting* Tristrais and Iseult
6on thu ffiafefr- Instead it was the hopeless, faithful lore of Sir Palomedes

which commanded his sympathy* This is particularly noticeable in Morris *s 

writings of the period, as though he coul f only intimate the lovers' 

communion obliquely through one who was forever excluded*

From the references to Paloaydes in 'Kinc Arthur's Tomb9 and *Sir 

Galahad* it can be seen that Morris is drawn more to the complexities of his 

character than the heroics of Tristan, In the abandoned opening to 

•The Defence of Guinevere* worris shows how

The lordly minstrel Tristram, nigh to death _ 
From King Mark's glaive, sat brooding at his home**

But more compelling is the mention of Palomydes trailing the Questing Beast, 

and it is the mystery of this lonely figure which Morris is at pains to 

uncover, Morris sees all Palocaydes* actions as inspired by Iseult f

4* Rossetti discovered Jane Burden at the end of the long vacation, but 
the frescoes were begun in June* See Doughty, A . Yioforian 8o§R|rtJ7- p* 237* 
She replaced Elisabeth Siddal as Rossetti's model for Guinevere*

5, Tate Oallery* Philip Henderson thinks this, Morris's only surviving 
oil painting, was originally entitled Cueen Guinevere. William Horr^e* his Life. 
Work and, Frienda (I967)t pp* 48-9.

6* Only a water-colour remains of The Recognition of Sir Tri^tr^ Triotran 
yd laeult on the Ship may have been sold to T, -.. Flint in 1858, or may 
never have reached completion. See Henderaon, ibid., p* 42*

The Collected ^or^e. 1, xx, 11* 14-15*
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consequently he is in continual fear of failure, since this would be to fail 

his ideal* As Christ tells Galahad, vho onvies Palooydes* unquestioning 

devotion,

•needs must roll

The proudest destriar soaetines in the dust 
And then 'tis weary work; he strives beside 
Seem better than he is******

This perpetual attempt at best is an agony to Palosaydes, for not only does 

he fear to degrade his love in defeat but also hie hypersensitivity fears 

the ecorn of other knigfctsi

vhe fear'd a scoff 
So overmuch, though what true kni^it would dare

To mock that face, fretted with useless care, 
And bitter useless striving after love? 
0 Palomydes, with much honour bear Q 

Olatysaunt upon your shield* 1^

This quotation from 'King Arthur's Tomb9 is revealing* First it shows the 

desire to 'Seem better than he is 9 and his fear of derision, arising from 

his being the loser to Tristram for the love of Iseult. Secondly it 

demonstrates the symbolic link between hie 'useless striving after love9 

and his impossible quest for the Beast Glatysaunt.

This is elaborated in 'Palooydes Quest*, which describes how 

Palomydea, totally absorbed in his quest, day-dreams of capturing the beast 

and leading it in triumph through the streets of Cataelot. But at the height 

of his exultation, he is overcome by the despair which had been kept at 

bay by the activity of the pursuit.

But saying this he sighed, for well he thoughts 
'When all this noble fame has been compassed ^ 
Shall Zaeult'e love be nearer to aie brought?'

8. 'Sir Galahad, a Christmas %stery', 11. 116-19.
9. 'King Arthur's Toab', II. 339-44,
10« Paloaedes in Malory is a continual loser to Tristraau At their 

first encounter during the former's courtship of Isode, Tristraa defeats him 
in a tournament and forces hia to leave off armour for a year, viii, 10, 
finally Triatraa causes hia to be christened, zii, 14. Halory alludes only 
briefly to the Questing Beast, ix, 12,

n cAllftoted Works* xziv« • jCjUlAXJuUHkMHHUW ™i"i • 9
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A* the forest opens oat into a fair and hap y landscape* Palomydes 

Ma ideal of beauty with hopelessness. Thus the mood of determination is 

undermined by the realisation of the quest's futility* the collapse 

occurring moat poignantly at the imagined moment of achievement j he cannot 

hope to gain Xseult's recognition, whatever marvels he performs* 

***** and therefore he laid down

Bis bridle and cried, *liow fair, how fair 
You walk within the turner gardens ( ) 
0 bright IseuitJ * having but little care 
for Paloffiydes, as I ful well

The quest for the beast and the quest for love are indeed only symbolically 

related and the former has no practical bearing on th© latter, for the 

attainment of the one does not involve the attainment of th© other* But 

the despair which accompanies this insight is only a conscious expression 

of the bitter despair which underlies all Paloaydes* striving*

This preoccupation with the casualties of the legend is extended further 

in the fragment concerning Iseult of Brittany, entitled *St* Agnes* Convent 1 . 1 * 

Iseult and Palomydes are, in fact, complementary, since both attempt to 

impinge their loves on the central passion and both are repulsed by its 

inviolability* It i& difficult, however* in these verses to determine 

whether Morris is portraying latnilt during her loveless marriage or after her 

Jealous destruction of her husband* * The fragment opens with a typically 

detailed description of the pleasant ordered life of the convent where 

leeult spent her youth* This breaks off with Xseult's opaque recollection 

Of her present siiserieei

**** for though I fall
Yards, fathoms down into dull dreams9 not at all
Bo I the less knot* what I am and what
X want and shall not &et *••

13* 11, 57-60.
14. ffollectsd Eorfo. xxiv, 66.
15. This would have to be taken from th® metrical version* It is 

possible that FJorris knew of it via Swinburne, but it would constitute a 
unique departure froa Malory.
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Moreover, like a thief 
creeping: through a dark house in the
comes on m© when X think I sight 

Be aerely wretched with the wind and rain, 
But not for any Moment will my pain 
Grow softer even* 9 * 6

ffe* ambiguity of Iseult*a situation necessarily detracts from this soliloquy 

as it is unknown whether it springs from a bitter repentance, or the ptain 

of an unloved wife* Althot^h Morris deals with a wife's repentance in 

•King Arthur's Tomb1 it is more probable that the latter hypothesis obtains 

here in view of the angle provided by his interest in Palomydes*

Morris's achievement in the Tristan field is hardly great, but it has 

the virtue of being original: although Arnold was drawn to Iseult of 

Brittany* he did not consider tho outsider's position to the exclusion of 

the lovers themselves* But* similar to Arnold, Morris's works are suffused 

with a painful melancholy, which is perhaps more apposite here as Morris is 

exploring mental states *?hich can have no resolution* This melancholy, as 

with Arnold* is more temperamental than autobiographical; to cast Rossetti 

and Jane Burden as the lovers* with Morris as Palomydes, the hopeless
17

onlooker* is to misread later Pre-Raphaelite? gossip**' Rather Morris's 

predisposition towards the casualties of the legend was a product of what

Doughty describes as 'his innate tendency to self-surrender and self-denial

18 
rather than passionate self-assertion'* a tendency which became more

pronounced in his relationship with Jane Burden*

Although Swinburne's testperaesent was almost the opfosite of this, Morris 

inspired him with a lasting enthusiasm for the legend* Predictably, however* 

it was the lovers themselves who captured Swinburne's interest* and he first 

attempted a retelling of the story in 1837* The poem* 'Queen Yseult'* 

written in rhyming triplets, was planned in ten cantos according to the

16. 11. 131f.
17* See Doughty, f Victorian Rmaantiq« p. 238 and pp« 649-50.

18. Ibid., p*
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synopsis which prefaces the aanuscrlpt in the style of Halory's chapter 

headings* these cantos vere intended to cover the entire narrative from the

birth of Tristram to the death of the loversf including both traditional
19and newly-invented episodes*

The manuscript of the poem exists in a 100-page notebook and some loose 
2Qleaves* Swinburne had probably finished canto oixt 'How Queen Iseult kept

91her ring* when he came to the end of the notebook, but the loose leaves do 

not represent a continuation of the narrative* Rather they constitute a 

repetition of parts of the sixth canto frsaed by the poet's reverie while 

overlooking Carlyel* As there is no distancing technique or reference to 

the poet T^raona. elsewhere in the work, this may be an attempt to finish the 

POM* If this is so, it may be assumed that the poem was abandoned at this 

point and not continued in some manuscript which was subsequently lost* In 

the quotation below Swinburne could be speaking of a work which is unpolished 

but complete* perhaps a work based on the outline plan of ten cantos; 

but it is credible, in view of the loose leaves of m&nu@criptt that 

Swinburne saw canto six as a convenient place to end the narrative, since it

19* 'I Of the birth of Sir Tristram and how he voyaged into Ireland* 
XI Of Queen Iseult and of the voyage to Cornwall* 
III How Sir Tristram and Queen Iseult loved each other by the space

of three years*
X? How Sir Tristram came to Brittany* 
f Of the bridal night of Sir Tristram and the Lady Iseult aux

Blanches Mains*
VI How Queen laeult kept her ring,
VII Bow Sir Tristraa oame to Joyous Card, 
fill How Sir Tristram warred against the Saxons* 
IX How Sir Tristram sent to Quean Iseult* 
1 How Queen Iseult came to Sir Tristram* 9

The spelling of Iseult in the manuscript was changed to Tseult for 
publication, probably because it looked more archaic*

20* B.M. M3S. Ashley 4351 and 4441* The 'Queen Iseult' manuscript was 
discovered in 1918 and published by Goose in an edition of 30 copies*

21* It ie uncertain whether this canto is finished, as it does not.r^Xy on 
any traditional action and constitutes an introspective passage* The last

picks up the first line of the canto and the last line of the twelfth
atanea, which nay intimate that ^winbume intended it as a coda-like ending*
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22
deals with Issult's grief at what mhe believer to be the death of Tristram.

The first oanto of 'Queen Ts*mlt' f entitled 'Of the birth of Sir Tristram 

and how he voyaged into Ireland1 , was published in the first volume of

Papers in December 1857* Strinburne was not happy with the

poem and on 13th December he writes to John liehol the editor 9 as follows:

...in reperusing my cantos £ think they are too imperfect, feeble and 
unfinished to publish for a year or two* A thorough rewriting would 
be good for some of them to prevent & monotony of tone a® they now at and 
... Canto X stands well enough ms a separate ballad, which the others 
would not do***

In consequence of this diffidence, the plan for publishing the whole work was 

reduced to the first canto. The Pre-Baphaelltes were instrumental in 

confirming this change of plan) Swinburne continues!

I read it (canto l) one evening to Morris and the others and they seemed 
to agree with me,.. They all, however, praise the poem far sore than I 
(seriously speaking) believe it deserves. Morris says it is much 
better than his own poem,2* which opinion X took the liberty to tell 
him was absurd*

It is interesting to note that Swinburne singles out Morris's praise for 

continent*

The two young men met through Birkbeok Hill on 1st Hovember* when
2*5 Morris recited the recently completed 'Defence of Guenevere'* * the impact of

Morris's personality combined with the strange novelty of his poetry had an 

immediate effect on Swinburne and within nine days he had embarked on * Queen 

Tseult 1 , as Hill enthusiastically records on 10th November 1857 l

22. The elegiac tones deepen and possibly Swinburne considered treating 
Tristram *s death as fact, perhaps Influenced by the third part of Tristram 
mjfUA Ia«ult» The line 'Pray, sweet saint, for him and her' is reminiscent 
of the interjections of Arnold's narrator*

23*
24* Possibly 'Blanche 1 or 'The Mlllow 1 * See 0. Lafourcade, % Jeu^sss 

gwlnburns (1926), i, 136*7*
25. Loo. cit. Lafourcade |>olnts out that Hill initiated the meeting, 

although, according to Cornell rrice, Edwin Hatch made the introductions* 
Hackail, The Life of Willlsm Morris (t899>t i»
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Swinburne is writing a ballad of Queen Yseult from the Horte d» Arthur* 
I heard part of it this evening. He is already a true poet* I say 
it without exaggeration*26

Aa the letter to Nichol suggests that the work is complete Swinburne oust 

have produced six, or perhaps more, cantos in a maximum period of six weeks* 

during which he must also have spent tirae studying Sir Tristrea and Halory* 

This? is proof of Swinburne's enthusiasm. It also argues a fluency in

composition which is supported by the lack of correction and later revision
27 in the manuscript*

Inevitably the poem clearly demonstrates Morris's influence in its 

ballad-type simplicity, its ritualistic movement and dream-like mood, but 

it has little artistic merit* The main feature is the monotonous rhyme 

scheme, hirdly suitable for a lone poem* tfhich produces a 'dying fall 1 effect 

and contributes greatly to the sons© of suspended animation which the work 

achieves* This form was probably suggested by ""orris as he used it in one
OO

of his earliest poems, 'Twos in Church on Palm Sunday 1 , and was continuing 

to experiment with it in such poems as 'The live of Crocy 1 and 'The Mind** 

But although Swinburne follows Morris technically* he does not acMeve any 

of Korris's insight into character and dramatic action, nor does he catch 

the clarity of Morris's detail and his subtlety of description* He shows 

a tenacity in following through a long narrative, something which Morris 

was yet to achieve.^ but in so doing ho sacrifices any intensity of effect 

or structural tension* Admittedly, Swinburne is hampered by his verse 

fora which allows no expansion* but he still fails to produce any of 

the ballad's dramatic qualities, which the form would allow* The stain

26* Letters, i, 12, n.1*
27* There is no aore correction in canto i, which was r^ublished, than 

In the other cantos,
28, Sent to Coraell Price in a letter describing it as 'exceedingly seedy'. 

Maefcail, op.cit*, i, 53* Collected tfflflB* xxiv, 76-?«
29* Morris probably projected his unachieved Arthurian cycle during this 

period, of which only frgnonta remain. Cciiectad Wor^> I, xix.
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difference between the work of the two poets iet however, that Morris 

follows a personal vision engendered by literary inspiration, whereas 

Swinburne merely follows a second-hand literary experience.

But although 'Queen Teeult' has no literary merit, it has a claim to 

historical fane as it constitutes the second reworking of the legend in the 

19th century and represents a further step in that ik uses the metrical 

version in an original form as its main source* Here Swinburne diverges 

from Morris* as the latter's preoccupation with th© figure of Palomydes 

restricts him to Halory, whereas Swinburne only uses Malory as a subordinate 

source* Thla divergence is possibly attributable to the earlier influence,
«Q

cf Arnold's Tristram and I soul t which he read at Eton* But the poem is 

not entirely dependent upon traditional sources since Swinburne includes 

invented episodes and alters some of those taken from the originals*

From the synopsis prefacing the manuscript and the lack of inconsistency 

within the work. It would appear that Swinburne planned his version of the 

legend with some accuracy* As it now stands the action appears to slow down 

after the separation of the lovers at the end of canto three, but this may 

have been a calculated relaxation before the reconciliation at Joyous Card 

and the final events, since Swinburne retains this scheme In ̂ iatraa gf 

laronesee* (Of course, this may be equally due to a loss of impetus in writing*) 

Compared with the latter, 'Queen Tseult' appears less faithful to the 

narrative outline of tho originals, but this is not so much duo to additions 

as to omissions and changes made in traditional episodes for consistency's sake*

It is difficult to decide whether the omission of characters was
31 responsible for the omission of episodes or ffiqe^vjersa* ' However, it seems

to have been Swinburne's policy to reduce the number of characters in the poea

3Q, Lafourcade, La Jouneaae. i, 95 and 131-2*

51» Swinburne may have omitted Brlngtrain and Heriadok because of the 
crudity cf the substitution and the flour ruse in which they take najor 
roles*
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to four: Tristram, Mark and the two Iseults. Eohand and Xeriadck^ both 

appear as anonyaoua knights with their roles considerably curtailed* 

ffee Horaunt episode ie omitted, so that the first voyage to Ireland and the 

circumstances of the second are redundant* Brengwain and Gouoraail do not 

appear and therefore the circumstances of the love-potion episode are 

altered5* and the wedding night substitution left out* As in Arnold's poent 

laeult of Brittany is represented &s on orphan, thus enabling the omission 

of Heel's wars and the adventures with GanfcarOin. In accordance with this 

policy ywinburae seems to have planned a new account of Tristraa's wounding* 

In Sir Tyiatg^' the hero Is fatally wounded while attempting to rescue the 

young Tristrea's lady} Swinburne, however, substitutes a canto entitled 

'Row Sir Tristraa warred against the Saxons' which comes between the Joyous 

Card canto and that describing how Tristram sent for laeult* Since Tristan 

does not take part in any Saxon wars in the originals, this oust be a direct 

borrowing from Arnold* Lancelot and Juenevere are briefly included from 

Malory, but in view of Swinburne's determination to keep the characters to a 

*4r.<«m«») it ia doubtful whether their rolea would have been enlarged despite 

the Arthurian setting of cantos seven and eight.
;

Where Swinburne does not invent he generally uses ^ ir Trintrep at 

least as a basis* In canto one his following of the text is comparatively

32* In Sir Trintrea. fytte iif Meriadok, Tristreet's companion, trier, to 
outwit the lovers by the devices of the proposed pilgrimage, eavesdropping 
at the tryst and the flour on the floor* Swinburne oalts thin section* 
aerely stating t5 at a* tar three years *a knight they loved of old' betrayed 
them* Lafouroade is mistaken in thinking that the snow of canto iii ie 
suggested by the flour on the floor, since Swinburne takes it from Mr Trial 
ilf 74-6, Lafourcade, op* cit* ii, 46* J.Q, Fuller comments on Tristram's 
passive role, bit is inaccurate in stating that Iseult has no aotiv .tion, 
since she carried him to avoid his footsteps showing in the snow* 

A Critical Ripgraphy (1966)» pp*
Triatrao goes openly to Ireland on a wooing mis -ion* Swinburne omits 

the original cause of enmity, the Horaunt fight, and thus can leave out the 
healing voyage, the secret wooing expedition, th© dragon fight and the 
recognition*

94* Tristram offers the potion in aistake forline after Iseult*s song 
in canto iii* In Sir Triatrem* ii, 50, Brengwain inadvertently gives the 
potion after Tristram's exertions in the storm*
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close, extending to such details as the blow delivered by Morgan and the 

ring given to Tristrea by Blauncheflour* This fidelity to the source 

understandably lapses during the introspection of canto five, and canto six 

is a complete invention which has its fulfilment in 'Iseult at Tintagel* in 

Triatgam of Lvoneofie. At tixoes Swinburne adds details from Malory, but these 

are more incidental: Blancheflour's forest death has more impact than the 

childbed death of the metrical version*'' fristram*s attraction towards 

Iseult before the potion aay be an echo of Malory i^6 and the Arthurian 

associations in canto four also derive from this source as do the projected 

Joyous Card canto and canto eight which would presumably have made use of 

Arthur's continental war© in Book five*2*

In view of this, Lafoureade's statement to the effect that Swinburne 

eoulu not have us®4 Malory at all * 'r*oas propres* marches des evenements* 

tout eot different* * mist be no:ifiecU E© continues I

A la fin de 1057 •Swinburne n'avait pas lu Ralory, ou avait
(svec raison) que ea version du roaan de friatram (Livree VIII a* XIX )
etait iiicoapleto et de qualite inferieure*^"

Considering Swinburne's reoarfe concerning his long acquaintance with the 

legend, it seesas unlikely that he had not read some Malory, as this was the 

version oost available to a child* However* it does seem fairly certain 

that he did not read the whole of Malory's account at the time in view of 

his later cost. en t to Burne-Jonesi VI imagine that the M*A» includes all of 

the J3tt^0 pros© romance of Tristram which I should want to make use

35* Alternatively* Swinburne aay have taken the details directly fro; 
Arnold, or perhans been directed to flalorar* vi.Li» lt via Tristrac anfl____ 
4it U. 82-8*

36* viii, 9.
37* It sight be argued that Swinburne took all these details fro® Arnold 

without recourse to Haloryt hut it is unlikely tiat he would have planned a 
complete canto on Joyous Card on the brief reference found in Triatgqi 
|e»olt« if 11* 202-3* neither l>onlop nor Scott includes the episode*

39* 4th November (1869)» Lettero. ii, 50*
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Swinburne may have read parts of Malory and rejected the version as unsuitable, 

iitfite Horrio's enthusiasm for Calory and Swinburne's admiration for ilorris. 

He nay have chosen the metrical version for the very reason that his friend 

was working froa the prose* He raay have taken details which appear in the 

poea second-hand from discussion with Morris. But whatever the case, it Is 

too sweeping to state that Swinburne had no contact with Halory or had 

rejected the work entirely} it Is perhaps more profitable to state that the 

metrical version of the legend suited Swinburne1 a purposes better than the 

ohivalric prose rendering*

Lafourcade's assumption concerning Swinburne's use of Michel's edition 

of the Tristan romances is also misleading* There is no evidence that 

Swinburne used th© French fragments; certainly there is no textual evidence 

that he knew B&roul at this tine**® ae Lafourcade states* although internal 

proof of Swinburne's ignorance of Thomas in the original is more difficult 

to substantiate owing to the similarity of Sir Tri,sjrem^** Lafoureade rests 

his case on the faot that Swinburne refers to the work in a critical note to 

ftlUflw9 °* tho Fn^lish Border, and on the erroneous assumption that

o fest unique1 ;ent dans les extralts de Thomas donnes par F. Hichel cue 
Swinburne pouvait en 1857 puioer le ricit de la mort de Tristram, rjoit 
qui fut dfiment projete* coraao le montre la llete des dix chants*****

The evidence of the ballads is inconclusive, as the collection was compiled 

between 1859 and 1861*43

40* The reference to the love'e duration for three years at the beginning 
of canto iii is not a memory of Beroul, but is taken directly from 
Sir Tristram, ii, 96*

41. Swinburne does not roach the final episode, so it is impossible to 
know whether ho would have used Kllia'a account in preference to -cot 'a 
continuation. There is no proof of Swinburne's using Hichel *8 text in 
preference to Sir
42* Lj fnuatfflff, r lit 45*

^•••^••^•^^i^WIBHMi^^W^^^^W^ ^

4% As these were not published until 1900 by W.A. HaoXimes, Swinburne 
could have added the note at any time* But even if he inserted the note 
during the period of research, there is no reason to suppose that he knew 
Kichel'e edition two years earlier*
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Moreover, Scott's edition does, in fact, contain two accounts of Tristan's 

death* Scott fs own continuation*^ and the account of the ^ouee fragment by 

£llis* In the letter to Bume-Jones quoted above, Swinburne mentions 

Mchel'c edition as source material for Triatram of Lvonaaae. but his 

description of the Greek fragaent^ suggests that this is a relatively new 

discovery! 'Besides the French poems, there is ono...in mediaeval Greek 

of the canine dialect which is at least a good lark.' In any case, it 

is doubtful whether Swinburne would have had time to read the French 

Version and 3;lr Triotrea* since he planned the work and began writing 

within a aaxirauai of ten days*

Considering his relative ttnfaailiarity with th© legend, Swinburne 

shows an assurance in reducing it to a coherent whole, rather than re­ 

producing all the episodes* But although tie cuts through large areas of 

action, he does not eoiapsnsate for the loss by emphasising the interplay of 

characters* The roeult is a flat and colourless narrative* Obviously 

Swinburne's interest lay with the lovers themselves rather than events, but 

he was at this time unable to communicate his fascination. Goese rightly 

dismisses 'Queen Tseult 9 as without inherent value, although it is inter* 

eating as the earliest example of ?ra-Raphaelite influence on Swinburne'a 

work* Later Swinburne himself admits with shaae to f eoiae awful doggerel on 

the subject of Tristram and Xseult*, continuing

If ever you do see these worthless rarities, please remember that they 
were literally a boy's work - legally an infant's***When I think of 
the aarvolloua work that Eoasetti***had dona at the sane age, I am 
ashaaed at the recollection of ay rubbish*

But instead of revising the poem, aa he suggested to Ilichol, Swinburne 

a new version of the legend in the following year* He writes to

44* Curiously Lafourcade goes on to mention Scott's continuation, wiich 
undermines hie case for Swinburne's ue© of Hichel* Op* cit,, ii, 46*

45* Hiehel, ii, 274ff»
46* Iflfft of Swinburne (1917), p* 44*
47* letter to Thomas Wise, 27th April, 1888* Letters^ v, 235-6.
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on 17th February, 1858! *If you like, and if it prospers, I will send 

you specimens of a new poem on fristram, which I tsa about. 1" This was

presumably tbo work represented by the fragment entitled f Joyeuse Sarde)**5
50and the unnamed fragment in the Wise collection reproduced by Lafourcade*'"

There is no evidence that the work progressed further than this. If 'QtiMMi 

Yseult 1 does end at canto six, then Swinburne may have turned to composing a 

separate poem dealing irith the later events of the story* On the other hand, 

it raay be fortuitous that the fragment deals with Joyous Card, since it was 

an episode and place which attracted Svinbur&e* These fragments more 

probably represent an attempt at an episodic poem on the earn® lines as 

'King Ban1 and 'Lancelot* rather than a full-scale narrative irork*

The pieces are examples of what were regarded by Lafourcade as winbume'a 

deliberate attempts to reproduce Morris's style during the period 1G58-60* 

But according to Lafourcade *s conclusions, the Morris poems imitated were 

not those *hioh were finally published in Tfo© refenee of Gucnftvere* rather 

'un groups important de compositions qui furent omlses ou rejetees dans le 

receuil par ^iorris coome trop hacheeo ou nolns import ant ee, 1 ^ This 

to strengthen the argument for the epioodic quality of these fra^;; ento, 

which may have their genesis in such pieces as 'St. Agnes Convent 9 * One 

eust modifyt therefore, Lafourcade *s statement that 'Joyeuso Garde* 

•n'e^t qu'une continuation ou un recoamenoeaent de oaeen

It aeems reasonable to asoumo that the two fragments are part of the 

aame poemi the interlacing rliyme-acheme is the saae, ae is the bitteivsweet 

coo«3-palnting, the convoluted style and the languorous effect which sniffles 

any emotional impact* The influence of Horria is evident, not least in the

46* J&J&flCftt ^* •*
49. Complete Wo As. i, 104-6. Joyous Card is a foraer name for 

castle in Northumberland* See Fuller, Swinburne s A Critig^l BJQPTp?vr^v« p. 42. 
Also cNorthumberland% Complete Worka- vi, 256-7.

50* IflLjZfiiififlSlSfi* ^* 4^-50, n. 41 •
51. Ibid., i, 146.
52. Ibid*, II, 48-9.
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stylistic evidence relates the fragments to e eh other* there is no means of 

determining thoir relative positioning, since there is no interne! evidence 

to relate them to the traditional narrative* .Apart froa the lovers themselves, 

all that is established is bark's hatred and Palooydes' worship of Xseult* 

Instead of retailing events* Swinburne develops the introspective trend 

seen in 'Queen Yseult** h@re concentrating on psychological exposition* 

Consequently it is impossible to say whether Tristram's sad recollections 

of Xseult 's conversation about love and death precedes or follows the 

•teting and propped separation*

Whereas 'Queen Tseult' Is simple to the point of monotony, these fra&» 

aents are complex to the point of obscurity* Without such a plan as the 

narrative frame-work of the former provided* Swinburne seems unable to control 

his poetic material* As a result of this* coupled with Lis attempt to 

reproduce "orris's stylistic contortions, the effect of these fragment* im 

similar to the confusion of *St* Agnes* Convent** Morris's best work in 

this period arises from his delineation of a character under pressure* but 

Swinburne is affecting Morris fs isore languid style* demonstrated in 'Praise 

of ay Lady 9 * and applying it to dramatic situation* Thus expectations of the 

diesatic are continually baulked b the heavy atmospherics, which are at 

variance with the nervousness of the characters * Iseult's warning of Mark's 

hate la pervaded by a dreaudnsaa yhicli renders it unreal. The attaapt at 

psychological exposition ia muddled and the sensuality becomes

shut lips wore glad to be in 
of fris tram's kisses: she had often turned 
Against her shifted pillows in the nigfct 
fo lessen the sore pain therein they burned 
For want of Tristram* «*55

Detail and iraagery ore blurred and irrelevant!

Also when ftark is sleeping ahe will rise
At oidnightj the white flowers inside the moat

53* 'Joyeuse Garde** 11. 10-14.
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Seen in the darkness like wide-open eyes 
Where the dead water swings about the boat* 
Tea, oftentimes her bosom beats too quick 
And a dull sob ee@ms altering h@r throat***^*

itially the faults spring from imitation* riorrla*8 careful dovetailing 

of detail, his measured tones v his quiet attempts to touch sosae oore of pain 

in his characters, are alien to Swinburne's more extrovert stylef and his 

attempt at compression merely results in a lack of definition*

There are* however* two minor points of interest in the unnamed fragment 

relating to the interpretation of the legend* fh© first is the apparent us* 

of Arnold's foistram. anft Iafiu|fl* suggested by the description of leeult's 

misery amidst the Cornish court, the dimming of her beauty* the helpless 

frief reminiscent of Arnold's Iseult of Brittany (an impression reinforced 

by Swinburne9 s reference to th@ fading winter snowdrops)* and the tranquillity 

of death. The second is the reference to the love-death and afterlife! 

Iseult, in the fullness of her lov© wishes that ©he and fris trass oould go 

into a church and there lie down to die together* Thia simultaneous death 

was probably suggested by Arnold and the church say have had its origin 

in the bells and mosses of Scott's continuation, or in Weber's account 

of the death in Heinrioh won Freiburg* s continuation, which takes place 

in the cathedral,"

The Pro-Raphael ite interest in the trapping© of religion and senouai 

love are brought crudely together. In flfoe Houqp of Li^e Roasetti attempts 

in such sonnets as 'Lovesig&t* to integrate the physical and spiritual 

aspects of Love through the language of religion taken froa the Italian 

mediaeval poets* Swinburne* on the other hand* works for sensation* the 

church setting g£ves the death empha&is by releasing undertones of sacrilege 

and the aacabre. The dead faces shining unde* ***» lighted altar are «>nly

La Jeuneaae* ii* 49 » 11* 

53« Sir fristrom (tB1l). PP. 261-2-
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described for surface effect and are not used for any deeper perception 

into the nature of love or death*

The idea of death being the culmination of love i« not newi Swinburne 

had to look no further than Othello's dying 'upon a kiss'* It was prevalent 

among the Romantics; Keats writes to Fanny Brawnes

I have two luxuries to brood over in my walks, your Loveliness and 
the hour of my death* 0 that I could have possession of them both 
in the sane minute* I hate the world i it batters too nuch the wings 
of my self-will, and would I could take a sweet poison from your lips 
to send me out of it*56

This Tnystical-aensual complex attains one of its highest forme of expression 

in Wagner's Tristan und Isolde, but it is interesting to see the same idea 

in its embryonic state in this early fragment* Though Arnold may have 

given Swinburne the idea of the s imultoneous death, it wao Swinburne who 

interpreted it as the climax of love, influenced by Rossetti's vision of 

transcendental beauty and certain profane conversations auoh as that alluded 

to in a letter to Hatch.-5 ' Nor was this idea of a Liebegtod ephemeral, 

since he elaborates on it in canto two of

The Pre-Raphaelite ethos undoubtedly brought Swinburne to the sensual 

vision of the after-life which follows the description of the death* The 

mixture of the physical with conventional Christianity haa an obvious 

affinity with Roaaetti's 'Blessed Damozel* despite the inverted situation!

But you far up in heaven would feel me grieve 
And hear my he^vy tears drop alwayn fed 
With some new pain for ever, you would come 
With a smooth aureole on your cala head 
Clothed round with solemn colours, and apeak some 
Strange word of comfort till 1 fell on sleep ••••'®

In addition this passage i® reflected in the letter to Hatch cited above* 

where Swinburne, involved with Browning's Sordello. conjectures on it as 

follower

96* 25th July, 1819* The Letters of Jo^n ^eats. ed* H.B. Forman (l960) t

p. 32*
57. 17th February (185S), Letters, i, 17-16.
58. 11* 36-41*



191

Did the first time Palaa's mouth trembled to touch his in the golden 
rose-lands of Paradise, a sudden power of angelic action come over him? 
X mapect not utterly companionle9B...But I suppose he slept years off 
before sho kissed him* In Heaven she grew too tired and thin to sing 
well, and her face grew whiterthan its aureole with pain and want of 
hia* And iff like any other Saint» she wept, the tears fell upon hie 
shut lide and fretted the eyes apart as they trickled*

The idea of passion across the barriers of death seoas to have appealed to 

Swinburne'a sense of *blasphemy and sensuality* which he admits to in the 

same letter, and which delighted in the idea of heaven comprising a 'rose- 

garden full of stunners 9 * Though much can be attributed to Swinburne*s 

youthful facetiousness, he nevertheless shows an endurin/r and serious interest 

in the combination of spiritual arid sensual* Indeed, this interest nay have 

played its part in bringing him back to the legend ten years later, and it 

was this confluence of material and poet which marks a new development in the 

legend, prefigured briefly in this fragment. Independent of, but parallel 

to Wagner's treatment, the legend becomes a vehicle for erotic mysticism 

with its hero challenging morality and conventional religion with an 

undying passion*

It was inevitable that Swinburne should come into collision with 

Tennyson1 s interpretation of the Arthurian legend, and that yyjffjjffiyii- rf 

Lyonesse should stand as the antithesis of the Idvlla- with its elevation of 

the laws of Aaor ag&inst the Christian ethic* Swinburne did not formulate 

his response to the legend in defiance of Tennyson* since this was already 

developing before the publication of the 1839 Idylls, but the composition of 

yrjuatrsp of L/oneese did gain impetus fron Swinburne's competitive spirit. 

The Prelude, which exalts Love and his martyrs, among whom is Guinevere* 

was inspired by an unfavourable reaction to 'The Holy Grail 1 . Me writea 

to Rossettit

X a* impelled to write on the instant to say how delighted I as to 
find the fennysonian seed ('if seed it may be called that seed has 
none*- distinguishable in member joint or liab*) bearing the sajae 
fruit in your mind as in mine* Having reaa a few pages of the 'Grail' 
I fell at once tooth and nail upon Tristram and Iseult and wrote at
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an overture of the poem projected, all yesterday* % first sustained 
attempt at a poetic narrative Day not bo as good as Cudrun - but if 
it doesn't lick the Horte d«Albert I hope I may not die without
arrJ^rmnin ii*iMt4rtM_<77extreme

i

It is interesting that the Idyll inspired the same spirit of revolt in 

Bossetti, who had re-embarked on 'God'8 Graal', a work intended, as he later 

said, 'to emphasise the marked euperiority of Guinevere over God**
t

Swinburne's early enthusiasm for Tennyson, seen in the impatience with 

which he awaited Tennyson's 'finest work***1 the Idylls of 'laid 1 and 'Himue*',

sobered after his Pre-Raphaelite phase* In 186$ he dismisses the Tennyson
62 6S 

Selection, with the exception of 'Boadioea' 9 as containing some 'new
gX ' ,

t&imgs which are worth looking up', although in the earlier letter he 

does go on to praise the Enoch Arden volume of the previous year 4as a 

new triumph worth any of the old'* It was the eatablisbmentarian side of 

Tennyson's work which irritated -winbume and his main <iu?irrel was with the 

JMyjmff« On the day he began the Prelude to Tristram of Lvonease. he writes!

'How admirable is Tennyson's new~style Farmer * and how poor his old style
6*5 

Idyls of the Prince Consort - Horte d vAlbert*' But his objections to

the Idylls extended beyond a disapproval of the association between the 

work and the royal f raily.

la tlnAer tho Microscope Swinburne elaborates the reasons for his 

dislike and puts forward hia own conception of the Arthurian eyelet

It seems to me that t e moral tone of the Arthurian story has been on 
the whole lowered by Mr* Tennyeon's mode of treatment* Wishing to

59. 22nd December (1669). &||»m» lit 72*3*
60* Letter to Swinburne, 9th ffareh, 1870* Letters of DGl^. ii, 812, 

On 28th December, 1669, Swinburne had written to William Rossetti, pleased 
'that Gabriel* •• has been stimulated to fresh Arthurian exertion by the 
completion of Tennyson's Horte d'Albert** Letters* il, 78.

61* Letter to John K&ohol, 11th February, 1657* J&$$0££, i, to*
62* A Selection from the MorJtes^AfLJLXfgsd^^ejapjggon.* Moxon's Miniature 

Poets (1863J*
6% Letter to Lady Trevelyan, 15th Warch (1865)* Letters* i, 117.

64* Letter to Lady Trevelyan, 10th December, 1665* Ibid*, i, 142.
65* Letter to Thomas urnell, 21st December (1869). Ibid., ii, 72.
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make his central figure the noble and perfect symbol of an ideal nan, 
he has removed not merely the excuse bat the explanation of the fatal 
and tragic loves of Lancelot and Guinevere. The hinge of the whole 
legend of the Round Table from ita first glory to its final fall, is 
in the incestuous birth of Mordved from the connexion of Arthur with 
his half-siater, unknowing and unknown? as surely as the hinge of the 
Oreateia from first to last is the sacrifice at Aulia.66

Swinburne sees the legend in terms of Greek tragedy: the hero* having made 

unwittingly a fatal error, awaits the inevitable doom foretold by Merlin. 

Teanyaon, according to Swinburne* debased the legend by creating as hero a 

*wittol*» *who remains to the very last the one man in his kingdom insensible 

of his disgrace* •' It is typical of Swinburne that he mist exonerate 

the lovers» but he doe® so at the expense of the traditional legend by 

presenting Guinevere as a woman 'unloving and unloved9 * But there is no 

evidence in the sources that Guinevere was unloved* aad Tennyson's viewpoint 

is as equally valid as Swinburne*a? the former exonerates Arthur and the 

latter excuses the lovers* Swinburne does not discuss whether the ^flv^fl 

fail within terms of Tennyson's conception, but merely states that 'by 

the very exaltation of his hero into something more than man he has left 

him in the end southing less**6® The contention thus resolves itself 

into a temperamental difference with Swinburne's wilder Hellenism opposing 

the reetraint of feanysoa's Virgil ion affinities*

Swinburne may have formulated hi® Creok tragedy theory in 1869 while 

writing the first canto of Tri^traiq of frvonegge* and it nay well have arisen 

out of the mistaken impression that the Jfflyl^B. embodied establishaentariaa 

attitudes* Certainly, Swinburne was irritated by 'the blameless king* and 

his implied link with Prince Albert* In a letter to Bume-Jones he announces

66* pp. 36-7. This idea had already been put forward by Herbert Coleridge 
in a prefatory essay to Furrdvall's edition of Lc ,'terte Arthur (t664) t p«xxxix«
67» p. 37* 
68* p. 39*
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his intention of keeping his poem 'based on notorious facts* t

It mist be acceptable for its orthodoxy and fidelity to the dear old 
story* so that Tristram may not be mistaken for hi® late Koyal Highness 
the Duko of Ksnt, or Iseult for Queen Charlotte, or Faloaydes for 
Mr* Gladstone*69

But it was Tennyson's aoraiietio approach which really roused hitt* In a 

letter to Roaaetti, Swinburne outlines hi® plan for a section of canto onet

On board ship t mean to make the innoeont Xseult ask fristrara about the 
knights and ladies* and him tell her of $n*en ffovgattse of Orkney and the 
•blaaesless king' and other larks illustrative of the Alberto-Victorian 
purity of the Court t but delicately* sparing respectfully the innocence 
of hejBLWho was to sake the first and greatest scandal there of all tiae.70

fceapite the flippancy, there lo here a real delight at the prospect of 

shocking those who have accepted Tennyson* s interpretation as definitive* 

The passage itself consists of a passionate and sombre exposition of 

Arthur's incest with Morgause and the iapending dooai

•yet in sooth
His age shall bear the burdens of his youth 
And bleed from his own bloodshed} for indeed 
Blind to hia blind his sister brought forth seed, 
And ef the child between them shall be born 
Destruction! so shall Cod not auffer scorn 
Nor in aen's souls and lives hie law lie dead*'7 '

However, despite its relevance to the fate theme of the main narrative* it 

seeme interpolated* There is a lack of subtlety in the introduction of the 

Arthurian context which gives the passage an undigested quality* This 

probably arises from Ita being written In defiance of the Tonnysonian 

approach, rather than as essential to the unity of Swinburne's conception, 

Swinburne had begun work on f rigtroai of Lyonasaft or a similar poem in 

I860, so his initial idea was not conditioned specifically by a reaction 

against the Idylls of 1869* Tae Athenaeum noted in the Weekly Gossip that

69* 4th November (71669)* frelffors* li, 50* this letter refutes Fuller's
pported contention that Swinburne began the first canto in 1875, as ha 

quotes 11. 689-722*
70* 22nd December (1669)* &ttiiKU lit 74*% 
71* U* 395-401*



195

Swinburne is composing a pooa on Tristram and Yseult and writing an 
essay on the woaen of the Arthur! m romances for the Early English 
Text Society, in which Tennyson* s views will not be adopted* •*

Of these two schemes the latter never materialised and the former suffered 

a set-back when Swinburne lost aone aaousorlpts in a oab between 15th April 

and 10th Hay* Williaa Rosaetti identifies these as containing

ggjqt>»« and Ysault* Hotten placed an advertisement in the ffoea and 

l&gfiZaa& on 18th June, but there is no evidence that they were ever

recovered*74 Consequently f it is impossible to say whether this work was a

draft of the pee® as we know it, although in view of Swinburne* a later

•tttdy of the sources, it I® mor* likely that it was not*

About eighteen aontha later, in Hovenber 1869, Swinburne was again at

work on the Tristan legend* Be write® to Burne-Jouee thanking hia for the

loan of hia Malory** and outlining his proposed sources t

Hany thousand thanks for the precious loan - I hardly liked to ask for 
that little copy* knowing its nearness and dearneas to you,.* Z
that the M.A* includes all of the huge proa© romance of fristrasi which 
I should want to sake use of, and that with 1) Malory9 2) Scott *s chaos 
(as to the sweet bits in the notes whereof X quite agree with you) and - 
if 1 can get it «» 3) ftichel's collection of every metrical fragment on 
Tristram extant, published by old Pickerlng, I shall have stuff enough 
to build my poett on.'6

later, on 28th December, Swinburne applies to William Roesetti for

72« Athenaeusi (14th Harofe , 1360) p* 394* It is Interesting to see 
Swinburne associated with the new movement in English scholarship.

73* fioaaetti Barters i 1062-70 (1903)§ p« 31 9»

74* Letters, i, 299* Hot ten's advertisement described the loss as MO to 
20 BLUE F0fc SCAP l^AY^ OF PM'EEt rou^ly written upon in verse (partly 
dialogue} 9 *
75» I«ady Bume-Jonss identifies the copy bought in Oxford, which presumably 

is the copy referred to here, as *Southey*s reprint 9 * Memorials of :">^ 
KA**rd Barne^Jones (1912), i, 116* There are verbal echoes of the Gouthey 
tezt*s version of Malory vlii, 34 in 'The »aiden Marriage 9 , where the Dtansby 
texts have variant readings* For ex-^aple, Southey reads 'thou shouldst be 
my kinsman1 , where Wilks and Walker read 'best friend** Swinburne follows 
Southoy with a reference to 'that kinsman knight 9 * 1* 76* Swinburne dots) 
refer to 'that life tie co y* which seems more consistent with the 1316 editions, 
but he is probably mains 'little' Ironically or as a term of endearment,
76* 4th November (71369)* Letters, ii, 50* Kichel ls edition does not 

contain every metrical roaonee of Tristan, as it omits the German ind 
English versions*
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any information on other mediaeval sources for his 'moral history of Tristram1
77 and wonders whether th« 'Early English people 1 had unearthed anything*"

fie then announces hie intention of looking at the prose romances of 

Mellftdufl> JhnnfltflpSf and Trfotai^ in the British Husettn* It is evident from 

thia that Swinburne was assimilating his source material at the same time as 

writing the Prelude and canto one, instead of digesting, planning and 

eemfOding, as was Tennyson's practice,

It can also be seen that Swinburne paid far greater attention to his 

sources than any previous post, probably Sue to the influence of Morris, 

whose Arthurian poems contain careful detail from the originals* In the 

letter to Buras-Jonss quoted above, Swinburne isisiat® that although he 

doss not intend to include 'a tithe of the various incidents given in the 

different old versions9 , he nevertheless wants

'to have in everything prefr|^ that is of any importance, and is in 
keeping with the ton® and spirit of the story * not burlesque or 
dissonant or inconsistent**

He continues i

The thought of your painting and Wagner's music drama ought to abash 
but does stimulate met but my only chance X am aware will be to adhere 
strongly to fact and Reality *» to shun Fiction as perilously akin to 
lying, and sake thi® piece of $ung or spoken History a genuine bit of 
earnest work in theee dim times*

Tfeos, like the Pro-Rapfo elites, Swinburne refuses to compromise with hie age, 

as he fslt Tennyson had dons in the Idy^la. Instead, paradoxieally, he 

determines to be faithful to the sources in order to produce an independent 

work of art, ae wsll as a work lees capable of distortion by contemporary

But, it should be noticed, this fidelity is inconsistent, since it 

operates according tc t! e diotat©0 of Swinburne's aesthetic concept of the 

story* In attempting to build up a composite work in this way, Swinbums is 

at variance with Tennyson, whose method involved a pruning down of material,

77* fre|te*fl. ii, 78*
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until it formed a ooherent and economical shape consistent with his overall
i

conception*

While his Pre-Raphaelite associations led hia to the mediaeval sources* 

they also dietated Swinburne's predilections. It is almost inevitable 

that the Prelude, begun on 21st December, 1869 and finished by 12th February, 

1870, should be a paean to 4sor, in view of aos©etti f8 affinity with the 

early Italian poets* These writers evolved a type of amatory metaphysics, 

and Rossetti, while tending to discard the metaphysics* eagerly took up 

the idea of love as a transcendental force with its own nyatique and its 

own religion, as can be seen in his interpretation of Beatrice. Swinburne 

turned automatically to these ideas for his Prelude extending the concept 

of Aaor by combining it with his own pantheistic vision, so that Love 

peseago both iaoanent and transcendental.

However* Swinburne was also eonscious that this concept was not only 

aediaeval, and therefore Justifiable, it was also sacrilegious* Indeed, 

as Rossetti had loosened the metaphysical froa the sensuous* it probably 

appeared more so* la a letter to Roeeetti Swinburne writes s

poem begins with saying how Love brought these two chosen lovers 
through

Quanti dolci pensier* quanto dlsio*

to everlasting hell and honour; between Paris find Helen (as Pante 
saw thea) and Paolo and Franceses, down in

The poor pale world too deep for sun or star 
To live in etc. *9

Thus toe voluptuaries of Banteve Inferno become the saints of Amor1* calendar*80

78. Inferno. T, 113*
79* 22nd Beeenber, 1869* liters, ii, 74* Swinburne quotes down to 1*194 

of the complete version* This passage must represent some of the very 
earliest work on the Prelude, since Swinburne implies that he only began it 
the previous day* Rossetti'a interest in Dante drew Owinburne to the It^ejug 
which in turn developed his interest in the Prose Laneejifil via the story of 
Paolo and Franceses* In this letter Swinburne also deals with peripheral 
tetailst the main title, the titles of the first and last cantos; the 
•Topeaioally1 named Paloaydes and the need for 'some short telling episodes9 *
80* With the exception of Seairarais*
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With the Prelude finished Swinburne writes to Romsetti describing 

the schemes

X hop* you will like ft bit in it where I have described Ix>ve aa having 
a year with months and signs of the Zodiac of his own, • stunner for 
each month as sponsor* •• I have given each sterner a typical jewel- 
colour or flower-colour for the light of her 'particular star** I 
have put ae tauch fancy and light and play of colour into the prologue 
aa possible, to throw out the tragic effect.*.81

Bat Swinburne cannot sustain the seriousness and continues!

and by the grace of t e Devil 1 hope to sake the copulative passages 
of the poem more warm and provocative of sinful appetite than anything 
my ohaate Muse has yet attempted*** I trust that ay present work say 
be the means (under Satan) of turning many a heart to perdition.

Even allowing for the tone of this passage, it does demonstrate the 

attraction which the legend's sensuality held for Swinburne* sensuality 

which he flamboyantly intended to emphasise for its own sake* rather than 

subsuming it into the concept of Amor* It may also indicate that he was 

looking ahead to the end of canto one and 'The Queen's Pleaeance'*

After thia first enthusiasm* reminiscent of the spirit of the Jovial 

Campaign* there seems to be a sudden tailin&-off of interest, and there are 

no more references to mediaeval sources or the poem itself for eighteen months* 

Indeed, it is doubtful whether Swinburne added much aoro to the poem during 

this time, since he only completed the Prelude and canto one during the first 

period of composition, and the letter quoted above suggests that he was 

contemplating the ending of the latter* The next we hear of the work is 

* dispassionate reference in a letter to Purnell on 24th August, 1871i

I havo some thoughts of publishing separately in some Magazine the 
•Prelude* to my unfinished poem of 'Tristram and Isault' - itself a 
separate poem of some considerable length and importance, being several 
hundred line® long* I think I should ask not less than 4550 from the

81* 12th February, 1860* Letters, ii, 90* According to Rosaetti, 
Swinburne read his 'Tristram' poera in London during Hnvoh 1870* At this time 
he confessed himself baffled by the burden of 'God's Graal 1 and his abandon­ 
ing the poem may have dampened Swinburne's enthusiasm* Letter to Swinburne, 
22at March, 1070* L«tt«M of j^g. i , 82>4,
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English nagaftine in which it would appear; and I should like it to 
appear simultaneously in America* so as to secure the profits there, 
whatever they Bight be.82

The plan was carried out at Christmas of the same year and the Prelude 

appeared in J* H« Friswell's collection entitled Pleasures A Holiday Book of 

Verse and PTOM- coinciding with the publication of 'The Last Tournament 1. 

Swinburne, replying to Looker's news about this last event* said that he 'did
•*

not know Tennyson was about to handle Tristran'*8-' Moreover, he ap-arently 

was not interested* Re makes no eowaent on the work and the antipathy which 

inspired hiia to write the Prelude eeeits to have dwindled into indifference* 

It is ironical that Tennyson's e^cn chaent on his own territory raised no 

creative response in view of the fevered reaction to the 1869 Idylla*

Before Swinburne reeonm&need work on Tristram of Lvoneaae he wrote
84Bothwall* Bfeehthaus. and the second series of Poeao and Ballada*

JjL&uajEfe and the poess contained in ^Jtey^lJLsSL^Li^flBGBh &®& jJ2£!]£jLjj2£MJe][^|lJ^
89together with soae scholarly work on the Elizabethans, •* He retained a

sporadic interest in the legend, considering a poem in French on the Prelude

to Wagner's amsic drama in 1072 and three years later Inquiring about a
«* 

work on Tristan in aadlaeval art by Huoher p whose uncompleted edition of the

82*

83* 15th November, 1871. Inters, ii, 171*
84* He became so invo^d with graehtfteiffi that the Arthurian characters 

faded froffl his mind. Letter to Watts-Bunton, Letters. ilit 58.
85, Geogfee fflf-ffY>» (1675)| A Study of ^lif^ea^ara (1860)*
86* Swinburne aentlons in a letter to his mother, 24th July (1872), that 

« French journal has approached him for a pocmis '1 em writing them one on 
soae music of Wagner's**** Letters. iiff 182* On 2nd August he identifies the 
journal as the fiTOltifiWrft and tiie rausic as the fr^st.an, Frelude* Letter to 
Powell, Letters. iit 185* AS there is no evidence for 3winburnefa personal 
contact with the music, it may perhaps be aasuaed ti.at hio motivation was the 
Wagnerian literary cult In Paris* -'»eo i:» Zu^kersaann, The First Hundred Yaa^a 
J?lT ^ftfBJff*! T*1*^ ̂Kfir fo^lf$» 1964)t pp. 8?f* There is no trace of this 
projected poeav but there is a roundel in English on the subject* A Century 

0883)*

Le Kane* 1871)* Letter to 
. lii, 66*

87* >•• F* fiuoher,
h d'Yssult dmm las

Andrew Chatto, 9th Septenber, 1375*
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he was currently reading* If his frJ^tratt occupied him 

at all it was mainly on account of its financial potential* In 1873f when 

Swinburne was £200 in debt, he wrote to Pttraell in desperation!

Z as at least that much behind the world, and r^ua^ aoon raise it 
somehow. Can you suggest any way? ay by publishing somewhere the 
fivet canto of Tristram separately? If the Prelude M&S iforth *3& 
this ought to be worth at least three times a* isuch*

Kothing eaae of this, but the «qti tion of length with money dogs Swinburne** 

subsequent references to the poea* In 1876 he writes to Wattes

There are 782 lines in the Sailing of the Swallow - for the * Prelude 
to Trio tram1 , which has I think juat 250 lines in it. King at once 
offered and paid £50, If this were the noroal rate of pay one might 
Manage to live*8^

A month later Swinburne capitulates ungraciously to the pressure of hie 

financial difficulties:

As to the £50 to be asked for the Sailing of the Swallow, I shall of 
course be glad to get it * faute de Bieux ~ if Chatto la ready to 
give it - though it is worth at least twice as much as the Prelude 
(nine, not Wordsworth's) in sice and importance* 9®

In view of these depressing negotiations, it is not surprising that 

Swinburne doee not mention the work for the next five years. ̂

What is surprising is the fact that he not only mentions the work five 

years later but also resumes composition* It is impossible to determine 

what stinulua caused him to take up the posn again after completing Jfajgt 

Btflfifft* The ftret indication of renewed composition appears in a letter 

to Watts, written on 21st October, 1881, in which Swinburne states that 

'All the second and a great part of the third eantot book or fytte of Tristram

88, 26th Korember (1873)* Letters, li, 259.
89* 9th October, 13769 JAtiejfe tti, 206* Watte added his aether's naae, 

Punt on, in 1096*
90* Letter to wetto, 10th liovesber, 1<5?6. Letters, iii, 218*
91* With the minor exception of a letter to Paul Xaoilton iiayus, in which 

ho anticij^tes the latter1 o comnents. 2nd Hayt 1877, Letters. iiit 552.
92* Nor was this subject exhausted, as he contemplated writing her 

biography on finishing Tristram of Lvon^se, Letter to E* C* $tedmaav 
4th April, 1882* I^ttura- iv. 2&L
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now transcribed in extensitas and revised ad unguem...^ Work proceeded 

swiftly. In April of the following year Swinburne writes to Stedman with 

the news that he ie engaged on the last cmnte*^* Later he confesses to 

Burae-Jones that the arrangement of the whole was problematic* which suggests 

that he did not oempess in narrative sequence and that some sections appear­ 

ing later than canto one may have been composed before the work lapsed I

X only hope you will like the whole eompogioian - of which the arrange* 
meat gave me some trouble - as well as the separate and disjointed 
fractions* I have tried to make it a harmonious narrative throughout 
with as little manipulation as was possible of the different versions 
of the story ~ having found in eaoh something too good to ™

But in epite of this* it seems likely that Swinburne composed at least part 

of 'The Selling of the Swan* last* since the whole poem was sent to press 

in the same month after various details had been checked. On 2nd June he 

despatched 'the last sheets of the last revise'^ and the edition came out 

in aid-July*

There is a possibility that Watts prevailed upon Swinburne to modify 

at least the passage in 'Joyous Card 1 where the fable of the hawthorn 

is substituted for the episode of the daring water*^ This i@ suggested by 

Bwinburne's reassurance to William Bossetttl

I think I have treated the legend of Tristram and his virgin wife with 
all the delicacy consistent with straightforwardness | so I trust there 
is nothing that oould really 'alarm1 your sister in that poem* 9s

However t it is doubtful that he modified all the * copulative passages'* 

On 17th April he writes to Soottt *X cannot expect the approbation of the 

British Matron for certain passages - or indeed for one entire canto - of 

the leading poem 'Tristram of Lyone3se».,.»99

9%
94, Ibid., iv, 265*
95* 22nd 7 July, 1862. Ibid.» ivt 267*
96* Letter to Urd Houston, 6th June, 1882. Ibid., lvt 275*
97* 11* 49-56, See Lafouroade, Swinburne- p. 242.
98. 24th May, 1882* Letters, iv, 272-%
99* Ibid., iv, 268*
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and oa 6th June he writes in the sane vein to Lord iioughton, after the 

pee* had gone to proast

j£ the British Matron can get over two cantos (the second and fourth) 
of my 'fristraa't I expect the Mothers of England to rally round • 
book containing 44 feoags of innocence****0®

The reception of the poem was, in fact, mixed, but by no saeans horrified* 

Among his own circle Burao-Jonea eeoma to have enjoyed : winburne's readings 

of such sections as 'Joyous Card* prior to publication. Morris was, 

however* generally unfavourable, ironically so in view of the fact that he 

had first inspired Swinburne with the subject* He writes to George 

Burae**Jonest

As to the poeatt * nav& «&<*© two or three attempts to read it, but have 
failed, not bein& in the mood, 1 supposes nothing would lay hold of 
ae at all* this is doubtless my own fault, since it certainly did seem 
very fine* But to confess and be hangedf you know I never could 
really sympathise with Swinburne1 s work; it always seemed to me to 
be founded on literature, not on nature*102

Morris goes on to champion art 'which is rooted in the deepest reality9 f 

apparently unaware of the anomalous position of his own work in the licht 

of this criterion*

Oa 19th July Swinburne sent Arnold a copy of the poea with apologies 

for venturing oa his territory* He excuses himself o the grounds that

the old legend was so radically altered in its aain points by your 
conception and treatment of that subject, and especially of the 
eircuastimces which bring about the catastrophe in all the old French 
forma of the roraance, that the field wan really open to a aew writer 
who ni£ht wish to work oa the old lines* °*

Arnold, who disliked Swinburne*s poetry * wrote to Grant Duff ten days later 

that Swinburne*a habit of using 'a hundred words where one would suffice1 

always offended him, and that he had not yet faced the poem, 10* Henry Taylor, 

author of Philip van Artevelde. capped Arnold's charge of verbosity with his

101* Letter to Burne-Jones, 13th July, 1882. Ibid., ivt 283*
102* Henderso&t ^iiiop Harris* p* *39.
103. JdtifcUO* iv* 286.
104 Lyfe+ays of Matthew Arnold* ii» 200*
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own charge of obscurity. Swinburne defended himself on the grounds t at 

it was dirricult to recognise the fault in one's own work. ®* Tennyson' e

reaction ie not recorded, but from his previous responses to Swinburne's
106

work, he could not have approved* Indeed* he may not have read it at all*

Adverse ooanaat on Swinburne's style aleo appeared in the reviews. 

The Westminster Review* 07 echoes Arnold* a complaint of 'undue lengthineaav » 

complaining that ideas become

the them© of complicated and endleas variations » tortured* twisted, 
enlarged upon and reiterated, in language always melodious, often 
eloquent , but also often obscure and forced..*

Thus the charge of verbosity leads inevitably to Taylor'a charge of obscurity*

ionThe Saturday Hev^ew/w likewise criticised 'the rhetorical overloading of

ornament' which *eoa£ela one to read passage after passage several tlaea 

over before the atoning becomes distinct** The Fajl %a?l ffaffe^§J®9 while 

not expecting the narrative lucidity of Morris, does point out that 

Swinburne dedicatee '200 lines to transcendental reflection while the life 

of his hero hangs in the balance** J*A» Syaonde, writing for the Academy* 

while appreciating Swinburne'0 method of telling the story 'in a series of 

brilliant pictures and elaborated studies', finally regrets that Swinburne 

had not used the more 'direct and rapid* method of Arioato*

Swinburne defends his mode of narration in the Dedicatory Eoiai^le to 

the eoaplete edition of his poeae, whero he maintains that his aim was to

105* Utter to Taylor, 1st October, 1862* ,fcette^. iv, 302*

106* Tennyson was disgusted lay Swinburne 'a 1866 voiuaa* 3eo Oscar 
Browning, Heaoriea --Qf . .^j^ij^ii ,. J-^QffA -ft'fe, -^Q.ft* ..j!ta|!i^r^d^eriaj^.l . 1]^ae^ (1910}§ 
PS 11 7, and j^ttfrp of 1)^7 ii« 607*6*

107* Woatainater Eevie¥. B»S* Ixii (October 1882), 586-7.

108* _Sftu«aay.jlavi«t (29th July* 1662), pp, 156-7.

109* Ml %i:L Gaeette (29th July, 1882), p,4.

11C>* Acadenor. (5th Auguet, 1882), pp.
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p»e*eul the arterial
not in the epic or vowmtio fore of suataiao* or continuous* 
tat ooinly Ufton^h a auoceseion of dramatic aeeucus or pictures vith 
doeoriptive sotting* or background 5 the HOMMMI feeing of tfe# ai»^l«§% 
construction, dialogue or ffionolo^ue? without so stttoh aa the ela&*i«alljr

11 *intervention* of a third or fourth 

•• underlines the fwiitt by referriafc to

MftrrmtiT« poo*1 . It aoftt b« eujgge^ted, hov«fforf that Sviafetrnft's 

may HATO boon aad* as a r«»ult of hin<lel#ht| at th« l«aat ho mm* 

no!ifi*d his idoa of tko poow*« narrative structure on Ms resrusption of the
i

irork in 1001 0 for in 186$ he wationa fr^q|f^| ae his * first austainod 

atteemt at neJWKtire9 «lon^el«« ^orrl8*e jJtatott ftr*^ the ItoUa*^2 Indeed,

etiU refere to hi® *tutr7mtive poeat9 m i«te as April 1682***' although 

say be a Xoooe totn rather than a reliable definition* 

Bttt while Sutafeirne ooelas to deftad hi* jpiotatatioo of the nateri&l9 

ho teoo sot iofond hla»elf a^innt the stronger charge by th« 

that of the eultability of tbe subject setter* flie 

tto ftttadc by aaeertia« tfc-at the legend is tainted fey 'the fantastic 

aoft eejrttdozio^l cfusuiotry of the Courts of love** Its arohaisa, th«reforef 

that

the ideea of love vr ich are «»o eopiouoly illustrate in th« i*ge*)£ of 
rriatram can no longer win syajpathy and are acf>roely oYom iatelligiblo 
,*» But ir» ^>winbume ha© chosen to Bt&nd on the ancient p«tthet unA haa 
rcurely a-roided ever: the parta of the le^«^ which are least apt for 
•odern headline* the reeult nly oonfix%@ our opinion that the story 
of Trietftt* OAd Zeeult wore better lot alone by tM>ete»»*the talo io ono 
of low intrigue. *•

blU2it in its ohar®*% etreiwing not the 

bility of the lover*' eoatoet, but it® inmorality: 'the 

•earooljr fit for ^scKlem troatK«at» imd Mr. nwinbume ha® boon only too 

faithful to the aftftt r?,pulaiv«i ph^iWMS of it* 9

112. Letter to Soeaetti, 22nd Bootme«r» iaf$*
11% Utter to StitMfii 4tl; Aprilf 1882. Ibid., ivf
114*



205

Indeed, Swinburne renewed doubt* concerning his * ethical tendencies' by 

heightening the legend'* sensuousmesst
\

He is ta iapaaslonedlv erotic as It is possible to be - the imagination 
at one or two points aeens to become giddy and reel in the realisation 
of indulgence, and recovers itself only under the restraint demanded barthe "——~

considers more sympathetically the suitability of the subject, 

lightly over the erudities t but concluding that the poem fails 

of the non-integration of mediaeval material with modern method, seen, for 

example* in the incongruity of the lore-potion. As there was an animus 

against the legend* either on moral or artistic groundsf Swinburne's adherence 

to its action waa thus seen aa unfortunate, and the 3aturftay ^sv^ew praised 

the circumspection of Arnold and Tennyson in their alteration of the originals* 

However, none of the reviewers, with the possible exception of Symonds, looks _ 

further than the retailing of traditional episodes to consider where Swinburne

has imposed a different interpretation on his material*
115 There were, nonetheless! some supporters* The Gentleman*s Managing •*

was highly enthusiastic, particularly regarding the heroic set-nieces, 

commenting that Nothing in its way finer or more poetical than this can be 

found in English literature1 * The Athenaeum*^ comments on the 'heroic 

splendour of the erotic passages', but it is significant that the reviewer 

is already a devotee of the legend and shows considerable knowledge of the 

sources, upholding Cottfried'e version as the finest* Although he 

congratulates awinbume» it is possible that he would have boon less 

sympathetic had he been less committed to the legend* Hie reviewer for the

FliUi...Bams, ffiffiff***** on *^e otner ^nd» is a devotee of the poem for its own 

sake, despite finding the 'amorous passages a little overdone 1 *

Had TrJatraa of Lvonease appeared a decade or so earlier, Swinburne

364
(22nd July, 1882), pp. 10>5.
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would hare risked comparisons with Tennyson, but with the waning of 

enthusiasm for the Idylla* there are very few instances of such a comparison* 

The Iftfftfflmftf **> .Review, looks in Tain for the 'strange, wild sweetness of the 

Idylls', but finds the laek compensated by th« finely drawn characters and 

Tristram*• heroic dimensions* In consequence, the poem has a much fairer 

hearing* the metries in particular coming in for a considerable share of 

attention, with most reviewers remarking on and in some cases analyzing the 

way in which Swinburne gives new fluency to the heroic couplet* But, while 

the poem does not suffer from competition with the Idv^s* its beauties and 

its versification are viewed rather as saving graces than the final touches 

of perfection.

With the exception of the ^ffltfilfflUffitt'g fteff*zin*» no review is unreservedly 

enthusiastic* The ftejlgfrnateg Review considers the work 'a little less than 

perfection* which appears a relatively extreme judgment* A aore represent­ 

ative view would seem to be that embodied in the doubtful comment by 

the Brftfoh Quarterly fieviqy that tlfr* Swinburne's new volume will, we 

think, add to his fame1 * Various factors confused the issue, and with the 

possible exception of Synonds, none of the reviewers attempted any courageous 

or unorthodox approaches* the high standing of the poet* despite his past 

reputation as an en^^at terrible* seems to have induced a caution which 

obviated a coming to grips with his style and the amatory-heroic treatment of 

his subject* In addition, the subject itself complicated the issue, as those 

who were less familiar with, or prejudiced against, the legend, were less 

likely to condone the poem* Publication a decade later would have probably 

encountered more success because of the growing Tristan enthusiasm,

With the exception of the Triotanitss,117 later critics also -©en bemused} 

there is a prevalent feeling that the poem just misses the mark of greatness*

117* Jttwie Veston, for example* considered it fbeautlful f * comparing it 
favourably with Wagner's frjfotaiu The Otory of Trfotan and Iscnil^ (1899) 
I, xiv.
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but the reasons postulated are v jrious. Symonds at the time of 

demonstrates the sort of confusion which was to prevail* He argues on the 

cue hand that the poem fails because mediaeval matter and modem method are 

at variance; but on the other hand he states that the poem is essentially 

modern, aa it represents 'an epic of htan passion, viewed in its enduring

elements, treated with modern subtlety and a modern sense of the paramount
fillimportance cf emotion', a vieer which suggests the aforementioned conflict

has been resolved* Goese finds the answer to the poem's comparative failure 

in the fact that Swinburne's genius was lyrical and not narrative t

there is a total want of energy in the narrative**«there are no exploits, 
no feats of arras; the reader, avid for action, is put off with pa&@a 
of amorous hyperbolical conversation between lovers, who howl in 
melodious couplets to the accompaniment of winds and waves, 1 '9

This implies that Swinburne has failed to write a conventional narrative poeBf 

be nlked by a lyrical tendency over which he had no control* Some years later 

Harold Hieolson, wondering how the poem 'juat fails to be a masterpiece9 , 

surmises that its sense of lethargy derive® from the long lapse in composition* 

He doea not prove this, however, by demonstrating that the Prelude and first 

canto are any leas lethargic t: an the reot, nor doe® he take into account 

the fact that Swinburne must have been reinepired in some way to have 

contemplated finishing the work at all* And Lafourcade seems to be 

advocating some sort of mediaeval pastiche when he criticises the poem's 

•fleshpainting* as nearer the Renaissance in feeling than the Middle Ages; he 

maaecountably 'regrets a little the awkward unfinished ballad which Swinburne
121composed at Oiford', The main problem seems to be that Swinburne frustrates 

expectations of a mediaeval-type narrative, with an imbalance of lyricism

118* AcAd«mv ($th August, 1882), p. 93.

120* S»ltiburae (1926), p, 178*
121* Swinb"**»M*« A Literary Biography* p. 292*
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and the introduction of BJsHiiitr which are not reminiscent of the Middle 

Ages*

Moreover, it would appear that there expectations are justified, particu­ 

larly in view of his declaration in the

aim was simply to present that story, not diluted and debased as it 
had been in our own time by other hands, but undefaced by improvement 
and undeformed by transformation a© it was known to the age of I nte 
wherever thechronicles of romance found hearing* from greildoune to 
Florence* •* Z2

Hie scrupulous attention to sources confine thie* However, bsoause hie 

method involve® *a succession of dramatic scenes or Pictures' the action 

tends to be telescoped between tableaux, soliloquies and dualogues* 

Consequently, while the essentials of the action are in raoet cases traditional, 

the effect is often one of unfamiliarity and confusion*

In *The Sailing of the Swan9 we lean* of the rudderless boat, Tristram* a 

tuition of leeult, the recognition, and the Morolt fight, ail in a 

retrospective parenthesis. Moreover, this is the order in which we leam 

of the event 0 so that Tristraa's ononywity appears at first mere caprice* 

These episodes are taken frost Sfcp ygj^atgeja^^S ^^ Swinburne then turns to 

Kalorjr for his revelation of Morgattse*s incest* ̂ 4 and probably to the prose 

Merlin for the story of Herlia'e birth,129 The prove iftittMtffilfft provides details 

of Lancelot* a upbringing by MinoS and the Galohaut episode. 12^ After this 

vealth of inforaatioa has been retailed by Tristram to Iseult, the canto ends

122* Po«a (1904), I, xvii.
12% Swinburne takes the pattern of events fror. Halory, however, telescoping 

the two voyages and onittin^ the dragon fight* The recognition thus leads 
on from the healing of ?riatran*(» wound* Swinburne invents a peace during 
which Tristram fetches Iseult as Mark's bride, whereas in both Malory and 
ig^p Tr%tyge^ Tristram is purposely sent into peril on the pretext of a wooing 
mission* Malory viii, 19| <$x Triatrqn* ii, 20-3*

124* i, 17.
Sd* H*B» Wheatley, BEtS, I, ixl, xxxvi, (186?, 1866, 1369)*

126* Roseetti retailed an account of the Qalehaut episode to Swinburne, 
taken from a 1533 edition on sale at Holini's* See letter to ' winburae, 
9th March, 1870* Letters of DOR, ii, 612*
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with a description of the storm and the drinking of the love-potion, 

derived from Sly Tristram. tg<y

'The Queen's Pleasance9 opens with the longest stretch of straight 

narrative until the penultimate canto. This comprises the arrival in 

Cornwall, the substitution of Brangwain12® and an amalgamation of the Irish 

harper episode from the metrical version with alamedea* abduction of 

Iseult from the prcme. 2^ Swinburne substitutes the more heroic battle of 

the latter for the trick whereby Tristram regains Yeonde in th© former and 

omits the various ruses which he employs to come to her. Then h© runs the 

Falamede tpisode straight into the Morroie interlude* suggested by the 

week's forest idyl, which follows the Irish harper episode in sir Tristrmm 

But despite Swinburne's omissions this first section of the poem represents 

a studious compilation from the sources and reflects Swinburne's desire 

.to include 'everything pretty'. Hereafter Swinburne seems more content to 

follow the main lines of the narrative and exclude background detail, a shift 

of emphasis which probably coincides with the later resumption of the work*

In 'Tristram in Brittany* the narrative lapses badly. 1 '1 We are not 

Informed why Tristram has not seen Iseult for three years, although we gather 

that he is banished. Somewhat ineptly the reasons for Tristram's banishment 

occur retrospectively during his Internal debate in 'The Maiden Marriage'.

127. 11, 49-52. Swinburne attempts to tighten the casual motivation in 
the sources by having Iseult take the potion from the sleeping

126* Sir Trlstrem. 11, 54.

129. Ibid., ii, 6>74f Malory, vill,
150, >ir Trlgtrem. ii, 73. Between this and the Horroiss episode occur the 

•vents which lead to the ambiguous oath, ti e Urgeji expedition, Tristrem's 
recall and the reawakening of sus| iolon.

131. T?*e lines 'Iseult my love, Iseult my queen twice crowned/ In thee ay 
death, in thee my life lies bound* in th© episode of tho ambiguous song 
recall Got t fried 'a 'laot ma dru@, I sot ra'amie; on vus na mort, on vus °va vie'* 
This 1^ the only example of a possible knowledge of Got t fried, and it could 
be that Swinburne found the lines quoted elsewhere.
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Here, after dropping the ring, Tristraa swiftly remembers the discovery in 

the woods, 1 -*2 the return and betrayal, and finally the ohapel leap* " Whereas 

this does supply the ndssing causal link between the second and third cantos* 

it inevitably distracts from the dramatic situation of Tristrara'a wedding 

night dileiuma. In the 3aeyd fragment, which Swinburne probably knew, Tristan 

is obsessed in the long deliberation passage with the image of Xsolt, while, 

at the «aae tine trying to justify his marriage, *5* Swinburne's Tristram, 

on the contrary, mentions Xseult of Cornwall once, and instead belatedly 

reviews his past history*

'Xseult at Tintagel' is non-traditional,*^ but possibly owes something 

to the last canto of 'Queen Yseult', together with Swinburne's dramatic 

predilections* 'Joyous Card', however, follows the structural pattern of 

the first and fourth cantos, in t! at it reviews past events within a traditional 

episode, recounting ftanhardine's discovery of hi® sister's virginity, his 

reproach to Tristram and their journey to Xseult within the context of the 

Joyous Card sojourn. 156 'The life's Vigil* balances 'Xseult at Tintagel' 

and is Swinburne's own creation, anticipating the revenge of the last canto*

•The Last Pilgrimage* saoves away front this introspection and presents 

a fairly coherent and consecutive narrative* As Ffalory abandons the lovers

132, 3^r TrJatre^. ii, 20-5« Swinburne omits the details of Mark's 
glove and the Dividing sword* The latter causes inconsistency in view 
of the senauousness of canto ii*

133* Calory viii, 32, Tristram's speech to his captors and his attack 
oa Andred constitute the only example of sustained dependence on a source* 
Swinburne runs the ©scape straight into the Brittany episode, Quitting 
the intervening events in tlalory*

134» Hiohel, RecGuil. iii.
139* Swinburne visited Tintagel in 1364.

136* The daring water episode is altered, but Ganhardine's reproach, 
11* 36-40, echoes :>lr Trlatrea* iii, 56* Ganhardine's mistaking Brangwain 
for Xseult derives either from the first Strasbourg fragment, Michel, op. 
eit«, iii, or Weber's account of Beinrioh von Freiburg's continuation* The 
reactions of Lancelot and Guinevere to Trio trim's marriage and Joyous Card 
are taken from Malory viii, 26-75 x, 52 and 66.
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at Joyous Card, Swinburne returns to >ir Tristram and makes use of the Organ 

episode which occurs Just after the ambiguous oath as a means of separating 

hie aaln characters. 1 ^ In hie description of the battle he faithfully 

includes the severing of Organ's hand, the bridge* the cleaving of Tristram's 

ahield, and the two final blows. Likewise the circumstances of the young 

Tristram episode which follows are also taken froa Sir friatr««J3® even 

down to the curious detail of the suppliant's being barefoot* Froa the 

evidence of this canto and the account of the betrayal and chapel leap in 

'The Maiden Marriage 9 it would appear that Swinburne leant most heavily on 

his sources when describing heroic action*

The events of 'The Bailing of the Swan' com© from the Douce fragment 

originally, probably via Scott's continuation rather than Fllis's account* 

ULJce Scott 3winburne omits the storm and euln whioh hamper Xseult's 

Journey and his account of the two deaths, omitting the speeches* is swift 

and effective* Mark's burial of the lovers aay have its origin in Weber's 

article rather than Arnold's poem, as the 'Branching tracery' see&s to be 

an eoho of the briar legend*

It will be seen from this analysis that Swinburne uses a wide range of 

source* with fidelity. However* this fidelity is limited and Swinburne 

is Mistaken in thinking that hie poem represents the legend 'an it was icnown 

to the age- of Dante'• Firstly, he selects from the available material in 

accordance with his aesthetic, so that hi® omissions inevitably alter the 

balance of the legend: the onission of the tricks and disguises, common to 

all versions, removes the quality of desperation and degradation, for example* 

Secondly, he selects from two distinct brandies of the legend, the prose and 

the metrical, where fidelity to the one is only achieved at the expense of the 

other, as is seen in the two differing accounts of th© death. Consequently

137* Sly Triatrea. iii, t-9. 

Ibid., iii, 91-5.
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Swinburne's aim aa presented in the Dedicatory toistle must be qualified*
•• \ . •

ei&ce it could only be effected by a recapitulation of one of the originals* 

Voat Swinburne does achieve is a new combination of traditional details*

This combination is dictated by owiaburne's conception of the legend, 

which was alien to the mediaeval vision* It might represent the essence 

of the legend for Swinburne, but this is not the sao© thing as being 

mediaeval. In fact, Swinburne 1 * conception of the legend in synonymous with 

his conception of the love as a tr nacendental passion* The* mediaeval 

writers, however* although their interpretations vary considerably* agree 

in placing an emphasis on the conflict between love and society* Swinburne 

sees the legend in inflated terras, the passion being sublime* the lovers 

heroic and their career doomed* whereaa the mediaeval sources set the 

action against certain systems and institutions so that the lovers* 

dimensions never become disproportionate* As a result Swinburne can only 

•elect from tho originals those episodes which are consistent with his 

vision* such as Tristram's three heroic fights* Thus* hi@ desire for 

authenticity achieves only a very limited result, since hit* overall inter* 

pretation is at variance with that of the versions whence h© draws nis arterial.

This manifests Itself in && essential dichotomy: th© narrallY® becomes 

divorced from the lyrical-dramatic areas of the poem* Swinburne's 

interpretation of the legend tends towards aa introspective* philosophical 

and static treatment* As & result the action is separated from the generative 

force of the poem, the delineation of passion* and is mostly relegated to 

the function of setting and explaining the individual scenes* This does 

not apply to the central action* the love-potion* mftrrlog* and death, as here 

the action is directly connected wit': the qu lity of the love Itself* rather 

than with practical situations brought about by the love* But for the most 

part Swinburne's lovers are fixedly contemplative and not driven to risk
|i

life and honour for physical desire, although their love is undeniably sensuous*
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They eoanunieate on a spiritual level, symbolized by fires, sunsets, roses 

and waves, tut their passion is not released into action* Consequently 

the narrative element is crowded out and comes to seen unnecessary to the 

central area of the work* Hence arises the impression that there are two 

poeas present, one narrative and one lyrical-aromatic*

Hence also arises the sense of frustrated expectations* The narrative 

is often little store than a gloss on past events to give the present scene 

some context* The recognition scene and the Morolt fight for example are 

sunsarily dismissed, whereas in the original versions they are oriaes of 

suspense* At other point® the action seems to be something of an indulgences 

the Organ and young Tristram fights are set pieces for Triatra»f s heroism 

but they seem tangential to the centre of the poem* Consequently, interest 

through narrative is either completely lacking or is aroused to no profitable 

end, since the meaning of the poem stop© short of the external action*

Swinburne's vision of transcendental love also precludes the dramatic 

delineation of character* In 'Queen Tseult* Swinburne reduced his dramatis 

personae to four* Here he adds Brangwain and Ganhardlne, but because they 

have little to do with Swinburne's treatment of the love they only appear 

as the exigencies of the narrative dictate* ^ark too has only a minor role 

and his attitude remains undefined, since Swinburne is not concerned with 

conflict* Iseult of Brittany has a necessarily enlarged part in the later 

stages of the peep, but her transition from a colourless bride to a jealous 

SAd vindictive woman is not described. This apart, it is with Iseult of 

Brittany that Htfinburae oaken his rsost successful atteapt at integrating 

character with action*

He demonstrates her terrifying change of heart in 'The Wife's Vigil* 

which balances 'Iseult at Tintagcl 1 ; in the latter Iseult of Ireland battles 

with her God on account of her love and in the former Iseult of Brittany 

•nlists the support of her God on account of har hate* H«r enforced virginity
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has generated a fanatical loathing and she regards her revenge for betrayal 

aa righteous and Just* This bitterness is sustained through the end of 

'The La*t Pilgrimage V, where ahe is identified with image* of dark and deathf 

and through the oounterpointed duet of love and hate in 'The Sailing of the 

Swan9 * finally the accumulated emotion is released in the fatal lie of the 

black sails* Although the pounding insistence of her monologue le 

substituted for any more subtle development, the character doe® have a 

comparative tension and definition which aintalna interest*

It is unfortunate that as the delineation of the lover® has no 

definition, Iseult of Brittany makes a greater impact* The paradox of her 

situation, the virgin-wife, finds no answering paradox in the situation of 

the lovers, because Swinburne has abandoned any view of their love which 

could lead to this* They begin &m conventional heroic figures and they 

remain so* Having been divorced from the traditional plot and counter-riot, 

they have nothing to do but talk of their love* After drinking the love* 

potion they ar® happy together and miserable apart, although Tristram 

discovers pantheistic consolations, but their Joy and distress do not mould 

them into individuals* In an attempt to elevate their love Swinburne 

removes all external and internal pressures so that the characters inevitably 

become unfocussed*

This at times leads to contradiction* Although Tristram and Iseult 

are the vehicles of love, they have little internal conrnuleion to be together, 

This is particularly true of Tristram* while he abstains froa consummating 

his marriage, in *Joyous Card* he does not return to Iseult because he 

cannot live without horf but because he wieha® to justify himself to 

Ganhurdine. Admittedly this follows -ir Triatrem. but there are many 

occasions there when Tristrem does act under the compulsion of the potion* 

In Trfatram, of Lvenease the only point where he seems impelled by the potion 

ie in 'The Sailing of the 3wan1 where he awaits Iseult f @ coming, but even so
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the tension is not sufficient to sustain the impact of the love-death» 

Indettd, it has not the significance of the originals, siiice nowhere have 

the lovera demonstrated that they would risk death rather than separation,

The fact that there is no psychological exposition of the lovers, 

because they are identified with a transcendental stale, again leads to a 

frustration of the reader's expectations since moat of the poem involves mono­ 

logue or dualogua* Cwinburno ©vidtmtly saw the poem as possessing drajoatic 

qualities as h© refers to it in terms of the Classical theatre, and the fora 

••pports this* But the fora and the content are at variance, since th« 

content appertains largely to the quality of love or the philosophy of 

nature, rather than arising inevitably from the stresses of character in a 

specific situation. Separated from Iseult, ?ri trna cor- aiders man, fate 

and the natural world; separated f ro ; Tristram, Iseult considers God, death 

and sinf together they contemplate absorption into the elements of nature. 

Hotfhere do they consider each other directly and one remains unconvinced of a 

relationship* In addition, partly because of the irrelevance of the external 

action, and pnrtly because the characters have no internal tensions, one 

remains unconvinced of their being in the grip of an inexorable fate.
*

Although Swinburne's concept of love frustrates expectations of 

narrative and dramatic interest, one could perhaps forgive thin if the 

concept itself were sufficiently compelling. However, it is only vaguely 

thought out and is confused by attempts to sake it arrestin&ly heroic. In 

a letter to Isa Blagdon Robert Browning cements: 'As to Swinburne's 

verses, I agree with you* They are "florid impotence" to my taste* 

the minima* of thought and idea in the maximum of worda and phraseology *

1 99* 22nd March, f B70* Critical CoBgaents on A. C. SwJLnbiinie 
- C. Rosaettl. ed* T* Wise 1 191 9;, pp« 6-7* -
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lack of intellectual centre obtains here* Svinbuma does not work out

* £aetapli!f»ical system analogous to that of the mediaeval Provencal poets, 

vhereby to express the gradations of love from physical to spiritual* 

Instead he introduces uotaphyaical concepts for their emotive value 

rather than aa a means of analysis*

In the Prelude Swinburne aees love as a deity, having his own heaven 

and his ovn martyrs; but he fails to plaoe him in any sort of hierarchy,

•or even in a consistent relationship to the lovers* In *Xaeult at 

Tintagel 9 * Isoult does not pray to Amor, but prays instead to the conventional 

God in a defence of her profane love* This conflict with the Christian 

eodev with all its powerful overtones of hell and heavon, inevitably 

lends the passion a vei^ht and significance far outside the scope of a 

prayer to uaor* But as there is no defined relationship between Vod and 

Amor, confusion results, especially as the Prelude suggests that the 

latter is in some sons© an aspect of the former*

This is heightened by the introduction of pantheism* ^aor is 

represented as both imuEoaent life force and transcendental deity in the 

Prelude , but Swinburne chooses to ignore the latter* Consequently instead 

of relating the lovers' talk of death in *Joyous Card1 to the dark heaven 

of the lovers metamorphosed from the Inferno> he relates it to an absorption 

into Mature* personified somewhat surprisingly in the figure of !3i«ue. ° 

Just as Swinburne discards the idea of Love's heaven* so he discards 

Christian esehatology after leeult's monologue and one feels the problem 

of morality versus unlawful love has been raised merely for the 

aggrandisement of the passion,

underainiv of the 'Iseult at Tintogel 9 canto through lax

140* fhia reinterpretation of the Merlin and Hiaue legend may have 
been originally suggested by the association of the two stories in 
Arnold's Tris tram .and I soul t •
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thinking ia unfortunate since it is the nearest the poerc comes to a sustained

conflict between lore and a comparable force* Here ilwiaburne is on
i

characteristic ground* Iseult bargains with her God for Triotram'3 

reprieve from dannatioa at the cost of her own* although this is confused 

by her final plea against separation* In channelling outlawed lore into 

the waya of self-sacrifice Swinburne implicitly indiota the moral laws 

of Christianity and the God who demands their keeping* Thin canto 

represents yet another variant on the conflict expressed in 'Hymn to 

Proserpine* » and despite its substitution of refrain for structure, is 

the nearest Swinburne eon©® to demonstrating lore in action*

The doctrine of pantheism* however* provider; th« poem with no tensions* 

It enables Swinburne to use imagery of heat and ll&ht, flowers and foam 

with some relevance to the general theme of nature, but it also encourages 

a Mtthanioal aaeoci tional usage t

But as the SL.iden mountain snow sublime
Takes the first sense of April f s trembling time
Soft on a brow that bums not though it blush
To feel the sunriae hardly half aflushf
So took her soul the sense of change, n&T thought
That more than oaiden love was more than nought*'**

Whereas this use of imagery lende itself to the lyric, it cannot sustain 

a work of this length* The lack of definition* mo Uilation of ton© and 

variety of effect ore te a monotony* Because the poem continually aims 

for the transcendental level, which does not lend itself to delineation 

but rather to intimation, the io^.ery seems limited and predictable, 

although paradoxically it is striving continually for expansive and 

•votive effects* The recurrent ittagea do not gel into patterns, illumin­ 

ating central relationships) instead they substitute decoration for 

elucidation* It is not sufficient to associate Tristram with flaae and 

light in such a way aa to blur the distinctions between the components 

of the iaae«, «ia«e they should relate under tension*

141. 11. 315-20*
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Although this slackness is a feature of Swinburne*8 writing, it is 

exaggerated in Triatr^ ojf fcvonsjMMi because of th® lack of intellectual 

centre. The doctrine of pantheism in used to elevate the passion, to 

give it an evocative context and by placing it squarely in the realis of 

nature, to remove it from moral censure* But it does not explore the 

relationship between man and nature because Swinburne merely states that 

the spirit of love permeates all life* He does not go further than this, 

and to describe the lovers* feeling in terms of natural phenomena only 

reiterates the basic preniae.

In addition, the introduction of pantheism makes the greatest 

contribution towards the poem's failure as a love story, since it dissipates 

the lovers* relationship and &ives them an outside point of reference* 

This is j>artieularly true of Tristram* In 'Tristram of Brittany* he is 

relieved of his ¥¥3UflfltoiTfl ty aome sart °? pantheistic experience* which 

accords awkwardly with the fact of his hopeles* separation frota Iseult* 

The origins of Tristram's philosophical development are therefore 

extraneous to hid passion, and the two have no fundamental connection* 

In *Joyous Gard* Tristram indoctrinates loeult, who finds coafort in the 

idea of being subsumed into the universe after death* Finally, in 'the 

Last Pilgrimage' he reaches not only the peaic of his heroic stature but 

also his closest coaraunion with the life force® of natures, completely 

independent of Iseult* The pantheistic elements are thus at variance 

with a delineation of passion for two laain reasons« first they provide 

a diversion and consolation for the passion, which inevitably lowers its 

credibility, and secondly, they dissipate the human element by blurring 

the distinctions between raaii and nature, life and death, thereby reducing 

the emotional impact.
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Cont*»9***ry r*fi«wera felt the pantheistic elements to be unfortunate, 

but on the grounds of their being unmediaerall

The aoat undramatio and anachronistic paasageo are those where
Mr. Swinburne puts into the- mouth of I soul t longings for adoption into
the great whole, too much after the manner of George Eliot*

Swinburne defends himself in the Dedicatory ISnfcftlft by saying that the 

philosophical passages are no Bore anachronistic than the • lecture of 

Theseus after the obsequies* of Arcite**1^ This eoaaont is just, and indeed, 

•ediaer-al writings were far more philosophical in outlook than 8wlnburne*s 

poem. There oan lie no quibble with the introduction of philosophy into 

a Bftdiaevalistio poemj but as the pantheism isolates Tristram and obscures 

his relationship with Iseult it baa no place in retelling the story, 

despite its part in creating an heroic dimension*

The central problem of the poaai is that Swinburne ha® no clear ide-, 

of what he means by a transcendental passion* %>hen the first series of 

Poems and Ballads oaa* out, the ^aturdaj j^fiftfly* ̂  • coma! an ted that 

Swinburne's 'ideal of the God of Love (was) a sort of Moloch, lapping 

up blood like wine 1 * Hers there is little of the bitter and perverted 

lust found in the earlier poems, although Swinburne set out in 1669 

with the gleeful intention of chocking his public. lnate~d, he attempts 

to describe a passion which he MNMI aa great and tragic in terms of 

ffettnssi and tragedy, without the huann elements essential to a discussion 

of lore* Apparently at a loss as to how to present a reciprocated love, 

Swinburne makes continual attempts to impress the reader with unrelated 

ideas of fate. Nature, God, Amor and taan, without allowing the passion 

to speak for itself* This makes for a lack of coherence and development*

142. qritiah S\MrtfrJT. fosy^sw. cxarri (October 1882), 477*

143. jgflSMi (19O4), p. xvil*
144. Saturday Review. (17th November, 1866), pp. 600-1.
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The poem thus deteriorates into a series of set-piaces* In consequence, 

the reader, looking fo? »oae laajor focal roiat, i® continually frustrated*

Tristram of Lvoneasa io in many ways tho antithesis of the |_ftrlla 

but not as Swinburne hoped: Tennyson's work haa a toughness* variety and 

progression to it whereas Swinburne*e is overwrought and flaccid* This 

aprings from Tennyson1 e emotional and intellectual cosaaitsaent to the 

central theraoa of the lAvyj*. which controlled his material* Swinburne* 

on tho other hand, ha® oaly an aesthetic commitment to the material; he 

wants to include 'everything ££§$$£*» and so hie work be coses a heterogenoua 

collection of elements whose r^aon 4'fetrft is to 1m reas the reader with 

a rarified eaotional effect* Indeed, Sviaburne'a e^stheticiem leads hie 

into just as much distortion of ataterial as he accused Tennyson of in 

Under foe r.icr^acoqei he osaito the rueea because they are not protty, 

while Tennyson omlta Arthur's incest because it is not consistent with 

his concept of Arthur's spirituality*

Strangely enough, however, Svinbume'e poea has affinities with 

Wagner's music drama* Zdkt £winburae Manner concentrated on an exposition 

of sublirae passion with a aiaintum of action, relegating muoh of the 

tradition il material to a recapitulation of previous events, a® in Isold!*a 

narration* The reduction of the legend to essentials is compensated by 

the psychological exposition in the music -ni the philosophical content 

of the libretto, which coalesce thought and feeling* Swinburne has only 

words at hi® disposal, and in attempting to ere te verbally something 

analogous to the dimension of music, los@@ their zae^ninf: and definition*** 

Consequently* the scenes in 'The Queen's Plaasance1 and 'Joyous Sard' 

which correspond to the love du©t of act two* have none of the development,

145. *^f Saturday Review comnentodi 'We have some difficulty in taking 
this kind of thing seriously. Any mm who abandoned his mind to it could 
reel it off for hours together* *
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intellectual or emotional, of the latter*

But Swinburne and Wagner have similar responses to the legend* 

however successful or unsuccessful their means of presenting then* For 

both the drinking of the love-potion is a crucial event which puts the 

lovers on an exalted level, althou^fc Wagner develops this to demonstrate 

the conflict between the worlds of night and day, while Swinburne merely 

indicates that the lovers participate in a transcendental experience* 

Bat because the lovers are separated from the comon worldt they are 

inevitably Todgetfa^tM/. Wagner underlines this with Brangaene's substi­ 

tution of the Liebostrank for the death drink* Swinburne, picking up 

echoes from the mediaeval sources, describes the efiects of the potion 

as follow® i

And all their life changed in them* for they quaffed 
Deathf if it be death so to drink, and fare

men who chance and are what these twain

For Wagner** lovers death is a longed-for release into night, an idem 

which Swinburne reiterates in the Prelude, but does not develop within 

the poeat

They have the night, who had like u the day 
wet «ho£s day binds shall h ve the nifht as they* 
We fro« the fetters of the light unbound, 
Healed of our wound of living shall sleep wound* •• 
Blind is the day and eyeless all its light, 
But the l&rge, unbewildered eye of night 
Hath sense and

Instead, Swinburne releases hi?-; lovers fully into the world of nature*

But although there is this difference in their approach to the life 

beyond death, it is worth noticing two things* Firstly, that both Wagner 

and Swinburne, having conceived a passion of superhuman dimensions , need

"The Sailing of the Swallow % 11* 784*6* Swinburne may have come 
upon this idea in the Douce fragaentt 'El beivre tud la nostro ntort***** 
Hichel, !^eceuil> ii, 57, H* 1223f* Alternatively ho say h .vo taken the 
consent of the Prose Trio tan i '••*il£ ont b«u leur destruction et leur 
raort*. MicUel le Soir"(1$M»t f* xli*

147. U. 199f*
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to postulate a sphere beyond death where this passion can be fulfilled* 

Previously, with the exception of the early fragment* writers had seen 

the lore as leading to a tragio end with no spiritual reunion. Thus, 

both change the ££&& of the legend radically. Secondly, both Swinburne 

and Wagner use the as* as an erotic symbol connoting passion and death, 

combined in deep mystery* 148 After the literal sea-journeys and the 

figurative sea-stones of emotion, Wagner*s heroin® finally drowns in her 

transfiguration!

ertrinken -
versinken «•>

hochata Luat,

Swinburne uses the sea with less melancholy since for him it aanlieets 

the life-force into which the lovers are finally dissolved! Triatroa 

reaches the heights of his pantheistic experience when he imraersaa him­ 

self in it* But given this difference, its symbolism remains the saas* 

At the end of 'The Sailing of the Swan9 the lovers are taken into the 

sea which saw the birth of their passions

And these rapt perforce from earthly ground 
These twain the deep sea guards, and circlets round 
fheir eleup noro deep than any sea's gulf lies*** 
For the strong sea hath swallowed wall and tower, 
And where their limbs.were laid in woful hour 
For many a f thorn glenoa and moves arid mo .as 
The tide that sweeps above their coffined bones*** 
But peace they have that none may gain who live. 
And rest about them that no love con give* 
And over the*, while death and life shall to* 
The light and sound and darkness of the sea*'49

This spiritualised and consequently dehuiaanissed conception of the 

legend prevailed over the next three decades. Inspired by Wagner, the

148* See £ue?£ersuannt 
149* U. 529ft
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responded emotionally to the power of his ausic* producing

poeaa, articles and plays f which, in attempting to convey the feel of 

fe&* Triatan* achieve a tone similar to that of Triatrai^ of Lvonease. 

Thus9 although Swinburne1 a poem cannot be said to be the progenitor 

of the Tristan enthusiasm, ainoa Wagner provided the main impulse, it 

bears a generic rese&blanoe to the literature which succeeded itt because 

both Swinburne and the Aesthetes derive their literary raodea from the 

Pre-Haphaelitea* But there is an important difference between Swinburne 1 a 

peea and the worka of hie successors since it sprang from a response to 

the originals unooloured by Wagner9 a

150» Swinburne a^y have been involved in Wagner's Albert Hall concerts 
in 1677t since Burno-JonoQ was an enthusiast* Kenderson, yftl^lafl lorriaf 
pp» 16>-70« But his chief contact seems to have been literary § 
especially in view of his French inters t, Baudelaire* for example* 
•ent hi» a copy of Manner ^ yajgn^aqy in 1B63« 2ucker&ann*a obser­ 
vation that the roundel en the Tristan Prelude begins with the verbal 
equivalent to Wagner's opening chord - 'Fate, out of the deep aea*a 
glooau*** - iB inconclusive OB canto ix be^in^ with the word 'Pate1 
and ic dominated by the sea* The roundel my therefore be based on 
atteeriea of this, Swinburne also wrote roundels on the death of 
Wagner and the I^hcrurrin Prelude, published in At Century of Houndc^a 
(1885). There is no record of his attending the London performance 
of Tristan in June 1882*
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CflAPTER V

The end of the 19th century saw not only the rise of the Tristan 

legend, but also the gradual emergence of English scholarship in the 

mediacnrai field* As, with the exception of Em, activity had hitherto 

been extremely limited, the scholars who began to make a positive con­ 

tribution during the 1890*9 atill remained in the minority. Predictably, 

this ie in direct contrast to the situation on the Continent, where an 

early and serious interest was shown in old literature, particularly the 

Arthurian* The French, especially, were outstanding in their production 

of definitive texts coupled with imaginative scholarship, while the Germans 

concentrated on textual and philological studies with great thoroughness. 

This Continental advance highlights the lack of work done in England*

la 1899 tTeaaie W eat on wrote deploring the state of English Arthurian 

studies I
i,

But in all tills labour it is regretfully to be acknowledged 
that we, in this land, still lag behind. Of late years the 
study of romantic literature in general, and of the Arthurian 
Cycle in particular, has made immense strides on the Continent, 
but anyone interested in the matter cannot fail to be struck 
by the paucity of English worko of solid value as compared with 
the MM of French and German critical literature* 1

She goes on to describe how, out of 236 works referred to at the end of & 

German aonograpil on the Grail published in 1898, only aeven of any critical 

weight were by English authors*2 This sort of academic insularity was 

no longer excusable, since Continental Scholars by no means limited research 

to their own literatures, as can be seen by the work of Foeroter on Chretien,

t • ffljiflff Arth»y and his JCni#htii» p* 1 1 *
2* The Grail legend waa the most thoroughly studied breach of the 

Arthurian legend in England, inspired by the 1660 'a Galahad enthusiasm 
combining with the incipient Celtic vogue*

•*• w* itorster (Halle, 1664)| Per o'wenritter (Tv^ 
(Halle, 1887 5 1 Eree et Enide* (Ualle, 1890); Ber K&rrenritter (lanoelolf)
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A *5
KSlbing on ^r IrAffjffilir ""^ Assert on Gottfried.

But the English renalned far behind* Out of all the editions of 

Arthurian literature published In England over the second half of the 

oentury, X have only been able to discover two which deal with non-English 

texts, both edited by F* J* Furaivall for the RoxburgheClub** Until the 

foundation of EET3, however, even indigenous Arthurian works were neglected* 

Si* Frederick ifodden, the only scholar of the mid-century with any real 

stature, went on after his edition of the Gawaln romances to edit Layamon's 

JB& in 1647t but his conaitmant to the Manuscript Department of the 

British HMJOTII ironically prevented him from expanding scholarship In 

ether directions.'

It was the founding of BSfS la 1864 which consequently marked the real 

beginning of mediaeval studies, and in particular the Arthurian, as a fully- 

fledged academic subject* Unlike th® exclusive and somewhat aristocratic 

book-clubs, the alias of the society were to reach a wide public and arouse 

a general interest* There were no litalts on aeabers or copies , the price 

of publications was minimized by such means as dispensing with paid staff9® 

aad the annual subscription was kept down to a guinea* The society*s 

function was simple and necessaryi it was to continue more efficiently 

the work of the Philological society, and to deal with manuscript works

4* Die nordlache und dj\e en^l^aehe. yejaiipn ..dffip Trl^i^J!^a^^ea ed* E« KJo*lbingt

9* «,• Bossert, Tristan et Isgult« pooae de Got frit de Strasbourg* 
(Parle, 1669).

6* Seynt Qraal or |fog r^^nk £yal ( 1861-3)* This comprises Lovellch's 
H^^v Grail and the parallel French text* (The English text was reprinted 
in E£$3E3, xx, xxviiit xxx and xcv.) Also 1^ ^if^ _^el St. §^s$ (1864)*

7* His article on Geoffrey of Monmouth's Historia 
xv, (1698), 299-312, Is an exception*

8* This was not an original idea as it had been the praetite of the 
Society, founded 1858,
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hitherto unpublished, rare printed works for which there were no extant 

oanuacrlpts, and manuscript works already printed, which wore to be ro*» 

edited froa the Manuscript previously used, or, where possible, from 

earlier sources. The more localised aloft concerning this material wore 

three-fold, comprising the publication of all Arthurian works, the 

Illustration of dialect and the elucidation of the religious element In 

•sdlaev 1 literature,9

Madden promised the society any of hie edited texts, with the 

exception of llavolok. which he was considering revising himself* However, 

this gesture, prompted by a request from Furnivall* waft accompanied by 

private reservations!

I do not think the scheme will succeed, nor do I p}ace 
ouch confidence in Mr* F* and his friends* However, X 
shall subscribe to the undertaking as the rqotive is good* 
whatever the result is**®

It is regrettable that Madden and Ftir&ivall later became such implacable 

eneraies, since the society oould have benefitted considerably fro® 'Sadden 1 3 

vast resources of knowledge and expertise* Madden *s dislike was ostensibly 

grounded In a stylistic quarrel, since he inveigh* against Fumivall'e 

'Windy, childish, absurd and distrusting' prose, and the 'ambitious, con­ 

fident tons' of Morris , who had approached him with a view to re-e4itiag

One suspect a, however* that his sense of Injured oerit was the 

real cause,

Despite Hadden's objection tc ftorria, $jfflfl|||f| appeared in the first

year of BETS, together with ffear^ and fv^f^m thus set In its literary,
«2 

as opposed to its thematic , context* In the saa® year Furnlvall edited

9* Se« the ffAjJpbugqfo Review, exxv (January, 1d67)t 219*58* The 
reviewer, while praising the aims of the Society, draws attention to the 
Advanced state of French scholarship,

10* Friday* 12th February, 1664* Joums^s* xxxviii* 37*
11* Tuesday, 24th September, 1367* Ibid,, xli, 203,
12* ffi|ff|v E^rl^ah Alliterative Poemg. sd, E» Morris, Ei.TS, i, (lf364)*
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the Arthurian poem contained in the Bath manuscript* Publication of the 

»«Jor Arttudan poeas*' was eoapleted the following year with Perry9 a 

edition of the Alliterative H^rte Arthur, vhioh greatly improved on 

Kalliwell's inaccurate edition of 1&47t &od the editions of Bflc^ and 

Lancelot of ^ftm fcfj|yfr» contributed by Wheat ley and Skeat respectively*

Although this rate of publication slackened as the society turned to* 

varda non-Arthurian areas 9 it demonstrates a new seriousness towards Arthurian 

studies, a seriousness which found its activation not so auch in Continental 

acadeaicisa, as in the prevalent Arthurianisat of the 1660*», In clearing 

the textual ground KEffS performed a valuable service, and for once put 

English scholarship ahead of the French, for the analogous French society 

was not founded until 1375* In addition* it was instrumental in promul­ 

gating an attitude towards mediaeval literature compounded of discipline 

and appreciation, such as that indicated by the Edinburgh Review t

So student of English has been thoroughly taught vho cannot 
read a 14th century romance for bit? own pleasure without 
finding tho old forma of language an impediment to the 
enjoyment of the story and a fair apprehension of the way of 
telling it*15

But because ELTS marked the beginnings of any professionalism in English 

mediaeval studies* scholarship tended to confine itself to the establishing 

of the texts t hems fives, rather than the implications of those texts,16

1% The two minor poems on King Arthur's death in ballad aetre were 
published by J*W, Bales and F.J* Fumivall in their edition of Percy*s 
folio M». (1867-6), i» 497-507.

14* Societe des Anc^ene Tastea Francais. established by Gastou Paris aad 
Paul Meyer*

,cxxv (January, 1867),19*
16* This is substantiated by the relative lack of learned journals* In 

France Bjfu* Cr^tiaua appeared in 1866 and Ronifinia in W?, under the pre­ 
siding genius of Gaaton Farls t who is reputed to have written complete 
editions of the former single-handed under pseudonyms* In Germany

appeared in 1669* and was followed by
and Seitschrlft fur fransoaische 

_ in 1879* In England» however» 
did not appear until 1686*
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eelTee felt*

When a wider academic intereot in the Arthurian arose belatedly at the 

end of the century under the auapieea of Nutt, Rbyo and Weston* it developed 

a decidedly Celtic flavour. Coincident and interinvolved with the Celtic 

literary vogue* it became orientated towards the ancient literature of 

Ireland and fctalea, thirty years aftor Arnold's plea for the recognition of 

Celtic studies* Sources, therefore* became the main area for research in 

Arthurian territory, assisted and encouraged by the Continental inveotiga~ 

tions which were current at the tine* However, while French research tended 

towards theorising based on specific texts, the English school cam® to
17represent a late flowering of the mythological-anthropological ' approach 

promoted earlier in Germany and Wales*

George Co**s Ijtefi^lfHQf qf tjfya J^ffiaii_ .^Ijilons* published in 1866, was

the first English work of note to postulate the derivation of romance and
«o 

fairy stories from the Aryan heritage, a theory propounded earlier by

Jacob and Carl Gria»* But it was the work of John Ehys, which probably 

provided the noin impetus* Primarily a philologist, he had a strong 

interest in folklore and the analysis of Celtic tales on mythic lines**$ 

Hot onjy USB he strategically placed in the academic hierarchies, becoming 

Professor of Celtic Studies at Oxford in 1677 and Principal of Jesus College 

in 1895, but Rhye was well equipped with the new tools of Art urian 

aeadsmiois&s philology and a knowledge of Celtic literature* iatt had 

the latter, but as Joseph Loth points out,20 his moderate linguistic ability

17. This is demonstrated by Uutt's reestablishing the journal 
ia 1890 (originally Folk Lore Record, founded 1878), which intensified on 
•Bareness of the relationship between folk-lore and early literature*

18. See Madden* s discussion of this work and isythology in general, 
Sunday, 25th Gepteafcer, 1070* Journa^.s> xliii, 72,

rStudiaa in the Arthurl-m Le^onA (1891 )f Celtic ft>l^Qre (1901 )•

20* *l>«s nouveliee theories sur 1» origin® des RomcnB arthuriens 1 . 
« Caltlaue. xiii (1892), 477-8.
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often plaoed his theories on a tenuous basis; and B&dier's work on the
t

archetype is flawed, according to Schoepperle, through his failure to 

recognise the fullwcight of the Celtio evidence*21

the earlier extravagances of Welsh scholars had sobered by this time* 

the improvement perhaps being heralded by Thomas Stephens' Tfte Literature 

of the Kvmrv in 1649* By the end of the century Celtic studies were 

established as a reputable and fashionable area of research* f his may

bo partly attributed to the continuation of the French-Welsh collaboration
22demonstrated, for example* in de Jubalnville's «ork on

(Indeed, his work, together with that of Loth, helped to provide the high 

standards of scholarship in the field*) But indigenous Welsh studies 

were also stimulated by the central teat ion resulting from the foundation 

of the new welsh colleges*^ and terminating the isolation which had pre­ 

viously restricted scholars to an aaateur status. But partly also Celtic 

studies benefitted from the Celtic renaissance, which* joining forces with 

the current Aesthetic movement* imparted a fascination hitherto unknown to 

the Irish Sagas and the jfobinogioiu Indeed* so strong was the Celtic 

bias that Arthur! n studies in Britain were subordinated to one aspect of 

a wider study* Hutt and Hhys, two of the three foremost scholars* were 

more concerned with Celtic researches in general and only produced one 

work apiece which deals specifically with Arthurian literature.2*

Jossie West on was alone in confining her work to Arthurian romance,

21. Tristan and laolt. i* 1—3.
22. See also Coura de lltterature celt^oue. ed* de Jubainville and Loth 

(Paris* 1883-1 902).
23. Aberystwyth founded 18?2| Cardiff 18B3| JSangor 1884.
24. A. Hutt* Studies on the? Legend of the liolv Grail with astteelal, 

Mfar»ne« to It a Celtic origin (1688) a J. Rhvs. Studies in the? Arthurian
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with particular reference to ite Continental forme* But although much of 

her work la concerned with the immediate sources of extant early works in 

ftoaaee, since her hypothesis postulated that the great era of Arthurian 

romance existed before Chretlen, Weston gravitates towards the current 

trends in scholarship in her work on the Grail,2^ Here she employs the 

anthropological approach* In the Juegead of Sir Percevc^ she uses the 

Adonis cult to illustrate th<* mysteries of th«s Grail,2^ having obviously 

been influenced by leaser's The Golden Bou^fo. and she subsequently develops 

this theory in The Quest of the fiofo Qrail*^? and her last book, from

But even considering this late development of English Arthurian studies* 

•oapejred with the activity on the Continent* the field remained the province 

of only a few* Paradoxically, the Arthurian legend became extremely 

popular with the general public, spreading in f.me as it moved from the 

early 19th century library to the late 19th century nursery* The motivat­ 

ing and sustaining factor was, inevitably, the ^dv^ls. but the popularity 

of this work prompted itany to capitalise on it with editions, modernizations 

and reworkings of Malory* Thus ^ennyaoa's work buoyed up many others, 

which in turn kept alive the Arthurian enthusiasms which the former had 

engendered*

Between Southey's edition In 1317 and Thomas *right'a Stansby text in 

1858f there were no editions of .'lalory. But after the 1059 Idylls, copies

25* She also contributed various articles on Celtic sources, See 
•A hitherto unconsidered aspect of the Hound Table 9 , Rflan^ea off erta, ^ 
fin Ibmrlee yjlmotte (Paris, 1910), ii, 68>94* A13O her review of 
Two Irtah Arthurian Romances. ed» and traBslat«id by H» A* 3tetrart 
0906), jaUfttt* <x (1901), 361-%

i (1906), pp. 329f. This theory was more
fully ex> ounded in her paper *The Grail and the Rites of Adonis ** See

(t907), 285-305*
27.
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Of Halory, or Malory-baoed works proliferated. lor did interest flag 

after the extended publication of the Iflnfllp and the advent of the Celtic 

preoccupations, bat continued to gain strength until the first decade of 

the 20th century.

Vrl^ht's edition outshone those of !616 as it was outshone by
i

Str&ehey's ten years later* tie used the Stansby text because he con­ 

sidered Caxton'a language to have no philological value and to 'be 

repulsive to the modern reader1 .28 The 1634 text was, as Wri^ht saw 

it, sufficiently antique in style to possess *& certain clothing of 

medieval character* and yet remain familiar in its vocabulary and 

orthography.2^ This was th© first edition of Malory to &iv® variants, 

since bright collated the Stasis by and Caxton versions f the text remaining 

unaltered except where there ar® misprints or omissions*

Predictably Wrighi*s cursory preface demonstrates no very informed 

grasp on Arthurian literature* He suas&rily dismisses the question of
*Q

origins,*^ and dates the prose romance® over the reigns of Henry IX and 

Henry III* These he sees as providing the source for *a crowd of writers 

in different languages' who used parts or 'abridged th© whole and published 

the- in verse and in nore popular forms*. Describing Malory9 a work a* 'a 

good ooffiprehensive condensation* of th® cycle, Bright continues in a 

cautious toneI *Althoush a similar olase of incidenta ars perhaps too 

uniformly repeated» yet these roa Jicea are full of life and activity, and 

are often picturesque. 1 ^'

28, Introduction, p«xiv* 
29* Ibid., p«xv.
30* Wright states that as the source of Geoffrey of Moruiouth's Historis. 

is a Breton book, Brittany must be the cradle of th© Arthurian legend*
51 • Ibid., p« xvii*
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lie also feels the need to excuse the low moral standards of the chivalric 

code as »the morality of feudalism*•
\

When Sir Edward Straehoy brought out the first Caxton text since 1817 

in 1868, he dismissed the question of republishing the Stanaby version on 

the grounds that *nothing ean Justify the reprinting of the raost corrupt 

of all the old editions, when the best and first was within reach9 *?2 He 

did, however, follow bright*a principle of accessibility in modernizing
't

the »T>elline and expurgating those parts which he considered f not in 

accordance with modern Banners**^ Although 8trach@y took some pains in 

collating the Southey text with the Althorp and Osterley copies, and

although he provided a full introduction and glossary* his edition is
i

useless for scholarly mirfose© because of these alterations and improvements* 

Thus, Halory's situation becomes similar to that of Percy's ballads in 

the previous ceuturys reformed for general taste, but consequently deprived 

of the opportunity for academic appraisal*

It is therefore not surprising to find that although there was an 

seadeaic edition produced in England, it wa© by a German scholar* Oskar 

SojBaart encouraged by Alfred Hutt and financed by the Prussian government, 

pursued his res«.*rch in the British Museum, finally bringing out his 

edition between 1889 and 1691* Thi® co rrl^d text, notes, and a study 

of the sources, and became responsible for raisin- • alory studies from an 

insularity and obscurity, which had beer, due not only to the abseuoe of a 

reliable text and a comparative neglect of the proa® root, nccs, but also, 

•ore fundamentally, to lack of scholarly motivation* nozaner's work has 

now been outdated by the diacovory of the Winchester is^nuaoript^ and

* Introduction (1891 edition), p* xx?riv* The work wa@ reprinted 
twenty tia^s Iqr 1912.

33* Op* oit«, p* xxv* Strachey was the first editor to realise Malory's 
Value as an educative work, and at the samo time b« ©mb jrasoed by its

34. ^isoovered bjr t« F* Oskeshott in 1934* See hi« f Finr5ini? of the 
Manuscript*, gasavs on Ha^ory. ed* J. •-. Bennett (1963), pp«
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Vinaver's editions, but it reaains a scholarly achievement in its period*

Before Sooaer's edition Paris remarked that Malory was used too little 

in Arthurian studies*" It seems paradoxical that the work should be so 

well known to th@ layman, and yet remain outside serious critical con­ 

sideration. But Seamer gives an insight into the academic coaplacency 

which prevailed at the time, when he reports how the secretary of 'a 

distinguished learaod society* t on hearing of hia projected work enquired

•plaintively9 if Scour or wore not acquainted with Southey*a 'splendid 

edition1 ,'6 By upsetting this complacency somewhat with a demonstration 

of the breadth and value of Malory as a research ft eld ,57 Sower aanaged 

to institute a serious study of a work wMoh had previously been regarded 

as popular fiction. He also§ on the other hand, modified some of the 

Tennyson-inspired expectation® focussed on the work, ty pointing out its 

inequality, in both the handling of the sourees and their selection*™

Popularity hindered the academic study of Calory, and, in complete 

contrast to "omater's edition* one finds a proliferation of popularised 

Torsions which take ftalory as a point of departure and move in the general 

direction of Tennyson's Idvll^ Janes Inowles wa® the first to bring out

* retelling of the Morte D'^r^ur. as opposed to a modernised text, which 

lie dedicated to Tennyson*-^ In 1661 Knowle®, who at that tire® did not

55* '!« Conte de la Charrett*1 , Haaaal% xil (1863), 498* 
36* ffjlPTV** Mo*** P* Arthur. HZ* vtl*
57* 1'he potential breadth of the field is exemplified la one area of 

Setter*ft works the discovery in the British iluscuu of a fragment of the 
8^1t> df frmypfi^ in the major Tristan manuscript (ft • Add* 5474), which 
supported Somaer's hypothesis that :lalory used this source for his Lancelot 
section* Ibid., Hi* 272-0. Vinaver refutes this in hie edition of 
Malory, postulating instead several sources, instead of the single source 
proposed by Sonmer* Ihe Vor^s of Sir LThonsa ila^ory. 2nd edition, (I967)t 
ill, 1408*11* *?he potential value of the study is indicated in Soaker's 
clain that Malory is the sole authority for several portions of the cycle* 
Op* cit., ill, 293*

36, Op* cit., iii, 294*
39* The Story of /vln& Arthur and Mis Kni^hta of the Round Ta%le (1661)•
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know Tennyson personally, wrote to hla asking permission for a dedication 

and describing his work aa *••• a popular re-introduction to the Arthur 

legends - an ''argument*1 aa it were for the great unlettered public to 

the Idylls of the King* 1*® This work proved extremely successful, running 

to its third edition in aix years and subsequently to aany reprints*

In 1868 Conybeare attempted to popularlM ?4alory»^1 rather than the 

Arthurian legend aa Kno«rle*» had done* He abridged and revised the text* 

expurgating coarse pasaag** and attempting to inpoa* an order thrott^i 

abbreviation and division, since he considered the apparently chaotic 

nature of the work would Kinder its popularity* Conybeare Justifies this 

policy by pointing out th© i»oor reception of VrightU edition and blaming 

the inherent obscurity of the workt

Indeed the work in its original font could never be a general 
favourite at the present day* Its great length, the confusion 
and want of syates are impenetrable obstacles to popularity! 
and in spite of the attention which the Idylls of the King have 
attracted towards the- Arthurian VOBU?rices t Hallory*® book has 
never b coma generally knovn, and though it ra y bo read and 
esteemed ^t^itB true state by some few* remains essentially 
unpopular***

Conybeare1a work, which, can hardly b© called an editin, but could possibly 

be termed a po lariaatlon.4* de%on@tra tea the anomalous position of Calory: 

outahone by its progeny, remodelled for ublic recognition una subsequently

40* 13th Augustt 1661* Lincoln '13. (uncatalogued),

41* ^a Mort D*Arthur, abridged and revised by E* Conybeare*

42* Editor's Preface, p* iv«

43* This genre is exemplified by La Mart d*Arthur, ed* B* H* Ranking^ £»ed* A. T* Martin
(1896); Selection^, ^ro^ aja^iy. published by E« ^rnold (1905), Arnold 
Proae Books, v*
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Mfle«te4 by scholars.

This remodelling was not only motivated by a desire to popularize 

Malory t but was alee closely associated with a didactic intention* An 

the Arthurian came to be acknowledged as an appropriate area for youthful 

interest, eo the necessity for an ennobled text intensified* Frith, who 

was the first in England to design hie work especially for hoysf^* opeknly 

admits to rewriting tho original for the sake of his readers s

*• have thus endeavoured to ^reserve the consistency of the 
narrative while purging it of any questionable matter, and
•toning down1 active® and conduct t which, if pointed in their 
true colours would offend.** Writing for boys, we have 
preserved all the vigour and valour of the action oztd as 

h of the original as our limit,? permitted with a due 
to good taste and their improvement*

Thus the tradition of expurgation begun by tfllks in tS16 continued, and 

revisers of Malory found theoselves in the ambiguous position of auiaaitting 

a work as an example to young people, which contained many dubious passages* 

The result was a sacrifice of unity, and, at times, sense, to a didactic 

latent ion* At the same tia© as Sooner was attempting to discover the

academic truth concerning the dqgfo :D * Arthur* the material itself was 

becoming increasingly distorted through dissemination*

It is interesting to note that, as in the area of scholarship* the 

popularity of Arthur did not wane with the onset of the Celtic twilight* 

but, in fact, at time a combined with it to become something wilder and more 

•ysterloua than the Tennyson! n ethos* Ernest Rhys is the prime example

H* Frith* Kin*? Arthur and hla .Knights, .of...the Round fable. (1664). 
This was preceded by Sidney Lanior*a The Bova of Kirt^ Arthur, published 
in Baltimore in 1860, which does not acknowledge its revisions*

45* Prefucc, pp« iil»iv*

46. For example, in Frith'e work Merlin helps Uthor woo Igraine after the 
death of Gorlois* Th^re i@ no wentin of Other'3 shape-shifting and the 
ooncoptlon of Arthur* In this version of the Tristan story • th^re is no 
love-potion aM no adultery*
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of a Celtic enthusiast of the Arthurian* In the preface to hi® abbreviated 

edition of tfright*a text, Bhye considers doubts a® to Arthur's historicity 

ee 'blasphemous'• claiming that only a * hopeless sceptic* visiting Cerrig 

Cennan Castle would doubt that 'King Arthur or SOB® of his knights had 

listened **• to the eyflterious tone® of Merlin, or the vailing music of 

the minstrel's harp or autumn wind*'*? Eia attitude to the romance is 

equally highly coloured, but interesting in that he relates* however 

vaguely, the Arthurian legend to the 19th century in terms other than 

the moral and educative* Although he sees the dissipation of Malory's 

'fateful coherence9 in the .l^y^fl as reflecting the a,.,«, he eeea the 

general Arthurian enthusiasm a* a spiritual therapy, showing

**• in theme time-* of realism, healthy and morbid, hoy the 
artistic spirit inevitably repairs to the ideal and trice in 
thia case to solve the problems of the 19th century by a 
reference to th© row nco problems of ti&slees Camelot*4S

Be goes on to describe Halory as 'full of poetic and spiritual significance* f 

eschewing 'latter-day ©orbid sentiment-ilisiQ' and containing lessons for the 

artists of the age. Thus, the foousaing of new sensibilities on the 

Arthurian resulted in its being seen to have a fundamental value and

relevance divorced from its moralistic interpretation of the mia-century. 

Vhil* the Arthurian legend® were b@in& relayed in the^e various forms,

the main facts concerning Arthur w re broadc ®tff not only through the 

prefaces to these works, but also through reviews and critiques of the 

Idylls necessarily on a limited scale* they inevitably ut forward the 

proa and cons of Arthur's historicity, % question which waa of greater
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interest than the provenance and transmission of the romances* The

y H^ricy*9 ^8 typical in quoting the evidence of Wenniue against

the silence of Bede, and then turning to the later fictional works of 

Geoffrey of Honmouth, We** and Layaaoa* To explain this development into 

romance the reviewer citea la Villemarque'e solar aiyth theory, which 

remained axiomatic lone after hi® other work had been discredited*^ The 

twttsaiaeion problem, on the other hand9 generally resolved itself into a 

brief statement that the leeend passed from Wales to Brittany* thence to 

France, and finally to England* As there was little reference to con- 

ttajorary scholarship on the Continent, with the exception of Maccallua'a 

work on the j&xUfe theories were accepted unquestioned and the great 

•yeas of academic controversy were consequently never recognised*

la view of this scholarly unconcern regarding tLe Arthurian, which 

was far aoro po ulnr, it ie not surprising to find Tristan almost totally 

neglected* Had Madden been able to obtain a cot»y or an account of the 

tyefliiBAiga. the situation might have been different, since he saw it as

crucial in the establishing of a

It would be important to have an analysis and extracts of this 
version as we might judge with certainty the character of the 
original French text of the beginning of the 13th century or 
earlier.5*

It was astute of Madden to place this emphasis on the ,£&£&• although he 

knew BO little of it, since it did prove to be the key in relating the

49* Contemporary Review* vii (April, 1668), 497-514*

50* Lea Rom^tnfl de 1^ Tablfi fionde ( Paris, 1860), pj>» 8f* As in
^^yv tf ye^nyg^i by R. V n Dyke, Sad enlarged edition (169?). p* 145 and
SAYS ffl TtffiJT.ffflfV > fl ..^^Mfl V^ ^li^ ^sIM? ^y J( » ^ittledule (1693), pp» 3-4n«

flOVl^^He follows
A IfAntf ^,n

iftm 16tfr oanturv (18947* «e follows the usual route from Celtic 
to ohivalric literature, but displays a .unique knowledge and grtiap of 

Continental reaearch*
$2* Sunday, 16th Deoemb-r, 1855* ^our^'-^8> xxix, 391*
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gnene to their derivatives* In 1865, however, he obtained an 

abstract of an article by Brynjulfsson on the Jlfiyga, which substantiated 

hie opinion '00 to the priority of the French text over the English version* 1^

Madden then goes on to list Brynjulfsson's conclusions, to which, with
,/ -j 

the possible exception of the authorship of Sif Tristrep*^* he gives his

•unqualified assent'. These conclusions, therefore, define liadden's 

fttltioa* Brynjulfoeon first isolates what he considers to be the three

•*&* versions: the Douce fragment,™ supported by the 50/qai the Prose 

Tristan* which he aistakenly accepts as being composed around 1170 by Luce 

de Oast and enlarged by Helie de Borron at the request of Henry III} and 

fieroul, which he, following Fauriel, attributes to Chretlen,^ deriving it 

in part froa the Prose Ig^aftyu and postulating it as the source for Eilhart* 

He deal* with the translntton&f 3^r ftgigtftap is seen as being closely 

derived from Thomas, and Oottfried's coincidences with the 3a<ra are dis- 

cu0aed, while it is noted that the avowed source is the French original of 

Thorn ̂ s von Britanje* Finally, he points out the great similarities between 

the Sa#& and the An&lo-Horosn poem.

Brynjulfsson's work is a mixture of old misconceptions and new ideas, 

whose full significance is never stated* Although he ascribes L:ir Triatreff 

to the Douce fragment, and notes the close relationship of the latter with 

3ft*ft* and then the ^ej^*0 close relationship with Gottfried, he leaves 

question of Gottfried's source in the air* But deepite this, the

53* Saturday* 25rd Hay, 1865* Journals, xxzvli, 147*
94* Brynjulfsson attributes it to Kendal on the? testimony of de Brunne.
59. Ais Madden points out, Btynjulfseou is ignorant of the Sneyd Banuacript 

oontainod Hiohel'0 Reaeuil* iii, 7-8»

56* 'Origins de l f epopee chevaleresqufl lu noyen age*, Hcvue dea deur 
(1832)* P« 180*
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romances can be seen drawing into e recognisable overall relation-
t

•hip, consisting of throe main oat eyries, through this timely examination 

of the Saga. X|| the long ran this expansion into a new area of research

io More valuable than the confusion of details which results from
/ i ;

Brynjulfsson'a repetition of longstanding mistakes.

After this entry In hin Journals Madden makes no further extended 

reference to the Tristan group, and apparently he remained satisfied with

•feynjulfsson's hypotheses. However* one must regret that Madden was unable 

to acquire the relevant material, since he might well have re chod the con­ 

clusions of Bossert and f&lbing first. Certainly, he was the only English 

scholar of his age capable of producing any real contribution to Tristan 

research*

This is corroborated when one eompbras f%ddenfs edition of the Gawain 

romances nearly fifty years previously with McHeill's edition of
en
yf which had the distinction of being the only British work on

tmo legend since Scott. A* Kolbing had already brought out hi® definitive 

edition, there was much lees ground work to bo done, but Mo tfeill makes little

constructive use of this, or any other work done on the Continent, and his
_ -f

preface remains amateurish.

Ho traces the legend from tfalen direct to Southern Europe, misled by 

the troubadour allusions* and having thus dealt with the problem of trans­ 

mission, dismisses Thomas as a seminal version with consequent historical 

interest but no literary value. Bo criticizes Eilhart's version for its 

formality which 'restrains the natural wildness of the tale* and then goes 

on justifiably to praise Gottfried and, leao justifiably, Brother Robert* 

After this doubtful critique McHeill skims through the 1 ter versions, 

incidentally condemning the Pros© Tristan, and finishes with a brief survey

97. ?jr Tristram, ed. G. P. ttc^eill, Scottish Text Society (1886).
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of the 19th century reworkinge, the best of which he considers to be 

Wagner's 2£lLBl8^ T^e third section of the preface gives textual 

information of a limited kind* drawn mainly from KSlbing, and the fourth 

seotion deals at greater length with the problem of authorship* McNeill 

disoarde Mright'e theory59 that the author interpolated the naao of Thoano
/ ' • '

of Ercildoune for the original Thomas* Instead he follows cott in taking 

the authorial evidence at face value nnd evolves the remarkable hypothesis 

that it is Just as probable that there were three Thomases as it la that
fjQthere vas one. Finally, he deals with the unique form of the roes and

KB to mitigate the charge of obscurity by suggesting that the audience 

would be familiar with the story and that the performer* s gestures and 

expressions would have clarified the meaning.

Compared with foreign editions, whose Bain concerns are the authority 

of the text and the interrelationship of versions, this is a poor piece of 

work* Its insularity and vague literary preoccupations are sruch akin to 

the style of the more serious work done on Malory before Sommer's edition. 

However, together with Scott's Sir gria^rea* it represents the sum total

of textual work on the Tristan legend in Great Britain during the 19th 

century,

The academic complacency which hallmarks Mctteill'e edition was only 

•radicated by the publication of contemporary foreign scholarship, first

'This drama recalls the older versions vividly, and the spirit of tht 
original story ia rigorously preserved.' Introduction, pp. xxiv-xxv.

59. S*» Wart on' s History, ed* C. Haalitt (1871 ) § iif 85n,
60. i.e * Thomas of Lroildoune referred to in Sir Tristram; Thosaa referred 

to in the Douce fragment f and Thomas von Uritanjo referred to by Got t fried.
61. J. A. H. Murray, Roi^ tqcee qnd Frxxaheciea ...,of Thoa^-i.^ of -^rclldoune K'.TS 

(1875), p» xxiiit promises an early reprinting of 31,^ Ty^otrea ia FETS, but 
nothing materialized* M
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undertaken by Joaaio Wastoa in her—Y - • - - - 
\

published in 1896 whan Wagner1* frtfllflU was in **** ascendency, and holds a
i 

poaitioa analogous to Xaoeallw'a work on tho JUyJUfi, weston traooa tho

origins of tho legends used ojr wagner and comments on the difforoncoa 

between hia works and the mediaeval sources, out without prejudicing the 

latter aa ao many Wagnar~orientated works did*

In dealing with ggisfom Weatcm outlines Zimner's theory of Piotiah 

origin, together with hia reoonetruotion of tho hiatorioal ground work of 

tho l8»tin> whioh diBtinguiahoe laeult aa a Viking princess iron Dublin*62 

She then aentione the transmission theories held by Zimtar and Paris,65 

whioh atroao tho importance of the Horaan Conqueot in the diffusion of tho 

IflftaA* Thie la oubsequentlj aoan aa undergoing a literary development 

in the fora of lajrat whioh attracted to theavelvea Northern* Claaoioal and 

Oriental elemcnte before being combined into an epic poem eooewhere in tho 

12th century. Finally, Weaton adda a brief referenoe to the qythio 

iaterparetation of the legend but this is not enphaaized since ahe feels 

that tho romance haa all but obliterated tho myth.

Although vwatoa performed a valuable service in making foreign idea* 

current and aeoeaaible*** it in to bo regretted that ahe never produced any 

eveatlve work in the field* especially when tho original thinking of others 

waa either aadly wrong-headed or overlooked* leith'a paper on the mythic 

origins of the Tristan legend6^ foils into the first category. Tho

62* E* Zimmey* f Beitrage BUT n&!»cnfor«cJmng in don altfranaoaischon
Arthumpen*, Za^ fa £$r_ _^T q. LJtt»« xiSl (1891), 1-117#

65* Zimmer, ibid.j Paria, 'Tristan et Iseult 9 * &evue do Paria (15th 
April, 1094) PP* 150f.

64* weston again rotaila sumnories of predominant theories in 
111 iff Ifaig^tBi A Survey of Aythuyjan Roaance (1899)*

69* E. ?• Leith, __
HffMilMmjf^ in Mmanoa* read before the Bombay branch of the Royal Asiatic 
Societyt 9th April, 1B68. So* alao Paris*s review, Revue Critique (1669), 
pp. 221-2*
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of ffrla* and Creuser in the early 19th century had led German 

scholars to attempt an elucidation of the origins of the Tristan legend 

throng a comparison with the aythic deification of the powers of nature 

and the primitive combat between dark and light* Leith, apparently 

influenced by these arguments, evolved an hypothesis in which Tristan is 

identified with a Persian serpents-slaying hero* This idea seeaa to have 

been largely inspired by the 'wonderful resemblance' between the names 

TriU and Tristan, In addition *eith is conversant only with pre-Michel 

scholarship. The result is an academic curiosity.

It ia ironical, however , that the apathy which fortunately consigned 

Leith's paper to oblivion, should also obliterate the one sound new theory 

to ari&e from English scholarship during the period. In his well-known 

ffiffi^sr ..^a,leg.,_.of . t}^ Weat iffifjjilto Caispbell puts forward the idea 

that the Tristan legend re present a *a phase of the etory which Irish and

Scotch Gael have worked into so aany forma, the story of Eiermaid and
66Graianej 1 He compares the Irish legend with the I*ancelot and Guinevere

relationship and the Tristan narrative, but seems iadly unaware of any 

version of the latter other than S^ ffrig^iffla* nevertheless* despite th« 

generalisation and the bnuous links, the idea constitutes a new step ia 

Tristan scholarship, which W&B not fully developed until wchoepporle made

it one of her arguments for the existence of the frlstan legend among the
SICelts in an advanced form,"'

Just as the scholarly aide of Malory was Ignored, so the scholarly

66* 1860-2, iif 261 ff,
67* Alfred Ilutt draws attention to another im ortant theory in Campbell 'a 

work, which had been equally neglected , concerning the Celtic origin of 
Perceval* B* <5omm«nts that had this been known to a scholar who was 
also f ami liar with 1'urt Siarock*8 observations on the Great fool
in his translation of lArffiv^ (Lelpaigt 1642), there would havs been no 
need for his own res^ardu g.tudien. sat t^ie l«egend qif the .Holy O 

* 102-%
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approach to the Tristan legend did mot exist in England at this tia*» 

Bat just aa Arthur and hia knights were popular figures because of 

Tannyson, ao Tristan and Xseult became familiar t! rough tha agency of 

fcmfmar'a ^ri^tan and Inolda.68 and Juat aa Bowdlerised Kalerys and 

ratallinga of tha atoriea sprang up in the wake of tha Idylls, ao trans­ 

lation* of Wagner 'a libretto and aumaaries of tha Trletan story prolifer­ 

ated with tha Wagner cult. However, Just aa Halory becaraa 

in ita atarfcn*aa agalnat tha apprehensible splendours of tha 

ao tha refinements of Wagner's Tristan precluded an appreoiatire attltttdo 

towarda tha mediaeval veralons.

Consequently, translation* of the original vereions were comparatively 

few. Predictably one of thaaa translations was by Jessie tfeeton, 

a more balanced approach to tha ori&iaala, and who published her trana*»
fiQlation of Gottfriad in 1899» On« can aae in her preface the reaction 

Tennyson* a raoraliatio iraraioa» which was currant at tha tlsei

It Is iaoomp&mbly the worst veraioa of tha story over given to 
the world - a gross libel on the lovera and on King Mark. For 
Tannyaoa'a own aake it ehould be excluded from any future edition 
of hie worttai it Is little to his credit, either aa man or poet, 
that in the moat famous lovo-tale of all time he oould aee nothing 
amt tha lovaat and moet sordid of

However, it is apparent that the moral line haa merely been replaced with 

an aesthetic fastidiouun&»a# and that the originals imat still be tempered 

accordingly. Concerning tha blood on the feedolothaa epiootle, I eeton com- 

manta that *Sot all Oottfriad'a skill oould make this incident other than 

unpoetical and diataatel\il to modam readers 1 ,'' and ah© condemns Got t fried

66. Composed 1859* firat performed in Munich in 1865.
i$» fhf Stagy of Trlatar^ ^nd Iaeiilt> Vaaton follows the continuation of 

Roinrioh von Freiburg, but intorpolatoa the aeetlng of the two laolts from
aontinoation by airich won TQrhaia* i'* "• •" •

n&4«t introduction, pp. xili-3tlv.
71 0 Ibid. t Koto to p,75t ii, 15T»
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for including the ambiguous oath and indulging ia ^attaiia regarding tho 

duping of the &eity who beeomea the aecoaplice of slnnora.'^ She 

modifies Gottfried'a eoaaenta accordingly.

The following yea* Bedier brought out his reconstruction of the 

locaad from Vheaea and Beroul.*^ Apparently untouched by the Wagner cult, 

Bedier*a version la unapologetic ia ito uao of tho originalo ana has a 

welooa* eiitplieity, Xt was flr«t translated tgr norwico 8iavoadat74 ana 

than* nor* popularly, by Bolloc ia 191% Whoa th« Triafea rogu« «a» 

boglnaing to *aao and tho public vota aore reooptive to a loss tranac«idental 

iatorprotatioa*

franalatioae of the origiflale w«r«t prediotAbly, far outnuraberod by 

tvaaalatioae of Wagner's toxt* The firat of these appeered ia 1882 and 

waa reprinted ia 1390 and 1895* Others abounded from this last data 

onvarda and included various experiments such aa A* Pormna's rf)nderinff ia 

•adzed alliteratiiro and rhyaing metroa1*76 In addition there wove works 

am Vagaar ia general, auoh aa tfeaton*a Ife^ende. and Tristan ia particulfir, 

euch aa a, A, Night's |ft||MI> ,l

Tho latter oontained ouaptarioa of tho story ac ording to Wagner, and 

aoavotiAoa auoraarie* from Oottfried*

Aa the Wagner cult {jrew, ao retellings of tho atoriee of hio works 

••fan to appear, aaalOfoaa to tho reworking** of tho jftfflla, narratiTea.

72* Op* cit* t itote to 9*34* U» 197*

73# *flfla**^ ajfl liiifUif trenalated tqr H» aad F* Corder (Leipsig,
76, i*yi*tft» unA IffMf (1891)* Reprint of a privately circulated edition*

77* 1912* addition, aooe German works on Wagner wore tf&aalated, such
fl Va^ar. «^T>l^l^ad a^oQ^^f^ to 
A* lleintB, translated by C. Bache
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Son* of theee were fanciful, like C* Baud's ia o 181 8ome vero 

traditions, like A. B* f« Porraan's fhe yagner Steriea published in 

000* were lafoni&tive, like V. Tayleur* 0 Storlas froa waetiey.7* 

briefly sketches *OJB* of the scholarly background to the legend; and 

were expurgated versions for children, like those of W» I* Frost30 and 

J. ¥» MaoSpaddea* Finally* there were at least two retelling* in verse,02

Without being forewarned by the position of Halory, it ie at first 

eifht surprising that 00 little ie said about the Mediaeval versions, 

However, Tristan enthuaiaate of the tie© wanted their legend unpolluted 

by crudity, of which the orlginale appeared to have an abundance, Wagner *0 

version had all the fascination of unbridled paaeion and yet no Isasorallty, 

elBoe it removes sost of the eleneat® of conflict* Wakeling Pry expreaaeo 

well the current attitude!

Godfrey, with all his art, could not rise above the sordid 
display and portrayml of passion* It is intensely human, 
as nay be se»n from his e^reful description of All the tricks 
Isolde used to conceal her inconstancy from her husband, but 
it la gveas* In a word, ¥&gner9 by omitting the second 
Xoolde asjd by emphasising throu^^out the draaa that longing 
for death to which the lovers constantly give utterance, 
purges the dross from the

A0 the Arthurian legend beeatte Bowdleri««»<l during: its pojuaarieatioii, 00 

the Tristan legend also bee&ae emasculated, but in the standardised fora

t*» 9*6 edition* 1905*
aentiono the theory of Pictiah origin and 0 hows a 

loeunrledge of Paris*e work. It alao ̂ .vee an account of Gottfried»s version, 
but with the middle episodes gloeeed as fadventures* »

82, R, Ie Gallienne, Wagner'» Triatan und Isolde (Nw York, 1909)* This 
i0 a close rendering. In the introduction E* Siegler follows the umial 
lines of depreoatir^r Oottfried and disaisning Tennyson's *The last Touraejsent*, 

a» Fynss and U N* Ferteer, Pftr^l,fAi aa/i Tr^ata^ und Isolde^ (1914)*
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•f Wagner*• Mueio-dmiaa* Commensurate with thia§ there was a very 

l«Mfe lii the appreciation of the artistry of the original*, which were 

«*»iti**A for JfttUbftBtK** «&» on the altar of 19th century sensibilities, 

0* A* Right*e view of Cottfried, though extreoely exprea"«d, is nevertheless, 

representative*

The plot i» trivial in the oatraeie, and the characters at* 
oontenptiblet the most contemptible of all are the hero and 
heroine »*» Add to this the constant obtrusion of the poet's own 
personality, with his moral reflection* and trite philosophy, 
one oan only wonder how the much aduired epic can ever have been 
lietened to with patience.04

Heedless to «ay, Vaguer* a Tristan is *the loftiest paean of pure and holy 

lore ever conceived by a poet* 1

It would be incorrect to aasu*e, however, that the Wagner cult 

aetteeearily impeded the critical appraisal of the Tristan legend, since the 

Trietan fanaticism began in France in the 186Q*a^ and developed con­ 

currently with the florescence of Tristan scholarship, Idkewioe it<*>uld 

incorrect to aeauoe that the general populeri»ation of a work inevitably

it an object of academic disdain, since franco and Gen&any both
66 ' earched and populariae* their mediaeval C5««t0rpieoe«» It aaiaty

therefore, be conceded that the English had an In-built reluctance to 

eonfront the originals and were content with nodern interpretations more 

eoneletent with their ioa«e of the roaanoe world, a situation deriving on 

the oae hand fire* a !«*>; of tradition in Taediaeval otudiea, and on the

69. Se« E. Zucfceroann, The fijpt Rundrftd Yaaya o^ .jtosg'a ggjatan. pp. 03f,

86« jft JUMJithlfMf fflflil* *d* A» ^®lv«a (-aria) brought out modernizations 
of 12^16th century roaanoM* whioli proved 00 popular production was acceler­ 
ated from one publication to two or threw per month* *9ri8tan do L&onois* 
eaoe out ia 1699* Paulin Paris published moderni»ed versiono of the Prose
cycle in Itfft JMMJt iff M ftiftt..BBlrtl- (Paris, 1868-77)• In Oerfltany thw 
1844 ^***'*<M% A^ OAttfriad^ TglfltMn ^ ][jt^||jfT translated by H. Kurs, waa 
ywprinted in 1977* *ilfcelra Rerta bis>ught out another translation of 
Oottfried in the aaa* year with tranalationa from Thomas, and Kurt Sinrook's 
translation of 1895 ran to a second edition in 1675*



ether hand, a recent strong tradition is mediaevallnm* Enthusiasm in 

Bngland was consequently encapsulated in the acre accessible populari­ 

sations and reworkinge, whereas on the Continent it generated, and was 

federated hgr» scholarly e^uiry,

In Tie* of this* it is not surprising to find a strong drive towards 

the reinstateaent of the legend in its non-Wagnerian form coming from the 

French scholars* The noat influential work in this campaign was Bedier's 

reconstruction of the legend, whioh functioned on both scholarly and 

popular levels* Ferdinand Lot in his memoir praises Bedier for performing 

this service at a tine when * la merrelllouae hiatoire etait inconme du 

public franoais qul ne la conaiasait que sous la forme monstrueuoc de
Jf^JMh

faueaete que lui avalt donnee le genie de $tag&er* tW Oastoa Paris» too, 

while remaining soaevhat indifferent to the atuelo-draoa,9^ saw its attractions 

and inserted the following warning in his preface to Bedier* a works

II f«ut oaroir, qu^nd on passe der«nt lea grottes des v*irenes, 
se tenir feraement attache au aat t sans renoncsr a entendre la 
divine raelodle qul fait entrevoir anx mortele des fellcites 
surhumaines,90

Zt was the human eleaent in the legend, which Bedier, guided by Paris, 

set about restoring in his reconstruction,

Zt is perhaps surprising to find two such distinguished scholars 

involved with what became a popular work, particularly in view of Parlsfs 

disapproval of his father's modernisation of the prose cycle* But, unlike 

the popularisation of Malory, this is primarily a scholarly w>rk, Instigated 

by Paris, Bedier fe teacher and predecessor at the College de Iranee, and

(Paris, 
u 1939),

Zn his article for &«gu» A* pM^a (t$th April, 1894) Paris reaarlEs 
that the words of the Llebaato^ are 'bellee a lour f agon, aais en quo! sent 
•Use d'une as*nte?f p« 175*



Directly to B&41*y* * great work on Thomas. 

Although Paris nsvwr produced anything of length en the Tristan 

legend, it remained Ma constant pr««>ocupation, and ho direct** an4 

moulded many studies In the area. He saw the legend AS embodying th» 

eternal truth of passion, describing it as

melange unique d» Tetuate iBttsmoriale et ft* frAleh««ap 
toAJouvs nouv«llof d« melonooll* celtique ot d« gr&oo 
fran;ala*t d« natutnlisas pulasant ot do fine paychologlo.91

Pari* «as not afraid to onthttso ovor aodiaoral literature, and the Tristan 

legend brought out all his petseaal eeneltivlty and lyricism of stylo. 

But his enthusiasm was % no moans uncontrolledf since it urns diroote<S and 

sapported toy two gvoator <nislitiost keen literary insight sad scientific 

objeotivity* These combined to produce a brand of criticism which had 

popular potential, while at the sane tins did not compromise its scholarly 

itiBfj Although the reconstruction was compiled hy Bedi«rf the inspiration 

is obviously deriTod from Paris*

Paris 's toohnioal apr roach caused a rerolution in French mediasval
t

studies* Bo daesndad that scholare regard works of art as historical 

dootments to bo analysed in order to reconstruct ths pact, So deasanded 

Method, objectivity and an orerridins dasire for knowlod^o, sad in order 

to effect theee prinoiples, ho dgjiftiidst radical and laagteatiTo reforms, 

extondine to UnlTorsity education, the perfection of aoadeiaic methods and 

the renewal of impetus in all historical and philological disciplines* 

Paris became ths magnet for influential colleagues such as Paul Heyor, 

oo^foundor of a^wue Critinu* and Jfift£iAiA» ***& pupils such as Dodier, who 

would dissominato his teoohines. His position in the field of mediaeval 

studios in France was anaftgous to that of f ennyson in the field of

staj&^eJ^J^sutj Pref&oo, p* 17*
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Arthurian popularisation in fin* Isn4»

fhs flaw in Farl»*s approach resided in ths aoaetlaea uneasy al llanos 

sf ohJeetiYity and autyeotiYity in his work, and that of his pupils, this 

is sssn in Bedisr'e resonatrttctioat 9Mah aimed to represent '!• premier 

fvistan qu'ait connu Is puhlic fremoals d* An^leterre, pule ds Fr&nos am 

KX* eieclsV9* froa an amalgamation of Beroul and fhonas* But thst* is 

no explanation as to Bedler*8 criteria for seleetionf 1st aerely dsseribss 

Bsdisr as 'ss flant a aa oonaiitssncs 4ss tsjctss st I SOB Uot Htteralr«%95 

fhs sn«s problwa of predilnctlon oTorriding scientlflo taohniqu* is stsa 

Bors olsarly in Bodiwr* s work on Thoaas, *hero» as Sohospperle 

his personal tasts oansss his at times to ran counts? to his M

It is perhaps sealer to ss« this fault in Bidlar than In Paris hiaaelf 9
- ' '

slnos ths lattsr produced only one full length work early in his caresr» 

and for ths rsst of ths tins worked either on articles or throng others.

This is assn in Ms initial Impact on Tristan studies, whloh were
96

into a nsw era with ths 16G6 volms of

satirsly to »rk on ths legend by Parish puplla at ths Koole dss Ilautea*
Etudss after a msmer conference, and includes articles If Latoelwraki 

sm the fnlias* Bedler on the relatlonsMp of the froso Tristan to Ellhartf
.eBBJSSHSBiSSW*1^ *° ^^^^^••^•^^^^w^^w ^

aaA SSdsifeJsla on ths authorship problem in the fh«*ss Temisa* Ths.*.... •
ooofsrenoe waa also attended tgr Hiarat, who produced an article on

ft* '* Ut, JIJsssA ^s^aw. p* 9. 
f9» IMd, t locf elt*

_ ^_ * t * * jt&\

96* Paris* a first work on th* Tristan Isfind is an article on His question 
sf Breri's identity. ^Tliili- ***** (*&?$)§



OJT Rilhart tha following faav* and Uiaeth, whoee reaearah on tha Proaa
Qfi

was to appear flra yeava later* At thia tina ftayev wna
gA

tenpl&ting an aditioa of Beroul, later achieved by Kur«t, and Votter 

had baan planning an aditlon of Thonaa, subsequent to hia atudy of tha 

taztaf vhioh appeared in 1862 and which waa dedicated to hia profesaor, 

Oaaton Paria*

There van* however, a najor adranca in fyiotan echolarahip bof or* thia 

aotivityf but ita implioations only cam* to bo raoognisad than* Thia was

1865* It oonatitutaa tha firat detailed study ny a IVenehaan of tha 

forai4n Toraioaa of tha lagandt and aarka a oonaidarable advance in tha 

aatabliahing of a relationship between tha Triotan rowuioaa« In Ida work 

Boaaart propounda tha dapandenee of Oottfriod on tha Thcwawis poan» a oon- 

oloaion vhioh Brynjulf aaon wea on the point of nakingt but failed to arriva 

at« Aa fiaaaart wae apparently ignorant of this aytiolat ha raaahaa tha 

oonoluaion independently, using Si-r Triotrea aa hia Intermediary instead 

«' th* ^JffTV which had not baan edited.

Boaaart 'a method of aatabliahing tha relationship between Oottfried 

and fhoama ia aa aiaple aa it ia fortuitoua. Ha diacoverod that the two

Taraiona have A paaeage in coaaon, daaling with Tristan '« debate on hia
imwtddlng ni^it. In chapter five ha oonpnres tha two r^aaaa@aat wliowing

97* B. Rttratf 'Kilhart d'Oberg at aa aouroo froncaiea*, 
(1867), 288-363.

98. E. LSaathf In RffBM tfl ifgffft* d<> T^Jatan (Pariat 1691)» Dedicated 
to Oaaton Paria.

1903).
100. F. Vetter, 1^ iMeada Aa Tyiatan A*t

[Marburg* 1B82/.

101 • Contained in tha firat Snayd manuscript. Sao Michel's 
iiit 7-8.



how Gottfried elaborated on fhoaaa. Ho dooa not eoea to bo aware of tho 

existence of tho Cambridge aanueoript diocoverod by la Villeaarque, 102 

vhioh would have strongthonod hio oaoo aa it aorke another correspondence.

fho ooapftriaon alon* is not concluoivo, However, Boaeort first deals 

with tho relationship of Qottfrlod and 31* Trdntr^. demonstrating tho euo- 

stantiAl eiailarity between thoa ia tho faota of tho narrative, if not tho 

style, and pointing out that Gottffeiod'* poea io often needed to ol«*J4ato 

8ir TTln1iniitn obeouritlo«» Ho diaagrooa with tho idoa of an Kngliah 

»o«i«o for 8iy ¥riatipaax on tomtoaa linguiatie gromdo and adopts instead 

tho yiow that Thoaao won Sritanjo, cited % Oottfriod aa hi® eourc«.,and 

tfcMft* of Krooldouao, tho eouroe of ilxJ^rjyajyQg^Mro, in faotf the eea* 

porooftt whooo work ia ropapoooated by tho Pouoot Sneyd and Strasbourg aana* 

awipta« Thia ho ftchi^ree by ooaparinir the fraga*nt8 with §1^ Yyiatreg 

a&d dodueint: that tho author of tho fftafaoftta ia tho oourco for tho English 

pooo* Thoroforo* beeauao of the link previouoly established between tho 

lattor aad Gottfriod* he oust also proride tho source for tho German voxfe*

late l&njalfssoa, Bosoert plaooo tho Boroul version outaido tho 

Thoaaa groupt but unlike Brynjulfason ho dooa not attribute it to Chrotien* 

Both link it with Eilhart 1* vereioa, Boooort considers that this group 

reprosento a aoro priaitire rendering of tho legend, while tho Thoaao 

voroioa *parait ropreeonter la voritablo forae chevaleresque dn sujetf , 

flHWf he ploceo Bilhart before GottfHod chronologloally and linlw it with 

tho Geraan prone romaaoo, a point which Bodior takes *p in 1886,105

also innowatoa in his dlacuasion of tho Celtic and mythic

102* Tho fragaent was later aontioned by Mayor in an article on tho 
Cambridge aannaoripto* ^ffiflillifl' rr (l886) f 349* g** JiOjoflBII itt-lr"* 
jaiJIfflam. •*» »*tla»t i, 248-5%

103« *La raort do Tristan ot Isout d'apreaJe a* fr. 103 do la B«N« comparf 
ailoaand d*Bilha*t d»0barge' t l«udsV ̂  (l^6)t 481-510,•• - - - - •-

.«,'.?/.*• ,,V
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Union antiftlBataa ilia woik of Sehoapperla and Hbys. Bla sensitivity 

%oimrda Caltie literature io reniniaoestt of Banan, while at the aaa» tlaa 

looking forward t* ftsift'a aty!** A narked faallng for tha ayatagloua 10 

found, for example. In hia discussion of tha rudderleea boat episode, 

vfeieh ha beliorea to be of Celtic provenance*10* According to hia» isythie 

traita are represented by imoh episodes aa tha wallow's hair In Kilhart 

and tha dwarf JTrocin in Gottfriad. Altliima* this la neeeeaarily vague it 

I* Imtereeting to note that Ban lit la the first aoholar to claim tha 

antiquity of tha Bfcroul-Eilhart grottp supported by this kind of evtdene** 

whlah had not yet ooaa Into vogua*

Hovarar* the woife la predictably aot frae froa avrort partlottlarly tha 

aalf-^erpetuating errors of pwioua ocholaura* For eaan^le, the oiotcke 

tha dating of tha prose roaaaoaa la redter&ted with the oowaent

the cycle 'doima I'erell ma trotrreVea fron^ala*»105 According to 

laao>rt tha lattar did not use tha mterlal of tha proaa §^^^1 bat turned 

to Brltlah sources, and they In their turn wore utilised by the poet* 

vrlti^ later* This la more or laaa tha idea propounded by Dwal106 which 

fataiattft until the prose cycle was acre clooely studied* Daaplta thla, 

Ida aoholarly aohlerenettt, logical aethoda and eyiapathatic approach to tha 

UtafMQr oontent, wok out Bcaaart'e work as tha beginning of aodam 

aaHolarehlp on Tristan la Franca* ;

tet for approxlraataly twenty ^aara After Boasart'a study, work on 

Tristan atood atill In Pnmce, wiiile research in ftVraa&y want rapidly ahead* 

After tha early editions of Gottfried only a modlcua of aoholarly interest

Ibid,, p* 33» fioaaart la aleo misled by Scott oonoernlng Thoaas of
e authorship of a Tristan poem, oinoa, although ha equatea 

fhoama of Erolldoune with Thonajt of Britftin, ha la still bound by tha
for»er*c datea. ,^,.,.,,^ ;-^*>.,.........

•fragments daa poefeea our Tristan1 , liiat. Litt, da la Prance-
.*•. \ r mi • — - m ^ ai>^a^aiwwa^^Wwa»wiaaj^^Bji|*^pajBa^a^i^^BaB^^
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107 had been shown, althon^i the legend ma quite well known generally* la

1869, however* Bechstein began something of a renaissance in Tristan studies 

with hia edition of Oottfried*106 Thia was followed by even greater eon*

tributiona from Lichtenatein and KSlbiag who were the first to edit
109 HA

and the TfftffrltMiffiii Mapeotlvely* fhe foraer waa a

particularly challenging taak owing to the textual probleaa and the latter 

waa of aa4or teportaaoe in establishing the validity of Bossert's theory* 

Finally in 168$ Colther re-edited Oottfrled.111

THaaaatiiiMy, the Geraaas* great contribution lay in the editorial
112 

field and this gave added impetus to their philological work* Ao a

result of this advance in textual work, definitive editions of the German 

versions of the legend appeared before the French* However* with one 

exception, all the ground waa covered by the beginning of Hie 20th century, 

when three major works appeared within five years of eaeh others Bedier 

produced hia study of Thoaaa by 1905* followed by an edition of the ZoJUeg. 

and ftuact contributed the first authoritative edition of Beroul* The one 

ffreat lack* however, was the Proas Tyfofofl. despite its headstart in the 

early 19th century, and because it presents such vast editorial problema 

no edition has so far been completed, Loeeth's work waa the only stvuty

107* In addition to Gottfried, the Tfititelffllih wafl &^flo raatl6 accessible 
throat various editiona beginning with that of 0. Marbach in 1838»

106* Qattfjg^ed vim s^aj^pi^. T^tan, ed* E. Beohsteia (lieipsig, 1869)* 
In 1877 he brought out Heinriah von Freiburg's continuation* See 
C Bartaoh* Datttitohit PitAtutuifien dea HittslAit*^fl» v*

109* HtfaWrt. von Qb<yrga, ed* F* Idohtenateia (strasebttrg, 1877)*
ifta^>

f* JORLbing, i*
111* flAfltlia nnd Iftolidi' od* w, Golthar (Berlin, 1885)* See

*• wjBygflhner* ^euLtfiohe 8Ati<MiA\«»T<i ttor^tmp& iv*
11** For exanple. Lioht«nateinv s artiele on the oruces in Bilhartf 

H^ f^d^ Alt*, xxvi (1862), 1*18 and W, Rdttiffer's Per Tristan dea XfoBflgr

115* 1907* Th« Oxford £UU& had betm previously edited by Kiehel in hio 
^eeenil. ii, B9ff. f together with the Berae fijiit, 1* 215ff*» and waa later 
edited by K. Horf» a^Tff[fr- ^ (188$) 9 596*74.
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*f value in the period* and comes late compared with research devalopoenta 

in other veraiorte*

fne value of these textual studies in the decade prior to the flower* 

ing of Trlstsit scholarship in Franc* is 8e3,f**evident« But perhapa Kolbiiig 

edition had the oost far-reaching 8lgnifioanoe§ ainoe it established the 

interrelationship of the Thomas group on the lima proposed fey Bossert, 114

** *»P**ss value liea in it* being the only cooplete translation of 

and therefore constitute* the chief ae&na whereby missing pert a of 

the poem can he reconstructed, particularly in view of the predictability 

of Brother Robert* a narrative technique* Aa Bedier demonstrates in hla 

work on Thoaaa, dloorepancies between two witnesses can he elucidated by 

reference to the Jutland ooincidenoea oonfixtiea*

With the interrelationships of the fhosjas group thus established, Branch 

MfeolArs in the later 1880*8 began to concentrate on the relative position* 

ing of the varioua groupo of romances. This inevitably led to a eonsideration 

of the origina of those groups* and thence to the possible means of 

reconstructing theft* Bedier initiated this oovenentf if one Alscounta 

Heinael*a foraulalc approach* «i^ ̂ i» vorlc on the interrelatlonahip of 

Silhart with the Froae Ifibstfia\ contained in B*M* MB« 103.115 Paria first 

put forward the theory that the prose version was nearer the Beroul-Eilhart 

than the Thomas in a Isotope at the College de franco in 1883§ and

114. ?hia refuted Bains*!** theories m to the formulaic nature of Thomas 
a d the partial derivation of Oottfrled from Beroulf ^s. f.d> y.t,, xiv 
(1869), 272-447* It also oaueed a reaaeee^naat of Oottfrled, who had 
previoualybeen revered* See Beohatsin9* edition* pp* 281-4* fetter 
ausaed this up in his review of Kolbing's edition by seyinff fLa laerite d* 
Gotfrled d* 3tra»bourg .** eat done aingulierement dimlmi© et Gotfrled 
n*e8t qu*un traducteur d* beaucoup de talent** »««%^- vili (1879). 283* 
fnsre wss a later r* otion agcdnat this view, enbodled in F. Pinu©t*s

da Gottfried de Straabourg (Lille, 1905)*
119» J* BraJcelaann had already seen tho connoction between the two various 9 

but he wss killed to 1870, and hip work regained unknown until it was 
published by Zacher* ||g f. tAi. Wir **m» (188$) »



later, with customary inel«Jitt fiuggonted to ililev that further reeearoh 

In the area night be fruitful* ffe* wejanlt was the artlele in the flflffyyfl^ 

of If386*

Sere Bedier takes the blaok aaila ending in both works and eosparea 

***** Hie theele Is that the two versions ***t have had a similar source, 

whleh he designate* aa Beroul or WJJJtr111*1*"**"* t end whioh. In turn, together 

with the fhoaaa version, is derived fro* a floating tradition. Thus, a

Lson of the two derivatives with Thomas amould elucidate the eorreo* 

•I***** In the eoanen souro*» fialts common to the Prose jfriq(fc*j| 

and Eilhart belong to B&roul or Slil^Beroiils traits eonaon to the deriva­ 

tive* and Thoaas belong to the aouro*, but derive from floating tradition, 

and this also applies when one derivative matches up with Thorns*. 

thelesa, Bedler does contrndict his nethod when his intuition dictate*

otherwiae, aa la the oaee ia hie dlaeaaaion of tlie j«alouay of laolt of 
116 where he uphold* Kilhart a* embodying the older ve ̂  

despite evidence to the eontrary from the other two witnesees*

fide eontinuss the method of enquiry ftrst Instituted in Paris's work 

on (9uuple*ApMi, and pavee the way for Bedler*a later work. The basie 

premies demonstrate 1m the £&H*a ̂  debatable, and therefore invalid tea 

the results. Bat the article is not* interesting for the way in which It 

foreshadows Stole*** arefeetype theory: If it 10 peefti01e to Indicate 

tralta from a eomaon source, and even what lay behind that source, then It

Bedier aeee a difference in lit motives of Bllhartfe loolt and the 
activating jealousy la fhoaaa and «be Proae £eLfiJM» But h* consider* the 
fera«r to repveaent the older tradition, on the grounds that later poete 
eaeplalned the obaimrltiee of their predeeeasora, and it le therefore difficult 
to imagine anything ao poaitivo aa jealousy developing into inadvertence. 
He juatifiea this contradiotion of aethod with the theory that the idea of 
Jealousy oaae independently to Thonas and the author of the prose version.



swat bo possible to reconstruct not only tho common source, as he did with 

fhoaas, bat also tho version which lay behind it* This, in turn. Implies 

that tho latter oust be acre concrete than floating tradition*

the following year Harot continued the study,* 17 dealing with the 

whole of Eilhart up to the last part covered by Bodler. Ho disaia/.es tho 

idea of Eilhart's derivation froa Bsroul in his discussion of the source, 

that it oould equally obtain Tioe^re^gfit as the Gonna soaotiaes 

older, it is credible that BsroBl oould have oopied from a work whoso 

original was known to Kllh&rt, Dlsaiseing the idea that Kilhart used an 

H§1 t'lti source, on the philological evidence of the name felfle. floret 

agrees with Paris that tho Prose J&sjaa. is likely to be founded on tho 

loot y»fa^aft of Chretien do Troyes, althou^x not directly because of tho 

stylistic differences.118 He them hypotheoieeo that the poet responsible 

for EilharVs source say have been tho eni&mtio Id Kievree,119 but his 

•ain thesis is that the discrepancies and rapports between the versions can 

bo explained Vy the activity of c^euM and the floating tradition*

This theory of floating tradition persisted under tho auspices of 

Baris and necessarily involves the question of transmission, Paris, 

influenced by Sudre** remarks oa » ooncludeo that the Tristan

*vi (1886)» 206-363*
118* Paris states that the Prose Triatflft derives its style from the Prose 

JhnHfllftTfrt'' likeviao elaborated froa Chretien1 a work* 9l»tes our les Roacna 
relatifs \ Tristan', &a&njUU 3iv (1866), 597-602*

119* 9oe Jt IU BruoOf *Ehe Evolution of Arthurian. Soaance:* i«
120. U r,udre, BA^^^ xiT (1865), 604-6, aovimr of 1C, 

edition of Marie do France* Oeo aria, _Bfmrr**^ ^ 0&&6)t 597-602. la 
1888 Paris clarified hia -oaition in an article in E,JBtf ^i,tt. da la 
Vrmpa*. sxxf vhoro he envisages British songs passing from Welsh naiaicians 
to the Anglo-Sazons, and after the Conquest being circulated to the Iformans 
by both Welsh and Engliah* The indigenouo misicians then passed into 
Horthem franco with their 'breton lais f . This gives rise to two stagoot 
the pro-Prance stage being demonstrated by Beroul and Tlioaas, and tho 
later by Chretien, which may have had Beroul as ita sours**
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story came into French via aa English intermediary» and that Brittany played 

no part in the formulation of the romances* Later Zimmer and Foerater 

championed the Breton cause, bat until the progress of transmission was 

evolved, the floating tradition theory was a convenient means of shelving 

the knottier problem coneernin* the interrelationship of the versions. 

fieinael vaa partly responsible for thie theory, vhioh pereieted after hi* 

vieve were discredited, since his ease rested on the formation of extant 

versions fro* pseudo-biographies, derived in turn fron various episodic lays* 121

In the 1890'S the question of Arthurian provenance and transmission in 

general became controversial* There was a movement away fron the theories 

ef Paris headed by Foerster and Zimoer, vho postulated that Breton bards 

popularised Arthurian material in France prior to Chretien and that 

Chretien's vorks were only British in name*122 Loth and Lot replied in 

favour of the indigenous,3elts* 3 This further confused the question of 

floating tradition, aa it became increasingly difficult to see where 

traditions arose and whither they were transmitted*

With these larger Issues gathering? head, work continued both on 

individual romances and their groups» and appropriately, in view of Hurst's 

work en its relationship with Silhart, the main achievement in this later 

period was Loseth's work on the Prose Tristan* Paris, having already called

121* See Bedie** ii, 170.
122. See Zimmer'e arguments in GSttimriochs gelehrte AnseJgen (12th June, 

. pp« 480-528 and V20th October. 1890). pp. 7B6-832t ^s. f. fr. 3nr« u. 
t xii (1690)« 231-56, y§r f^grrenrftter. ed, w* Fosrstert cxi-crxiii.

See also H. Brugger* *Ueber die Bedeutung von Bretagnet Breton in mittelalten
Teiten', Zm- f> ftp. 8w. n, I^tt- n (1698), 79*162*

12% J. Loth, *Bes nouvelles theories sur 1*origins des Romann Arthurlens*, 
|Hf™i Caltiaue, ziii (1892), 475-503j F» Lot ' e la provenance des lais 
dits bretons 9 , JaHofo xxiv (1^95), 513ff« and 'La patrie des laia bretons 1 , 
ibid., ovlii (1899), 321ff.



into question the validity of the internal evidence for dating and author* 
124 put the reeoareh topic in the hands of Loaeth and accordingly 

limited his article in Hia^gf re Mtter^ire de la fr^ne* to a discureion of 

the metrical versions*

Following broadly Paris *s argument e, concerning the dependence of tho 

**o»o grfofom on Chretien 'a lost work* LSseth, nevertheless, allow* for the 

scope of the prose writers* imagination* However, he does not explain 

everything with this formula, denying that the Arthurian elements* which 

he dates between 1215 and 1230J25 could have come from Chretien on tho 

evidence of Tristan's absence from the roll~call in Eftfrftf la addition, 

Loseth follows Bedier in suggesting soite derivation froa tho Boroul-Eilhart 

group, although much changed from the original form, and also suspects an 

affinity with Thomas on the evidence of Palamedes' abduction of Iseult, 

and the dragon fight la B*mV WS» 103. Bat although he raises some 

fascinating iarjoMi in his introduction, Loseth does not follow them up 

and his discussion of aonrces other than Chretien remains limited*

The study itself gives a modernised rendering of the Prose ffri,Btaq with 

variants, and in so doing dears awch of the ground as far as the Paris
12&Muaisoripts are concerned, * its main contribution lies in the examination

124» flffltflnlff- XV (1686), 597-6021 fiutfr-Bftrlin. ed. 0« Paris ant J, (Uriah 
(1686), I, raiiiff.
12$* Loseth places the work between the Prose jujctiftli and ^*lflg<sfts*
126, Loseth fs study confines itself to the manuscripts in tho Bibliotheque 

Rationale* Later he examined those in the British fluseura which, apart 
fMi Somp»er*s work on Malory, had only been examined by C* Estlander fi>r 
aim stmdy of m&* 2329 Add, and Egertoiu e* 49, •Pieoes inedites du roman de 

. Acta Soeletas Scientariwn fm\M^' ***** (iSth Hay, 1666), (This
Is something of a curiosity, but its assertion that the souroe of tho 
Prose yrlataa was not a Latin version but local British traditions, we see 
tho floating tradition theory in embryo,) See

British ^useu^a (Christianas 1905)t also
(Chriotiana,
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ef the liimsjisrrtjitifr rather than any general conclusions, which vere under* 

standably influenoed by ^ aria, and also of a neoeesarily inconclusive 

nature since Loseth was still in no position to have an overall view of 

all the Manuscripts! fanilies*

In the ease year as t£seth embarked on the only remaining uncharted 

area of Tristan literature, Zimrasr sparked off the controversy of the 

1890's with his theory ef Pictiah origins*127 This was based on the 

philological evidence of the names Drust and Tulorg, and had the advantage 

ef providing something more tangible than the vague Celtie speculation 

hitherto* In support of this theory Ziaswr evolved a possible historical 

background in which Tristan appears aa Drust* heir to the Piettsh throne* 

having inherited through hie mother, who leaves his dead father's fiefdea 

for his ttnele's lands in the last* Iseult, meanwhile, features aa the 

daughter of a Viking king in Dublin because of the dsfsjanie origins of 

her name* As there were Irish i-migrant settlements in Western Scotland,
*•

it can be assumed that the aarriage between laeult and a Pictish king was 

the viable result of a treaty*

Zimmer as* the la^end as forming before the American adoration, but 

TSJMJTiliif limited to th'> northern Celts until the Bretons in the army of 

William I disseminated the legendt not only throufti the British Isles, bat 

also into Brittany, and thence into the courts of Homandy* This Zianer 

Mfsrded as explaining why the names in Arthurian rosmnoe ar >» as far as 

he is concerned, Breton in origin rather than Welsh*

The controversy lasted until the capitulation of Joseph Ix>th in 1924,

127* fts- g> fr> Bar, tu Iftt^. xiii (t8$l) t 56-81.

'On parmllole ojn ronan do Tristan en Irlsndais an X9 8ieole*»
pp. 122-33.

•*s theory of Pictish origin is now generally accepted, although his 
transmission theory is notf as the whole question is still in dispute* For 
an earlier discussion of 2i»jBerfs work by Loth see Reyue Celtioue. xiii 
(1895). 475ff*
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whan ha rescinded hlo theory of Cornieh prorenanoa, IJutt, while not 

»p»«i filially supporting Loth, opposed llmcr on tha grounds that tho 

frlataa legend was pan-Celtia aaft that generally Zismw placed too isuch 

^aphasia an tha Breton influence la tha foxwition of tha Arthurian eyelet 

at tha expense of tha insular originals* In hia view Zitmer'a theoriaa 

in tha Tristan !«§•*! wiaraine hia Mala tenet | ae the legend oan ba 

traced la Wales before 1081, and probably before 1072, when it was unknawa 

1ft Brittany, thla would firstly invalidate dimmer *o tmnoraiooion theory, 

tat seaondly, if tha Tristan romneea are aerely Bretoodsed varaioas of 

laaalar originals, aa Zioner olainit than BO reliance oan ba placed on any 

Breton trait in other branches of the cycle aa provine non-inaulor orici

fiMTitably the oontrorersy spread to the aaaeral q«aetio«a oonoeraiaf 

the provenanea and diaaemination of the whole Arthuriaii cycle, and this

af interest may be reaponaible to aone extent for th« lack of

apeeiflc work on the Triatan logend daring the 1690*8* Teri willy very 

little work wao prodfuced, detsnlte prondaee of oditlona of Beroul and Tho«aa 

and Tristan aaholara of the previoua decade a^paared to have

forsaken the field* ™

Tha one exception vaa Pario, who, in 1394, wrote an article for 

ffifyu* d« parla> vhioht while it contains no new ideas, 10 valuable aa an 

•Maple of hia method and his love of tha legend, besides constituting a 

etateaent of his moat cherished idaaa later to be abandoned on account of

129. 'Celtic Myth and Saga1 , folk-lore HI (1392), 406*11* See also 
Khya*a objections, 'Sf^ ArtlfffitOTi H*r*1^'* PP» TTOf*

13D* Bedier produced nothing until his reconstruction in 1900* Maret 
produced nothing between 1880 and hi® edition of Beroul in 1903* 
Itttoalawakl and Vetter abandoned tha field* LSsethcUd not follow up 
hia work on the Prose TrftfltffiB until 1905* Golther produced nothing 
valuable betwaen hia work en tho legend in 1887, Die Sa^» won Triatan und 
liftMr* *nd hia arti«le on tha interrelat ionnhipo of the veroions in 
jH§ ^ ̂  3tiyi> JL> 141^:.. xxii (1900), Iff* Rdttiger evnaariKed work

but added nothing which really advanced studies*
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evidence produced Igr forner pap i la. It opens with a defence of the Celtie 

proven*n*e of the Itgaml, the Celtio world being s*©n »a a aatrix for 

4Aifa»«te tradittejw aad narratives* lie then replies to the objection 

that the assimilation of traits from Classical and Oriental literature soot 

hare taken place ia fmnoe with reference to the oval tradltloni as the 

relevant texts were unavailable or inadequate in 12th oeatttry Fjmneef 

extra«Celtie traits oould only hare gravitated towards the legend throng 

the atenoy *f oral transmission* 1 ^ in this way Paris aUfa** for a 

M£&afe epic souree, not as a apaeifle archetype, but as a currency of 

narratives coarounded from these various elements* •' • •• •.' , 

Although his theory of tranomlsaion ia virtually unohaii^ed from that . 

put forward in fflftlf %e^. .|4t^rft^r». d^ ̂  Jieaajeau there seeavs to be more . ' 

eaphaais on the Breton part played ia dissemination, while still ttaintaiiv* 

ia§ Ms theory of the Hn^lish intonaediary. He than divides the versions into 

the angiiBh, pepreeented b@r Tboaas, and the French, vepreseated by 

Bfcroul, the latter beljig ooat«aixiate4 with th^> Arthurian aa it aove* avegr 

fro» its source and oomes into oontaot with the Froncfc 

work* despite its innovations, therefore compriRea the purer version* 

this oonatitutea an advance t as previously Paris had Designated both 

ejad Bfcroul aj» Anglo-^ioraaa, without

Paris than shows the gradual civilising of the lagend throu^i Bcroul 

and Bilhart, wh«»ro Trintan booottsa nore ohivalrouo and agwqpathetic, to 

fbe*ast where th« approach is aor® psychological, and finally to the prone 

varaion where f ristaii ia a f all^-fled^ed kni^it of the Round table* Et 

concludes the article with an unfavourable ooiapariain of Gottfri®d with
' • ,-..•.. ; •; ",.'-, :: • .:, . '\ • t .; •yj"'-'..' "•«•..'.'-.<''• - •

t a critical a^mary of W ̂ ner'o Tr^pta^.. and cm exposition of the

Bodier'a reply, iif



conflict between paaaion and social convention, which the lorend embodies*

•••ever, jieuliami the aoat outstanding feature of the artiele is not 

found in its intellectual content, but in the enotioaal oomdtaont nanifeat 

in ita rhetoric* Paris feola the legend with a fervour which ia undeniably 

poetics the atory ia

*** me eoaoeptlott *• 1 'amour telle qu'elle m m trouve 
aaparavant chee auonn peuple, dans nucun po&ae, de 1 'amour 
illegltlae, de I'aaour oouverain, de l*aaour plus fort que 
I'honneur, plua fort que 1® aang, plus fort quo la nort, de 
lfoaour qul lie deux dtrea l*im & l*autre par one ohaine 
que lee «tttrea et mm «>n<n oont laimiaaante a porapre ou a 
relftcher, de 1'aaour qui lea mirprend iaal^re eux« qui lea entraine 
lane la fau et qui lea conduit au mlheur* qul lea aoeVie ensemble 
£ 1* mort, qui leur cause deu douleura et dea angoieeeo* md» 
aueei dee joies et des ivreoaee tenement incomparabies et 
oreaque mirhuiaalneo qua leur hietoire, une fola oonzmet reaplendit
•temelleaent au oiel de aonvenlr d*un oolat douloureux et fasoinant •**

This lyrlciaa ia reainiocent of the intensity of feeling arouoed by Vf

in England* and it highll^ta the fact that at the same time ae 

«as there being eulogised to the detriment of the originals, on the 

ether aide of the Channel the originals vore being hailed in the sense terms, 

When ooapared with the situation in England, it becomes even more extra* 

ordinary that the speaker should bo, not an artist, bat a scholar dedicated 

to the application of acientific method.

This rhapsodic appraisal of literary content inevitably caused some 

Intellectual caprice, evident when compared with the work of B4dler, who
' : • - ? . •

nevertheleoa retained aome of hia teaetker'e grace in style and subjectivity 

in approach* The trend gamy from Paris1 a critical manneriana and towards 

hie pure ideals can be e*en continuing in the work of Gertrude Sohoepperle, 

wbc refuted Bedier, ao Beditr before her had refuted Paris*

The first and moot fundamental change In thinking on the Tristan
.•••'•••"• '">' ' ' • ":.f •:'"',: -

in the second wave of scholarship was the poatulatloa of the archetype

(15th March, 1894), P*
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ffeltt put forward the general idem that the extant versions of 

are derived* not from a conglomeration of lays, unified for the 

first ti«e In the oldest coapositlono, but from a ©ingle literary source. 

It wag perhape it natural critical development from Hie floating tradition

in fit* earlier days* of Tristan studies, when the pj

an* hapha«exd nature of the aaterial mm more prident than any pattern. 

•HWHie *» Bodier pointo out. tfa* **terUl. In fact, ^mHt» Oown into 

three iieMnal vereiona, co^vltine Eilhort, tltoms end the Prose 

^«not ail other veroloaa, except Beroul and the Beme 

ffcie ai&plifioatien into four priaary ooxjraeo, evolred froa the reeearoh 

of BwNMVt Mrft hi® auoaeesoro, B«\de the archetype tlieory viable,

fhe flamt so&ol.ur to projwee thio id»a ima Bruiser in 18989 *^ who 

in a note that tho first literary tma of tho le«eod 

or epic, probably similar to the romances of Hfiaa and 

did not follow this up» bat in 1900 Oolther, who had previously

Id tho floating tradition theory, produced & JlMMb **®£iag the extant
' 

versions back to & eingl© EKJurce, which lie dttflowi UK Chretien's lost poea»

Xm the &me 7»sr B«dier brou^it out a oonjeotural 3che?a© for the reoonstruotion 

of Thoaae, whioh prefi^nireo the method ho aaployts for rQConotituting the

Although Bedier did not bring out the &o<i&nd voltas© of his nork on 

until I905t and Oolther, though he had forrtiulated his version of the

Bl**«*t ii, 
134* Za- f* fr^ ^»g. u> Litt-- xx (1698),
155* nwu, wti (t9oa}§ 23*
136. * pecimen d'un eoemi de Heoon^traction con^ecturale du Thonas de
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archetype before tfatft* did not publish until 19Q7§ the theory was 

sufficiently current by 1902 to aaic* Paris reconsider his position* 

Consequently, while defending Tiu>mao'8 precedence over Chretiea'e 

against Foerster, he eoraee, rather abruptly, to the conclusion that the basis 

•f all the French pesos is a lost and Incoraplote English worfc. ^ A* Bedicr
f «A

explains, ^ Paris had transferred to the archetype Suehier's arguments for 

the unfinished source of Beroul and Kilhnrt. 1 ^0 The nationality of the 

postulated source mis predictable in view of Paris 'a long championship of 

the Anglo-Saxon transmission* and is supported by three arrtiitentst the 

fMMMe* of English words in French pea**, the testimony of w^ldef. and 

the fact that Beroul, Thomas and the prose writer must have worked from a 

foreign source in order to explain the discrepancies,

Bedier refuted this, however* since he be i«ved that the archetype 

was a polished literary vork belonging to the first half of the 12th 

oentury and conpoeed in Froncht

Ce n'eat pas une vul^te infortac, raair? leja tin de ces 
organises suporieurs dent toutes les parties nont liees 
par un ayner^ie telle quo toutaa gouffrent de la isoindre 
atteinte a l tune d lentre ellea.142

This Bedier considers to b* th« source of all extant versions* Having 

reconstructed Thoeaas, he goes on to roconstruct this archetype throu^i * 

table of concordances, which as Sohoepperle point© out, permits a subjective

3$t (June 1902), p. 301».
- ^r- mr 'pr w ^ ^ — —

140, 3*e Paris'0 review of Suonier'a f^angoa^f^fI i^^^er^^u^fceBciixcm 
(l*ipcig, 1901) in JmaffiAl daa S^van|§ (Kovember 190l) t 702^6, in wliich 
he 4iawiis*» Suchier'a theory*

141 » Bedier, ii, 
142, Op* oit., li,
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to cpetmt*,143 In addition, B*4ier minimises the Celtic trait* ift 

th« archetype, since H« Maintains that the story could not have existed in 

it* tragic fom on the evidence of Celtic tradition* *** Thi* again *•*•* 

»***d on § qpifljf r*a*onii|gt

Although he notes the innovations Thomas made, Bedier derives this 

directly flNrn tfc* archetype, guided, no doubt, by Paris, and postulates a 

loot intermediary source (y) for the Beroul-F-llhart version, since the«* 

tvo authors are independent of eaoh other. Thio he do*s on account of the 

potion1* limitation in the latter works, E* our***** that th* author of 

postulated source (y) introduced thio factor to nak« the paaeion appear nor* 

spontaneous and natural, ̂ ^ aehoepperle argues against thia,1^6 support* 

ing th* iieroul-Kilhart version an beine ^r* faitliful to the 

tkttt is, to the source for the aajor versionB of the legend with th* 

exception of Beroul II and the Prose

fibs find* it i»pro «ble that Thooas should contain the original 

version *f the love- potion** duration wben B*4ier hiaiaelf baa shown T 

altering all other eaajor details in order to aake the aatorial consistent 

with his ideal of love. The gatoire a*eordin^ to Sohoepporle shoved th* 

lovers a* guilty, returning penitent to court after their sojourn in 

Mftrrois and the abatsewnt of the potion* This would have boon unpalatable 

to Thoaas, who dspicta them returning innocent, exonerated V Hark * a

^ 144, 8*di«r» ii» 144*9* H« eliminates all but four of t • e trait* 
tQgg*st*d by Paris in figvue de i'arla an having mythic origins, together 
fith his trans«iS8ion theory* iif 144->5*

145* Ibid,, ii, 236-9,
146* Op. cit., i, 79-64*
147, Taken ftxa Beroul 1 o aHusion* 11, 1709-90*
14IU Op. cit. f if 9-10, tit 439-46.
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witness to their eleeping divided by a sword. Bat as the estoira shows 

the lover* separated on their return, Thomae has to invent an episcde 

whereby this is effeotftd* ne&es the orchard scene where "''ark discover* 

the lovers together* Tht»» althougfc the three poens are derived from the 

earne source, Thoa&s'e version represente a revision of the aodel which is 

aeve faithfully followed by Eilhart and -eroul I.149

Sehcepperle was by no means eenvinoed that the g0foj,p» was as perfect 

as Redier thought it wae, and her argunent represents a modification of 

the archetype theory, which has SOBS affinities with Paris's conclusions,

She traces the legend back to its Celtic sources, but not by the method
1*50 previously used of relating: ednfle traits to earlier analogues. -^ Instead,

she takes a wider sweep, and taking what she considers to be the essence 

•f the legend* relates it to the Irish elopement stories, particularly 

those of Diaraaid and Grairme, and Deirdre and Uaiei* This examination 

consitutes the raain strength of her work*

It was pointed out by <!e Jubalnville*^ that the conflict between love 

and society ropres«nt«4 a later stags in eiviliaatiott than that Indicated 

bgr the Irish sagas, which would eeea to support Bedier*e contention that 

the significant creation of the Tristan story belonged to the French. But
•>•;•.». i-'^*..V ' ••'•:•.•••;,• '.'•..

Schoepperle nialntains that the Morrois episode has no parallel in French 

V while, on the other hand, having distinct affinitiee with the

149* Breee in hie teview ofaQhoepperie considers it unlikely that Hie 
empire poet should change he source, which, on the evidence *f Mf/WiM 
jBiOSiaflat contained an unlimited potion, and that Thomas, while working 
f*o* the ftptp^ye. should restore this* It seoras more likely that this 
variation in Bilhart and l4roul is due to a secondary source, the author 
of which limited the potion in an attempt to explain the long separations 
in the second half of the narrative. jy[» **** 0914)* 21 >U.

190* Op. eit. f i, 3, for her explanation of the arc aul no faut. 
151. $$*** Celtidue.. xv (1894), 407ff.
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Althou^i there are eiailaritioa of detail between the

stories of Tristan and Diarmald* such ao the separation of the sleeping 

lovers* the parallels in the main outlines are striking! both involve a 

hero versed in voodBtanahip and cunning, who, as a result of an imposed

•Mpulaion* i» la love with the wife of his lord, and who, having fled with 

her into the forest* is pursued and oau4ht by the wronged husband* 

Although it is possible to adduce evidence to indicate that adultery and 

divorce were lighter natters in the Irish sagas, the legends of Bclrdre 

and Orainne have a tragic tone resulting from the conflict of familial 

and feudal ties with passion* which reflects that found in the Tristan legend*

Sonoepperle does not suggest how the legend reached Franco f but she 

dees admit that when it arrived it had to be reworked for contemporary 

taste, and that the esto^pe, represents such a reworking, but not neces-

•mflly the first nor the only one*1" This obviously lay® a different 

emphasis on the ^atoi^ from that imposed by 'edier on the archetype, 

which he saw as a finished work, incorporating a few Celtie traits* out 

mainly of French Inspiration* 3ehoepperle saw the eptfoflr^ as necessarily 

inconsistent and fallible* since it was attempting to fuse disparate 

elements. Consequently, where Bidier sees Haws in the extant versions 

4MI misinterpretations of the archetype* Schoepperle sees the egtoirq 

itself as an imperfect intermediary.

Having surmised that the e^toflgf. is one of a nuasev of vercione ante­ 

dating the extant versions* Behoepperle Is not bound by Bedler's terming* 

of 1154. 15* She sees evidence of the pastourelle* a form not

Op. cit. t 11, ?91ff. 
153* Op, cit., 11, 470*3,
154* The date attributed to Bernart de Ventadour's reference to the 

legend. Op* cit., i, 112-17*
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earlier than the late 12th century, in Kaherdin9a wooing of Caaille, 

ttneee of the ffiftflnn*m dflLJflft aariee. belonging to the aaaa period, in 

the epiaiii «f Eafcerdin and G^rgeolain, and of tho

in loeult'e repentance* In addition* Hehoepperle considers that the 

influence of flppgr coqrtofo can be eeen in sttfth details as the power 

that an appeal in Xaenlt9e name hae over Tristan* 155 She concludes, 

therefore, that the jaifiUt uniet have been composed in the second half of the 

oenturyf ^uat prior to the extant redactions,1"

8ehoepperle 9s work is by no aeaaa the solution to all probloae in 

Tristan scholarship* Sc*e of her conclusions, ouch as the late dating 

°* **** **rfofo** have been rejected, and even her concept of the eatolye 

itself ie debatable. However, in denenatrating the Celtic sources of 

the legend and opining B&dier'e theory of the perfect arohetypef 

Schoepperle squarely advanced frietan seholarahp into an area that it 

had vaguely acknowledged and skirted since the day* if la Villeaarque*

The publication of Schoepperle* a work represents the end of an era 

in Triatan studies. All the major texta had been edited by thin tiaet 

and all ttie aajor theories evolved. Controveraiea and general work on 

the legend continued after this date» but in less abundance and with lesa 

revolutionary impact. There ie a verve and oxcitoment about this thirty- 

year period of Tristan reaearoh which in partially due to tfce material 

itfttlff which holds no raany aeerets and aurpriaee, and partially to Gaaton 

Paria, who ooawunioated his own inspiration to others. Hie work in tide

Op. oit., if 120-56.
Op. oit» t iv 182-3* F. Lot argued against thin evidence in 

xliii (19H), 128ff« Ae the date of Thorns in not fixed and the date of 
Bilfcart is now thought to be about fifteen years earlier tb.-m Sohoepperle 
argued, her poet-Chretien dating of the aatoire is controversial* For a 
bibliography of the Tbo&K»*^U£attL debate aee Lee Frafsaents du Triatan de 
TOMM' **• B* is * Wlnd» PP« *4f* K» Magner first postulated an earlier 
dating for £ilhart in his edition, a. 21.
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field ia not resjfribered for its accuracy, nor even* at timesf its 

plauaibilityy hut for it a fearlessness in taking conjectural leaps t 

and for ita powerful allegiance to the legend. It was a combination of 

these two qualities which provided the motivation for Froneh Tristan 

studies during this tin**

Juat aa Sooner'a work on Malory had nothing to do with the Arthurian 

revival ia England, so this outburst of Tristan scholarship had nothing 

to do with the Wagner cult, wMoh was more or lee coincidental with it* 

It ia refreshing to find an area in the period where an admiration of the 

legend is not founded on Tristan und lao^fle* but ia firmly centred on the 

Mediaeval versions* There had been for aone time in ftronoh acholarahip 

an approbation of the Tristan romances, but thin period saw ita florescence* 

and, remarkably* at the sane time as scholar** were eoneerning themselves 

with ralnute and detailed analysis But this affection for the legend by 

no Beans renained confined to academic circlest onee the Wagner enthuaioaa 

had die* down, English writers turned to the Celtic ethos revealed by the 

Trench scholars a few years earlier for fresh material and new inspiration*
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of Wagn<Mp*a Triotfin unfl Isolde*

'-• Froa 1862 onwards there wao a steady increase in the popularity of 

the Tristan legend* which reached its peak around the turn of the century* 

This renaissance was stongly motivated by the Wagnerian cult* which 

spread from the Continent in the 1390*8 and became part of the Aesthetic
»

climate* Extremes of sensibility, enthusiasms for the romantically 

vague and a feeling for other-worldlineos thus provided a general back­ 

ground for the legend's revival, while the Celtic twilight and a decadent 

H*e-ftaphaellti9tt provided a more specific stimulus. But the main impetus 

was Vagnev's Tristan, whose influence* during this period, was virtually 

impossible to avoid*

.. Although the Tristan legend threatened to eclipse the Arthurian, and 

to constitute an Aesthetic reaction away from earlier Victorian standards , 

the j.rthurian cycle still i&atmged to hold ite ground by aligning itself 

with new interestsv while at the same time, not disassociating itself from 

ite Tennyoonian affiliations. Consequently, while interest in the jfflflAffi 

and Malory increased after Tennyson* 3 death, the Celtic and Wagnerian 

enthusiasms allowed the cultivation of new sensibilities towards what was 

oo longer unfamiliar material* Thus the earlier Pre-Raphaelite reaction* 

crystallised in ffigiotraa of Lvoneaee. became developed and extended, while 

existing alongaide, on the one hand, Arthurian works inspired by traditional 

f ennysonian attitudes, and, on the other hand, Arthurian works which 

partook of the new vogues*

f« Apart from popularisations and retellings, there were at lea t 
six editions of Malory between 1897 and 1915, including the edition by 
Sir John Rhys in 1893 Illustrated by Aubrey Beardsleyt and that illustrated 
by Ruseell Flint in 1910.
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The oain characteristic of reworkinga during this period is the pre- 

dominance of the draaatie form. Previously the only serious attempt at 

dramatising the Arthurian legends had been C» J* Riathisuller's Launcelot 

Qf ^fi fcitefr ia 1343* This dearth was not oaly due to the deplorable state 

of the theatre for much of the 19th century, but also to the fact that the 

prevalent fora, for the Arthurian, as for all legendary and romance sub­ 

jects, was the long narrative poem popularised by Scott and Byron, and 

reaching its apotheosis* if not epic status* in the Idvlls* But while 

Tennyson was responsible for a raid-century resurgence of the narrative poea* 

he also assisted largely in the resuscitation of the verse play as a 

respectable literary &r@«* The ensuing reaction against the narrative 

poem makea Swinburne*a Talo of fifftem appear somewhat anachronistic in 1896*

However* although the Arthurian plays* written in verse without excep­ 

tion, represent an advance so far as treatment of the legend is concerned* 

they do not marl: an advance within terms of theatrical ds-velorraent. Just 

as the narrative poem appears a reactionary form beside the novel in the 

19th century* so these verse dr oae appear a reactionary theatrical fora 

beside the sooio-realistic plays of Hobertson* Pinero and Galsworthy* 

fhey remain firmly in the qu' si-Elisabethan mould* which characterizes 

almost all 19th century verse plays and which gained additional popularity 

in the latter part of the century on account of awakened interest in 

Elizabethan and Jacobean drama* Her do they owe anything to the renascent 

Irish dmma, although they are analogous in their presentation of national 

legends, and* unlike the Tristan dramas* they were not auoce;tible to any 

Wagner-inspired experimentation* In fact* while these plays represent a 

formal reaction against the Idvllo. they do* in the main reflect in

2, Sir Henry Irving, who was greatly responsible for the revival of the 
classic theatre* produced and took the lead in Tennyson's The CUP in 1881 
and Beoket in 1893*ejsjssn^^^^^^^^
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theatrical terms characters and attitudes very similar to 

ty Tennyson*'' This may be partly due to the influence of Tennyson's 

verse plays* but it was also inevitable that the theatre, which relied on 

popularity, should follow the well-proven Tennyoonian trend of the Idylls 

before moving on to new modes of presentation* The Tristan legend during 

this period was fortunate in this respect* since it was not hidebound by 

a previous popularity.

Although the Arthurian plays break no new ground dramatically and hove 

a Teonyaonian flavour, the new fora inevitably causes some shift in focus* 

The emphasis now falls on the interplay of chareters and the tragic action* 

The symbolism which gives the tflflUffi distension in abandoned, as are the 

trappings of mediaevalism, the eroation of atmosphere, the explanation and 

underlining of the chivalrio ideal, all of which are found in the Arthurian 

narrative poems as means of rendering the material sore immediate to the 

imagination* The aupematural, and particularly the religious supernatural, 

is considerably cut downs the Holy Grail is mentioned occasionally and the 

Quest makes for a plot-p^int in two of the ploys* but the 1060*8 enthusiasm
5 £

has passed* Indeed, Galahad only inspires the occasional lyric and one
7 

short stage work during this later period, being eclipsed by Wagnervs

heroes Lohengrin and Parsifal, who assimilate elements of Christian myoticism

% H* Steynor's frafflPMfrti and E^ains. produced at the Bijou Theatre 8th 
April, 1909, is almost completely dependent on 'Lancelot and Elaine1 *

4* "o version of the Tristan legend derives from *The Last Tournaaent 1 , 
although Dagonet appears in some of the Arthurian plays and T^latrap ap4 
lecult by Hartha Kinross (t9t3), contains some details in Act j.

J. C. Carr, flfpft /yfthTy ^95l Francis Coutte, The Roaf]||^ ^ f 
(1907), Fart III, 'launcelot du Lake**

6* Notably E. Sweetaan's • Pastoral of Galahad1 * P^ator&^a ar^d Other 
(1899)»

7. E. Rhye, Hasoua of the frffi|j|^ performed at the Court Theatre, 
July,
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8 ittto a romantic aysteriousness* However, while there are a few works on

the peripheral characters of Arthurian legend,9 the main area of dramatic 

interest is the fall of Arthur through the infidelity of Lancelot and 

Mbavvere and the machinations of Mordred*

It is here that the stain shift of focus occurs* In the l^v^s the 

lore of Lancelot and Guinevere ia viewed through its effects and subordinated 

to a delineation of the chivalric ideal which it destroys* It hardly 

exists as a relationship* but is seen rather as a source of disintegration* 

Tennyson could not afford to arouse any sympathy for the lovers, since 

this would unb&lanoe the figure of Arthur and negate the spiritual levels 

of the poea* 'Hie dramatists, however* could hardly show Arthur's fall 

without involving the lovers 9 crucial relationship* which releases Mordred's 

evil* Concerned with action, the drama confronts squarely the aore localised 

problems which Tennyson skirted in his attempt to oroate a universal 

panoraa*)*

As a result Arthur tends to become isolated in a secondary pooition* 

since the relationship between Lancelot and Guinevere is obviously better 

state material than Arthur's more passive role* V* Wills and J. e. Carr, 

who were also activated by the fact that they were creating the part 

for living, attempt to overooae this difficulty by placing Arthur in

8* &• Porster, l^e Legend of j^pftgrftn* a narrative poea (1094); 
X» Hearne* i^eon ii^rgelald. a play (1911)s H* C» Trevelyan, The B^rtl^ of 
fftgsifal« a play (1905)* and Tfe^ Hew Porolfal. an 'operatic fable 1 (1914)*

9* %*f &« 3hys» Kni^d (1908)3 L. Dalkeith, 'Sir Gareth of Orkney', 
(1909).

Wills * biogpapl^r* ^L .j^.. j^jiillftt^.jteBf3ft^fe^-.j6tfA 
;i8^J) f pp. 2^^2,

11* StffT /lgttaay* derived from Mills* play and performed at the Lyceum, 
12th January* 1395* Sets were designed by Burne-Jones and the music 
composed by Sullivan*
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Lancelot's role ae Guinevere*s champion. Francis Coutto rationalizes 

Arthur's failure as a husband lay eaphaaiaing hia devotion to England, bat 

this does not improve his dramatic impact* In fact, in the dram Arthur 

toeosjee something of a dispossessed monarch. His glamour as the instigator 

and model of knightly conduct is ouch more easily deioonstrable in poetry 

than it is on the stage, where it tends to be in the hands of the director 

and stage manager rather than the dramatist. It is Interesting that the 

only two occasions on which Arthur becomes the centra of action occur during

thoae plays which adopt Swinburne * s interpretation of the legend and show
12 Merdred as the child of Arthur's incest*

Kordredf toe, is a stereotype except in these two plays where his 

relationship with Arthur provide® him with more weight and interest. 

Generally he is thinly motivated by ambition and a passion for Guinevere, 

and in four plays in guided in his villainy by Morgan la Fee* In 

Pillon'e play he is at least differentiated by his situation, and in 

Hewbolt'e Iiordred he is further characterized by his cunning* But in the 

main his potential is wasted, either because ho has no specific link with 

the central situation, or because he is overshadowed by Morgan, who is 

generally presented ae an Crtrud figure*

Of the two lovers Lancelot is the less interestingly treated* His 

competition with Galahad has ended and he ceases to be complicated by 

failures in spiritual chivalry* The internal conflict between his two 

earthly loyalties renaiaa, but surprisingly loses substance in the transi­ 

tion fro* poetry to dram, fhe brooding hero of previous decades is not 

essentially draoatie, since, like Arnold's Tristram, he exists in circumstances 

incapable of resolution; hia conflict renders him inactive and the only

12* A* Dillon, King Arthur Pendraisott (1906); II. liewbolt, Hordred (1395)*

$% See the plays of Wills, Carr and Coutts, together with E. Rhye's 
performed at the Coronet Theatre 13th November, 1905.
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•fportttnity to releaee his suffering into action is provided by the Grail 

Quest* In the drama Lancelot is simplified by the absence of the uoet, 

soa»tia*£ to the point of becoming pasi ive and tafo-Miii&onsiGnal*

Consequently it ia with Guinevere that the motivating action lies. 

Previously condemned as a scarlet wonan, s&@ now rises in stature to the 

rank of tragic heroine* " This is partly due to the lessening of A3*tfcua? 

ttti the chivalric ideal together with the absence of the Grail »4ueott which 

establiohed her as God's opponent in the struggle for Lancelot 9® soul*

But it is also portly due to the Introduction of the final repudiation
1$

econe, previou ly treated only by Morris and Owen Meredith* Because

ehe forma the nodal point for the other three characters* Guinevere is 

crucial to the action, She is also the character lao&t capable of develop* 

Bent since she comes to aej her love in the perspective of ruin, rodents, 

and proves the strength of this in the rejection of Lancelot*

The repudiation scene ij moot positively responsible for reinstating 

Guinevere fs reputation* although one imst not overlook the importance of 

KUfttt Terry in the role ss esrly aa 1395* Xn this soene Guinevere re* 

e3tsblishes the moral order with a conscious act of self-denial. It is 

used by 'wills* f&ys* Coutta aad Steynor and pxovMee a aore dramatically 

satisfying action tlian ieaayson's forc-,iveaoa:> @cene« since the lovers are 

now tho focal point of the legend* fhe forgiveaeaa scene still appears 

in the works of Wille» Carr and 3teynor under variouo goiseu* but it eeetao 

from a theatrical point of view acre for^uliatle than organic. Although 

the emphasis of the conclusion alters, howeverf the moralistic attitude- of 

previous decades crystallised in the ^v^^a continues to permeate the dr ma*

There are* neverthcleea, two eitceptione to this moralistic conclusion*

14. Her dotainance ia paralleled by the dominance of Xseult over Tristan 
during thie period^ ^s ,

See Malory xxl» 9*
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which constitute a deliberate rejection of tradition. The first occurs in 

Billon 1 a play ffltaft r̂tfW f«flftrg"*Qn where the lovers, overcome by the 

horrors they have precipitated, go off to drown themselves in Cornwall, 

The second, in Hill's Sufneyere** 10 more significant in that the lovers 

exculpate themselves by dying together in a saannor reminiscent of Tristan 

and Isettlt - Lancelot of a wound incurred while defending Arthur and 

Guinevere because she cannot be parted from hira* Thus the claims of love 

and loyalty are both fulfilled and the reaction in favour of the lovers 

is extended further*

With these exceptions, the main lines of the plays come, predictably 

•nought f*ora Malory* All but ^in^ Artfoui*Pendraugon begin with the marriage 

of Arthur and Guinevere* and establish the doaestic peace and political 

kty which are to be shattered* The chivalric adventures and the Grail

ore oaittedj but the post-Grail books of Calory are used extensively* 

particularly fto& Beek twenty onwards* That dramatiats often worked directly

froo ftalory can be seen in the amount of close reference used in such scenes
17as the betrayal in the bedchamber* Billon* for example, with soae in­ 

congruity of style* even quotes parts of the interchange between Lancelot 

and Guinevere.

Historically* the Kftag >\rthur of Coayns Carr is probably the moot 

important Arthurian drama* since it had a publicity and success, which Bust 

havo inspired subsequent versions* Originally Xrving had bought Wills* 

BUT ArtW t°* MSQQ around 1c^8, but it was never performed* After Wills9 

death Xvving called in Carr to rework the play, but the latter preferred to 

write his own version* drawing on son® of Wills* ideas and using a similar 

structure* Ae it was written specifically for the lyceum company the

16* G* Mil* Guinevm (1906)* 
17* Halory* xx, 3 and 4«
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pseudo~3hakeapearian manner ia inevitable*

The play begins with a prologue in which Arthur aoquirea I xealibur

fro® the Lady of the Lake* it also presents a spectacular of lake spirits ,
18sound® noted of coming doom* and ends with a speech of inyotical patriotism.

In the first act Morgan and Mordred reveal themselves as villains, deter* 

miiied to ruin Arthur through the love of Lancelot and Guinevere* The 

lovera then confess their hitherto concealed passion, and the act closes 

operatieally with Guinevere successfully beseeching Lancelot to refrain 

from tiie Grail Quest* while the knights sing the Grail chant in the background. 

la the second act the villains reveal their alliance with ilark and Byons9 

who are besieging Caerlionf and spy on the lovers, who vow undying love 

amid significant thunder* In the third act Morgan and Mordred confront 

Arthur with Lancelot's treachery, which Guinevere refuses to deny* Arthur

in noble passion refuses to hens Lancelot , and* leaving Guinevere to the
20 

care of Mordred, goes out to fight his enemies* Then follows a tour de

for Ellen Terry, during which the imprisoned Guinevere rejects 

Mordred 1 8 offer of marriage and scorns his threats* Finally, Arthur t 

acting as the accused queen* 3 champion in a scene of pathos and grand

gestures, is fatally wounded by Hordred, who, in turn, is killed by the
21 

dying Lancelot* Arthur and Guinevere are reunited before Arthur's death

18* Taken from the first act of fills' play, where in a similar scene 
Hcrlin warns Arthur of the inexorability of fate*

19* This alliance is taken from Wills, where they are represented as 
mother and son*

20* Shaw considered that Irving reached the heights of his art in this 
scene but was let down by Carr*s script - 'the talk of an angry and Jealous

* Our Theatres i^ the [fenetios (1932), i, 15* first
lappeared in the Saturday flfrtffr loth JAn»*M*gf 1895*

21* Arthurs championship derives from Act III of Wills 9 play* Here the 
conflict is averted bpt a confrontation between Mordred and Art ur ends in 
Mordred *s death and Arthur's wound at the hands of King Mark* In the last 
scene Guinevere rejects Lancelot on the battlefield, and Arthur, having 
reuatred Excalibur, f or ives her and bids her farewell* Carr adds a COUP de 
theatre but the ending of hie play follows siailar lines*. ^••HiMBBMWB^f
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tilt play @sds with Merlin's prophecy of hie second cooing, a vision of 

Avolon and a patriotic chorus* >

Carr'n work id competent. It shows a good sense of action, which, 

apart from the quasi«»Eligabethau comedy, does not fla&t In this way it 

reflects wills' play which ia at pains to keep events moving* ?he climaxes 

occur with predictable regularity and are underlined with obvious theatrical 

effects* Indeed, the theatricality of the piece tends to obscure,

where the delineation of character is concerned, since the emphasis lies on 

external effect rather than internal psychology in an attempt to achieve 

Shakespearian weight and ring. The literary sstyle is inevitably inflated 

and, while generally ttaa&ging to ke^p clear of bathos, fails to avoid 

echoes of Shakespeare's tragedies*

iffiaM frtfffiBT K*y have been a convincing piece of theatre, tailosv«ade 

for the lavish production and grand acting styl© of the I^yceum* The dis- 

tiafttished asaaes connected with the production ensured that it was a nenor~ 

able theatrical event, eufficient to warrant a covaemorative book giving 

illustrations of the play's highlights* But it is not a convincing play* 

It has no depth, no significance, and is, in the final analysis, a colourless 

and conventional taiirture of fennysonian ooatisaent and ps<ttido~f%ake®f>eaTian 

style. .

Cotttto and >teynor write firmly within this traditions £?ewbolt and 

Hill, while reorientating the plot, uae the same style* J^ya, althouijh 

writing in a lyrical vein, which renders his fjjtoffTCTf acre redolent of the 

Celtic node, as one sight expect, includes elements of the Carr tradition 

in the Baying scene, the Horgan-lerlia antaconism and the vision of Arthur's 

return, Dillon's play is alone in standing outside this tradition, though 

thia too uses a moca>Bliasabethan style*

Dillon*s inter^petfttlon derives from the opinions of Herbert Coleridge 

and Swinburne* Coleridge draws a distinction between Malory's version and
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that of Geoffrey of Monaouth, the 'historical 1 version, pointing out 

that in the former

by means of Arthur's early sin and his ill-omened alliance 
with Guinevere, the legend acquires a kind of dramatic unity! 
it exhibits, in Aeschylean phrase, the working out of an Ate, 
a retribution lone delayed, but surely developing itself at

*«*

Swinburne enlarges on Coleridge's analogy with Greek tragedy, comparing the 

unwitting sins of Arthur and Oedipus and the ensuing evils they bring on the 

entire kingdom* Be continues in defiance of the Idvlla;

this presence and iminence of Ate inevitable and invisible 
throughout the tragic course of action can alone confer on 
ouch a story the proper significance and the necessary dignity* 
without it the action would want nobility

Carr, following ttitte9 pays brief homage to the doos-laden view of the 

legend in the opening scene of ffiqg Arthur, where Arthur sees and accepts 

his fste, which is involved with Guinevere, not his incest with Ho*g&use« 

Bowever. there is no sense thereafter of a doom hanging over the action, 

with the character® working blindly towards itt the subsequent action merely 

proves the formula of the Prologue* Dillon, on the other hand, attempts to 

dramatiae consistently the view of the legend presented by Coleridge and 

Swinburne.

He fails because he does not create the sense of the nuaejaous which 

Swinburne describee* The action begins in, mediae res with the death of 

ftergsuse at the hands of her sons, a significant enough place eonsidering 

her partnership in Arthur's incest. But the court is already such a sink 

of corruption that there is no sense of tragic fall, nor, indeed, any con­ 

flict of good and evil* The characters evoke little response since they 

are enervated by their consciousness of guilt* Thus there io little scope

22, Prefatory essay to Fumivall's edition of Iff aojftq Arthur (1664),
-'.nk*,*»•. - '•'• ^"•"•

i* the Kiorojiftojse^ p* 40*Biw*tMfc"*"*^B«*WW*l** «•
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for dramatic irony, particularly in the char cter of Arthur, where there 

Is not even a sense of ambiguity* Tli^re is not sufficient tension to 

release into a universal vioionf nor any sense of an unfolding doom* 

apparently disproportionate to the initial ain* Instead illon substitutes 

the trappings of Jacobean tragedy, doubtleao prompted by the theao of un- 

mtwralness, but as the horrors never find a larger, unifying significancef 

they become monotonous*

Like Carr, Billon*• style obtrudes in that ie is continually reaching 

after generalized dramatic effects. Nor does he refine the legend into 

& tightly knit structure» but instead adds as much as possible from Malory. 

The resultant effect id incongruous * on the one hand the style is inflated 

and u&traditional» but on the other hand, the action follows the conventional 

ItlilMU The reception of Tristan and Iseult, the chamber fi^ht, the con* 

desaatlcn and realm, the deaths of Gareth and Gaheria and the subsequent 

siege of Joyous Garde and the final catastrophe are all represented* Only 

the suicides of Lancelot sad Guinevere break with tradition, probably 

influenced by the deaths of Tristan and loeult in the sub-plot* But 

Dillon's fidelity to his source fails to create any advantage* As it ie 

at variance with hi® conception of character and fate, it merely creates 

an overcrowded work, which prevents any realisation of fate in action*

This is, however, the only Arthurian draos which portrays Tristan and 

Iseult in any detail* In the plays of Wills and Noubolt l^ristram appears 

briefly ae a knight of the Round Table, divorced from his story oe he was 

in the Arthurian poems of the aid-oentury. la Coutto 1 *Launcelot du liake* 

he la cited a@ a bad example of alothfulneso, althouch incongruously he is 

also referred to as deriving his heroic power from loeult in the same way 

as Launcelot derived his from Guinevere. Perhaps because of his presenta­ 

tion in tho J^vl^8 K̂X̂  ̂  i1070 finaly e&tabllohed than Tri&tras* He is 

the villain lay Mills and Carr* and in Qoutts* •Launcelot du Lake'
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ha ia aalabratad aa a coward ia Dagonet'e song,

Mllon treats the Tristan story with comparative fulness and also with 

laaa dapondanoa on Malory than in tita main plot* The lovers' arrival at 

Caaalot and Lancelot's hospitality, together with Naifc'a traaohary and hi* 

oolluaion with Andred all derive from tha souro*. but Billon elaborates 

ooaaiderably. In an attempt to interweave the two plots aore closely ha 

follows Wills and Carr in showing Mark in alliance with Hordrad at tha 

final battle. Tristan and laeult are sore closely linked with Lancelot 

and Guinevere, being present at Joyous Oard at the tiae of Guinevere's 

rescue and baing reconciled with Hark at tha ssaa tine aa Arthur takes back 

Guinevere. They dlo on tha aoana of Lancelot's fight with Gawaia*

To provide tha active for the lovers* separation after their reooa* 

oiliatioa with Mark* Sillon has to invents Hark has Tristan poisoned with 

the key to his treasury - a touch atrongly remimisoent of Webster - and 

Iseolt is blamed, Tristan, thinking Iseult has joined with Hark against 

Ma, returns to his wife* At this point mien reverts to the aetrioal 

version for the final events.2* The dying Tristan writes to leeult for 

healing ainoe aha ia versed in her aether's arts of sorcery* laeult in a 

•aaologue forgives Tristan his doubts aad his aarriago9 and propares for 

Brittany. In tha next stone laeult of Brittany, having learnt tha secret 

of the sails, betrays Tristan, who dies believing leeult to be falsa* Sho 

(•tors, is confronted by the triaapfeaat Iseult of Brittany and dies with 

the Wagnerian sentiment

0 aortal prison, let ay iaaortal love 
Out of ae.

This soono ia the only evidence of dramatic irony in tho entire play aad

It ia difficult to determine whether Mllon used Weston'a translation 
Of Gottfried, or Bedior'a reconstruction, although the confrontation of tho 
two Iseults auggosta boston's account of the episode from ttlrich von Tiirheia*



264

is* significantly enough* readyaade by tradition*

Sriatan and loeult are used ambiguously here* They support the main 

plot and provide secondary examples of adultery, Thus far they arc used 

In Termyoonian fashion as illustrative of corruption* On the other hand* 

Dillon la careful to point out that their responsibility is negated by the 

potion* and in using the metrical ending* he gives their love a colouring 

of pathos* Besides, their love brings no ruin to a kingdom, and is to 

•CM* extent mitigated by Work's villainy* In consequence, 

they do not truly reinforce the love of Lancelot and Guinevere, but, being 

more sinned against than sinning* rather undermine it* Dillon reveals 

too much of the legend to allow a repeat of Tennyson's treatment*

Apart from these exceptions, however, Arthurian drama remained stero- 

typed throughout this period* Xte lines had been fttnfty laid down; Its 

lineaments were familiar. Bays's jfMMTflrt was the oniy attempt to explore 

its Celtic resonances* Otherwise It mainly looked back to the Victorian 

past, fhe only change in interpretation effected by the change In form 

is the romantic omphaels* which 10 more dramatically viable than the 

chlvalrlc ideal* But this can be seen as auguring well for the reception 

of the Tristan legend: if Lancelot and Guinevere could accrue

to themselves after the previous condemnations, then Tristan and Iseult 

could aleo be given a hearing. Of course, It mist be remenbered that 

there la no sop to morality In the Tristan legend equivalent to Guinevere's 

renunciation of Lancelot, but tills is counterbalanced by a growing aware* 

aess of the metrical ending where Iseult vs renunciation of life transcends 

moral considerations*

As Dillon *s play shotfft, the Trio tan legend* cannot be used to reinforce 

censure of Lancelot and Guinevere vith any fidelity to the originals* 

Consequently, aided mainly by Wagner* it became a symbol of the anti- 

fennyson reaction* Swinburne was the first to uao it as such, but with



265

the growing popularity of Wagner* fl Tris^^n,. the legend reached a wider 

image of devotees, including the intellectuals, who were relatively un- 

touched by the Arthurian popularisations proliferating at the turn of the 

century, and who idolised viagner far acre than they ever had Swinburne, 

The climate of Aestheticism was rigrht for a revival of the legend a^ inter* 

prated by Wagner, if not in its mediaeval form* The emphasis on passion 

for its own oakot refined into a Eystical experience, contributed to and 

«»s itself defined by the popularity of th© legend* This has its roots 

in Pre-Haphaelitlsm, and it is interesting that the mystical and sensual 

characteristics of the earlier heroes, Galahad and Lancelot, combine in the

later image of Trist<m, and that the artlotic preoccupations of Morris with
25the legend are reflected in the famous illustrations by Aubrey Beardeley*

The link between Pre-RapbaeHtca and Aesthetes is Swinburne and so it 

.1.8 fitting that Swinburne9® trla^eaa .of Lyongfsaf and Wagner*s Trti%ffl 

should appear in Engl&nS within a fen weeks of each others the poem was 

at the printers in ita final form by 2nd Jane, appearing in raid-July, an* 

en 20th Jane the first perforsance of ffri^tan took place at Drury Lane 

under the baton of Bans Richter* 1682 thus marks the turning point in 

the career of the legendf with the combining of Pro-Raphaolit© and ¥agnerian 

currents. On 7th and 8th r»eptenber the J. K* Stringer and £» 0» Ooborne 

Company performed the 'new drama* yrj^an by Ben H* Hilton at the Liverpool 

Playhouse* As this is the first Tristan drama it Is unfortunate that it 

has been lost, but the spelling of the title suggests Wagnerian influence, 

since 'Tristraa1 was the more popular variant at the time.

Hilton* s Trtflffian, was the forerunner of many dramatic revivals of the

25« Particularly those to the Morte I) * Arthur. B0/»rdsleyf s ttogneriaa 
are also soon in hie Illustration® of Sioiyfriod and 
and !Phe Kagneritea in the Yellmr Book. iii«
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as it was affected no less than the Arthurian by the sodden pre­ 

dominance of the theatre* But, in addition, it was. unlike the Arthtirion 

taMHif inevitably influenced by Wagner's treatment 9 and thus opened up to
94S

•arperinentation* nevertheless, it nunt bo remembered that enthusiasm 

for the legend did not begin imoediately, but gathered real force around 

the turn of the century when it rivalled the Arthurian as a literary

•abject, and became identified with the Aesthetic trend, Just ao the 

Idv^lo had been identified witl. the Victorian middle class.

Wagner iraa the greatest single cause of this enthusiaea* In nuoic 

the theme and treatment of ffristpn und Isolde became difficult to
4^tfH

avoid, and in literature the work also had a spheres of influence* where 

it was usually represented as a dork force* fatal to ostrene sensibilities* 

D fAnnuneio established the dangers of TrJetoq on a susceptible and unstable 

character in his Ty^o^o dell& *kyte in 1889* These sinister implications 

ef tbe music drama were further explored by Thomas £!ann in f;r^tjim in 1902* 

&°£ ^ddonbrooka the follov;inc year* Here the neurotic reaction of his 

over*aensitivo characters to the powerful music results in their decline 

and deathj within a literary fra^» the boundaries between art and life are 

thus broken down aa viagner's dcr-th—icvotod lovers draw others to disaster*

In England B. H. Lawrenc® continues this trend" %?ith a reflection of the
9ftIn his Wagner-saturotod novel, y^a. ^r^s^^^er**'0 which contains a

26* Ronald Firbank satirises tho ftiahionablc Tristan exneriiienta In 
09*5)*

27. Chaueson found it difficult to avoid when writing Le Roi Artua* begun 
1686 and finished 1903* Chabrier's Gwendoline (1886) contains a Liebeatod 
and many other borrowings* D'l-idy also inserted a Ijiebeatod into hie opera 
VBIflMIV*** (^903) and Bebuoey considered writinr: an o^>era based on 3edior's 
reconstruction* Frank Hartin realised tide project in hi® oratorio Tff ?jg 

(1941), which studiously avoids Wagner and attempts to project the
nediaeval ethos of the legend* See K. £uckermnnt The Firot/: undred Years

(new Toric, 1964)> pp. 
28* Lawrence's second novel, 1912,
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literary version of the love-duet, heavy insietence on the themes of Night, 

Son and transcendental love, set in a general background of Per Meiater*s 

myth and music.

George Moore, one of the many enthusiasts who pilgrimaged to 

Beyrouth, portrayed in 1 098 his eponymous heroine of Evelyn Inaes as an 

erstwhile prloa donna who had triuua hed in the part of Isolde* There is 

a link here with D^Airaunaio, since Moore, in a letter to Edward Bujardin,

mentione the latter 'e notes on Tristan, promises him a translation of the
29

love scene from his novel and advises him to read Trionfo della 

The following year he writes thanking Du^ardin for his suggestions, around 

which he had rewritten the scene which be-ins with an evocation of the 

climax of the Tristan love-duet i^°

'Eternal ni^ht, oh holy night of love.' Rapture succeeded 
rapture and the sounds of the lovers rose nearer the surface 
of life* In a shudder of silver chords he sav them float away 
like little olouds towards the low rim of the universe**'

Arnold Bennett, another Wagnerlsn, was enthusiastic about the prlma donna

theme and coa&ented that, had he handled it, he would have made it more
32

central,

The retellings and critiques of the muoic drams described in chapter six 

also helped to promote the legend in its Wagnerinn form, but at the expense 

of the mediaeval originals. These were ridiculed as telling & boring story 

in a salacious fashion? Wagner* however, was extolled for fashioning some* 

thing pure and tr nscendental. This body of literature is distinguished

29. 3^d November, 1897* lAttersL-froa George ffioore.....to . ..Bdw&rd .
. translated and edited by J, glinton (Tlew Tork, 1929), p. 41

2Bth September, 189B. Ibid., pp. 43-4. 
3U 1©96 version, ch&pter xxii, p. 291.
52. 9th June* 1696. Journal of Arnold Ben ett. ed, liewman Flower (1932), 

i, 78*
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from the Tristaneaqu© novels by its adulation of the work as great and 

elevating rather than obaesaive aad ultimately destructive. The farmer
."v;. ; .jk/5. •,;$--••• • •

attitude, which confronts Triatan und Isolde la a more limited way, was
- > "-' - • )~. - . ..,. ~ ' .... ,„. • . „„,,„, , ---;-._,------- ^

•ore influential among those who reworked the legend than the dark Inter­ 

pretations of the novelists.

While largely responsible for the legend's popularity, the disadvantages 

of Wagner's influence aro obvious* His rendering of the story concentrates 

on the char ctera1 spiritual life, subsequently cutting the action down to 

a aintmum anit removing itaieh of th® bite and tension of the originals* There 

is nothing In the outcrop of Tristan rosorkin^s which approaches Beroul'a 

iileajMi over God and the law on one hand and an iamoral poaaion on the other* 

There la little sense of a deadly and primitive game of nerves played out 

under an elaborate social ritual* And perhaps «08t noticeably, there la 

no equivalent presentation of human degradation and suffering* Wagner*a 

|0t*ra are bent on death a* a i&eans to union} the mediaeval lovers are
;.. • »''•". • '• :?"\

bent on mrdntalnlng a precarious existence together* The reworking of 

this period insiat on the transcendental nature of love and its close affinity 

with death, thus replacing the mediaeval concept of inevitable destruction 

wrought by a pasaion at odds with society* B&dier'a reconstruction of the 

legend, and the suboe ;Uant Fj^lish translations by Bo Hoc and olooonds, were
. '. •• • ..i..-f:^,.-, •••

not sufficient to redress this Interpretative imbalance, althou -h sometimea 

they wero uoei for additional m tcrial and constituted a subsidiary faotor 

in the legend'a popularization*

On tl e other hand. Wagner's work had th© overwhelming advantage of 

bringing the legend to public notice?, even if the public was noro select 

than that wnleh enthused over thd Idvlla. In addition, its non-literary 

form and minimal action forced writers to find ooae alternative way of 

representing the legend, however faithful they remained to Wagner's inter*
y: 'i4 .

protation. Tho moral stlgaa which had been attached to the legend, and
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nalisation of the action impelled consideration of the possible implications 

of the legend* rather than its external circumstances*

The emphasis on experimentation wh'*eh resulted from Wagner's influence

is $0sn in the first Tristan play of this period still extant s Hichael

33 Field's The Erased? of Pardon, written during 1901 and 1902, subsequently

altered aad published in 1911. Thia iaark» a distinct departure from the 

staid Arthurian drama, as one night expect from the authoresses* taapersments 

and wide-ranging interests: they were religious, and highly strung, but 

rery etuch aware of currents in contemporary art and thought, and their 

circle included Robert Browning* Arthur 3y&one and Thomas oturge*43ooret

Yeata considered them as* 9 of another feather from those London littera-

34 teurs*. Aloost inevitably they were Wagner enthusiasts*

In 1696 Michael and Henry* as they called theaselves* began work on

35 Deirdro. This is noteworthy firstly because it shows th<sia engaged in

a fashionable flold^6 aad secondly because the i eirclro legend was later
37 

shown to be analogous to the Tristan story* At the turn of the

century the writers were immersed in anthropology* another fashionable area*

and made abstracts of various passages from Fraeer9@ Colder^ Bough in their

36 journal* fforka ai^d Daya^*^ Although their cnthuoiaomo were genuine* they

undoubtedly reflected the pattern of the period* and so it is perhaps 

predictable that they remained unattrnoted to Arthurian subjects* Indeed,

Katheriao Bradley (Michael) and Mith Cooper (Henry) were aunt and noice,

Letter to Katharine Tynan, 3tst Hay, t8©7» y^c. Lat^rq pf.y* B. 
A« Wade (1959), PP. 39-40.

35* Ceapleted 1903* published 1919.
This was a popular subject of the Celtic renaissance* bt,ing treated 

dramatically by Fiona Kaeleod (1900)* AE (1902)* V. B» feats (1907) and 
J* M* Synge (published posthusaously by Teats 1910)»

Schocpperle, il* 441-4. 

58. B.fb »• Aahley 46789* p. 340. Tntry 16th Beceaber* t900.
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early in 1900 in an outburst against Burne^Jones 'walking in Avalonf f Henry 

a positive dislike, especially froa th'3 creative point of viewt

The Arthurian legends have no power of buoy in- up the creator; 
they do not support the artist as the Greek legends do * the 
pas: ion oust be introduced into t'ie cold narrative by the artist 
himself « Wagner did this once in TcLatan • in Parsifal the 
Arthurian legend nearly gobbled him up.39

This would seem to indicate that Henry did not fiiKl the emotional flash- 

point vithin the Arthurian material* which wau so necessary fir the release 

of her iaaginatioiu

It is therefore surprising to find her recording th© inception of 

The Tragedy of JPardon on 5th October of th® following y

Wagner's ^riat&n is a nighty lyric - but draaa is not touched 
and Tristan is the most dramatic subject the whole world of 
story contains. Shakespeare never had so rich a subject. 
All ay powers of construction dance with exaltation at the 
opportunities it

The precis® cause of this yoj.te«»fao*- is unknoim* It seett* probable tint 

Wagner plnyed some part on account of his exemption in the first quotation 

Md tilt excited recognition of his draaatic deficiencies in the second* 

Also Henry writes that their 'aagnificent drama 9 is taken from Go tt fried 

Ton 3tra38bar£f s ffrfstaq and_ ̂ a^ul,^* and this say have influenced them* 

perhaps first coming to their attention as Wagn&r9 s source and later being 

read ia tfes ton's translation. The authoresses did not read Bedier+s 

reconstruction until some tia® afterwards*4

from th® beginning Henry was the dominant partner in the composition*

Ashley 46769, P« 
40* US. Ashley 46790, p. 265.
41* Eenry appears to disapproves 'The whet* of Bedier may be founded 

these fra^aents» but the invi^ibl.- interstices are tfull of modern 
air*. ^- Ashley 46702, p, 264* Kntry 6th September 1903*
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Moat of tho entries in jforka and Says ooncerning the ploy are made by her 

and reveal an intense emotional Involvement with the work. Michael found 

herself slightly irritated by Henry's being fa huge Tristaa-aatri**. Nor 

did Henry9s enthusiasm flagt when she returned to Tristan after a stretch

of work on Julia Ska^ 3 in the following year, Ittchael reported 'a glory
44 in her face9* But the moat amazing proof of fienryva total identifies/*

tion with the legend came after nearly two years9 work on The Tragedy of 

ffffiF**01!' when, just as thio work reached completion, she suddenly conceived 

the whole of Tristoffi flu Jjfrmefot 9Sttild«nly the whole of Tristan de Loonois 

has swept down on Henry - every line from the spurting heart-blood of the

•t«ry**« 9 A year later Henry's relationship with the legend was still

•o intense that she apprehended in a visionary fashion a new final scene
46

This emotional strain on a delicate constitution produced a nervous* 

neaa which inevitably showed in the writing* Henry describe® the exhausting 

process of composition ae follows!

I have finished the Love-scene at the beginning of Act III 
drawing from experience which is alw ys the heaviest of labours 
iNNMnse to go deep into one 9a actualities la to delve through 
pain or excitenent and if those actualities have been profound 
they force one to go deeper still to the ultimate point one9 a 
human forces can reach* Last night I collapsed and had to go 
to bed with a rocking headache and deadly fatigue*^'

But although Henry found her own experience an interpretative medium through 

which to come to terms with tho legend, because she had such an elemental

42* MS« Ashley 46790, p. 513* Entry 8th December, 1901.
43* folia DogBfl wa@ the last play in n trilogy about the decline of the 

Roman mpire, and was -published in 1903. Tho first two lays, The World 
fjfl i^^tion and The Raoa cf Le: vca were published In 1898 and 1901 respectively*

44. tt,. Ashlev 46791* p« 19 . Entry iiidaumraer Day, 1902*
45. JIS* Aahley 46792, p. 196* Entry 9th Jun^, 190%
46* *S3« Aehley 46793* p* 173* Entry 6th June, 1904* Henry finishes her 

account of Tristan's death with the words 9 Z saw no nore9 *
47. no, Aahley 46790* p. 315. Fjitry December 15th, 1901*
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conception of the work* the rosult was* strangely dehumanised* The 

reciprocal relationship between experience and imagination made for a 

highly*»$trung 'unhuraan* existence, especially when this relationship 

suffered an imbalance and experience become drawn into the vofctox of the 

ploys* ceasing to exist for its own eake. Henry's version of the final 

scene, for example, occurod to her during, and consequently includes, a 

thunderstorm. At the end of 1901 Henry writes:

,,» all we could imagine of anguish between ua twain if we 
were severed ~ all our joy in the forest, all our contrition 
before death mingle in th«. substance of thi© beloved work,***®

and a year later she connents that 'Kach of the emotion of this year has
4Q 

grown into Tristaiy - of the sap of our lives in this blossom ***** the

distinction between intrinsic and literary significance becomes blurred,

In addition the actual proceed of composition was intimately bound up 

with the writers * religious feelings,*® From occasional references in

it seems that they experienced mononts of vivid inspiration,

which they regarded aa Cod-given* On 3th October, 1901, for example, 

Kichael writes t *A piece of Isoult was given a© this morning* Heaven 

sake agr •eaary gold. f^1 In consequence they regarded their labour as 

sacred, thus creating a greater emotional strain for themselves s

And have we got as we intended to Cod? Ho - but tended to Kin 
and once or twice been in hio light as we are now in this flame 
of genesis creating a Mark and Triatan and Iseult and Helot more 
real than living men,"

48. H3« Aflhley 46790, p* 331* Entry 31 st Docenbor, 1901,
49. f!S* Ashley 46791» p« 367* Entry f last ni^t of the old year1 , 1902*

50* ?h@ sensuality inherent in the legend seems to have combined curiously 
with religious preoccupations* which probably originated srith the Pre» 
Baphaelitas, It can be seen in the Ordeal scene in ffiie gra^e^v of Pardon. 
and it is perhaps not irrelevant that Evelyn limes becomes & nun*

$t* 85* Ashley 46790, p* 269.
52. Ibid,, p. 331* Entry 31st December, 1901,
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This visionary method of composition also contributed to the inhuman quality 

of their vork, which originates partly in the constant striving after a 

rarefied spiritual quality intiHated in the phrase 'more real than living 

men**

Michael, vho vas less touched by the legend, vas less involved in the 

vork* She collaborated on ̂ he Tra^a^y_jpf ffajpfyMU contributing among others 

the orchard scene" and that in vhiefc locult of Arundel cursoo Tristan.^ 

Henry considered that Michael had never 'done vork so sovreign - so full 

of anguish and pity, of passion, of beauty and noble invention**^ But 

Michael vas not at one with the story, and although at first borne along 

by Henry's enthusiasm, later expressed misgivingsi

But my heart has never been with the legend* It is no story 
of true love* It is the story of a etrong physical attraction* 
It has nothing to do with the love of Jacob - 'and it seemed to 
hia but a few days for the lev© he bare her* « orJRttthfs fthy 
country shall be ay country * thy God, ay God;' 56

Michael's active participation in Trist-^n de Leonois vas negligible and 

this accounts partly for the neurotic and over-c^otical tenour of the 

play, since Henry's imagination vas allowed free- reign* In Thfl Tragedy 

of Pardon ti.e hysterical cote is acre under control*

By 15th October, 1901, ten days after the first mention of the play, 

the scenario of ^he Tragedy of Pardon vae completed." The scenes wore 

not constructed in sequence, but as the writers' noodo dictated, and by the 

end of the year they had composed the aoene in which Hark reveals Tristan's 

morri £0 to Ineult, the forest scone, the love seen® in Act three and the

53* MS* Aahley 46790, p* 324. Entry 25th December, 1901*
54. US* Aeliley 46791t p* 19* i&try 19th January, 1902*
55. Ibid*, p* 367* 'i*st ni-ht of the old year' 1902*
56* ^* Aahley 46792, p* 132* Kntry 10th June, 1903*
57, US* Aohley 46790, p. 284, Kenry vriteat »Even the gods cd* not have 

had a thezae that cd* reach it in splendour**
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orchard seen*** In February of the following year they concentrated on the 

acfcoad act, and by Harch the first four acts were in typescript* Work on 

the play was then suspended until the end of June, while the writers turned 

to ijfUftH IftlfUfr- On 3tst December Henry announced the play's completion. 

However, the play was atill under discussion during *90?t and as soon as it 

was bound Henry conceived a * fresh sailing scene1 for it, before directing 

her energies into Tristan, de Leonoia- The latter was under way by July, 

the second aet completed by October and the whole, though needing revision, 

was finished by the end of the year* But it seems that Benry found it 

difficult to let the subject alone and both plays were still under reeoi»» 

sideratioa at the end of 1904*

Fro» such a genesis, demonstrating the unusual combination of prolonged 

composition and intense creativity, it nay be conjectured that whatever 

their faults, the plays oust be different froo the conventional poetic 

drama* Like Swinburne* the writers were sore faithful to the originals 

than any other writer in the genre* And, again like Swinburne, the writers 

•eMjofrn iapart a totally original flavour to the legend, despite this 

fidelity*

The action concentrates on the middle section of the legend where the 

stresses of the triangular relationship are moat pronounced* The first 

act contains the love-potion and substitution episodes from Gottfriod, 

and the second act follows the source equally closely with the pilgrimage 

ruse and tryst scene* In the third aet the ordeal is activated by general 

ruaour rather than the flour on the floor and the fourth act deals with the 

lovers in the forest, closing with the orchard scene and Tristan's departure* 

The last act opens with the obscure episode at the grave of Rual, but at 

this stage Oottfried'a narrative breaks off and the play continues with 

the closing events taken from Bedier rather than Weston's account of the
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written away froo the 'Chroniole and its tyrannyf t5' they still show an 

outline reaarkafely faithful to the eouroea*

Not only does the play follow the general shape of the legend, it 

also contains aany details taken directly from Gottfried* Some of these 

are merely translated from the source, such as Mark's suggestion during the 

pilgrimage discussion that he banish Tristan to Parnenie. Son© are given 

•orevtefcfet, as when Tristan brings the cup to Hark and Iseult after the 

substitution of Brangaenat Gottfried*s reaction is an urbane consideration 

of social custom, while the play uses the incident to project Tristan's 

agony at Mark's deception* But perhaps the aost striking example of the 

imaginative transmutation of detail occurs in the orchard scene*

Here Gottfried portrays Zeolt luxuriating on a bed of gold brocades 

in the orchard at noon* lasaediately prior to this occurs a didactic 

passage on the perversity of women from Ere onwards, which is picked up 

in the ensuing action when Tristan is likened to Adas taking the fruit*
V

The starting point for the writers seems to have been the gold brocade* 

They had an ianediate reaction to goldi they possessed a gold room* had 

the play bound in gold and because of this scene called it the 'gold 

Tristan9 * Consequently, the gold brocade becomes Iseult's wedding dress 

and the colour mingles with Gottfried* 0 suggestion of sun and languor to 

evoke an impression of a dangerous, hot slitter emanating fro* I&eult and 

encircling: Tristan with a kind of enchantment. This effect is reinforced 

by fire Images and by linking the sparkle of the gold with that of the love 

potion* This in turn becomes bound up in Gottfried9s references to the 

forbidden fruits

58* In the continuation of Eeinrich von Freiburg Kurwenal is entrusted 
with the niasion to Xseult, but in Bedier, and subsequently Tftq Tragedy 

the messenger Is Kaherdin*
83. Ashley 46792, p. 360* Entry 11th November, 1903*
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It Is eo meet to fall into temptation,
and to draw down* to lead
Iown to the edges of the precipice*
You ee* it is the charm *,*
0 ecstasy - the serpent in the grass
And the stillness of the dassle,

these few details in the source, the soone is built up through the 

writer*' response to their associations into an extraordinary display of 

atmospherics,

This emotional alchemy produced a perversely original work, despite 

its reliance on the mediaeval versions* But the originality stems from 

the constant striving after an elemental quality which is totally at 

variance with the dramatic form, When Henry asserted that the characters 

veve 9aore real than living men9 * she did not mean that they were sore real 

in the dramatic sense) rather that they belonged to a different dimension 

altogether* Michael echoes this when she says

X feel that our people sust not be strutting actors on the 
stage - but carriers of symbols - flames and flaska, sceptres 
and garlands - each the symbol of the soul's martyrdom* 
llres, the smothering of firosi this is tragedy*60

delineation of specific character and motivation, in fact, ran counter to 

the writers9 aim* being regarded as dross vhich must be purged off before 

the true meaning can be revealed*

They sought instead a hei^tened presentation of moods and voices* 

Interleaving disembodied symbol and emotion to present a spiritual history* 

This emphasis on a rarefied internal life* at tho expense of the dramatic 

externals, in this instance, is an Aesthetic creed* but it is also indebted 

to *&e influence of Magnes* In the summer of 1901, before the first 

sketch of The Tragedy .o^ Pardon* Henry writes as follows!

Ve want to express the movements of the soul, its affinities* 
its revolts, its secrets «•• Sow no one can say - X will 
Invent a fora* The great man find(s) one already growing 

' and well-known and compels it to his genius* We of this age

60, HS* Aahley 467911 p. 24. Entry 19th June, 1902*
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find only one form of poetio drama contemporaneous - the 
Wagnerian. What did Wagner do? Make his scenes long 
enough, single enough to express the Soul's life and aa a 
Chorus to express not aa with the Greeks the World's comment 
on a crisis of Fate, but to express the voices of those 
emotions and sgraterles that surround the soul, he used 
Juajlfi* We poet a have a harder task* ye have to take the 
Kuoic Drama and make it a Poetio drama, Terse instead of 
orchestration being our Chorus* The movement and suggestive* 
ness of our language must accompany the interplay or expansion 
of psychic forces in the subject we dramatis*.61

It is not sufficient, therefore* to Judge the two plays according 

the criteria of conventional drama, since they were written as an 

attempt to find a literary fora analogous to the music-drama*

Although It is evident that the writers aimed for a work displaying 

psychic rather than human conf licto, in which poetry waa particularly 

important in the adumbration of the spiritual, it is difficult to decipher 

any critical theories concerning the new fora* This ie mainly due to the 

faet that they tend to apeak in images* It is very difficult to compre­ 

hend what Michael means, when, for example* she says tn business" must be

thrown over •*« one oust simply be with the fires biasing about the lovers*
62 hearts* 1 She is obviously ruling out the sort of theatricality favoured

by Carrf but fails to explain practically how she intends to convey intense 

emotional experience dramatically without attention to external action*

The Diaries do, however, give a little insight into the writers* 

criteria regarding structure* The most important unit is the scene* 

Only rarely do the writers speak of characters, but they constantly refer 

to scenes. It appears that in their attempt to express the stresses of 

the spirit through a spectrum of emotional colouring each scene represents 

a distinct, self-contained component in the total effect* Her is the

61* MS. Ashley 46790, p. 188.
62. MS. Ashley 46791 » p* 23* Entry 19th January* 1902.
65* Bg»§ &*•'• Ashley 46792* p* 360* Entry 11th November* 1903*



296

character of the aoene <5ea5<^iated by its action, but rather by its Bood* 

Action in these two plays in analogous to narrative in ffrlafoqp of 

%vMe adhering closely to the original , it is, in fact, comparatively un­ 

important. Circumstances inaugurate the mood of the scene, and this 

builda up to a high-pitched emotional level which alone makes senae of the 

enauing action* Henry expresses thio inevitability of identity as follovas

All the aeenea except the death aoene have reached that point 
where an element uttera itself - that point in emotion which, 
like the cloud that afloat thunder* the cloud £gg& rain, the 
aeaaon that jgtf£& °® flprin^t the seaaon that nflist drop every 
•poll* need becomes actuality,"*

•mt this process ie not draaatic, ainoe the emotion by~paaaea the characters 

and becomes a force in ita ova right*

In the acre successful aeenee this building of tension achieves Itfi 

actuality by obtruding on and manipulating events. In the orchard aoene* 

for example, the atmosphere of magic woven round Iseult forces Mark to 

autedt; laeult herself does not force the nubmiasiciu The power liea 

in the wsb of ioa^ea vhioh create the nood of the scene, not in any rsagne- 

tiam inherent in the character, the characters ae^a to aove in accordance 

with aoae inapprehensible psychic vibration and anat aonaequently remain 

fteeeleee repositories for the power of the love-potion, since it ia this » 

9 the inevitableBMW of passion*6^ - which the writers are attempting to 

escpreae, rather than the dilenaa of three people caught in a hopeleaa 

triangular situation*

In diaeuaaing the structure of these play® it aeema more appropriate 

to use terminology of colour rather than shape, since neither play builds 

in an architectonic sense, but la constructed more like a mosaic* The

64* «S» Aahley 46793, p* 164. Entry 'Trinity Sunday 1 May, 1904 
65. m. Aahley 46791* p. 24. Entry 19th January, 1902«
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f
therefore appear ^iseft^walated, so that the overall pattern remains 

ebsoure and arbitrary* Characters and action provide no answers, and 

InMerest in then is decreased as they are subordinated to the power of *h* 

potion* It is this which the overall pattern seeks to define* but because 

there is no point of identification, there is no way in wliieh th€ pattern 

•ea be eeaprehended or assessed* The mnaenoua power at the centre of the 

plays thus reaaine an insistent bat capricious emotional pressure*

From this stems the inhuman elenont, which permeates all levels of the 

plays* Bat while it ^eneratos a wealth of emotion* paradoxically it is 

alien and inooanrohensible. In an attempt to define this unearthly ponev 

through identification rather than analysis and contrast* the writing 

betrays an unremitting nervousness which often lapses into neurosis. The 

resultant hi,^h~T>itchod oootion does not, however, permeate the characters! 

it merely washes over themt giving them an external significance* but, 

paradoxically, in view of the writers 9 aims, no internal life* The overe.ll 

Ion is that the works are overcharged with an emotion which fails to 

>, since it to not located in character, but springs instead frott 

sone undefined synbolic centre* Branatic ©xpectationo are consequontly 

frustrated and nothing apprehensible is offered as a substitute*

Of the two ploys ^^^:fi^Ms^y. :f^s-^jjj^P^k ^® superior* ^ri^^^afi, $e 

Leonois was written in three weeks as the result of some extraordinary 

inspiration and preserves all the faulta of the first playt with none of 

its acre finished virtues* It has its origin in the Oxford Folle Tristan* 

which episode Bedier includes in his reconstruction* The first act of 

the play is devoted to this encounter between Isout and friotan disguised 

as the fool* and Henry makoa good use of the exposition in the original 

where Tristan impudently recounts his post* while asserting his real identity*

pp, 247-66*
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follae* attftem ifti dialogue eloeelyt MaetlMNi to the extent of trofi»lat» 

dlrsotf and the r®ault/uat text is eonaex|i*@sitly more consistently faithful 

that of Tt|e TgMffrr af PagAqfl, Jooauso of thle th© effect is oac of

lucidity «B& eiaplieity* But beoauoo the source is self* 

contained the not beeofne* dialoc^ted Iron the rwst of the f>lay» wHeh ie 

totally

aecoau not takes pl&o* on tise ees JOWMT ^ Britt^oy. The 

of t&e iat«rveniae notion i« taken fro® Thoa^ rim ttedier, aad froo thie 

point oa» vith the eteeption of the storm sn£ en la the play effeotiirely 

pftrta ooap^ny with the ?a«<jia«val aourcee. A© tbo dtora sod oalia pass, 00 

leeult Iroaqjuj ooire of aa ©icacat^l baiug with the apical po^«r of tlie
i?tpptioa woi^;in/r tl^oueL her to bria£ about her deatryctloa. The act closes 

Inconclusively after a bewildarlne auaiber of onchantacnt«5 and aood ehongea* 

Tide frowsy ooatinueo throo^out the last act, which takes place in Brittany. 

Te*alt of lirittany ttfeiicc 'IristAa*3 i,arp*otring8, ay^bolisiiig her desire 

to destroy the loire whioii osrcludes rerj Teeult of Cornwall enters with A 

•fsyetic oo^mny* t having die* betneea the nets in obscure ci^cteaatftnceei 

her aalevolently triumphant phantom driuko afaia vith Tristan, and the 

with the fading of the eflritat the entry of Iseult's fuoer&l 

eee and the ae^ie suaio* 

UPM this sywaary it oea be eeea that the oopreeoivo sense of othemn* 

vhlch permeates The Tra^«dv qf Pardon haa here h@ooae uncontrolled, dominat­ 

ing the play with oaprice aaft vliiMy. f he isyoboUea of t!i® oup «na the 

, appearing also ia the first play* foil® to coordinate with the , 

itie action* !The first act is dramatically competent bocauae the

67. there in a oarked tendency in Tristan ^r@m for loault to bccoae 
denonie, and* being aeseoiated with «a^er'a misic9 ah® eeem to 
•ove of Ita compulsion* 3he also haa her ^enesia in the 
the period, epitoai«ed by the alo«e of tilde's play and i3eardaleyt8 
ill«etratio&e.
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Is kept at bay by tho »ouroef but when Htaxy* • i&aginGtioa tekea 

of the action* the W03^ f ouaiers under & *elght of

Thio new of ayabolisa IB an attempt to translat® 

Into literary teroe.66 It falls because ¥agn«r*i* moijic Is a m*eb sor*

subtle and nuld medium* nor doe® It iwpod© the dramatic action, but rather 

g&lat evphftflis and shape froa the Utter* la theoe plays of Hohael field 

the imagery la constantly trying to ex$>r«aa 8os»ttilGg nebalous and half- 

iwOiacd at the expense of the action, indeed* the write*® did not find 

ft literary extension of the auoic dr^jtaa, ,'^a they inteiwled* Bother, la 

••eking a oorrea^ondlnf: rsedlua for tlie ^telo they lost contnct with the

fundamental conflict of dra^ft* ?h* * fluao-colcmrod wings of desire and
69 life* aay be productiye of some i&onent^ of veird power* but the experleeat

was dooaod to failure throu*-!-; an icusuf ficiently ratlo?ial approftel; to the 

probl^ae of fona and balance. I^spito Its pomposity, the

on f&ehael Field by John Keath-ntubbe he^ the ring of truths

it were act for the misdirected energy ^iloh led the® to 
pat ssoat of tfeelr beet ^ork Into ctara&d «** and th»lr failure 
(too ooaaon ammg wo^cn poets ) cc«splet«ly to ^uMue their fora 
to their omotlonst «e 3l^t olto thea n0 furniDldn;;; a pointer 

Aeetheticlcm to a wider poetic vision*70

In 1904 the ladies rocoivod a i^^t card from fhom&s ttcrre-^oor© In 

Rono which read aa follcnrat

I «tt /Arthur L ^ton« yesterday* Bttfte hat ftcccpt^i a lay of 
hl« o« trlstaa 0M Isolt aod le^oiiig to beglo to atudy It In 

Z feel 00 on^ry ndth hla*?*

spitefully itenry later reporta Michael *betti^ a bo* of ehooolates

68, tltere Is little air®et t>orrowine fro® fa^er* The i^cir@@t the wrltore 
to thi@ is fl^.JjE^geJ^ gf^ j-&|»i%flu V 9 vi, ti!\ich eohoea the acens between 

and Tristan in Aot II1«
MS* AeMoy 46791, p. 3^7* Entry 'Last nlcht of the Old tear* 1902. 

El* Aehley 46793, p* 74» Entry 24th februnry,
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72 that Buse will not play little Arthur's Tr^stran* * In fact nothing did

eone of it, and eventually it was published in 1917 with a dedication to 

the actress.

It is evident that Symona wrote hiajr^f|§j a^d JSJUJJE under some of 

the same influences which inspired Michael Held, He was a Wagner enthu­ 

siast and published a lent essay on Wagner's critical theories shortly 

after finishing his play,75 In this he considers the assertion that a 

play appeals not to the intelligence but to the emotions, through its presen­ 

tation of a self-consiatfmt lifet an idea extended in the theories of the 

Symbolist aoveasnt, which interested his deeply* In an article for Earners 

he defines the aims of Symbolism and distinguishes it from Impressionism*

What both seek is not general truth merely, but la vttr^te vraie. 
the very essence of truth - the truth of appearance to the senses* 
of the visible world to the eyes that see it; and the truth of 
spiritual things to the spiritual vision. The lapresaioniot, ,,* 
would flash upon you in a new, sudden way 00 exact an i&age of 
what you have Just seen *,« The Symbolist , in this new, sudden 
way, would flash upon you the 'soul* of that which can be 
apprehended only by the soul - the finer sense of things unseen* 
the deeper penning of things evident *•* ~"

h Michael Held, despite a meeting with Verlaine, did not display 

ouch interest in the Symbolists, there is an obvious tendency in their 

Tristan plays towards the same heightened presentation of psychic content 

described here* But their creed aocmo to have been assimilated from the 

literary climate of the day and the dictates of their own sensibilities* 

Symona on the other han$* through his contact with the Shysters' Clue and 

the French poetical movement t*^ hitherto unknown in England, hod a far more 

intellectual grasp on 'the strange and recondite forms of beauty*7* attempted

«S» Ashley 46793f p. 78. Entry 3rd Harch* 
7% *¥he Ideas of Richard Wagner* 9 fluarterlv Review, cciii, (July 1905) f

74. tffhe Decadent Movement in Literature* • Harpers . lxixvil( November
75. Syakons wrote fhe Symbolist Movement irtl liiitfirft'|lVrf (1899) *nd translated 

from Y@rlainet Siiftbaud and l-iallarme*

76* Cranes Houfhf The Laat Hooantlcs n
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artists*

Symona 1 interest in Wagner, reinforced by hia links with the Continent, 

his association with Michael Field and particularly his position in the 

van of culture, aade it inevitable that he should be drawn to the Tristan 

legend, which was cosine to be associated with the Aesthetic movement and 

its experiments. But while Symona was influenced by this trend, he only 

•tMngtiMMd it in a United fashion, since the play was not published 

until later and knowledge of it was restricted to his own circle.

fne source of friatan 6jfa Jjsfflftf i© less iianadiately obvious than that 

6f The Tragedy of Pardoq. since Symone is much freer in the use of his 

&aterial+ Be innovates in order to tighten the structure: Zseult of 

Brittany, for enaple, is introduced in the first act as Xseult's cousin, 

so that she does not seem to appear inconsequentially towards the end of 

the action; Symons also invents Jferiadoc, son of Horolt, who seeks 

vengeance for the death of his father and finally achieves it, thus making 

for an added element of suspense* The traditional episodes, such as 

«elc4 f3 dream and the confrontation of the two Iseultn over Tristan 'o 

corpse, are taken fresa We@ton*s translation of Cottfried* But the seas* 

and, indeed, some of the aaticre. are inherited froa Wagner*

Ifee first act deals with that part of the narrative covered by Isolde's 

exposition in the first act of the music dram* Xseult, already fascinated 

by fristan, finds herself unable to kill hia *h©n sh© learns he is th» 

slayer of her uncle* The vengeance motif becones crystallised in the 

symbolic ds^e? given to H«riadocv which ev^itually brings about Trlatan*s 

death. This sets up a tension with the theme of attr^tction expressed, as 

in Wagner, through the gaae Image. Tristan, accorded mercy because he is 

a guest, is granted Iseult's hand in Bond ̂  on Mark's behalf.

MM second act takes place on board ship* Zseult is angry and suicidal, 

but will not allow Kvriadoc to take reveiige* A scene with Triotan ensues
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•tadlar to that in the first aot of Tristan und Iso^det leeult reproaches 

Tristan for arranging the Marriage* and Tristan offers Iseult his sword with 

which to kiH niaf Iseult refuses and suggests they make peace, sealing 

the pact with a drink* Unwittingly they drink the love-potion and, like 

Wagner's lovers, experience an awakening, Sy&ons then introduces the 

death motif, which replaces the revenge theme, and swiftly establishes its 

inextricable connection with love. As in Manner Urangaone laments the 

deed and reveals that the draught was the love-potion. The act finishes 

with the cries of the sailors and laeult's preparation to meet Hark. 

Obviously the anisic drama pervades the act, bat there is one main difference! 

Iseult does not plan to ld.ll Tristan and herself with the drink. Instead* 

Syoons includes the scene with Reriadoc, which stresses the idea of death 

and vengeance, bat which does not provide the irony and tightness of 

Wagner's symbolic structure.

Symons returns to Gottfried for the beginning of the third act where 

Helot betrays the lovers to Mark and devises the hunting ruse which Wagner 

also employs. Instead of the orchard scene which follows in the original, 

Ii0iwer» Symons gives his lovers a version of the love duet in which they 

discuss love, honour and death. Brangaena warns thsa of Mark's approach 

and Iseult welcomes the discovery with the saute fatalism as Trio tan's 

'Der ode Tag aum leteten Hal 1 in the rausic drasa* Hark enters and, like 

his Wagnerian counterpart, expresses a dignified anguish* Tristan then 

goes into banishment as he does in Gottfried after discovery by Hark in 

the orchard, fhe plot points are thus provided by Gottfried where Wagner 

is deficient in dmaatlc action* but, as far as aood and thematic develop* 

ment is concerned, the chief model is the second act of TjrfcftflBr

ftie last aot adheres more closely to the traditional version* Tristan 

has married Xaeult of Brittany after fighting in her father's wars, and 

now lies dying of a wound given hia by fleriadoo, who has attempted to
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is,

father's death. (This motivation is, of course, original.) 

The act is aainly occupied with a lone scene between Tristan and laeult 

of Brittany* who has learned that the physician expected is her rival* 

Like Wagnerfe hero Tristan lapses into delirium,but* instead of the 

anguished Xurveaal, he i@ attended by a wife suddenly gripped ty Jealousy 

and bitterness* Here the Wagnerian and the traditional blend since 

Tristan's delirim* fagnerian in feeling, is oounterpointed t*y Iseult's 

traditional rage* which eventually culminates in her fatal lie* After 

Xseult's death the play concludes with Brangaena's revelation and

Syaons is auoh more at ease portraying the heights of pas -ion than t 

exposition and swift action. The firat act is thus inferior to the othor 

three* It raight be argued that Spoons is more confident in the presenta­ 

tion of lyric passion because he relies heavily on Wagner* This is not 

altogether just* While Syoona takes many ideas from Wagner, particularly 

the central love**death theae* he does not linger upon them nor lapse into 

mere imitation, Mark's oration, for example* although it covers the saae 

ground as its parallel in Tyiatan und Isolde. has store attack* and his 

obvious pain gives weight to the love-honour conflict which still 

troubles Tristan; in ̂ ffiat&n ipafl _fcfofljSfr the world of honour cannot compete 

or dr^iaaticalXy with the world of love* The preceding love

scene in ^yraone 1 pl^y aloo ehows a divergence from Wagner* despite the 

essential similarity of material* The sensuality, the exploration of the 

boundaries of love and rain* the inevitability of death throueh. passion* 

the conflict of love and honour* all have their origins in Wagner* but the 

attempt to find a literary equivalent to the Jamaica! ef f ct invests these 

theses with a new identity* The i*agery of dawn, roses, blood and flows 

builds up a different Impression from that of Wagner* s love duet, where 

hero and heroine discuss such metaphysical problems as 'dieses WSrtlein *undnt *
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while the Basic describes their interior lives.

Even if the play's overall effect is one of rarefied paseion, insulated 

style from common experience, *• Syaons must be given some

eredit for using his tfagnerian sources with discretion, in that he avoids 

Aesthetic hfflnfMOT ***&f presumably due to the influence of the Symbolists f 

afttanpts to portray transcendental emotion tightly and eccnoiaioally*

, the play still foils because of artistic problems arising fvoa its

central conception. 

One of the sain difficulties in combining a fa&aerian interpretation 

of the legend with the dramatic fora lies not so such in attaining the poetic 

heights us in cooing off thorn, in integrating action with an essentially 

wordless spiritual cotasonton* Poetically it presents difficulties as can 

be seen in the work of Rosoetti? dramatically it is even more problmatlcal. 

Michael field attempted to solve the problem by remaining on the heights 

and absorbing the action into the emotion, thus producing consistency of 

texture at the expense of clarity* Syaons achieves clarity but his work 

is unerem* It presents events and paa ion, but rarely do the two combine 

into a dramatic unity* The fourth act is probably the best because Iseult's 

Jealousy naturally releases into action* The first act is least successful 

because Syoons attempts to deal with events and enotion simultaneously* 

ffee middle two acts compromise by sandwiching emotional interchanges between 

draaatic action* This failure to integrate his work is further underlined 

by hi® stylistic lapses at crucial points in the action such as Tristan's

death*

The lack of unity is reflected in a problem of character which Syaons 

to resolve. Instead of dismissing the possibility of creating

77, P. Thouless argues in her Modarn Poetic; Jrjjft (1934), pp. 130-3, that 
removing the love story from llfo renders it more universal* I would argue 
that it aa&ee it fiiore remote and undermines tho draraatie form*
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individuality «6 Michael Held appears to have done, Syoons attempts to 

make his lovere dramatically credible in the first act* This is particu­ 

larly noticeable in the case of leeult of Ireland, who bordere on the 

virago with her desires for vengeance arid liberty* Tristan is far more 

of a noii-entity, having his traditional attributes but no character* After 

the drinking of the loro-potlon, however* the lovers ooaee to have any con- 

4ast with the audience, since they are made anonymous by their passion* 

Sysona tries to rectify this by giving Tristan a conflict between love and 

honour and by making; Iseult demonic, but because there ia no aeons of 

demonstrating their love there is no means of establishing it dramatically* 

Consequently the minor charactero attain a semblance of life denied the 

lovers because they exist on a more accessible level*

Both Synoas and Held attempted the impossible in trying to derive a 

successful dramatic version of the legend from Wagner's work* Field was 

acre concerned with finding a verbal equivalent to the music and Symone was 

more concerned with expressing Wagner*e concepts* Bat both fail because 

basically the music drama offers a dualistio medium which the conventional 

drama cannot simulate* In addition the streeo on emotion* which Wagnervs 

music creates, reflects itself in ihe&e plays in the isolation of ©motion 

from the dramatic action? it exists almost for itself, without reference 

to the needs of the drama* fhi® is exacerbated by the fact that Wagner*s 

interpretation of the legend allows the lovers no identity, and consequently 

there is no opportunity for tho emotion to be generated from the tensions 

of character in action* Likewise, the Wagnevian concepts of transcendental 

passion, echoed in Symons' play, are stated hpt not demonstrated* The 

mediaeval versions of the legend would have provided a preferable model, 

since they At least maintain an element of suspense, and it is Ironical 

that even when they were faithfully followed by Hiohael Field the 

sublimities of Trlatran tind Isolde vitiated the action*
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*sn« of these plays so far discussed had actually been performed by 

the time of publication* Conyns Carr* however, followed up his success 

*&th King Arthu^ at the Lyceum with Triotrom and Iseult at the Adelphi on 

4th September* 1906* According to Hrs* Carr her husband regarded this as 

his dramatic masterpiece* but although it was well received at its first 

performance, it did not attract so much notice as the Irving production, 

probably on account of its lees distinguished cast*

Krs* Carr recalls her husband's researchesi

»** in respect of the whole range of the Arthurian legend, on 
which subject he became an authority; he devoured everything 
in English and French that he could find when he was writing 
his pla»s of ftinr Arthur and Tristram

But this is probably exaggerated, since there is no evidence of his having 

read the metrical romances* or even the Prose ffriatan. for his second play* 

The raain source is indisputably Halory, which he had already used for Sfaff 

flrthag* and it would seen from the occasional reference that Carr's studies 

in the French versions were probably limited to Bedier's reconstruction. 

Inevitably he used Wagner*

The first two acts are taken from events in "lalory. But in the third 

act* which deals with the drinking of the love-potion* Carr makes no attempt 

to conceal his Wagnerian appropriations* After falling to kill Tristram 

with hie sword* Iseult shares the potion with him under the impression that 

it is poison* They stand transfigured during a sailors 9 chorus and when 

they speak it is in the familiar terms of Wafer's ayabolisat

Tristram They sing of day*

Iseulti Yet 'tie the night that comes **« 
Can this be Death's rough road?

Tristrans An if it bo
Then Death and U.fe are one* and Death and Love,

78* Alice Carr* Stray Memories (1920)* p* 68 

79. Z*o* oit*
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Hark then enters amid Br&ngwainefs lamentations and another sailors* 

chorus. In view of this obvious dependence on Wagner, the Acadamvto 

adverse judgement on this act is surprising, since the reviewer is a 

confirmed

In the last act Carr synthesizes Malory and B&dier, adding the occasional 

fcignerian touch, She first scene shows th© intriguers' betrayal of Tristram 

to Hark* This is confirmed by the dwarf Qgrin,®* who substantiates Carr's 

use of Bedior* The second scene begins in Iscult's bower where she awaits 

Tristram*s signal prior to the first orchard scene, again as in Bedier* 

though Brangwaine93 signal with the li-rht la reminiscent of Wagner* The 

shadow of Hark which falls aeross the reunited lovers has its genesis in 

Bedier's tryst scene, but Tristram's death at the hands of Andred just as 

he is about to fight Hark has the spirit of Malory plus a hint from the end 

of the second act of frlat^q unfl lap^e* Tho vision of leeult of the 

White Hands as a symbol of healing and death is Carr's own device, but the 

final lines of the play as Iseult falls dying with Tristram recall the 

white sails episode*

Carr's choiee of material, arbitrary as it may sees, and taken from 

three completely different interpretations of the legend, was governed by 

the overriding principle of theatrioal viability* In this he presents a 

total contrast with Michael field and Sygtons, and hi© work is unashamedly* 

if crudely* dramatic by comparison with their word~operas* Carr was not 

impelled by a desire to express vivid moments of a spiritual history, or to 

find a new vehicle for Warier98 erotic symbolism* He borrows from Wagner

30* ^flaflnag 03th October, 1906), p« 368*
61* A conflation of Helot the dwarf and Ggrin the heroit*
82* Trlstraa: What sail comes o'er those seas? lost cry 'tis black?

Nay, look again* It shines as white as snow*
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his nost theatrical moments, such as the motivation of the love-potion, 

but does not oeek to recreate the ^agnorinn ethos. Instead of a cultured 

elite, Cair wrote for aotors and an audience, and hia work thus gains a 

solidity denied to other draraatic versions of the legend*

Thia ia manifest in the eharactei>*4rawin^* Iseult i@ not the dominant 

partner} she is not the combination of virago and witch that seems to 

characterize the XfiBBSjfc*j£lft of the period, but rather a woman in an 

impossible situation* Tristram benefits from this portrayal of Iseult, 

in that he loses the passivity of hie V'Q^er-based counterparts* Hie 

chivalry is actively demonstrated in the second act, and his misplaced 

trust in and devotion to Mark give an ironic edge to what he considers a 

betrayal of his honour* Hark hiaarlf is a much subtler villain than Ms 

original ia Malory and Tristram believes Mm sincere* In this nay Carr 

overcomes the problem of the hero's treachery against lord and uncle, 

but without forgoing the tension of Tristram's internal conflict between 

passion and duty*

Mark's treachery also provides an element of suspense in the plot, 

which is established at the beginning and resolved at the end* This is 

reore successful than Symons* attempt with the character of Keriadoc, since 

he is only peripheral to the action and fades out after the second act, his 

eliaactic vengeance being accomplished behind the scenes* if.eh act of 

Carr's play has, as the Tinea reviewer points out somewhat patronizingly 

*a nice little dramatic problem '^ within the overall scheme delineated by 

Mark's hostility* The action consequently possesses a dramatic cohesion, 

quite different from Michael Field's nervous tension, and taoveo forward 

evenly* Carr resists the temptation to sacrifice the drastic content

8% lifiSft* tf sakly editioa, (7th December, 1906)* p« 566,
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for patches of purple poetry 9 with the remilt that the third act, for 

example* catches the urgency of Wagner9 9 opening dramatic situation, while 

the doom-laden ataosphere* Admittedly Iseult has a nonologue

on transcendental love in the fourth act, bat even this la underscored 

a foflfeoding of danger*

Carr also displays hla theatrical abilities in the presentation of hid 

vain theme. This is the wound*healing/love~deiith complex which runs 

throughout the playt adding to tho significanc* of the action without 

impeding It* Its progress is traced from the wounded 'rristrom healed by 

Iseult on a physical level, through Tristram vounded spiritually by love 

for laeolt* to ?ri@traa the lover seeking ia death healiic of the spiritual 

wound, by swans of the physical wound inflicted by Andred* It is typical 

of Carr* a sense of thetitr© that he should use a dramatic device - the trans- 

ftoantlon of Iseult of the White Hands into a symbol of death and healing * 

to reinforce and resolve this theme, rather than spoken verse* In con- 

&*qusa&o the play finishes up on a major chord* similar to the ending of

*lth *be vision of Iseult paralleling that of Avalon* and ties

up its poetic these with a cout^ tfo

The play is not good literature, but it is passable drama, especially 

when compared with the itagaeriazi renderings* As the 2iS22. critic says, 

'it is just honest, workmanlike Cocayns Carr, That is to say, it is the 

very thing which the Adelphi ^blio will like.'84 Max Boerbohn, rcvi owing 

for the fa^ftj^\y RtTlif*' eaa^ although himself a Wagnerite, id even more 

appreciative of Carr's

The legend of Tristram and Iseult is eafe in his hands* B* 
knovSf and never for an instant* oars* the beauty of it* His 
verse has not the rapture and rush of great poetry; but it ia 
always felicitous and v011*graced, always in touch with tho 
spirit of hie them. And he has ndoirably accomplished the 
task of selection of ocensa, and of general construction. He

84» Loc* cit*



312

has welded parts of Malory anLparta of Wagner into a 
eiaple and coherent whole

86 reviewer is ungracious* It is interesting to note 

that he follows the trend of the afficignadofl of the time In denigrating 

the mediaeval legend to the advantage of the music drama* and, almost 

inevitably, concludes the article with the opinion that only Wagner's 

music can redeem the legend, Carr's verse being 'not of so high an order 

to be palatable**

Michael Field, Arthur Symoas and Cojqyns Carr are the moat noteworthy 

Triotan dramatists in this period and illustrate, in their individual ways, 

the Yftf&erian influence* Sat there were during the first years of the 

20th century other dramatic attempts lees distinguished* Idketfise aost 

of these demonstrate an experimental quality8^ denied to Arthurian drama 

and derive, more or less directly, from Wagner* Even the plays by Maurice
88Boring and Martha Kinross , which follow liedier and ^alory-cura-Tennyson

respectively, are not exempt. The former contains a quaai-love duet, and 

the latter, which begins, as one would expect from the sources, with a 

•oralistic biaSf ends with the portrayal of a transcendental passion*

The foraal problems arising fro® attempts to combine tho mediaeval 

with the Wagnerian are, as haa been shown* formidable* Some of the

« Saturday Review (t$th eptonber, 1906), p. 329-
October, 1906), p. 568*

87* Shaw describes an experimental play based on Triatan in tfhich the 
leading lady aarries her double, coimaontinfr that he felt momentarily a 
horrible aisgiving that he 'had at last broken through that "thin partition11 
which divides great wits from madness* ' Review of Slaves of frft^ ^^q/y by 
Sidney Grundy, performed first at tho Gorrick Theatre on 29th !)eceobor» 
1394* ^ur, T^catyea in the .'Jinotfea (t932), i, 5* First appeired in 

Seview (Sth
88* Tristran and Zseult 9 , Collocted Poems (1911), pr>* 235-02* Written 

about 1902*
* Tristraa and Iseult (t9t3)»
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dre*atiets, therefore felt it incumbent upon them to explain their 

intentions. Antonia tfilliama in her preface to Isolt. />, jfaf Trtlftfllfi 

pats forward a symbolical scheme of the legend, which, although managing 

to eschew Wagner's action* nevertheless centres on his concept of love. 

This scheme has very little to do with the play in which she attempts to 

portray an ecstatic passion in a manner quite incomprehensible, wit or 

without the preface* T. K* Lee also fails to carry out the intentions 

stated at the beginning of his play The Marriage of laoult.^ He aims 

at combining a Classical theme with the lswift, natural movement of roman&c 

tragedy' in an abbreviated form, considering Wagner's Tyfl.atan, to be the 

only viable full-length treatment* But his piny nowhere attempt® to meet 

aie intention® since it lades both characterisation and structure - the

two qualities he was attempting to combine* In its heavy dependence on
02 Wagner, the work is a typical example of the bad influence the rausio

had on writing*

Although Wagner promoted the popularity of the Tristan legend* his 

direct influence was not beneficial* It encouraged writers to rely on 

one extreme interpretation and to reiterate what was fashionable rather 

than to rethink the material* Moreover, it led writers to dramatise an 

interpretation which ia essentially non-draaatio» Swinburne found it 

difficult enough to reconcile transcendental lyricism with narrative verse* 

bat in the drama the hiatuses caused by compartmentalising; the inner and 

outer lives of the characters are impossible to resolve*

90* Published by the author* probably 1915.
The Harrifiga . jQf Iseult j&nd Other Plafffl (1909)«

92* There is also a secondary dependence on Shakespeare* particularly 
the p'urting scene from fjojfflft fin^ Juliet* on whioh Syraono also draws for 
the love scene in his Tristan and laeult*
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The combination of vagner and the Tristan legend, however, suited the 

Mod of the time* But the firet world war SAW the end of this wood, and 

with it the attempts to capture the ladearibable pameioa aad newer of 

Vaguer 'a IdLftlflU- Tk® l*g»nd parted company with the music drama and 

it* surrounding cult, with the reeult that the originals came to be 

regarded in a more balanced fashion* After the attempt* to portray 

spiritual history, the overworked imagery of day and ni^ht, the eaasealation 

of the legend into fantasy and pseudo-mysticism,9* there was a welcome 

return to simplicity t which seeme to have been motivated by a aew appraisal 

of the sources. 3aaefield*0 Triotaq and Iagu^t.95 for example, includee 

the swine-keeping epieode from the Triad*. which would have been unthink­

able twenty yeare previously* Hardy's fh& ffflfoua Tragedy of the Queen, of 
96 despite its Classical fora and the Wagnerian theories lying 

behind ita production, returns to folklore roots in that it ie written for 

•Mini in* The emphasia in both theee works ia on character motivation nnd 

credibility, reverting in «oae measure to the tensions of the mediaeval 

version*,

fhis reaction is partially prefigured in the Tristan poetry of the 

period* despite ita being a minority interest* Cospared with the dr*.raa, 

the poetry was negligible, an the poetical impetus had worn Itself out by

93. There are vestiges of the literary Tristan vogue in Sliot fs quotation 
fro« the libretto in Thft IftfIt Wfa
f4« The non-relevance of these attempts ia characterised by Henry Brew«ter f i 

reaction to taurioe i aring'a Tyiatraa and laeult recorded in his diaryt 
•you are floating quietly in blue space and you cannot even hear the flap* 
ping of the wings* It doesn't seem to matter rauch what happenaf you are 
as willing to go to the right a® to the left when you glide through the 
air with such exquisite ease aad the sky is a base of gold *..* Ro»e, 
12th November, 1902* See Ethel Smythe, Maurfoe liaring (1938), p* 67*
9$, Published 1927*
96* Published 192% Performed in 1924 at the Olastonbury Festival by a 

group founded by Rutland Bou^hton to further the mu^ie drama in Britain. 
Bou^ tottt who composed the music for the play, also wrote in collaboration 
trith Reginald Buekley an opera, The Rounfl Table, which was performed the 
following year.



the time the last of the ^dvlla was published* As far as the .Arthurian 

Is concerned* the few poems produced in this period show Pro-Raphaclite and 

Tennysonian influence* and at times the impact of the Aesthetic

The lone narrative poem had ceased to exercise any interest and the works 

divide into lyrics, ballads or episodic poeos* Predictably, the main source 

is Malory, and, unpredictably, in view of the draiaatie emphasis on the 

lovers, the main preoccupation is with Lancelot on the Grail Quest*

The Tristan poems are likewise insignificant in output, but the fact 

that there are nearly as many poesa on Tristan as on other Arthurian topic* 

deeonstratoa the extent of the legend* a gain in popularity* In this area 

also the lone narrative poem haa given way to lyrics and ballads, on the 

whole, much shorter than their Arthurian equivalents, and showing a range 

of influences from Halory in Rhys's Lavs of^ffie. jEqund Tablef^ to the 

vogue for reinterpreting legends as nature ssyths in Andrew Long's 'In 

Tlntagel** With the exception of Baring's 'fristraia and Iseult* 

there is little wagnerian influence* Instead* one can detect a tendency 

toward simplicity, which at its most pronounced is reflected in a ballad 

style, and not only anticipates the folk element in the drama, but also

97* *Sir Launcelot at the Forest Chapel* by Maxwell Gray, Atalaata* vii 
(October 1393)* 55, owes considerable debt to Morris's treatment of H&lory* 
•The Hadness of Lancelot* by Kauftaann Spiers, ffprtn^ditSff ^ev^ew> xlii 
f August 19<>9)» 345*8, is staidly Tenny;ionian; and i?he Farting of Launcelct 
and Guinevere* by Stephen Phillips, Ifow Poei^a (I908) t p* 165, demonstrates 
the Aesthetic pose of the *90fs when it wao written*

98* 190$» Host of the Tristram ballads deal with the periphery of the 
story s *The Song of Binadan'j f^?h© Lady called White Hands *$ ffhe 
Battle of the Two Knights *f «The IVo Fools* 5 'The Lay of Sing Hark**

99* poetical ¥9 rks of ^tt^rew Lan^. ed, Hrs, Lang (t923) t iiif 1^« 
first published 1911*

100* The Collected Foffflfl of %iurioe Baring (191 1), p* 32» See also 
the sonnet on Wagner, p*

101* See for example Constance Lounsbury*s title poem in
(^901 ).
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looks back to Swinburne9 0 * Queen Teeult 9*

One work which demonstrates this tendency is Laurence 31117011*8 Ode
t/%4

ftriatram9a End'. With this poem we come almost full cirole§ in that 

ita movement away frora the inflated and Wagnerlan brings us back* not to 

the simplicity of 'Queen Tseult*, but to that of Arnold's

Superficially the similarities ore obvious: both styles are 

unobtrualvet with a predilection for falling cadences} both structures 

follow the same pattern of exposition, dialogue and epilogue; and both 

work* concentrate on the final events of the legend, with foregoing episodes 

seen in retrospect* there is also a similarity in detail t both posts 

use the sea, show the lovers as faded and contrast Iseult's peace in death 

with the tensions of court life* But the most important likeness is the 

poets* response to the love story*

They both see the legend in human terras, deploring and sympathising with 

the waste caused by a hopeless love* Arnold dhows Triotraa harassed 

•ad despairing! Binyon's Triotrora regrets the 'strife, and tearo, and 

failure, find dismay', advising Issult to regard their lives as significant 

only in that they hav« led them to die together* Arnold inveighs against 

ell passion, whereas Binyon is only concerned with this specific 

situation, but both show death as a welcome release from a painful exist ones* 

There is no sense in either work that the lovers are anything but 

physically united in death, yet the relief death brings is sufficient 

satisfaction*

Eowever, Binyon's poaa io not a pastich© of Trfotram and Ismi^t, 

Arnold presents a demoralising stalemate resulting from the potion, while

102* First appeared as 'The Death of Tristraa 9 in Odea (1901), pp. 29*48* 
Reprinted 1913 with the changed title and a few minor alterations*
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presents a tragedy steaming from human error* fristraa and 

Xaeult are seen as lovers before drinking the potion, ' bat lark makes 

Tristram avear to fetch her for himself and Tristran yields fhio life 

to a lie9 for 'the truth of a word** Triatram's anguish thus arises 

from a conflict between hi® lore and his loyalty, not from the accident 

of the potion. Xn thia way Binyon can create a set of internal dynamics 

vhich are denied to Arnold*a melancholic hero, since the latter can only 

avffer the effect© of a passion imposed by fate. It i® thia reinterpret 

tation which gives *Tri®traaf 8 End1 its originality, and postulates 

another way of approaching the legend besides the despairing and the 

transcendental,

This is iiot to say that the work is superior to Arnold 4a. 

Binyon1s execution is unequal to his conception and in consequence 

the tragedy is comntad to pathos* But the lines of his work are 

aound, and, with the reservation that he retai w part of the tradition 

superfluouslyt '°^ his version of the legend is convincing. At a tioe 

when the Tristan draoa was exclusively concerned with attempts at the 

symbolic and the sublime, it ia refreshing to fiad a work which restored 

the spirit of the originals in that it restores their concern with 

humanity* In this avoidance of the supernatural and the spiritual, 

and the positive movement towards psychological examination, 'trictram's 

End* can also be seen as foroshadowlng the aodern renderings of the 

legend*

In the tradition of Malory and the Prose
104. Notably the potion, and the black sails episode, which ia 
necoeofii^ to the action and confuses the position of laeult of Brittany*
105. %*» E. A. Robinsonfe TrJutrap (1928)*
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the 19th century gave rise to three concepts of the Tristan legend, 

fhe first is the academic Tristan: this constitutes the accumulated body 

of information concerning the mediaeval redactions of the story, which 

ranges fro* an awareness of its pre~literary roots to an appreciation of 

the artistry of the originals* The second can be termed a popular eon* 

soionsnees of the events of the Tristan story as manifest in the works of 

Arnold, Swinburne and Arthur ftillard* where there is no academic concern 

with following the narrative pattern of one particular version and episodes 

are amalgamated and Juxtaposed according to their availability and viability* 

Tme third concept of the legend is sore difficult to define and arises out 

of the wagnerian period* It stems to constitute the concentration of the 

legend into a popular image for fated love, only possible when one particular 

interpretation of the material had become generally accepted: before the 

advent of Wagner9s ̂ riatan und laolde images of the lovers could range 

ffcem Tennyson's condemnation to Swinburne's adulation, but subsequently 

they gravitated towards a central concept of a passion dedieated to death*

The ••enemic Tristan developed ste&dily on the Continent during the 

century, absorbing into itself those enthusiasms for mediaeval literature 

vhieh in England* owing to the absence of a scholarly tradition, would 

have been channelled into the Pre-Ranhaelito movement* Consequently, 

while there is a comparative lack of reworking in French literature, there 

is a great deal of imaginative scholarship* whereas, conversely, in England 

there is no scholarship* but by the end of the century an artistic enthusiasm 

for the legend rivalling the Arthurian* However, as scholarship progressed 

on the one hand, and the imaginative preoccupations on the other, there 

i« an increasing divergence between the two concepts of the legend which 

results at the climax of both movements in the rejection of the Wagnerian
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interpretation by French aeholare and tho original versions by the 

enthtt»ia«t*»

Vithout th« academic f rifttan further ooooapto of the logon* would have 

boen inpoaaible, but it Moot al*o bo seen to exi«t in ito own right an a 

body of exploration* Indi»od9 th« development of scholarship in thin field 

involves a» s*ny viciasitudee, personalities and interpretations as tho 

artistio aide. It enoo*paese» careful :reee«**oh and wild eumiaci it laovea 

in ftill circle from the Pioto-Celtic origins proposed by Soott to thoso

by MMIOTI and it HAS its own culto and prooccupatione. Certain 

are, however, clearly marked. At the beginning of the 19th eentury 

the general iaag* of the logoad vaa dlotnted by the proee version. This 

flare way to a+ooMOdate tho discove-y of the metrical roaonoes and accuou- 

lated eofto Celtic orertonea in the early association with Welsh researches. 

After paesing through an analytical *ta#e where tho various veraiona were 

related to oaoh other and tho priosry works pinpointed, the logend underwent 

an iaveetigation into tho pritaitivo traditions lyin^ behind it, which 

allowed oone influonoo from the current Celtic twilight* At the end of tho 

period, therefore, the corpus of Mediaeval romance had boon a*t in ito 

bexjk^round, traced through its development and fully considered in all ito 

••aifefitationa. Thus aoholmrly activity gave to subsequent generations a 

now and unique body of literature, not only researched with thorough neoe 

but also appreciated and admired*

ffcia peroietent activity alao touched at points on the world of 

contemporary Enfliah literature. But aa it took place mainly in FT.IQCO 

«Mi Ccrwany tho point* of contact are more fortuitous than if the research 

had t*OEon place in England* Consequently, the artistic view of the lo^ond 

doea not doaoribe the aeae dovolopnental pattern an that of the academic 

Tristan* it i» aore haphaaard and subject to different cultural influences.
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Bewever, It la true to e«ty that tha progreae of scholarship dictated the 

progress of the popular Interest la the legend as narrative la the sense 

that It provides a terminal point* Swinburne's interest la the metrical 

vereioa, for example, la Halted to the English aad French poems edited by 

Scott aad Kichel aad the Celticism which attracted Arnold to the legend 

was not that of the later acholare, but the rudimentary work of la mieaarquo.

While primarily aakiag accessible the aediaeval version* to the literary 

world, the development of Tristan scholarship also fulfilled a secondary 

fraction* With the work of 2iooer aad Schoepperle the legend acquired a 

*loeal habitations a prtmfclve British aettlng, whleh provided aa alternative 

to the previous rather vague mediaeval setting aad found favour aad form 

asjoag the Celtophilea, 1 fhla heralds the legend 1 * movement back to some 

aert of reaOlatlo treatment and gives ria« to the Iriah setting of Fiona 

HaaLeod's Yrogtan and l^a^|>g the Cornish location of Qui11er-couch's 

mnfinlehed novelt^ which is closely structured around the theories of 

Joeeph Xietkf and the early British ethos of £$aaefleld fa play. Thua the 

later aoholarship was infltrumental la ^vlag a direction to the anti- 

ffunrr reaction*

Bat deepite this the aeadevlo Tristan cannot be a&ld to have had aay 

direct effect oa the legend'a popularity. Scholarahip made the aaterial 

available but it did not ehape It to the taste of the age. laetead the 

i«iMd came to public notice through Wagner's music drana aad it le at this 

point that the link between the acaderaic Tristan and the popular

1* This reverees the progreaa of the Arthurian legend which began In 
the early 13th century with a quasi-historical interpretation and worked 
towarde a roaaaee setting*

2* Written 1899* Uapubllahed* national Library of Scotland I®. 6776, foa 
220-45*

Dor. €o»pleted by Daphne du Maurier and ?mbli8hed 1962. 

p.
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aeet tenuous; it is also here that the popular concept of the 

legend aa story Mutates into an idea of the legend ae symbolieing a 

distinct kind of ftooantic passion* Up to thie point writers who used the 

legend had to return to the sources, since there wae no one version 

sufficiently compelling and cea^veheiisive to provide a model. Consequently

* link between the two areas waa maintained* But with the arrival of

**•*•*'• F*1*^ *fci* **«* fco*we oiniaal. The iichoponhauerian interpretation

*••••• fixedj the Wagnerian iaagery beeaae inevitable* If writers needed 

moan detail they reeorted to Bedier or Weston but without disturbing the 

central concept. The public wan thus subjected to a un&nlnous view of 

the legend which saw the lovers, not ae characters within a sharply 

defined action, but as representatives of an erotic egratician*

This divergenea between the original?) and the contoapornry im^ge of 

tile legend ie not unique in the 19th century, aiace it had already occurred 

in the field of Arthurian literature* Tennyson had provided the «io> 

Victorian era with a highly-wrought, idealistic vision of legendary chivalry 

&& the Ifofll*- whdeh appealed to the current criteria of Beauty and 

Mobility* It waa moral, melancholy and decorative* The Idvlls thus 

coincided with a nexus of attitude* and 0«aaibiiitiea» illuminating eai 

fulfilling them, to provide the age with a glorified ita. ge of itself* But 

when the public turned to Tennyson's source in the heyee of discovering 

sjejn of this romance world they were disappointed* % comparison Malory 

was starkly unronantic and even after modernising, expurgating and illu­ 

strating it still eould not equal the attraction of Tennyson*s ready-rondo 

chivalric vision*

lteg»er equally provided the fiifr-de-eiecle with an iaage which reflected 

ite Aesthetic senaibllltiesf and to w>iich they were particularly susceptible* 

The age lived through ArtI
*^ . - . •.-.. 'L '--•!- '••' r' - ' • .
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It can teach ua now to aaoape from our experience and to 
realise the experiences of those who are greater than we 
ate« The pain of Leopardi crying out against life be- 
aeaaa our pain* Theocritus blows on hie pipe, and we 
iaftgh with the lipe of nymph and shepherd. In the wolf- 
akin of Pierre Vidal we flee before the hounds, and in A 
the armour of Lancelot we ride from the bower of the Queen*

Life waa too gross, disorganized and meaaiagleae to be the centre of 

experience. It ia therefore appropriate that an interpretation of the 

legend aa a rejection of the world on the wings of a consuming passion, 

unconsummated except in death, should find favour. The •oral dilemma of 

the; originals is completely discarded. There is no Question of adultery, 

only the realisation of the Aesthetes' many fseated ideal of beauty In 

the 'ausic aa identified with love, wooan, night and the yearning for 

death1 .* Inevitably after the sublimities of this treatment tho mediaeval 

Torsions were soundly condemned. It seams that the 19th century could 

only tolerate romanee on its own terms.

It waa an age which dealt in i*agest ransacking the past for some 

Meemsible ayth which would sake the present nore palatable and less real. 

Victorian architecture, particularly under the auspices of Pugia, is a 

wholesale expression of this search for seme touchstone which would trans­ 

form railway stations into Gothic cathedrals. The diddle Agesv although 

it grew up among minor cults and was finally overborne by Greek paganise, 

fassisted throughout the age as a main area for inu^e-making. For the mid- 

century it generally provided a vision of chivalric action linked to a 

defiaed system of etfaiea and surrounded by aa aura of rellgioaity* For 

the Pre-4tophaelitea and their Aesthetic succeosors it provided the two 

bat conflicting imaginative areas indicated by Patert

4. Osoar Wilde, 'The Critio aa Artist % Plava* Prose Writings and, 
Bvarvmaa edition (1962), p. 4%

Boeaaa (193O, p* 292.
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ite mystic religion at its apex in Dante and Saint Louis, 
••A ita myatio passion, passing here and there into the 
greater romantic lovce of rebellious flesh, of Lancelot 
MA Aaclard.6

But wherever the empkaais lay it promulgated a string of enthusiasms from 

tno Eglintoa tournament7 through the Jovial Canpai^n to the naming of 

locomotives after champions of the Round Table*

rar&apa the secret of the Middle Age»« appeal lay in the reason for 

ita aocomaodatio of so many facets ~ ita vagueness. It was a new area 

for consideration, previously dismissed as barbaric, and therefore redolent 

of romance. Indeed, one aensea that despite the Pre-taphaelite concern 

for detail, the romance was more assiduously cultivated than the historical 

reality, fnia would explain why there is auch a discrepancy between the 

popularity of the Arthurian recreations on the one hand and the original 

literature on the other. It also explains why the 19th century held at 

the centre of its mediaeval image heroes who were legendary* or whoae 

historicity was so vague it ceased to be an issue once they had assumed 

their romance persona*. This reluctance to confront the reality of the 

Kiddle Ages may originate in Caliban*a rage at hie own im/vge»9 but it 

persists throughout the century a@ an 'indomitable reaction a&dinat the 

of fact1 .*

6* Walter Pater, • Aesthetic Poetry 1 The Religion of Beauty. ed. 
R. Aldington (I950) f p. 90*

7* The attempt to revive the art of tourneying waa made by the earl of 
Kglinton in 1659. See Diameli'e Kndvaion (i860), chapters 59 and 60.

8. *Tfte nineteenth-century dislika of Realism is the rage of Caliban 
seeing his own face in a glass* f Wilde, Preface to Dorian Gray.

p* 69*

9, Katthew Arnold, 'On the Study of Celtic Uterature', Lecturee and 
ed. E« H. Super, p. 372.
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Tbua, pre<Uot*feljr* tho medi*evali*iB of tho 19th century beare littlo 

relationship to tho products of tho Kiddie Af**« When artiato an* vritero 

turnod to oodlaeval aoureoe for inspiration tho Material underwent eotan* 

morphooia, ofton unnoticed, which out it off froa its point of origin* This 

io not only ooon in 3vintarno*0 unaccountable conviction that hie

accurately reflects tho originals, tat in Roasetti'a translations of 

Villon, in Horria'e Sagaa, in Burao-Jonea* stained glaae windows and ia 

Carlylo'o golden la^go of tho mediaeval artisan* 11 Her doee fidelity to 

the sourceo or careful attention to detail promote authenticity as oan bo 

soon in tho work of tho P*e»EaptiaolitO8« where it reaaina decorative rather 

than organic. There 10 a aelf-conAious delict in 'quaint chaetbora in 

quaint palaooa whore angola creep in through sliding doors'12 which ia alien 

to too «cdi&cval Bind and indicates a revelling in tho creation of eoao 

roaantic havon*

It ia here that one toucheo on tho primary factor in tho transmutation 

of tho mediaeval into an accoaaible romantic image - a nostalgia for OOMI 

refuge from tho 'six oountiea overhung vita oaoko*, 1 ^ wldoh Pater identifies 

an 'that inveraion of hom«-8lokne»s known to sowit that incurable thiret 

for tho oenae of O8capOf which no aotaal for® of life eatlafloa*** 9 * This 

for the 'fa*, t#8 oj»my* dooa not aoroly r^novo modiaovaliatio art

10* Soo D«> /4» KejttO)^ ̂ fto ^orkfi of .Tforria. -flfld Toatfl ' in Selation to-.n--- — ,—

12. Jaaeo 3»etha» on Roaaetti** painting ̂  ,«od4in^ of 
t^e ^rtn^eaa Sabra. Quoted by William Gaunt 9 
(19i9)t PP. 70-1*

VUUM Morrla, ffko Vandorero 1 , the Earthly Paradise, 1*1, 
iiif 5*

LOO* oit»



525

from the ethos of the ftiddl* Ageei in all bat the worko of Tennyson and 

Browning,, who arbitrate between paet and present , it effects a dislocation 

from all forme of immediate experience* But it also operates on a deeper 

level and the desire to lire in

A nameless city in a distant sea.
White as the changing walla of faerie, f.
Thronged with much people clad in ancient guise 5

manifesto itself in the fin-de~8ie*ele refusal to re-emerge from the organised 

vtffld of Art and confront the painful formlessness of life* Consequently, 

it ia not the mediaeval material itself, and certainly not the failure of 

artists to produce mediaeval pastiches, which causes the flawing of so 

much art in this area, but rather the motives which lie behind its choice.

This desire to use the mediaeval as a vehicle for romantic escape 

highlights the problem inherent in treatments of the Tristan legend up to 

toe Wagnerian epoch* During this period the legend became attached to the 

•mdiaeval area due to its Arthurian associations. But it is, in fact, not 

at all susceptible to the sort of treatment which turns from direct and 

personal experience, sinoe it eonstitutee a partrayal of paseion* It 10 

mot essentially chivalric, nor is the love it portrays conducted under the 

tenons of amour oQurtois. In the originals it is a story of illegitimate 

love, unafraid in its narrative of contact with crudity, humour and reoliaa. 

In order to conform to the 19th century image of the mediaeval it vas thus 

necessary to unfocus the legend*

Although 'The Defence of Cuenevere* demonstrates that the mediaeval 

does not automatically exclude the treatment of passion, in general it is 

diluted into a languorous melancholy* AS early as the poems of Oven 

Meredith, whioh precede the Pre-Raphaelite cult, one can trace the substitution

15* *The Wanderers 1 , 11, 17-19.
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of an inarticulate and weary yearning for a dynamic relationship, and later 

tho response became automatic, Tennyson, on the other hand, did not succumb 

to this sort of manneriaa in tho Idylls, but simply avoided the subject 

on moral grounds* Ho presents a whole range of emotion in the work, but 

omits an investigation of tho central passion of Lancelot and Guinevere, 

demonstrating instead Ito alds-effectsi the queen's posseesiveneas and 

tho burden of Lancelot'a guilt. Thus tho movement which saw no moral bar 

to tho presentation of passion was generally disqualified by Ito attitude 

to tho mediaeval, and the poet of the WW- ***» **» artistically capable 

of such a presentation, was hold back by his moral position.

The treatments of tho Tristan legend consequently divide roughly into 

two categories, tho romantic and the condemnatory, both of which avoid tho 

real core of tho story* Arnold Is perhaps nearest the sources In his 

approach* condemning the passion as a'dioeao'd unrest* but, out of his own 

experience* sympathising with the lovers* However, he is unable to animate 

the relationship and an influx of mediaevaliotic romance obscures any 

omen 111 in i of tho mainsprings of desire through an over-melancholic treat** 

sent of ito effecto in an over-ornate setting. This, dosplto his condemnation 

of voomo tyrannous single thought, some fit of passion*, places Arnold's 

poem in the romantic category, since ho does at least suppose that* however 

painful, such a peasion exists and that its anguish la sufficient to 

any charge of immorality*

But fettnyoottf in the context of tho Arthurian ideal, doe® not* Ho 

removes all emotion from the story, together with all exonerating factors, 

ami recreates it as situation with the lovers reduced to the level of 

masual adulterers. 'The Last Tournament 1 is a masterpiece, but it must 

bo admitted that this limited treatment removes tho problems which con- 

foamdod Swinburne. Tennyson is released from tho task of convoying a
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of powerful desire between two peoples f indeed, he eradicates purposely 

all trace of an attachment other than that born of habit and indecision* 

Ho does not have to interpret or excuse the events of the legendf nor is 

he driven to seek ways of making the lovers sl^nifieant and their passion 

universal, since their only significance and universality lies in their 

representing the degradation of Arthur*8 order. Zt is ironical, therefore, 

tat al*o predictable that Teanyaon's interpretation of the legend is 

technically the beat, and that his charactere, untronielled by any artistie 

reverence, have a much greater sense of nparking off one another than in 

any other rendering which attempts to adhere acre closely to the bias of 

the originals.

Swinburne9 s Tristram of I^onsasf belongs firmly to the romntic 

category and fails for all the reasons that 9fhe Last Tournament 1 success. 

Begun specifically as a counter to Tennyson's taoralistte interpretation of 

%•* Art4 urian legend, it prefigures the ecstatic response to the legend 

by the fr^np^y-fliec^e. But it also represents the culmination of Pre~ 

laphaelite nediasvalism in that, mistakenly attempting to acquire an 

authenticity, Swinburne includes as much detail from the originals as is 

consistent with his ideal of the lovers* pas: ion*

Swinburne's lovers are the protagonists of sensuoueness* but it is a 

refined aensuousness whose moral implications are blurred* They do not 

defy a eocial eode so raoc$t as rise above it| their passion is refined into 

philosophy and the characters thesselves are obscured by a nimbus of high-

•laisd ideas* The legend becomes for Swinburne an aesthetic experience, 

but part of its aesthetics belongs to its mediaeval origins* While he 

does not strain for an archaic effect he wants to include all that is

•pretty' from the sources at his disposal witrout, however, enquiring 

whether the appeal of the narrative coordinates artistically with the appeal
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Of the central conoept of a contemplative passion* The result is that

Much of the original action is tucked Inconaequentialiy around the

of lengthy atteapts to pereuade the reader of the sublimities of the subject.

This inflated treatment of the legend is typical of the later Tristan 

OAthusias*. and establish** the lovers as a ayiabolic value rather than 

participants in an action* With the onset of the Wagaeriaa influence 

interest in the Mediaeraliiim of the legend declines and the emphasis 

shifts to tho excitements of a transcendental passion. As with Swinburne's 

9*0* Wagner's rausic drama focuasea on philosophy rather than action, but

in the latter the superfluous**** of BediAeval trappings and external action
16 is recognised* Passion does not exist any more aa worldly experience!

it is continually striving to reach a larger dimension beyond death, and 

so tine and place are essentially immaterial. Instead of taking its place 

within the range of apprehensible human emotion it becomes a nexus for 

ideas of erotic oysticisot* The lovers are no longer two people struggling 

with a desire outlawed by society, subject to fear of discovery, pain at 

separation and a longing for each other which activates all action and 

thought. Rather, they float above the concerns of Pay, sexless and 

*h***ct«rl*es, in a limbo of Sight where kove and Death mingle and finally 

annul eich other* This **y make for one splendid music drama, but it 

obliterates the originals and their humanity for thirty years*

The mood of the ^in-de-flieole ensured the nuccoss of Wagner's inter­ 

pretation, conceived nearly half a century earlier out of the ethos of 

Oemm Eesjamticisnu This success automatically had a disastrous effect 

on attottpt* to re*create the Tristan legend during the period, since the

16, Wagner** activation for conceiving Tristan implies thisi 'But as I 
have never in my life known real happiness in love, I an £oirv: to erect to 
this moat beautiful of all dreams a memorial in which from beginning to end 
this love shall for once drink its fill* I have outlined a Tristan and Isolde 
la ny Bind.1 Letter to Li**t, Beceaber 1054. Quoted by Ernest liewman,IFiiiitr ^W 0943), p. 201.
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Tristan dramatist* merely recapitulated Wagner's ideas, while vainly trying 

to find some equivalent to the force of hia rausici

'That's where the nueioiane have the pail* for music haft wings* and 
when she says "Tristan" and he says "Isolde," you ere on the kdlhts 
at

Th* plays consequently strive to arouse echoes of the Wagnerian response 

with obligatory love-potion seenes« r verbal love duets and constant allusions 

to the imagery of the music drams* Apart from this crippling lack of 

artistic enterprise the dramas fail because the form demands an alignment 

of motivation and aetion, while the Triatanoaque interpretation move* towards 

a state of almost total passivity* dramatists were forced to go to Veaten 

and Bedier for additional material* hut this doe® not alter the fundamental 

idea of the death-devoted lovers and aerely heightens the dichotomy between 

and the action. Without this consistency of interpretation, however, the

oould not have acquired their eyabolio status, 

The paaeion of Illi%|f| TOl IPglflfl *-R an internal and verbally incora-

emperi^noei the action take* plaoe in the susie, not conventionfilly
18 through the oharaoters on at&^e* fhia represents the ouocessful realisation

of what is» in the literary versions, the source of much artistic failure* 

Proa Arnoldle poem onwards reworkin&e veer toweJAe a staeie* originating in 

the Ddsalienaent of paaeiea and fiction and resulting from an overly romantio 

ooneeption of the legend« tfa^er9« ^r^fo1** however, safely diaoards aotion 

BOOauae of ite dualistio ncdiua, thus changing radically the ̂ Qft, of tfeft 

•ediaeval rominne This movement away froa the externals of the legend

the development of the legend away from narrative and towards image.

17* £* < f* Forster, TtegjfeHMPMtf. j$******** World's Glassies (i960), p.

18. The unusual importance and unity of the orchestral part is indicated 
by Blliott Zuekerman's statement that 'Apart, perhaps, fro the narratives 
and dialogues of the first act, Tristan is a vast symphonic poem.'

p. 9«
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ffco atoty of Triatan and leeult weta a fftawHuin for the ftiddlo Ages, 

out of which tho 19th eentury erected it* own romantic construct, tho 

originals being too aoar reality, whether tho external reality of duplicity 

and adultery or tha internal reality of paaalonate doaire* In consequence, 

vowerkinga reveal awoh of what the 19th century in Baa? of its

and phaoan folt about pwwlen and ]*«omaeo. Bat norta»o do they 

iilamiaato that •agn»tio» oatvoon «an and voaait like Cathy Eamehaw's 

aU*k wy *Z OB Soatholiff * f nor, for all Svfc*%tt*0*fa inaiatonoo on 

Vata» ia thov* anything whioh doaoviboa a dooawl lore noro poignantly 

than Hardy's gaaa of th« ^Mffllllfff- Oao« th« ago had overcome its 

aoraliatio acruplw it oould portray paesioa* out it had to ho stripped 

of voaaatoi wh«n paooian oaaa into tho orbit of tho »edia«val or paaaod 

into tha ffamfca of tho Aoathctic it lost it® cmcial dynaaisa,

Tot while, with tha »re*ption of 'he Laat Tournaraent'» th« Tristan 

litoraturo of tho 19th century ia flawed by tha acnslbilitiec of ago 

aod artiatt this dooa not rcpr«s«nt the total aohietoaottt ia tho field* 

IQatt the 19th century achieved t' rough ro^Garch into the raediaeral versions, 

ajrtistio experiment and Wa tierian enthosiaaa was the retrieving and 

reoreation of a pieco of universal mythology* Mot eurprisinirly it ia 

Toato who perceiTea thio ultimate value of the legend whin ho otatea

And ao it ia that all the august sorrowful |>ersons of 
literature, Caaeandra and Itelen and Beirtlre, and Lear 
and Tristan, have cone out of lo^onda and are indeed 
but tho iaa«aa of the primitive imagination mirrored 
in the little lookin^-glaaa of tho modern and clan sic

During the century the lovers progressed froa antiquarian curiosities

, 'The Celtic Bloftont in Literature 1 , Esa^va an^ In^trQductiong (1961),



to characters la a narrative pattern and thence to the protagonists of 

a tranaoomdental paasicmf they aoved front Brittany and Cornwall in the 

Riddle A«M to a tipple** dimension of suoic and philosophy. The image 

they preaented at the end of the oeatuiry waa nMMMMPlly not the onno 

M that which had compelled the Kiddle A«e*t such its the effect of the 

lookin&-#la«0 of KomaitUoiHA, nor w*a it the eaae as that

after the onti-Wafjuar reaotioA* But it eetabH&hed what the 19th century 

investigations in all the rariotts area® had grnvitated towards I the 

restoration of an arehetype of human love and longing* capablet like all 

of fluidity and oonatant retatorprotation*
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