. TENNYSON'S MAUD, FANTASY OF RENEWAL: |

A STUDY OF THE IMAGERY

. \ ELEANOR E. SPEAK , o

v
- . —

W,

—

A THESIS , ’ g

, | | j ) .
L ) in i

. ' _THE DEPARTMENT . o )

of .

o ‘ ENGLISH
a
. . r "
s , . ’ 4 ' I
1 SRR  Presented in Partial Fulfillment of the Requirements ‘
’ ' for the degree of Master of Arts at. -
Concordia University . K

Montréal, Québec, Canada ¢
4 . -

- . ;-
April 1980

(© Eleanor E. Speak, 1980

a




[N

o ABSTRACT
: TENNYSON'S MAUD, FANTASY OF RENEWAL:

L " _A STUDY OF THE IMAGERY °

.

Eleanor E. Speak
: »

+

( A\

[

This paper-is a study of the imagery of Alfred Tennyson's Maud.

i

"It has five chapters. Chapfer I explores fennyson's artistic
intentions in the work and critical responses to it. Chapter II

considers the thematic texture and its possible’'roots in both

+

‘qineteéhth century thought. and Tennysén'é an intellectual and
« emotiocnal outlook. Chaptér iII f;cuses on the functién of the
imagery as'agent of dramatic action in ;he poem and‘identifies
the particular groups of'images to be'discussed;in Chaﬁters v

and V. These include: imagery associated with the traditions

¢
Y . .

of the scapegoat; myths of regeneration; the archetypal anima

»figure in literature; and images of stones, vegetation and

- blood, with particular reference to the alcﬁemical opus as a

” ’
.

strategy for spiritual regeneration.
§
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CHAPTER I .

TENN&SQN'S ARTISTIC INTENTIONS: CRITICAL RESPONSES

In an unpublish{d letter to the clergyman-poet  Archer

Gurney, dated 6 Decembe} 185%, five months &fter publication

of Maud, Tennyson wrote: ‘ ) °
. . . now I wish to say one word about Maud which
you aqg others so strangely mfsipterpret. - I have
had Peace party papers sent to me claiming me as
being on their side becduse I had put the cry for
¢/  war into the mouth of a madman. Surely that is
not half so wrong a criticism as some I have seen.
Strictly speaking I do not see how from the poem
I could be pronounced with certainty either peace
man .or war man. I wonder that you and others did
not find out that all along the man.was intended
’ to have an hereditary vein of insarfity, and that
- he falls foul on the swindling, on the time, be-
cause, he feels that his father has been killed
by the work of the lie, and that all through he
fears the coming“of madness. How could you or
: .anyone suppose that if I had to speak in my own
) person my own opinion of this war or war generally
I should have spoken with’so little moderation.
‘The whole was intended to be a new form of drama-
tic composition . . . I do not mean to say that
my madman does not speak truth too . . A

»

Tennyson's surprise that the immoderate cail for war to end a

corrupt peace, uttered by the hero of his poém, should have
{
{

been perceived as the‘bar—cry of the poet himself, seems

\

__~

2

1 Quoted in Paul Turner, Tennzson((London, Henley and
Boston: Routledge & Kegan Paul, Ltd., 1976), p. 144,

-
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genuine enough. Yet, even in this diéclaimer he chooses to

be equiv?cal . . . "I do not mean to say that my madman does
b 1 -

1

not speak truth too . . . It is not then surprising that
o >

ccriticism-of Maud has so often been centred on what was seen
- v

A

as akhistastefui glorification of war, and this does a great
. g
injustice to the poem. However, the equivocation that Tenny-

son often exhibited in his statements and his poem§ does
— 4

point to what Valerie Pitt Has called a "true dialectic" in

~

¥ N
,higwwork; in which ". . . an awareness of the romantic wastes,

. - .
the fluent and unshaped, appears through, and sometime{\is
| H
imposed upon, an intense rea%isation of normal activity and
2 . . Qi ;
order." Tennyson first subtitled Ma "The Madness" and the

7 *

. } ;
reader should perhaps note Kenneth Burke's reminder about

1iteraryltitles in general that, "The events restate expli;

citly what the 'title contains implicitly: they draw out in

temporal arpeggio, all that is "struck simultaneocusly, as a

b

. 3 . .
chord, in the title itself." Maud is & "dramatic compo-

sition" about madness.

< Edgar F.‘'Shannon Junior, in his study of the critical °

. Valerie Pitt, Tennyson Laureate (Logdon: Barrie
Books Ltd., 1962), p. 18.

Kenneth Burke, The Philosophy of Literary Form,
3rd ed. (Berkeley: Univ. of California Press, 1973), p. 448.
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response to Maud, states that a survey‘of the comment printéd 7

>
o

by eighty-five newspapers, magazines, 'and quarterly ‘reviews in

- .+ Bpitain during the three and a half years after its publication,

1 a

shows clearly that the poem was subjected to some of the bi
terest denunciation Tennyson had thus far met with in his
l;terari,caréer. It was not, however, without its admirers,
3
of whom perhaps the most extravagantly enthusiastic was
- -Tennyson'g friend John Foster, who praised it as "Containing
, hardly a weak line, fil1 of deep feel;qg and purpose, exgui-
sitely musical and inst?nct with the subtlest perception of

the most perfect works of the Laureate."

. Shannon’s summaries of' the principal contemporary -,

reviews show that the critics mentioned most often such things

as the poem's references to current social and political prob-

.

o lems, the implications of what was seen to be Tennyson's own
‘ . .
advocacy of war as a panacea for these ills of society, and
9—-\ ‘ 7
the innovatiVe versification of the work. Similarities

between Maud and the melodramatic novels of the time together
with the works of the so-called "Spasmodic" poets were also

mentioned. Commercial successes by two "Spasmodics" had )

( recently appeared, Alexandeg¢ Smith's A _Life Drama (1853),

IS i

Edgar F. Shannon Jr., "The Critical Reception of
’ - Tennyson's Maud," PMLA, vol. 68 (1953), pp. 397-414.

> Ibid., p. 399.



and Sydney Dobell's Balder (1854). Smith'$ is a verse-play,

full of borroﬁggggxﬁpom Tennyson's earlier works, about a
poet who, after thé girl he loves is married off to a rich, .
‘elderly man, becomes deeply depressed, but finally marriés °
another girl and goes ”fﬁrth 'mong men . . . in the armour of
a pure intent" to do "God's work." The;feathres of ﬁggg wﬂizh
it specifically anticipates include a fgwn image, falling in
love with the voice of "a maideﬁ.siﬁging in the woods alone;”
"evenings cawed by clouds of rooks;" the extiﬁction of thaib
whole human race "with a master-stroke;" a contrast between

\<§}?ve and the Jcold" stars; haunting by the reproachful face of

a girl; and a call for "mad War!" Apart from love and madness,
"the most important ingredientg paralleling Maud to be foundvin
Bglder are the stars as "pitiless signs;" a "phantom" ‘of the
hero's dead wife's past beauty, singing, and her repeated use
in her madness of the buried—élive image; taiking flowers,
ingiuding aﬂ "imperial Lila" b§ "Eden-gate," and the Crimean
War.6 It is certiinly possible that Tennyson may have been
infl;enced by the."Spasmodics," but the imagery of'the piéi—
less stars, ES take but one example, was part of the Zeitgeist
of-thét period of evolutionary theories and discoveries, and

one has only to compare the phrases "cold stars" and "pitiless

g§igns" to what Tennyson da:s with this same image, to recognize

— 6 Tﬁrner, pp- 140, 141:
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. . 7
his superior eloquence:

g@iad astrology, the boundless plan

t makes you tyrants in your iron skies,
Innumerable, pitiless, passionless eyes,
Cold fires, yet with power to burn and brand
His nothingness into man,

O i (1. XVIII. 634-8)

~

In The Victorian Tempexr, Jerome H. Buckley includes a chapter
on "The Spasmodic School,” in which he says that Maud did in-
deed contain “traces of Spasmodic emotion," and that:

Its cursing, distraught, Byronic herc, senti-
1 mental and violent, "the heir of madness with’
- the makings of a cynic," though clearly in
. direct descent from the narrator of "Locksley
. ) Hall," lived in the same world of deliﬁious
fancy that produced Walter and Balder.
i
He noted also that ". . . the monodrama in form, theme, and

substance recalled the most ambitious efforts of Smith and

B

Dobell." But Buckley concludes that in Tennyson's poem, the

rhetoric and imagery reach heights of eloguence infinitely

s

beyond those of the Spasmodic school. He says:

In its melodrama, Maud ﬁay have drawn freely from
Spasmodic materials; yet it subjected them to the
discipline of a painfully acquired technigue and
the self-consciousness of a mind trained to dis-
trust the egotist's escape. Whatever its possible

-

e ~ .

7 All quotations from the poem will be taken from the
Norton Critical Edition, Robert W. Hill, Jr., ed., Tennyson's
Poetry (New York: W. W. Norton & Co. Inc., 1971). See
Appendix, "Ipe Divisions of Maud," p.’lll.

Jerome Hamilton Buckley, The Victorian Temper (New

York: Vintage Books Ltd., 1964), p. 63,

[y




debt to a passing literary convention, Maud
‘derived its ultimate inten&ity from the author's
understanding of his hero's divided emotion.
Long after the Spasmodic School had been for-
gotten, the monodrama retained a personal signi-
ficance; it stood as the last major expression
of a conflict in Tennyson between "romantic"
inclination and Victorian demand, a conflict :
which had animated his whole development.? - .

The dichotomy between romanti¢ism énd what Buckley calls

"Victorian demand" may account for a similar division in the

criticism reviewed by Shannon, for each of the various elements
. noted in the poem had its enthusiastic advocates and fierce ;

! denunciators. The criticism, Shannon says, was sharply divided,

. with the derogatofy reviews slightly outnumbering the laudatory,
and strident abuse tending to obscure judicious praise, and he

concludes that: -

v

Maud represents Tennyson's most vehement effort

¢ . as a social critic and reformer. From the
reception of the poem, it was apparent that he
had misjudged his audience and had projected
his poetry too deeply intd the realm of abnormal
psychology, politics and opinion.l

In the light of Tennyson's letter to Archer Gurney, it would
appear that Shannon is inaccurate in believing that the poet's

main artistic intention was "vehemently” directed towards

social criticism, reform, politics, and opinion. The vehemence

L

ﬁ 9 Buckley, p. 65.
10

Shannon, p. 414. ' .




emanates rather from the realm of abnormal psychology'in whigh
1 . : : b ‘
>;éﬁhyson places his hero, and this, together' with ‘the experi-

.

‘mental dramatic form would tend to mislead some readéers.

.

Criticism of Tennyson has élwgyé moved within the con-
text of an historical judgment; and is therefore liable to be

modified by any change'in attitude to his period, or -by any
. R :

A 1. :
shift in understanding of it. Tennyson is felt to have

: v

responded to‘'the demands of his audience in a manner which

o

compromised his private yision, and these supposed demands

¢ .
B

have always been a relevant factor in the criticiﬁp of his
poetry. As Valerie Pitt has observed:

The normal'judgment of Tennyson in the thirties
. )and forties was based on’assumptibns, which were
often demonstrably untfue. Victoria's reigﬁ was
‘ supposed to be a period of monumental complacency
.- and moral stagnation; its capacity for self-
congratulation, so it was said, was only equalled
. by its self-deception, and this corruption of the
; public mind spread itself intp literature and
’ T art.tc ‘

1 :

. : _— . (]
In fact, as Pitt says, "Tennyson's generation was at once more

complex and mor'e interesting in itself than the -myths of its

+

successors suggest. Outwardly the Victorian period .presents

a fagade of sol%@xcommunity belief; inwardlyait‘displays all

7, \ . s o 4
Pitt, p. 247. . .
Ibid., p. 248. - ‘
. ' o )

11

12
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rellglous tradition in which he could find' comfort.

ht

L4

- . . w13 : .
the symptoms of a disintegrating cultyre." Tennyson himself,
+ ‘ ‘Y ' . v
in his great poem In Memoriam universalizes his own experience,
: Voo . . '
and in this work he expressesyhis longing for an authoritative
) Y- s '
He - shows

.y [
7

himself sen51t1ve to the social and 1ntellectual change, that
’?

was characteristic of his* age, and his concerns must have been

shargd’by many of his contemporaries.
" L i
M As Ean;be shown, Tennyson's work has been regularly
s ’ P N :

revalued on the basis of differing critical criteria. For

¢

example, John Killham, in his review of modern criticism

L4

4

(1960), has found that:
The critiecs in the Criterion and Mercury after the
fiest War, whose position’ can be termed neo- :
classical, sought in Vlctorlan”poetry, but seldom
found, intelligibility, conciseness, dramatic

. distance, and respect for the traditional prln—

- . ciples of poetic form. In the dry light of this
approach-~which can admirably 1llum1nate a
Marvelll--the V3 torians showed themselves as
vaque, sélf-pr occupled, concerned too much w1th :
soupd and too little with sens€, over-fond of

- decoration and incompetent. in the organization |
of their material.l? . :

N i

Tennyson, Victorian Poet Laureate, perhaps more than any other

L g

‘artist, has suffered from the myths about what constituted

u ' s >

A i

13 pitt, p. 248. o

i ' a - 4 .
John Killham, ed., Critical Essays on the Poems of
Tennyson (London. Routledge & Kegan. Paul Ltd., 1960), pp. 9-
l1o0. o : ) .

[y
“ . -+
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' period, ahd Maud in particular Has suffered more at the %ands
of careless &nd Insensitive critics than any other of his e

works.

“'Tepnyéopzinterpreted Hamlet primarily in the mahner of nine-

"Victorianism,' which have distorted the critical view of the: S

]

3

Maud's apparent didacticism and social commentary,
* E) s i ¥ r .

P

inevitably becomes eguivocal because of the mental state of the

[}
)

hero, as Tennyson must surely have realized. The poet's con- ,

cern was the portrayal of inner action in charactér b¥ means
- |

of a "monodrama.” He told his son that the poem was:

°

u .
. . . a little Hamlet . . . the history of a

morbid poetic soul under the blighting influénce of a
. recklessly speculative age. He is the heir of
madness, an egotist with the makings of a

cynic . 4 . the peculiarity of this poem is
that different phagges, of passion in ong,?eréon
tdke the place of.different charac'ters‘.1 S
Lo T ’ \

- . -

teenth-century <riticism as a study of character in which

action is basically dinternal, and what he admired most in

» 4 13

Shakespeareﬂé play}_@ccording to his letters, was fhe way

Hamlet was depicted as being caught between. madness and

sanity. His first gbtitle of "The Madness" reinforces the
view that his ;ﬁ interést was in desc¢ribing a deranged con-

sciousness ds it passed through different phases of feeling.’ S

v

s

ls‘Hallam Tennyson, Alfred Lord Tenﬂysbn: A Memoir, ‘ ‘ ..

R
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Robert Langbaum in The Poetry of Experience has pointed out
that the dramatic lyric and lyrical drama ¢f the romanticists
always contained the potential for the eventual articulation

of the dramatic monologue form. Tennyson and Browning, he ¢/

suggests, inherited @ form which required one more step in its

,development to achieve the ijectivity'which thg<5gmantic con-

fessional style lacked. In taking this stfgl/growning, in

"My Last Duchess," and Tennyson in "Ulysses," "St. Simeon
§ﬁylites;" !'Tithonus," and the Choric Song from " The Lotus
‘ A

Eaters," deal with emotional perversity. As Laﬁgbaum says:
™ In the dramatic monologues, Tennyson's feeling
for the pathol&%y of the emotions makes for the
same, final effect as Browning's use of the
- ' extraordinary moral position.. There is .the
‘ - same tension between sympathy and judgment; b
. . . Sympathy adapts the dramatic monologue
; for making the "impossible" cdse and dealing
with the forbidden region of the emotions,
because we must sympathlze in order to read
; the poem 16 e

-

The style of the dramatic monologue tends to present its
N N A}

material objegiively and apart from moral judgment, which -may
N . ’ . R

remain secondary or problematical. Langbaum goes so far-as
. L ‘

"to say: L e : - ~ o o, ’

*

.

16 Robert Langbaum, The Poetry of Experience: The

Dramatic' Monoloque in Modern Literary Tradltlon (New York:
Norton Co., Inc., 1967) pP 92-93. .

-~

e
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Even where the speaker is specifically con-
cerned with a moral question, he arrives at
his answer empirically, as a necessary out-
come of the conditions within the poem and
not through appeal to an outside moral code.
Since these conditions are always psycho-
logical and sometimes historical as.well--
since the answer is determined, in other

: . words, by the speaker's nature, and the
time he inhabits--the moral meaning is of
limited application but enjoys within the
limiting conditions of the poem a validity
which no subsequent differences in judgment
can disturb.l7? ‘

‘ 7
- 1

*
. Whatever the philosophical legitimacy of Langbaum's position,
his perspective, at least, is perhaps useful to an appreciation

8

'of Maud, a poem in which the hero passionately hates the society

~ in-which he lives, d at times the family,that he believes has '

-

ruined his life, and falls into despair at what he sees as

’

his own hopelessl&'desolate state within a dissolute society.

Gradually, and despite his bitterness, he develops/|a

love for Maud, the daughter of the hated family, a love which

\

temporarily lifts him out qf\his despair. Subsequently, he
reacts with hysterical intensity to the opposition of MaYd's

L
brother, kills him in a duel, and is then plunged into almost

. )

tétal,mental disintegration from which he painfully emerges

by means of a vision which his disturbed mind creates, but
v - 12
which nevertheless is capable of sending him to engage in a
s
L \
war as a means, he believes, of saving himself from insanity
. »

17 1pid., p. 98. ' :

.
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H l‘ b [} 0' -‘
and despair and redirecting the energies of society from its
«

A

shameful materialism. Any evaiuation of the poem must con-
sider the internal vdlidity‘which the dramatic monologue form
gives it; and any historical or political_references made by
the hero must be weighed on a scale which nas as counter
weights the dramatic monologue form aﬁd‘the‘diséurbed miﬁa of

the speaker by which these refeiences are necessarily modi-
fied.
s——
!
In an investigation of the reasons why nineteenth-
. B ' ’ ’

century English poets contributed so little to the history of
English drama, Terry Otten concludes that, "In retrospect we .
may speak of two kinds of nineﬁeenth—century dfama; conven-
tional popular plays performed in the theatres and experi-

18
mental dramas composed by major poets." While admitting

that there is some truth in all of the explanations usually

A

offered by critics, who aftributé the failure of the conven-

tional plays in varying degrees to the depraved condition of

- .

the theatre itself, pbiitical circumstances and censorship,
rd

. . .
theatre architecture, audience behavior, theatrical managers,

’

middle class tastes, the star system, staging practices, and

o
o

18 Terry Otten, The Deserted Stage: The Search for ~

Dramatic Form ln the Nineteenth Century (Atheﬁs, Ohlo
Ohio Unmversxty Press, 1972), pp. 3-4.

«
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the absence of constructive criticism, Otten finds another,
. ) .

more crucial cause of the decay in English drama, namely, "“a
new concept of reality," which creates a serious impasse. He

elaborates on this general term in this way: i ‘
)

.

In rejecting ejighteenth-century empiricism and
) positing the self as the centre of reality,
- 4 pineteenth-century writers necessarily discarded
; conventional artistic form. Traditional modes
of:understanding were no longer functional in
light of the intellectual and cultural revolu-
\ + # ., . tion taking place. The romantic poets trans-
formed lyric poetry, the .ode, the sonnet, the
. romantic tale, the elegy, the epic, into sub-
. ) . jective visions of reality. . . . In drama . .
ot the ascendancy of character, with an accompany-
ing sense of incompieteness and relativity,
. , . -generated the need for new ,or revised forms;
but recognized dramatic structure proved less
pliable than conventional poetic modes .12

R
. -

Otfgg sees the copsequént problem facing any poet who wished
fb transiate his new poetic visioﬂ,iﬂto drama as one of
structure;  the conflict betweéﬁ subjective ﬁéﬁter and objec-
tive form. Eﬁe poet had to seek unity in something other

than Aristotelean plot sﬁrudtufe, and discover a new expres-

L sive form, capable of reflecting his interest in subjecti&e

reality. Experimental dramas such as Shelley's The Cenci,

' o . I
Byron's Cain, Tennyson's Maud, &nd Browning's Pippa Passes,

Otten asserts, "pointed drama in a new direction, even though

l

none of them was pfoduced on the contemporé;y stage or

\

]

.
5
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‘'in Part 2. IV., as the lyric beginning "O that "' twere possible."”

N -

directly influehced the development of drama in that centﬁry."zp

In Maud, the absolute autonomy of the dramatis perscha

and the fact that the dramatic locus of the poem is the mind -
. . e - ‘
of this persona, determine, as Otten observes, that external

incidents are not import%rt for what they do to the speaker,

?

but for whatithey reveal of him. He says!
¢ c \

The action is the record,of his agonizing search "
for some sense of identity, some reason for
existing in a world alien to his being. The ,
whole of nature is described according to his ° B ;
distraught vision. Scenes and events never ' . ‘
assume values of their own, but rather expose '
the half-¢razed speaker, who in projecting his
ever-changing moods transmogrifies setting into
an image of self.? : '

v
'

‘.The early poem (published eighteen years before in
The Tribute) from which Maud was eventually evolved, appears
t

This poem, which is pMaced at the\point just before the hero

lapses into insanity, clearly indicates the structural pattern
A '
1

3nd the dramatic method of the whole monodrama. The audience .

i
®
L

20 Ibid., p. 3. Otten is not entirely accurate in this:
The Cenci was first staged in 1886 by the Shelley Society in a
theatre rented by them for the purpose, and it has been per-
Tormed publicly since then. See Percy Bysshe Shelley, The
Cenci, R. A, Duerksen, ed. (Indianapolis & New York: Bobbs &
Merrill Co. Inc., 1970), p. xiii. '

21

’

Otten, p. 80. ‘ ot , o
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receives information on the actions and motives of all charac+

ters and the record of all events only as they are modified by

the mind of the spgaker. Every image he evokes in his "solilo;
quy" therefore becomes\an "objective correlative"22 which
serves as a formula for interbreting the speaker's emotions or
the state of hi’s mind. The hero had been able for a while to
overcome his hysteria throﬁgh the agency‘of Maud's love bué
his killing of her broﬁher and the loss of Maud herself have

brought him to his present mood of despair. He reminisces on

all that has hapﬁ%ned and yearns for some relief from his

grief and pain. The young man longs for his lost love, ang

imagines her singing "as of old." Tennyson had made this song’
that she used'/to sing, which occurs in'Part 1.V., one of
patriotic fervour and chivalric heroism, and the hero when he

heard it ha® cried out, .in anguish at the contrast it presented

1

to the present "so sordid and mean," and himself "so lanbuid

and base.” "Now, in this later, hallucinatory reappearance of

Maud, just before her distraught lover lapses into’complete

madness, the imagines he hears a passionate cry:
\ : .

22\Eliot's term from his essay on Hamlet. See T. S.

‘Eliot, Selectéd Essays (London: Faber & Faber Ltd., 1932),

p. 145. - . ‘

) . . »

v
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There is someone dying or dead,
_ And a sullen thunder is roll'd;
.For a tumult shakes the city. ‘ *
(2. IV. 187-89)
AN , . . ‘ .
This suggdbts that his mind is disturbed by the interwoven

memcries of the cry of Maud's brother as he was stricken in
e ) /
" the duel, Maud's own cry "for a brother's blood," the war with

its "dying or dead," "and the idea of his own possible death‘in“
this war, a death linked by the chivalric allusions to his

frustrated idealism. Morbidity and disgust for industrial

society aré expressed in imagery evocative of modern warfare,
in the following description of the city:

And the yellow vapors choke
The great city sounding wide;
) ‘ The day comes, a dull red ball
| - f Wrapt in drifts of lurid smoke ‘
' On the misty river-tide. . . oo
‘ (2. IV. 202-06)

<

He considers suicide:

Or to ask her, "take me, sweet,
- To the regions of thy rest?"
* (2. IV. 226-27)

B

¢

This solution is denied him, .and he longs for: R

. . . some still cavern deep, i s '
There to weep, and weep, and weep - '
. My whole soul out to thee

S — (2. IV. 235-38)

Ironically, this wish will be granted in the form of his in- %

. .
carcerationsin an asylum for the insane, which will be dramati-

~
\

cally portrayed in the °soliloguy which.forms:the following .
1 ' -

.

”\
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4 . . .

poem. NWar will recur in Part 3, Jand he hero will see
England S part1c1pat10n in it as an honourab}e or “"chivalrous"”

fight agalnst ev1l andikls own ‘commitment to it as a respon- 1

t . e ’
sible act in contrast tc his previous alienation from society.
o : ;

.

. This illustrates how from the very beginning, Tennyson Had a

<

S

. } ] ' .
ixjdesign for the monodrama which would effectively demonstrate

. the hero's mental st&te in all its phases and his individual '

solutions to hisadilemmas, although these solutions may be
.. controversial when standards dther than his own are applied

5 to them. It is obvious that the contr?ver51al ending was;

b

N ‘ always 1ntended by the poet ang is dramatically consistent |
with the character of the speaker. ‘

o . John Killham, in his vqluagle essay.on the imagery of J
ﬁggg, Elaims that: . 1

" 'It is truer on the whole to say that the drama
' ' 1s subordinate to the lyrics rather than the T
~ reverse . .-. in other words, the imagery is
as important as the themes, and the portrayal "
, o ’ of character in action serves Tennyson's lgrlc
‘interests equally with his- thematic ones.

A

i ) I would maintain that thematic intemests, if by this one means

the philosophical, social, and political/ideés of the hero,

o

are in all cases manipulated by the poet and subordinated to

the necessities of action in character which in this poem ' Co.

)

13

23 Ki1lham, p. 224.

[

<
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means a dramatic portrayal of the mind of the hero. Maud is
not a drama in the sense of being radically an acting script,
but is a series of projecﬁions of the moods of one characterf
in which: " The external action is effect, not cause, and

. ) . . . 24 ,
evolves in conjunction with internal developments." _But if
it were to be considered as a conventional drama, one would

. A : :
find .a romantic plot resembling Scott's The Bride of Lammermoor.

Tennyson placed his hero in.a recognizably contemporary setting,

and gave him a bioéraphy in some ways similar to his own family

A

experience, and thematic interests of the poem are similar to

P -
v »

those which may be found throughout Tennyson's work.” Killham

>
’

says that in Maud:- : . D ST
. . . the theme is reducible ultimately to the
N notion that a psychic balance in man, who is
obliged to accept that violence and death have ,
to be faced as part of his lot on earth, is e
attainable through the experience of love which
with maturity can take the form of sexual love.z.5

Tennyson did:say that his hero is "raised to a pure and holy N
love which elevates his whole nature" (Memoir, 1. 396), but '

there is not such a clear synthesis of the dialectic as Killham
. .
suggests, and the poem's thematic' texture is much more complex

’

than K&llham's ultimate reduction would indicate. Tennyson's

P

24 Otten, p. 79. 0 )
- 25 . .
. Killham, pp. 223-24.
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method of locating the real action of the poem in the changing
moods of the hero, action which is presented in the lyric
poems, allows him to explore fully the dialectical alternatives
while reserving the option of a tentativeness or inconclusive-
ness in their resolution. Earlier Tennyson poems such ‘as "The
Two Voices," "The Palace of Art," and In Memcoriam, do not
completely transcend the doubts and fears expressed in them,
but reach a tentative resoluticn, based on a feeling, or a
hope, rather than absolute conviction. Maud also follows this
pattern. Elton E. Smith, who takes a similar view of Tenny-
son's recurrent themes, says:

Thus the Tennyson poem becomes a juxtaposition

of unlikes that reveal the character of each

and both, not statically, but as the very

tension between powerful and unsolvable OpRO-

sites. And the agony with which the poet

cries from the toils of opposing tendenciesé

proclaims his kinship with men of all ages. 6 -
The dramatic imperatives had to be met in the imagery. Because
the hero's mind has, in a sense, created the 'horrors of his
situation in the poem, he creates the myths and syﬁbols by

which the action progresse%, and these are the agents of his

tentative recovery. Indeed, E. D. H. Johnson has suggested

s

26 Elton E. Smith, "Tennyson Criticism 1923-1966: From
Fragmentation to Tension in Polarity," Vicdtorian Newsletter,
no. 31, Spring 1967, p. 4.

/u\\‘x s
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- that Tennyson may .stand in very much closer relationship to

l-/
the symbolist tradition in poetry than. has been generally

realized.27 The comRIex reiationships which the mind of the. ¢
hero creates aﬁong the characters are expré;sed in patterns

cf imagery which undergo kaleidoscopic changes as the mood of
the hero changes. ' These pétterns and their possible symbolic
meanings should be the main focus of any evaluation of the

poem. For example, the allusions to self-sacrifice or the
scapegoat, as applied to Maud in Christian and other symbols,

to the brother, whom the hero calls "the scapegoatiof his)race,"

-

and to the hero himself, are very important. The rose and lily

symbols have been studied by several critics, but other vege-~

tative images, the pervasive blood imagery, and imagery rela-

ting to stones and gems, are éignificant. The redness of the
rose is associated with the flow of blood in the body and
light images ebb and flow in a rhythm connected with Maud, and
vary from deathlike and icy coldness, to sunny warm£h. The
association of the rose with'passion in all its senses eventu-

ally becomes the "blood-red blossom of war with the heart of

fire," and an understanding of this metamorphosis is relevant

1\ s

T
.

~g

27 E..D. H. Johnson, "The Lily and the Rose: Symbolic
Meaning-in Tennyson's Maud," PMLA, LXIV (1949), pp. 1222-27,
p. 1227. :

Y
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to the way in‘Whichfthe hero's passion for'Maud is transformed

into his commitment at. the end of the poem; to- the war['which
W '

— !

he describes as "a cause pure and true." : -
) . .
The hero's habit of distorting his environment, " which

was essential to the poet;s artistic intention, prevénted
& - .
. Fl VY

Tennyson from making him a Victorian tragig hero in the, classi-

cal sense, for, as Terry Otten. says: )
Tennyson closed off all possibilities\of Y
resurrecting him by traditional means because-

"no sense.of a communal myth in which a“classi -~
cal protagonist participates is operational /= %
in the poem. Unlike Hamlets the "I" %annot .
transcend his own psychological and ritualis- .

tic role.28 <, ' t

The communal myth of the classical protagonist may not@?e{
“ [

present in the(poém; but I would ‘suggest that allusions to
traditional myths abound and are crucial to the action.

fgf technical difficulties which Tennyson created for
- .

. R<S LN
himself in Maud should be considered in the Vidtorian literary

©

and social con%ext, as well as'in relation t® his other work. 'nﬂ

s

His conception and executionbfollowed no established- tradition,

and, in fact, as Otten has suggested, it may be regardéd as a,
. \
: A

forerunner of later developments in European drama such as

Strindberg's A Dream Play and The Ghost Sonata, or Bruchner's

"

»
’ .

28 otten, pp. 87-88. ' ‘e L :
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Wozzeck Expressxpnlst plays whlch paved the way for the free-

) ,
° N

-

dom of subjectlve expre551on enjoyed by twentleth-century

~

dramatiste.

Qo

ALY

As Otten’ says: " d

Tenny$gn had a sense of-modern action in
Character . . . Tennyson describes setting
as the herQ/prOjeCtS himself into it with.
rich variations and "unrealistic'; qualities .
much'as'a modern expressionistic dramatist

- might conceive it on a stage of modern design,

luminous colors, and :nterpretive lighting.

In writing & poem as opposed to a play, Tenny-
soem used lyric forms to convey dialogue of the
'mind as he had done in ”The Two Voices," but
his concept of a monodrama llmlted to one
chdracter is not impossible to envision on

the modern stage.29 ’

»

- §

. { ‘ ‘ ; :
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CAPTER II ' |

THEMATIC CONSIDERATIONS

]

.
\ ki

The greatest impact on the readler of Maud is made by .

the intensity and immediacy of feeling expressed by the hero.

The drama relies on imagistic changes to advance the action,
which takes place in the mind of the hero, and these changes
givé an illusion of a spontaneous revelation of the successive

rRhases of his emotional state. At the same time the imagery
i
carries symbolic burdens which further illuminate the action.

Political, social, and philosophical con¢egrns are.ex-

pressed vehemently/in the "soliloguies,” but because it is

immediately esta lished that the hero is mentally disturbed

<~

and that he is not, therefore, an entirely reliable commen-

tator, the importance of his utterances as topical social or
" 3 ‘

political commentary is undermined. It is thus established
\ .

that these are‘not the main themes of the poem but serve an

v

obligue purpose as elaboration of the hero's mental environ-

.ment rather than a direct one of social or political criticism.

o [

The portrayal of the mind or "spirit" of the hero then emerges
as the main theme of the work. Martin Dodsworth is probably

accurate in his observation that:

RSN
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“ Tennyifn did not write ta expréess ideas bu£
‘ v . in er to express states of mind which are

< : o of interest not so much for their own sake
as for what they imply concerning the naturé
of reality itself. "Spirit seems to me to ) o )
be the reality of the world," Tennyson once
said. The proposition is not untenable, but
~ . it is perplexing® . HlS p0e§£{ is about that

perplexment

The .dramatic portrayal of a disturbed mind perplexed by many

worries, thoughts, and opinipns, is the main theme of the‘
poem. The main critical task then’'is a study of the way in
whic£ symbolic patterne of imagery work in conjunctién'eith
the dramatic éorm to accomplish Tee#yson's aesthetic purpose, ~ ;

and consideration of the sources of some of the hero's per-

plexities is a necessary preliminary to this task.

: . . -

- Valerie Pitt has noted that ?ennyson's own mind wae of
\ " the "brooding" type, which makes mopg of a liﬁited experience<
)“ > ) than those of #risker; less introspecfive meE!- She elaboratee
} \ ) - on this view in this way: . - ) ' ~

Lo .
‘ - ' Tennyson's was a mind not eas;ly led to, explaln

things to itself in terms of rational analy51s.

* he thinks, it would be reasonable to say, in ' 4

. ) the arrangement of sounds, in symbols and in

( L pictures. His interpretation of experience was

’ slow in forming itself, moving not by an arrange-

ment of neat conceptual counters, but in a’long

. ‘ “ . B ) v
. ' 30 Martin Dodsworth, "Pattérns of Morbidity: Repetl—
) tion in Tennyson's Poetry," The Major Victorian Poets: Re- - SN

considerations, pp. 7-34, Isabel Armstrong, ed. (London:
Routledge & Kegan Paul, 1969), pp. 33-34.

—
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organic érowth. His mental life-—was, if the
distinction be admitted, feminine, not mascu-
"line, contemplative, not active.31 i
I‘think thi§ is an accurate observation, and Maud, as Pitt
suggests, is perhaps the most interesting example of -this
retrospective shaping, for it.evolved from a single lyric,
. b
' -0 that 'twere possible," written fifteen years earlier.
Realizing the dramatic and thematic poséibilities of this
poem, Tennyson was able to e&tend i§ from an expression of
grief at the loss of a loved oné to the full exposition of a
défturbed personafity. Various concerns, personal, social,
* politiéal and philosophical, race through the hero's ming,
but the monodrama form ensures tbat his interpretation of
3 ‘them‘is the only one expressed and thus "universal" concerns
are subordinated to the process of revealing the mind wﬁich‘
- contains them. In gggg{Tennysoﬁ returned to a.recurrent théme
in.his work, namely the repudiation éf a neurotic wiﬁHﬁrawal
: . .
;ntOvthe self, accompanied by the suggestion that spiritual

regeneration and personal integration may be achieved by

striving actively for a moral life in a social context. The

. hero eventually arxives at such a solution by means of in=-
\, : " i -
tuition and painful experience. His active imagination creates -

the progressive changes in imagery which constitute the

¢ ! ’ . .

3

1 pite o, 8
P7tt, ?. 8. P
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v ,
dramatic movement of the poem, carrying his mind from its

.
<

initial deéspair on to the fviving effect of Maud's love, then
through the reversal which follows his killing of ﬁ;ud's

brother and the loss of Maud to the eventual achievement of
. 4 . x

a personally acceptable resolution of his problems. 1&

The philoéophical, social, political and pergonal con-
cerns to which the hero refers throughout the poem are repre-
sentative of many of the questidné\which troubled the sensitive

1

Victorian but the poet was able to takg these familiar themes

and still treat them .in a way sufficiently original to

]

startle many of his first readers. As his friend Arthur .

Hallam had early discerned: "The features of.original genius
‘are clearly marked. The author imitates nobody; we recognize

L

the spirit of his age, but not the individual form of this or
that writer."32 In these socio-political and philosophical
themes of Maud, as in the early poems to which Hallam was

referring, we recognize the spirit of the Victorian age, and

t

also some parallels in Tennyson's personél history. Before

&
=

. £
embarking on a detailed study of the imagery, a brief exami7

v

nation of this background may enable us to acquire the -

32 Arthur Henry Hallam, "The Lyricza Poems of Tennyson:
On Some of the Characteristics of Modern Poetry, and the )
Lyrical Poems of Alfred Tennyson" (1831), Robert Hill, Jr.,
ed., Tennyson's Poetry, pp. 546-552, p. 549.

!
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"sympathy" or undetrstanding of the speaker that is an essential
adjunct to the dramatic monologue form, although we may then '
either accept or reject the views that he expresses. 1In his

study of the dramatic monologue form Robert Langbaum suggeEts

’

that:

Although the fact that a poem is a monologue
helps to determine our sympathy for the speaker
since we must adopt his viewpoint as our entry
into the poem, the monologue quality remains

* nevertheless a means, and_not the only means,
to the end--the end being to establish the
reader's sympathetic relation to the poem, to
give him "facts from within."33

Thus the secondarythemes in such a poem are more than mere

background detail setting the scene for the dramatic action

)

taking place in the hero's mind; they are a means of allowing . £

'

/ - '

the .reader access to the whole psychic milieu of the hero.

The articulation of the hero's concerns and the dramatic por-
\ o
trayal of his various moods allows the reader to sympathize

-

with 'him (in Langbaum's sense) by having the "factis from

within.® The concerns preoccupying the hero and his reactions

3

to them, illustrate his personality énd emotional problems.
Since many of these concerns, if isolated from the particular
reactions of the hero, would be seen to originate in the

Victorian intellectual climéte a brief consideration of some

) wep 1

of the origins will indicate the foundation "colouring" on

E
0

i ; .
‘33 Robert Langbaum, The Poetry of Experience: The Drama-

tic Monologque in Modern Literafy Tradition (New York: Norton &
Co. Inc., 1967), p. 78. ‘ |
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which Tennyson painted the particular portrait of the disturbed
¢ ’ . !

mind of his hero. | -
. Writing of the Romantic reaction to the mechanistic or
Deist theories of the eighteenth century, Alfred North White-

head claims that modern western thought exhibits two radicaiiy

inconsistent attitudes which account for much that was half-

heartéd, wavering and enfeebling in our civilization.' He

P S

P
asserts that: ! ; 7
s 4

»

A scientific realism, based on mechanism, is TS ,
conjoined with an unwavering belief in the
world of men and of. the higher animals as .
being composed of self-determining organisms
¢ . . « » the enterprises produced by the indivi=-
, L dualistic energy of the European peo¢ples pre-
suppose physical actions directed to final
causes. But the science which is employed in
their development is based o6n a philosophy
which asserts that physical causation is suprene,
and which disjoins the physical causes from the
final end. It is not popular to dwell on the
absolute contradiction here involved.34 Co

By Tspnyson's time, these contradictory elements in modern

thougpt had disclosed thé fundamental divergence of their jar-

\ -
ring interpretations of the course of nature and the lifé of

man, Tennyson's In Memoriam, Whitehead suggests, is the perfect

example of this divergence. These are opposing views of the

o

34 Alfred North Whitehead, "The Romantic Reaction,"
reprinted from Science and the Modern World, in John L. Mahoney,
ed., The English Romantics: Major Poetry & Critical Theory
(Lexington, Mass. & Toronto: D. C. Heath & Co., 1978), pp. 645~
55. vy . 3

-
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world expressed in various elegies. - The different sections

. | .
of the poém present the poet's reflections on the dilemmas he

faced in his long period of grie%{;: the loss of his friend, -

~

" and these dilemmas, ontological, epistemological and reli-

’

gious, were’very much a part of the Victorian intellectual
/ 3
.
g

Three mai? features characterized the Victorian period:

the conception that this was a period of tremendous thange; '
the beginning of the predominance of epistemological over

metaphysical concerns; ?nd the pervasive effect o0f "Darwinism"

{
which saw man merely as part of natural evolution of animal

species rather than as a spiritual ahd unique creation of

36 - . . .
God. " These assumptions of Darwinism were prevalent in

English thought even before the publication of The Origin of
Species in 1859.

In an article which attempts to define the "Victorian-

i

ism" of Victorian literature Michael Timko suggests that:

'Faced with the irrefutable (for them).Dar-
winian evidence that had demonstrated man no
longer able to claim spiritual origins, con-
‘fronted with the Kantian epistemological .
dichotomy, the Victorians turned to the know-
able, and they sought for certainty in the

-l

35 1pid.

H

, 36 Michael Timko, “The V{Etorianism of Victorian
Literature," New Literary History, no. 6, 1974-75, pp. 607-27,
{

. 810. :
P \ /7

;

.
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o human qualities that would prove both man's’
humanity and his humanness . . . In the ce
of the epistemological dilemma, one nev .
faced by the Romantics, the Victorians res-
ponded by emphasizing man's human qualities
and the need for social morality . . . The

, epistemological and Darwinian awareness of

the Victorians must be seen then, 'in terms of
the changed natére of the "imagipative aware-
ness" effected by "experier}ce.'f37 h .

-

Hdwever, countering the gfowing materialism- of English thought

were other influences which insisted on man's spiritu?l nature

and the freedom of his wiil. For example, towards the end of -
ﬁhe eighteén-thirties, the study of Kant séems to have become
established as an‘elemeﬁt of English phiiOSOphical tradition.,
Carlyle's important papers on German thought, wh};h were pﬁbé

lished about 1830, ahd the publication of the first complete

a

translation of the Critique of Pure Reason in 1838, contri-

.
¢

buted greatly to th%s influence. An anonymods writer of an
introduction to a Efansla%ion of a biography of Kant publiéhed
in 1836 wrote:

What Sir Isaac Newton accomplished ig Physics,

a centutry later, Kant achieved in Ethics. The
. dazzling and wonderful announcement, that the

Human Will is--as the Will of every Intelligent .

throughout the Universe--autonomic and auto-
cratic is . . . the centre of Kant's thought
which radiates its light into all the details
of his epistemological investigations. The

Y B
7 wid,, p. 613. - e o

U G



Critique of Practical Reason with the same
gigantic ene®yy /as the Critique of Pure Reason/

. blasts and dashes all former systems of moral
{ philosophy.38 '

If, as Timko suggests, Darwinism demonstrated to the Victorians
!

that they could no longer claim spiritual origins, they indeed

Bl

faced a dilemma in the Kantian view that an autonomic and auto-

~tratic human will was the source and arbiter of human ethics.
.

Kant's philosophy postulates that the mind fashions its own

experience, and it is therefore the "Ethical a priori spring."39

The idea that the human will fashions its own experience was

not new. In Paradise Lost Satan boasts that
¢+ The mind is its own place, and in itself
Can make a Heav'n of Hell, a Hell of Heav'n.
¥ (Book I. 244-45)

"But Milton, though writing after the Restoration, was express-
ing the theological view as yet ‘almost untouched by the in-
fluence of scientific materialism, confident that his readers
wouid recognize Satan's words as a heresy. A corollary of

[ -

this heresy was the doctrine that heaven and hell .alike are

\

i . -

L
38 René Wellek, Immanuel Kant in England (Princeton:
Princeton University Press, 1931), pp. 247-48.

i 3% 1bid. ' ) i
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found only in the individual's heart.

The eighteenth-century Scottish philosopher David

~

Hume, in A Treatise of Human Nature (1739~40), claimed that,

as knowledge is dependent,on experience derived through the .
senses, and as the senses frequently deceive, one can have no ‘
absolute knowledge of things but only one's impressions of

‘ N .
them. In other words, there are.no things apart from exper-
' |
ience but merely chains of experiences which constitute the

/

things.

Influences such as these, when added to the nineteenﬁh—
century'scientific discoveries ana resultan£ philosophical
speculations, produced a Victorian state of mind whi§h~Richard

tick describes in this way:
The romantic faith in the powers of the mind,
broadly ‘conceived, to command all knowledge,
gave way tpo an oppressive sense that the human
intelligence, such as it was, had to content
itself with a very limited comprehension of the
universe in which it had its moment &6f ill-adapted

. S -
3 LS
. : a

40 The wider‘roots of Satan's boast are traced in

"MP, L111 (1956), 80-94, to anciénthtoic denials of a local
Tartarus and of its torments as existing anywhere but in the
consciences of sinners, to the Renaissance distortions of
the Stoic doctrine that the mind is master of its fate, and
to the interpretation of Christ's teaching that “the kingdom
of God is within you" by Jacob Boehme and his disciples as
meaning that "We have heaven and hell in ourselves” (Boehme's
The Threefold Life of Man, xiv; 72). See Merritt Y. Hughes,
ed., John Milton, Complete Works and Major Progse (Indiana-
polis & New York: The Odyssey Press, 1967), p. 217, n. 255,

e
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., existence. The only human certainties were
that everything in ethics, religion, history,
experience, was relative and that absolutes,
i'f they did exist, were beyond man's grasp:;
and that since evolution was the basic law of

life, all was flux. This was the mood in which,

a considerable body of mid- and late-Victorian
literature was written. ‘

Tennyson was as sensitive as any of his contemporaries

~

to these cuxrents cf thought, and in his poems he explored the

1

possibilities of several responses to the problems raised.

°

In Memoriam considers many such questions, but as an

elegy it is Epecifically concerned with the possibility of the

immortality of the human soul in the'light of new scientific

discoveries. The persona describes his agoniéed search for
¢ ;

" reassurance after the death of his friend, and is abl

to
achieve some measure of comfort by means of transcendental

experience and intuition in the absence of any eértain know-

+

1edge:

But in my spirit will I dwell
And dream my dream and hold it true

For tho' my lips may breathe adieu ’ AN
I cannot think the thing untrue. N\
' ) Poem 123.,

N [

His answer to the uncertainties raised by Darwinism is the’

brave but still frail cry that man is a spiritual being: "in

-
'

"4l Richard D. Altick, Victorian People and Ideas
(New York: W. W. Norton & Co. Inc., 1973), pp. 232-33.




.

my spirit will I dwell"--but in the absence of conviﬁcing

scientific.or even religious evidence of immortality, he can

i
-

§
pﬁlyfassert his own intuitivé belief in the power of human '§ .
. » \‘

feeling or intuition:

A warmth within the breast would melt
The freezing reason's colder part
And- like a man in wrath the heart
Stood up and answered, "I have felt"

] . ? Poem 125.

A ,

. . : 1
Freezing reason" seems to mean scientific thought as distinct .
from human feeling and human consciousness, for Tennyson once

remarked to a friend, "No evolutionist is able to explain the

mind of man or how any possibleephysiological change of tissue

can produce conscious thought" (Memoir I, p. 323). Nineteenth-

«

century science had placed an among the animals in a context

of @ "Nature red in tooth and.claw" (Poem 56). Man's-posit§on

as a unique being, singled out for special care by God seemed

2

to be destroyed by these discoveries:

So careful of the type? but no. :

From scarped cliff and quarried stone

She cries, "A thousand types are gone;
‘ I care for nothing, all shall go.

*

Poem 56. .
"As Altick has pointed out:

Science, it appeared, had liberated man only
. insofar as technology had abled him to gain'
ascendancy--a tragically lihited one--over
nature. But science now ;eveg%ed that in the .

o .

E
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concert.
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a

As Altick notes:

5 A\
longer view, far from being free, man was
caught up in exorable processes of nature
fro@ which there was no escape . . [but/
.« -« . might not a further refinement of the
attributes which had enabled him to arrlve
at his present emminence enable him, as
Tennyson wrote in In Memoriam to "Move Upward,
working out the beast / And let the ape and -
tiger die?" It might, but in Darwin's account
of biological: development there was no assur- -
ance that it would, because . . . the natural
process contained no hint of 1ntelngence or
purpose, let alone benevolence or justice.

To the bioloygical determinism of Darwinism was added ancther

of the Ekriod's secular beliefs, the determinism of economics.

<

¢

Both rested on the assumption’of eternal
struggle and iron bound laws, which man was ,
powerless to breach. The history of animals,

from amoeba to man, gave -warrant to the assump-
tion by analogy, that cutthroat competition was

an ineradicable fact of economic life and that
prizes were reserved for those best equlpped
to surv1ve.43

In reaction, to these daunting thdories, the idea arose that
a man's social conscience could enable him to amieliorate con-

ditions for both himself and his- fellows by .action taken in

ot

s

A dialectical type of consideration of ideas like

these pervades the ‘whole of Tennyson's work.. This qudlity

©

43

‘oT

Ibid., p. 232.°

42 pltick, pp. 229~30. .

v
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of his poetry Elton E. Smith describes as one of "tension in

polarity.“ He says: - . '
e L €
Tennyson- was consistently working with the
shifting planes, of physical Qppearance, spiri- 4‘
tual reality, personal identity, and poetic
-, imagination--all in the focus of the pyoblems, g
they present to, faith and life and art. He '
.. desired to assure himself and others, but, »
because he could never reledse the tension -° , !
from either oné of the poles on which his
thought was hooked, he could never reach the
. ) . static condition of perfect assurance or
' - . . denial. . ...At the moment we expect affir- .
. C o n mation, Tennyson affirms, but in his prose '
' comments to his friends confesses. that he is . . ]
. ) not so sure as thé words might sound. Thus - T
) the Tennyson poem becomes a juxtapositionof ’
unlikes that reveal the dharac@er of each and »
both, not statically, but as the very tension .
betwWeen powerful and unresolvable opposites. ’
. *>

o <

\

In "De Profundis," as he gives his newborn son two greetings,

Tennyson expresses his belief that man is an ethical being.

‘
) ° .

In- the first, he places the moment of the child's birth in the

1>

context of infinity: , o .
} T ' . . . Out of the deep, my child, out of the deep,
. . - Where all that was to be, in all that was-*
‘ co , Whirl'd for a million aeons, thro' the vast -
’ waste dawn of multitudinous eddying light.

" . . . vy : .8
lef‘ ) "Life is viewed as'we see it in the world, and as we know it-
. A N - . . [r - ,

N

. ) : . . 45 . . L c
W by physical science,"” was his own explanation of ?he poem.
N ] i ) } ';».” »

i

i ‘ .~ %% smith, p. 4. t Sy

B % mill, p. 196, note 1.

¥ ’
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. Lif@ and be happy in fhyself énd serve - "o %
. This mortal race thy kin s@ well that men !
] Will bless thee as we bless “thee 0 young life, . .

There is indeed a "fated channel where thy motion lives," but o ;
- i ' \ - ' }
Tepnyson expresses the hope that this determined part of his o |

. (

existence is prosperously shaped” for his son. In the second

greetﬂng the bé/;ef that the baby is a moral -being with a

social conscience is stressed. He has the power of shaplng hls..

-\

own life, the poet says, by the free choices he will make, 'and
if these are correctly made, he will .once qg§in come close to

qu: '. » ‘I ! . o

. . . that infinite One
‘ Who made thee unconceivably Thyself :
Out of his Whole World--self and”all in all-- -
. Live thou! and of the grain and husk, the grape
! And ivy-berry, choose; and still depart i
From death to death through life:'and life, and find
Nearer and ever-nearer Him, who wrought o . '
Not matter, nor "the flnlte infinite, & i
But this main--miracle, that thou art thou,

With power on thine own act and on the world. ,
.Thus, faced with the terrifying realization of man's smallness
in the universal scheme, as revealed by modern science, Tenny-

son in this poem celebrates his belief in man's individuality -

o

and moral potential, the. essence of his humanness and the

A

quality which still makes him unigue in nature. Naturally, he

. hY N
can offer no scientific proofs, only the intuitive conviction
0 0 . ) -
that the true nature of man is spiritual, but he states the

] \

belief clearly and emphatically when he addresssg the newborn \

PEENY

2 . o

<
’ ° ‘s (

3 .
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. baby as "Dear prrxtr" However, he was not always able to

t

sustain that note of clear conviction in,o&%er works.

Idvlls of the King, when viewed as a unified work of
twelve pbems, shows man realizing his true naﬁure through en-
co?ntér with eafthly experience, and it shows, especially\in
The Holy Grail, the inad;quacy of transcendental experience
as a guide to conduct. As Clyde de L. Ryais comments: " Tenny-
sdn is here clear that there is no truEh‘for the individual

except insofar as he creates it for himself in his actions.

Hence the neceésity for self-confident @nd unswerving perfor-

. o

. g . 46 e .
mance in the demands of that commitment." In many of his

°

poemns Tehnyson_asserts a belief in the power of love and
ethical commitment\gf}counter charms against the confusions }\
and terrors of moderr life, but he was not always able to sus-
tain his confidence in such beliefs, as conflicting quot;tions
iﬁlﬂgllém.Tennyson's Memoir of his father show. On the same
page of the Memoir we find these two: "An Omnipotent Creator
Who could make such a painful world is té me sometimes as hard
to believe in as to believe in blind matter behind everything"

and "Yet God is love, transcendent, all pervading” (Memoir II,

p. 127). James Knowles, Tennyson's friend, quotesg the
F¥3

4% Cclyde de L. Ryals, "Idylls of the King: ATenMn's

New Realism," Victorian Newsletter,4Spring, 1967, pp. 5-7, p. 7. -

[
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‘ “following comment by the\poet on his In Memoriam: "It's too

. /// hopeful, this poem, more than I am myself. I think of addiff®

" another to it, a speculative one, . . . showing that all ﬁhe

_arguments are about as good' on one side as the other, and thus

s . . 47
throw man back more on:the primitive impulses and feelings."
f

Ryal§ believes that this other "speculative" poem which

A}
Tennyson intenided to writé is Idylls of the King. It may well

\ N .
be, bungaud is equally speculative, and the hero's "primitive
impulses and feelings" in'hié,rééctions to the circumstances
of his life, and his method of'dealing with his problems, is

o 8
a main theme of the poem.

In Maud, the hero speculat on a wide range of ‘ques-

~

tions, such as biol@gical determin{sm, sc;entific materialism,
economi; determinism, the inequities of individual fortune in
a cutthroat society, the power of human love, and the‘problem
of self-actualization in a seemingly alien world. But it
should be noted that such universal guestions are not raised-
.merely for their own sake but in Maud are given a dramatic

and personal significange, an individual emphasis and a charac-

teristic imagery. A detailed inyestigation of the dramatic use
LY .

of such speculation is the matter of later chapters pbut the
-

\

47 Quoted in James Knowles, "A Personal Reminiscence

*of Tennyson, " Nineteenth Century, XXXIII (1893), p..i82.

N
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~general tenor of what may be called elaborating or secondary

themes of the poem may be considered here. Determinism, bio-'
L

A
logical and economic, is on the speaker's mind when he says:

3
e s R

We are puppets, man in his pride, and Beauty fair
in her flower:

Do we move ourselves, or are moved

By an unseen hand at a game

_ ) That pushes us off from a board, and others ever

. # succeed? ' ’

PR e

(1.IV.126-28)
His hysterical distrust of his fellows, whom he sees as liars

and cheats, leads him to wonder, in the broader context of

2 \Darwinism, if mankind as a whole is not too base for any MWope
gy

., of spiritual progress because he has achieved so little of it
in the millions of years that have so far gone into his ) ' \

n development: . :

‘

) " A monstrous eft was of old the lord and master
of earth, ‘
For him did his high sun flame, and his river - N
billowing ran,
, . ) As he felt himself in his force to be nature's
o crowning race. :
As nine months go to the shaping an infant ripe C {
’ for his birth,
So many a million of ages have gone to theymaking N
, of man: '
/ He now is first, but is he the last? is he not
0 S tdo base?

(1.IV.132-37)

Belief in man'ssunique place in the universe, and the teleo-

logical assumptions of .the Biblical tradition have been under-~ -

~

mined, and God's intentions are now obaggre:



/’

For the drift of the Magzr is dark, an Isis,
. hid by the veil,
Who knows the way of the world, how God will
bring them about?
Our planet is one, the suns are many, the world
is wide.
v > . (1.Iv.144=46)

’

This issue is raised again, however, at the moment when the

ryoqnq man is most calm and self-possessed, for he has just

been agsured of Maud's love. When the fears afe confronted
once mgre, he has the "countercharm" of Maud's warm human love
to sustain him in the face of chilling fears. He talks of the:

"forlorn" feeling that comes with an understanding of:
A 48 .
\ sad astrology, the boundless, plan ,
' That'makes you tyrants in your iron skies, ,
Innumerable, pitiless, passionless eyes,
Ccld fires, yet with power to burn and brand
#iis nothingness into man. '

But now shine on, and what care I,

. Who in this stormy gulf have found a pearl .
The countercharm of space and hollow sky,
And do accept my madness, and would die
To save from some slight shame one simple girl? -
Not die, but live a life of truest breath,49’

- ‘ And teach true life to fight with mortal wrongs. -

T ‘ (1.XVIII.634-42;651-52)

e ' ' e

<

B 48 Tennyéoh's'note explains “the sad astrology” as
"modern astronomy, for of old astrology was thought to sym- )
pathise with and rule man's fate" (Hill, p- 231, note 6). o

Tennyson said "This is the central idea -~ ‘the holy
power of Love" (Hill, p. 231, note 7).
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His love has brought relief from the horrors which had haunted’
T ) . E
him, and prompted him to "live a life of truest breath, / And !

teach true life to fight with mortal wrongs." Personal mor-

* ality is now allied with active engagement in the struggle £ef/
7

social justicé. He expresses his disgust with contemporary

social and personal ethics while he is most morbid and hysteri-

L

. “cal:
Why do they prate of the blessings of peace° we
have made them a curse,
Pickpockets, each hand lusting for ,all that is
o not its own;

And lust of gain, in the spirit of Cain, is it
better or worse
Than the heart of the citizen hissing in war on °
his own hearthstone?
(1.I.21-24)
But the social comment is less important in itself than as an

| indication of the hero's self-disgust, as he suggests that his

resistance to the "spirit of Cain" may be worn down, and he

himself may “sooner or later," "passively take the print of
the golden age - why not?" (1.I.29-30). This same weakness

had been his father's downfall when he had indulged in a "vast
i -

) ’ speculation" and been cheated, and the hero's own Eespair is
. %
rooted in the horror of pls father's death, which he believes'

1
was the direct result of a madness exacerbated by his finan-

o K ciél ruin. The fear that this will be his own fate lies in

his cry:

e

R ——— e LA TR
T
=
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. . I have neither hope nor trust;
May make my heart as a’mlllstone, set my face
as.a flint,
Cheat and be cheated, and die - who knows? we
are ashes and dust.

11.1.30-32)

His feeling of helplessness is coloured by the thought that

mankind as a whole is "flint" and "ashes and dust," images

. associated, with evolutionary science. Again, the hero's rage

-

at the “"Mammonite mother" who "kills her child for a burial

fee" serves as a preliminary to his realization that he is

"raging-alone" as his father "raged in his mood." Such people

and incidents were actually documented in contemporary issues

. . 50
of The Times, the Morning Post and Punch, and Tennyson's

friends Charles Kingsley in Alton Locke (1850) and Carlyle in

Past and Present (1843) had referred to similar scandals.

The hero's attitude to war also seems to echo closely

that of The Times and Punch, as will be seen from Paul Turner's

account of

porary press:

-

A\

the references to the Crimean War in the contem-

The speaker's hope that "God's just wrath shall
be wrecked on a giant liar" (IIX, 45) echoes
statements in The Times that the Czar had "set
truth at nought" (12 November 1853); that
England.”w1ll not flinch from a quarrel in
which she belleves "HEAVEN will still be her

!

50

Turner, p.‘l42.

*
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friend" (23 Februdry 1854); that the war .will
end in "tle ‘'signal punishment of the gigantic
offender" (28.March 1854). Punch was full of
references to the Czar's dishonesty (I've no ‘
. Allies, and must depend On Lies without the Al'),
and the view of the war as essentially just was
expressed in‘'a famous cartoon, "Right Against
Wrong," showing an indignant Britannia standing .

with' drawn sword beside a lion whose massive -

_countenance imitates her frown of stern dis- .
approval. The belief that the heart of the
English pedple beats "with one desire" (III, 48)
comes from the assertion (Times, 20 February :
1854): "It is a war to which every party in the
State, and almost every man in the country,
gives assent," and not only the suggestion that
war may be better than the "canker" of peace,
but even the image: "many a darkness into the
light shall leap" (III,” 46) appears in a Times
leader (14 February 1855): "war has some posi-
tive advantages . . . it . . . raises to the

- . surface of affairs many an ardent spirit that

would otherwise have smouldered in obscurity."Sl

While Tennyson apparently takes these attitudes almost verbatim

fr!; the press and makes‘Lhem his hero's, the way in which he
uses the war imaégry and the hero's attitudes is,much more
subtle. . o ‘ R

In addition to the general-social, philosophical, and
political undercurrents, there are many similarities between
Tennysonfs own life and ;h%t of the hero in Maud, and these

5
have been explored very fully by R. W. Rader. 2 For example,
s Y Y

a

51 Turner, p. 143.

52 ' .
R. W. Rader, Tennyson's "Maud": The Biographical

Genesis (Berkeley, Calif.: University of California Press, 1963).
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Tepnyson's father was subject to violent outbreaks much like

those of the hero's father who would "rage in his mood" ;

‘Maud's father,\ the "grey old wolf," with his "broad estate

. aﬁd the Hall,"

tatious home of/the Tennyson D'Eyncourts, another branch of

/

the family.

the women in Tennyson's life, and he believes that Maud is a

-

composite of the three women with whom the poet had been in
lféve, Rosa Baring, Sophy Rawnsley, and Emily who became his
wife.{ The use Oof the rose and lily symbols in the poem lends

some support to this view. Christopher Ricks makes similar

his home Bayons\Manor and the "gew-gaw castle"

Rader's investigations focus most importantly on 3

autobiographical claims for the work when he says:

Maud was an intense and precarious attempt—-—
ccmpa'cted' and impacted to encompass the bitter
experiences of four decades of a life in which
many of the formative influences had been de-
formative. Maud is a story of hereditary
melancholia and madness; of a father's bank--
ruptcy and suicide; of family feud; of a

love which unexpectedly flowers in spite of
snobbery and opposition, but then, unexpec-
tedly and grimly, is shattered; of death and |,
loss; of brutal Mammonism. It is a story
which gave fierce play to all the central /

)

/

53
Co., 1972),

griefs of Tennyson's. life.
. ' A /

Christopher Ricks, Te‘nnzson {(New York: Macmillan

p. 246. )
:

s reminiscent of thg poet's grandféther and

of the osten-

-




Many apparent autobiographical connections could be made, but
direct. identification between Tennyson and the hero of Maud

would be injudicious. His sentiments are coloured as much by

®

the Victorian social and intellectual environment as by the

poet's own experience, and these were'the raw material of all

# b

Victorian artists. If we consider Maud as an aesthetically

complete work, while it may be illuminated by specific bio- ,

graphical reference, it will be seen to be artié%ically valid

and consistent. ’ : ,f )
M . !
s, - ,'D

Roy Basler, on the other hand, sees‘fhe poem as a
. B .
dramatic study in psychic frustration, and develops this thesis
’ in-the light Of modern non-rational psychology, claiming, that

the work antedates by half a centu}y the, works of Sigmund

N &

Freud. This approach has obvious dangers~bdt Basler seémé‘tq

than Rader and Ricks when he identifies the

’

be more accyir

themes,of Mayd in this way: )

the opening stanzas of the poem, Tennyson
pAesents his hero as a personality whose con- '
scIQus thought processes are distingtly un- '
stablé. This instability is groundéd in the
fear of incertitude. The hero's religio--
ethical system ha's been largely undermined by *© ° -
the new science of the nineteenth century, ' ’
RO ‘ which presents a non-ethical view of life with

! ‘ force reigning supreme. He cannot without pain-

' ful doubt keep his traditional ethic in the face

of science, nor yet can he be content with' the * '
- ' .data of science; for, althocugh Bcience reveals 5
" man as the biological brother of all nature, it -
affords no satisfactory ethical meaning, and

+

+




. o : /
- ’ although traditional Christianity affords him
a satisfactory meaning bolstered by an absolute
god, the hero cannot recéncile it with the .
scientific fact which he knows and must recog-
nize. This much is the element of conscious
conflict, in which sex and all aspects of human
life are identified with nature and rapine, and
in ‘which his own ego is identified with the
- absolute ethic and spiritual dignity of ortho-
\ dox Christianity. His wish to resolve this
S conflict leads him to attempt, however futilely,
to -adopt an impossible attltuﬁe of cynicism,
from which he can observe,: . without becoming
involved in, the miserable spectacle of human
existence: "I will bury myself in myself and
the ‘devil "may pipe to his own."

While ‘Basler's reading offers several insights, I am in funda-

Qmental,,glisagreement with respect to his assessment of the hero's

condition at the -end of the poem! However, Basler does not, as
"do otherjctitics, implicate.Tennyson in_ the supposed "madness"

‘offhis hero. Examples of this critical tendency can be seen

o

~in Ricks and Rader who lean to the view of Maud as Tennyson's

. . o . {
poetic auto-exorcism. In assessing their approach one should
. ’ [ K s
‘perhaps remember W. K. Wimsatt's warning:

’ e

The meaning of a poeﬁ may certainly be a personal
one, in the 'senge that a poem expresses a per-
sonalltydgr a state of soul” rather than a physical
‘object like an apple. But even a short lyrical
poem”is dramatic (no matter how abstractly con-
ceived) ‘to a situation (no matter how univer-
salized). W& ought’' to impute the thoughts-'and

Pl
v

54 Roy.P. Baslér,'béx, Symbolism and Psychology in
Literature (New, Brunswxck N.J.» Rutgers University Press,®
1948), p. 76.. . . .

o
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. - { - .
. .attitudes of the poem 1mmed1ately to the drama- ' .
/ tic speaker, and if to the author at all’ only
e by an act of blographlcal inferencé.?

As Wimsatt says, personal studies as distinct from poetic R

2
o

studies need not be derogatory, but he cautions: .
"  The intentional fallacy is a confusion between L

the poem and its origins. . . .It begins by

trying to derive the standard of criticism from

the psychological causes of the poem and ends in

biography and relativism. The Affective Fallacy

. is a confusion between the poem and its results 3

‘ . (what it is and what it does). .* . .It begins hy S

e trying to derive standards of criticism from the -~ °
psychological effects of the poem and ends in. ’ :
impressionism and relativism. The outcome of ' ’ j
either Fallacy, the Intentional or the Affective, -
is that the poem itself, as an Object of speci-

fically critical judgment, ténds to disappear.

o

. ﬁany readers of Maud have fallen into this kind of error and
g -

failed to hccept the work as an,aesthetic endeavour complete

'y

— s ~ e

in itself and with the right to be received on its own terms.
?

As we have noted, the‘thematic texture of Maud is com-

» . . f

tt

plex, but the main theme, I suggest, is the portrayal of, the -

"mind of the hero in all its complexities. His mind is pre-
occupied with typical Victorian concerns as well as personal

. problems. It is also the mind of a poet, and therefore, in the

"hero's search for truth and beauty in his perplexing world,

’ §
» . . ,

-~

55 W. K. Wimsatt, The Verbal Icon: Studles in the Méan—
ing of Poetry (Kentucky Unlver51ty of Kentucky Press, 1954), ' *
p 4, .

. 6 1pid., p. 21. .
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¢

. pne wouldwékpect him to operate according to an aesthetic
< . N

theory écceptable EoﬁTennyson himself. A. S. Byatt suggests.

"

,thag, . -

. . . one of the basic principles behind the -
organization of Maud lies in the interplay,
from lyric to lyric, between the painful
learning of separate identity, through the use . °

, . of "blood and breath" which constitutes the o
drama, and the typical aesthetic experience th C )
one is what one sees, and is not other than thm\
things one touches, which informs the great (= -
lyrics. R - < -

& ’
He believes that in Maud Tennyson is using the lyrics to

B i N . * «
descdribe a series of timeless moments, pure emotion, and aes-
. "“(\_

thetic contemﬁlatién while relating them to each other and to

a life with a mordl structure, and that the major source of

e
-

Tennyson's inspiration for Such an approach is in the writing

of Arthur Hallam, frém which' he quotes the following passage

in illustration:

“ This powerful tendency of the imagination to a N

life of immediate sympathy with the external . ‘

-« universe is not nearly so liable to fdlse views
of art as the opposite disposition of purely
intellectual contemplation. For where beauty
is continually passing before "that inward eye
which is the bliss of solitude"; where the soul
seeks it as a perpetual and necessary refresh- '
ment to the sources of activity and intuition;

®
7 A. S. Byatt, "The Lyric Structure of Tennyson's

Maud, " editor, The Major Victorian Poets: Reconsiderations
(London: Routledge & Kegan Paul, 1969), pp. 69-77, p. 77.

' /

i3

°
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) where all other sacred”ideas of our nature, the
N idea of good, the idea of perfection, the idea , i
o of truth, are habitually contemplated through ) ‘
o * the medium of this predominant mood, so that
e - Ty they assume its colour and are subject to its
. ¢ 7 peculiar 1l3ws--there is little danger that the - ‘
~ . ruling passion of the whole mind will cease to
N T L - direct its creative operations, or the energetic °,
v o -, principle of love for the beautiful sink, even . o
. . ) for abrief period, to the level of a mere notion } ‘

- < in the upderst@nding.s8

(Byaft suggests that what Hallam is recommending here is not

¥ ©

examination of the cognitive process "but direct sensual res-~

i

ponse to exterior objects as a means to relate one's energy to

thevexﬁériﬁr worl® and thus releaée it," and that "Maud, aes-

2 i

i S ;hegicgily and morally;'is Tennyéoﬂ's exploration of the states )
% ; " of mind to ané from lhis ideal."59 . ‘ ‘ ‘ h »
) Tq;{poem is;unifi;d,’and”tﬁe ;ction advanced, by changeé .
/ . in.images'thch réoccur in the successive moods of the hero,

/ : o
and examination of this process will, it is hoped, reveal some
o ' - . oo ‘

{ *  of the "distinctive éxcellencies“ wﬁich Arthur Hallam claimed

[
A Sk TR 1 e AT Ly B e - e
13

.
. ™
i

[ R . N
for Tennyson!s first published lyrics (1831) qa@@dﬂiich are also
;, - " /pdmirably demonstrated in Maud written ‘twenty-four years later. x )
o LA M °
. f B - .
- These "excellencies" include, as Hallam says,
P2 - ' )

'

- s
TR o -
-

; . y
v ‘?.' 58 i . : \

% « Memoir 1, p. 409, quoted by Byatt, pp. 78-79.

5.0 59 Byatt, p. 79. . . - . \
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. .- . his luxurious imagination, and at the same
. . . time his control over it . . . his power of em~
Y - bodying himself in ideal character, or rather
. moods of character, with such extreme accuracy
C e IR of adjustment, that the circumstances of the
A narration seem to have a natural correspondehcé
e g wi'th the predominant feeling, and, as it were,
_+ to be evolved from it by assimilative force . . .
. . - his vivid picturesque’ delineation of objects, ang
, - ‘ (jf’ , the peculiar skill with which he holds them all
fused, %o borrow a metaphor from science . . . in
the mediunt of strong emotion . . . the variety of
his lyrical measures and exquisite modulation of
' harmohious words and cadences to the swell and
fall of the feelings expressed.®0

v

i
e

P
)

e
i
«
.
-~
1

i e T A &

. N v Pd
5 . , N “
§ T .
: o » 1S
v ' , M . ’
. > 60 Arthur Henry Hallam, " The Lyrical Poems of Tennyson, "
‘ . - Hill, p. 549. ) .
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\ CHAPTER III . . :
. . . ‘

IMAGISTIC CHANGES AS DRAMATIC MOVEMENT . \_

e Sl 8

Observation of the imagistic progression?’ggj;h illus-

LT wemes o e W
-

trate the dramatic movement of Maud reveals that the most

«

effective images are madé éo function'simultaneously'fn two -
levels, the hero's recollgction or intérpretation of events
which forms the narrative, and his £eflections on universal
themes, which provide a po ful undercurrent. One.must remem-

. ber, of coursée, that the héro's conception of such concerns is -
always coloured by his state of mind and his particular situ-

ation which, as previously noted, is Tennyson's main theme

A «

in the poem. ‘ .

The hero's reactions to the narrative\events‘he des- ‘

. _ {
cribes fall into eight distinct phases as his mood changes.

At first he is obsessed with the idea of death permeating life
. - &4

»

itself, and he finds death and violence in everything he sees.

* In the first poem he describes a natural scene near his home

;g if it were the mouth of a predatory beast still dripping

- o

blood after the kill:

I hate the dreadful hollow behind the little wood;
Its lips in the field above are dabbled with )
. blood~-red heath; '
The red-ribb'd ledges drip with a silent horror
of blood . . . i :
: (1. I.1-3)

4
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To every guestion his disturbed mind asks in this place, Echo
gives the same ansQé&, "Death," for this:was the “scene of "the
horrendous event which had caused his mind to be so disturbed,
the violent death of his ?aéﬁer. He now believés that even

the wind at this dreadful moment in his young life had sounded

- .
like a "broken worldling" (1. I. 1l1). He fancies that the

wocdlands had, at that moment, been “ruin'd" in sympathy with

the finéncial ruin which had qkiven his father to suicide, and

a<' .

their "flying gold" recalls the‘family fortune which had been

lost (1. I. 12). The commercial enterprises of the nation,

which others call "the blessings of‘Peaée" {1.-T. 2%), he sees

as “the lust of gain in the spirit of Cain"--a mu;ggzzﬁns\\

~—
L. - —~— .

avarice.

~ * A \
A mood which fluctuates between rising hope and renewed

-

despair follows Méuaﬂs appearaijg/it\the Hall (1. v-X}), and

. * )

fé%ms.the second phase. In poém V, he sees Maud's "exguisite
face" and hears her "beautiful voice" singing a patriotig
ballad and, as a result, he now begins to think of death in
termé of chivalry and, "Honor thét cannot die" (1. V. 176).
The sky in .this poem is "sunny", but ;p the néxt, this more

)

hopeful mood has been lost again, and the bright sun has

dimmed:
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Morning arises stormy and pale, v
No sun, but a wannish.glare
In fold upon fold of hueless cloud;
And the budded peaks of the wood, are bow'd
, » Caught and cuff'd by the gale: . \

(1. VI. 189-93)

Wistfully, he refers to the budding hope of the previous day:

I had fancied it would be fair
(1. VI. 194y

His mood swings towards hope again when he actually meets

‘Maud and he now feels that:

. . . . a delicate spark \
i Of glowing and growing light
R \\3 Thro' the livelong hours of the dark

Kept itself warm in the heart of my dreams, r
Ready to burst in a color’'d flame; .
0 s (L. VI. 104-08)

But his dreams are shattered again next morning when "In a

cloud, it faded, and seems but an ashen-grey delight" (1. VI.

5
—

146-48) .
3 .

Maud's glance and pretty blush in church sends his

hopes soaring yet again: !

A

/ .
And once,” but once, she lifted her eyes,
And suddenly, sﬁéetly, strangely blush'd
. To find they,were met by my own;

And suddenly, sweetly, my heart beat stronger
And thicker .

(1. VIII. 304-08)
the next\poem he
SR : |
sees her riding with her brotherrpnd another man, and his

Then once again his hopes are dashed, fof.im

’

[

' despair returns: ' i

e e et e e 4@&-,:&@&.4«}»:-«.0»&» -
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-+ Dbrother's attitude:

/ .
Thexre were two at her side

Something flashed in the sun ,
Down by the hill I saw them ride, 3
In a moment they were gone;

P .
Like a sudden spark ' /

-Struck vainly in the night.
Then returns the dark
With no more hope of light.
: , (1. IX. 321-29)

:

The fluctdating hope and despair of the second phase evolves

into a third mood in which he is still morbid but ab{e éq
assess his situation: ‘ ‘

) . .
0 let the solid ground-

Not fall beneath my feet

Before m$ 1ife has found

What .some have found so sweet!

Then let come what come may,

What matter if I go mad,

.. .1 shall have_-had my day.

- - - (1. XI. 397-403)

He now recognizes that-he may be over-reacting to Maud's
, -, ‘

.

_ Scorn'd, to be scorn‘d by one that I scorn,
L . Is that a'matter to make me fret?
~ That a calamity hard t{o be borne?
Well, he may live to .hate me yet o
" Fool that I ar to be vex'd by his pride!
(1..XIII. 444-48)

He chides himself for hisg anger:
Peace, angry spirit and let him be.
Has not his sister smiled on me?
- (1. XIII. 486-87)

. 4
1 )

This phase ends with his realization that he should try to
pull Himselfitogetﬁer for Maud's sake, if, as he hopes, .'she

loves him:. . -

oSt ot 1 % afa et o e e e e -
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’

But if I be dear to someone else,

Then I should be to myself more dear ,

Shall I not take care of all jthat I think, )
Yea, even of wretched meat 3hd drink 3 [

If I be dear,

If I be dear to someone else.
(1. XV. 530-55)

The fourth phase is one of calm delight, méde possible 3

, _ .
by his assurance of loving and being loved by Maud (l. XVII-

4XXI). In'the beautiful love poém, "I have led her home"

(1. iVIII), he is now "no more so all forlorn" (1. XIII. 629).
In the "stormy gulf” of life, he has found Maud, a "pearl"
which he feel; will be the "countercharm" of all that has
trpubledlhim.sb profoundly (1. XVIII. 640-41). He now finds
life~"sweettiénd sees beauty in the landscape once more. Death

is no longéR terrifying, for he now believes that, if need be, .
- !

he would willingly die for Maud's sake: .
. \i

>

- . . . and would die . i
To save from some slight shame one simple girl? -
Would die, for sullen-seeming Death may give
More life to love than is or ever was ‘

In our low life where yet 't is sweet to livek’
' ~ (1. XVIII. 642-46) \

This phase ends, however, with the firm resolve to put awa

thoughts of death, and live a responsible life: !

b2

*Not die, but live a lifé of truest breath
And: teach true life to/fight with mortal wrongs
(1. XVIII. 651-52)

A small note of foreboding does manage to creep in again in

»



the final stanza as he sees a rose from Maud's 'garden floating

in the stream and imagines it to bé "lost in trouble," but his
\ ,

3

optimism returns in the next phase.

In Poem XXII which forms the 'next phase, a mood of
breathless expectation of joy prevails as he waits for his
beloved in her garden. The scene and mood are brilliantly

recreated in the imagery, and also in variations in metre which

suggest now a dé;ce rhythm:

“““““ ™,
Come into the garden Maud,
For the black bat,

5 &

night, has flown, ' ’
Come into the garden Maud,
s ’ I am here at the gate alone;
\ (L. XXII. 849-52)

and now the breathless excitement of.an ardent, impatient lover:

. ‘ Y\I
She is coming, my dove, my dear,

She is coming, my life, my fate.

The red rose cries, "She is near, she is near";

And the white rose weeps, "She is late";

¥ |

- ‘ The ‘larkspur listens, "I hear, T hear"; R
j>' And the lily whispers, "I wait."
' ‘ (1. XXTI. 910-15) *
‘ \ The hero's killing of Maud's brother precipitates the
| é%ext phase (2. I-IV). Now, "a million horrible bellowing 1
LD ' '
( ! %%choes“ of his first mood reassail him and he is also horrified )
. | )
|
I
.

But with the insight gaiﬁed by painful ex- .

Frience and the mem%ry of Maud's love, he is able to realize )

|

that it is possible for man, though frail, to withstand life's @
buffeting, as the tiny shell on the Breton shore had withstood

' the "cataract seas."

3 i
|

/
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In the seventh phase (2. V.), 'he is mad and believes

he is dead. He is now, himself, in a state resembling the

"living death" which dominated his thoughts before Maud came.
His mad ravings, however, include.all the things which had
disturbed him before; thoughts of the "wretchedest age since

"

time began," unworthy YChurchmen," arrogant lords, treacherous
statesmen, unscrupulous physicians, gossips, the "grey ola
wolf" (Maud's father), and the @erchants who cheat the poor.
The eighth and final phase depicts his belief that he
himself has "awaked, as it seems to a b;tter mind” (3. 56),
and the evils which were destroying t;e moral fibre of the
nation will soon be swept aside alsc, for "the heart of a
people now beats with but one desire" (3. 49’, a desire, he

is convinced, for justice and the righting of wrongs. Feeling

that his period of madness is behind him, he says that "many

}
I

- a darkness into the -light shall leap," an image reminiscent

of Persepﬁone's return from Hades, and his own return from
madness to sanity (3. 46). The "heart" of the people Qill now
"beat Qith but one desirel (3. 49) even tﬁough, paradoxically;
there is war, and war means that "many a light shall darken, ‘
and many shall weep" (ql 43). The dreadful hollow, with }£s

"lips dabbled with blood-red heath" of the first .phase, an

image which seemed like the gatés of hell, has now become the

@
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“deathful—grinning mouths of the fortress," aﬁ iﬁage which at
first also seems hellish. But the "lips dabbled with blood-
red heath" have now become the.mouth of the Baltic fortress,
which "flames" with the “bIood-;éd blossom of war-with a héart
of fire" (3. 52-53), an image whichlcombines blood, a heart no

ylonger stony, but "molten," and the red rose, and perhaps

symbolizes the rose of Chivalry and the war against evil,

]
v

allied with én Apocalyptic cleansing fire, as the heroz?esumes
his journey of experience towards his fate and "the doom
assigned."”
; - : . ’ ,
The idea of symbolic death and rebirth, decay and re-
newal, pervades the'wholé work, and I suggest that it carries
with it all the traditional gssociations of t;e scapegoat or
égqrificial victim as a vessel of the sins and evils, both
personal and social, whichhmay be expelled by such a, ritual.
A progression océurﬁ from images in ?hichdlife is pefméétéd*’
- with corrupt%on and decay in the form"of various evils, to
Ithe idea that prevails at the end of the poem, that of rebirth °
and renewal after a symbolic sacrificial death, and this, I
believe, is the key go the imagistic texture of Maud. Inter-

. v
- .
‘related patterns of imagery intertwine in a way which is con-

©

sistent with the changes in mood of the hero to achieve the

desired dramatic movement, but at the same time they are
4 .
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carefull]‘ordhestrated to create an undercurrént of traditional ] ;

- »

allusions. .

/ - The hero creates a sort of mythopoeic function for e
Maud, her brother, and himself, by uging the allusory power
of certain image;. They are aptly moéif;ed as the poem pro- .
ceeds, tovsuit the changing mood of the hero, but ét;the samé

- N \ -
time they provide many allusions which subtly suggest mythical

"-and traditional themes of regenération. The hero himself is

- in a state, of hysterical inertia resulting from the horror of

)
o

his father's death. This had followed a financial ruin which

the hero believes was caused by commercial corruption ‘and -

g

cheating, and his horror causes him to see corruption, evil
and violence éverywhere. He creates around the idea of Maud,
a fantasy in which she not‘only becomes the agent of ﬂis own
revival, but also directs his troubled mind\towards a soothing
pool of traditional ideas'of’how the corrupt world might be
v

purified and regeneratedf In.myth and‘?iteéaturecthere is a
weglth of symbols associated with the idea of progreséion from

corruption to restored purity, from death to rebirth, from a-
. * ¢

sinful life to spiritual renewal. Three groups‘*of such sym-

-

‘bols are operative in Maud: images associated witR sacrifice

-

and the scapegoat as a rite of purification of evil in society:

allusions to vegetative regeneration myths such as those of

a
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Adonis and Persephone; ang a'pattern of imagery that 1links Maud —
. - . ,
with the archetypal anima figure as mediator or spiritydal guide,

and these will now be copsidered. Changes in stones, vegeta-"

tion and blood, in alchfemical tradition meant spiritual re-

newal also. In Maud theke are groups of images of stones,
\ _— )

)

' . 1
animals and blood, and flowers and gardens, which undergo pro-

(] 13 K [} S 3 3 L3
gressive changes 'or acquire symbolic signifjicance as the poem
' ! L)

.procéeds, and these will be-the‘focus of the following chaptef.

’ .
. s '
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AN
CHAPTER IV

STRATEGIES FOR RENEWAL ° .

The Scapéqoat and Sacrifice

" * 1

J. E. Cirlot has identified the basis of most cosmo-:
gonies as the "cogmic sacrifice," expressing the%idea that the’
creatiop of forms and matter can take place only by modifying
primordial ene?gx. Suéﬁ a modification,'so far as mg;t primi-

tive and protohistoric peoples are concerned; was seen to exist
(73

. ) . , ‘o 6
in such painful forms as mutilation, struggle, or sacrifice.
/ -
The hero of Maud had felt at the moment of his father's death,

‘

<

that his own "pulses closed their gates with a shock on my heart"
(i. I. 14). This %mage powerfully describes the feeling of |
instant and devastating loss of vital energy at the traumatic
moment, and he moveé’from'éhat experiencg to the feeling that

the whole world is in need of‘fegeneration. His mind creates

the pathetic fallacy of "ruin'd woodlands"G‘2 at the scene'of

hig father's deéth, and the wind echoes his own mantal state

}
when it seems to him to wail like "a broken worldling” (1. I. 11).

n ¢
~ N »

: 6k 5 E. Cirlot, A Dictionary of Symbols (London:
Routledge & Kegan Paul, 1962), p. 65.

. 62 "Ruin" here reflects not merely the decayed leaves
of the autumn woods, but the financial ruip of the hero's
family, and his own "ruin" or loss of innocence.

2

62
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: 1
The principal evil abroad in the world,as he sees it, is a

v

"Mammonite" materialism, which has produced what he ironically

F ¢

calls a "golden age" (1. I. 30), an age of cheats and liars,

in which "The spirit ¢f murder works in the‘very means of life"

(1. H. 40). The hero's father could be seen as the first

sacrificial victim in the poem. But he sacrifices himself to
Mammon, and his death is therefore a gafody of the traditional

ritual of the scapegoat, for it contains no element of redemp-

tion. ,Tﬁe herco's inability to find the energy to free himself
from a state which resembles a living death is projected onto

an image of an\ﬁutwardly peaceful society hiding moral cor-

ruption and socigl:irresponsibilitys .
Peéée sitting under her olive, and slurring the
days gone by,
When the.poor are hovell'd and hustled together,
ot each sex, like swine,
Peace in her vineyard--yes!--but a company forges

5 the wine. S
And the vitriol madness flushes up in the ruffian's
’ - head,
o Till the filthy by-lane rings to the yell of the .

E tra ed wife,
¢ And chalk -and a#um)and plaster are sold to the
poor for bread,
. And the spirit of murder works in the very means
of life.

(e

(1. I. 31-40)

—

Thus the hero's first mood reflects a .state of "living death" -

in himself which is echoed in imagery of a‘society;in which

the only signs of vitality are(death—dealing vioclence and a

]
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L is helpless: "We are puppets”

. rd

p;edato;y'immoral;ty.‘~The natugal world also reflects this
'hoeqias the young man feels that "the whole little wood where

. I sit is a world of plunder and prey"‘fl.'IV. 125). After the

i : : .
,scene of individual inertia and universal corruption has thus:

been dramatically presented the sudden arrival of Maud heralds

a change Sf some sort. The hero's flrst reaction 1! to remem- ‘
\ .

ber-that she was beautiful and beloved lp the happier times

before his father's death but he is now so disturbed that he
’ 1 o
can only react to the new situation with fear and a desire to
’ :

' ®

:/vhide: "I will bury ‘myself in myself" (1. III. 76). He is un- .
‘able to'react normally-t67anything, is in fact already "buried"

in himself. This propensity to see death in everything is now

directed at Maud, as he imagines her cold and deathlike,

icily regular, / Dead

.Jfaultily faultless, splendidly null.

a

~ perfection, no more" .(1. II. 82-83). He feels that mankind

(1. IV, 126). "For the driff

(1. VI. 143),

of the Maker is dark, an Isis hid by the veil"

\and the only possible‘course lies 'in attainingzthe supposed
cold detachment of a Stoic or Eplcurean phllcs°pher, "not to
[

Iv., 121-22, 150#51).

des;re _or admire" (l At this point the .

‘culmlna ion ‘of the Elrst phase, his mind comes back to Maud.
j - 7
o He is Stlll unable to see love as a posxtlve feellng\\and wapts

to.flee from the p0951b111ty of ‘its "cruel madness (1. IV 156)

- Q




/. .
He describes Maud as a "milk-white fawn" and this epithet:per-
fectly conveys the idea of a pampered, luxury-loving creature.

But the image may also allude to-Marvell's poem " The Nymph ¢

Complaining of the Death of Her Faun" and. sfggests a spotless

pure creature like thg traditional sacrificial lamb or goat

. . . .
which is made the bearer of the symbolic load of evils in
.society, and by its death rids the society of them. The faun

(Maud), he says, has?"but fed on the roses and lain in the

N - i ‘

lilies of life" and this introduces QYO important images to the
poem, roses and lilies. Hitherto, redness Pas been associated

with violence in such images as ?he "pblood-red heath" and “red-

.ribb'd ledges" of the place where his father had fallen to his -

death., On the face of it, this progression of redness from its
SAE g -

<
r

bloody‘associations‘to the red of roses has a softening effect

appropriate to the arfival of Maud. But the idea of the sacri-

J RN ! . .o
ficial animal retains thé bloody assdciations, while elevating

the concept of violent death to that of life-giving or atoning

”

(though still violent) death which is implicit in sacrifice.

t . \o
The image functions admirably within the context of Maud itself,
but the Marvellian allusion reinforces the retention of the

bloody associations because in that poem the lips of the faun

IS

'?evin seemed to bleed," and it is a poem of "complaint on the

’

death of the faun." But it has the effect of changing the

\ R [
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association of redness or blood from senseless violence to
. . . <
ritual sacrifice.

o v ‘

. o At this point itvwould be useful to consider some of )
' " the traditional literary strategies connected with the idea of
the scapegoat. Kenneth Burke éives the following summary:

) .
. . . the "scapegoat," the "representative" or,
"vessel" of certain unwanted evils, the sacri- ?
~ ficial animal upon whose back the burden of
- \ these ev115 is ritualistically-loaded . . .

, : This vessel, delegated to the role of sacrifice,

S o must obviously be "worthy" of sacrifice. A few
| basic strategies for making him so may be listed.

1. He may be made worthy legalistically (i.e. by L
3 ' making him an offender against legal or moral .
| N ' justice so tha\ he "deserves” what he gets).
2. We'may make him worthy by leading towards
, sacrifice fatalistically (as when we so point 3
‘ . the arrows of the plot that the audience ..
‘ . . ' comes to think of him as a marked man ‘and o
. \ prepares to relinquish him . . .

3. We'may make him worthy by a subtle kind of
poetic justice, in making him the sacrificial
"vessel too good for this world" hence of the

. highest value, hence the most perfect sacrl- :

' fice {as with the, Christ theme, and its ’
. ; secular variants) ... .63 4
1
|

4

Faced with the seemingly hopeless‘situation:ﬂep;cted_J

4

in the first phase, the hero's imagination begins to construct

a fantasy, with appropriate imagery, which applies éll three o

of the traditional strategies of sacrifice which Burke identi- ' ‘ ‘
. , ) - ' -
fies, to the three main characters of the poem. Maud becomes ! f

©3 Burke, .pp- 39, 40.
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" a sacrificial symbol of the type that is "too good for this ,

‘ . . L
world"; her brother is an "offender against moral justice";
!

'

¥ and the hero himself .will "qualify" in this same catégory as

| Co the killer of the brother, and also in another category iden-

e G A D A RISt S o A Tgmme e

tified by Burke:,

(SR

Perhapd the most normal mode of expiation is ) , .
that of socialization (the "socialization of : ‘
o - o losses") . . . So the patriot may slay for his . .
. country, his act being exonerated by the jus- )
tice of serving his group.®°?
]

The second ‘phase or mood of the hero'immediately involves him

i

-in the idea of sacrificial death for himself. Poem V of Part 1

tells of Maud:

- Singing of menlthat in battle array,
N Ready in heart and ready in hand
: ' March with banner and bugles and fife
To the death, for their native land. . ‘
(1. v. 169-f2)

This poem suggests the idea of dying "for their native land,"
and refers to the éorry state of that laﬁd,'as he sees it, and >

to his own offenses: ] :
(&} ! . R
‘Till I well could weep for a time so sordid and
mean, .
And myself so languid and base.
(1. V. 178-79)

In contrast to his own baseness, he now imagines Maud to have,

~

4 '+ 64 Burke; p. 50.
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the attributes of Christ——"light" and "grace" (l. V. 176), the

|
q

purit§ of ?Je before the Fall, "in the happy morning of Life"
(l.QV.‘igs), and thus makes her worthy of. sacrifice b; her
goodness. The. hero, on‘the narrative level, still scorns he:f
fearing she is "néither courtly nor #ind," but his-mind at thé'
same tiﬁe'is idealizing her, and he feels the igpulse to &

. . . move to the meadows and fall before’
Her feet on the meadow grass, 'and adore, ,
"Not her, who is neither courtly nor klnd
Not her, not her, but a voice.
(1. v. 185~-89)

i

She seems like a goddess, or éhrist, when the hero déscribes

her in these terms:
¢ N ’ s
When I saw the treasured splendor; her hand
Come sliding out of her sacred glove
And the sunlight broke from her lip.
(1. VI. 272-74)

. . The‘§race‘that, bright and light as the crest
Of a peacock, sits on her shining head,
‘ And she knows it not -- O, if she knew it,
o To know her beauty might half undo iﬁ!
I know it the one bright thing to sdve
My yet young life in the world of Time, v
Perhaps from madness, perhaps from crime,
Perhaps from a selfish grave.
' (1. XVII. 552-59)

Ward Hellstrom notes that in Christian symbolism, the peacock

is used to symbolize the many graces which endow the soul with
beauty at the time of baptiém. The power to dispense grace or
> S g . '

salvation belongs to Christ, and Hellstrom quotes evidence

0

supplied by Christopher Ricks to indicate that Tennyson

[4 3
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associated Maud with Christ: ; ‘

. , The following/two lines--382-83--were deleted
from section X of Part one of an earlier version
. by Tennyson: "And Maud, Who when I had languished
- long,/ Reached me a shining hand of help." If’
Christopher Ricks is right, and I think he is,
that "The second MS line will have seemed too
close to In Memoriam lxxxiv 43: 'Would reach us
out the shining hand'" (Ricks, Poems, pp. 1059-
: '60 n.), we may assume that Christ, whose shining
. hand is spoken of in the elegy, was not far from
’ Tennyson's mind when he worked on Maud. 6

By applying imagery traditionally associated with Christ to
Maud,‘the’hero aiso eﬁdowsAher with associations of the pure
sacrifice who will provide grace or atonement for all sins
. aRd evils. v
. Maud's brother is implicated in thé idea of sacrifice
: - when the hero calls him "That oil'd and‘cgrled Assyrian bull" '

(1. IV. 233). This epithet expresses all the scorn the hero

- feels for the brother's opulent philistinism, and he obviously,

liness and materialism that he so abhors. “The bull has figured
i . " - ’
‘frequently in mythology, usually as a symbol of man's animality,

L ) , and in the myth of Theseus, the Minotaur, a bull-like creature,

_— AN

#
b

- is a symbol of man's uncontrollable instinctive forces. In

g

Mithraic ritual, the Persian god Mithras sacrificed a bull as

65 Ward Hellstrom, On_ the Poems of~Tennyson (Gainsville:
University of Florida Press, 1972), pp. 80-8l.

\ - i

B R - S B . e [,

at the narrative level, regards him as the epitome of the world--

P,
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\ And heap'd the whole inherited sin. -

¥ - . 7 .
a symbol of the victory of man's spiritual nature over his 1

" animality, and sacrifice of a bull was also part of the ] L
Dionysiac religious rites, where it signified much the same

thing. In Assyria, according to Frazer, the bull was born of

\ 66 H
the an, and represented the active, masculine principle.

The hero explicitly makes the brother the vessel of all the

sins of the "race' when he says:

On that huge scapegoat of the race,

All, all, upon the brother. : .

) (1. XIII. 484-86)
Of course, in the‘herrative, he is referring to Maud's N

' > ~ L

family as the "race," because he attributes the death of his

father to the fact that he had been cheated by Maud's father,
and the brother, as heir to the family fortune would also in-
herit the father's guilt. But the word "race" is a peculiar

‘ one to use in reference to a small family, and suggests a

v

larger application to society as a whole. ; -
In this same passage, the hero absolves Maud from any o |

sin by reason of an imagined "virgin" birth, that disassociates

her from "the grey:-old wolf,"” her father, and makes her "only

the child of her mother.” ’

66"'Sir James Frazer, O0.M., The Golden Bough, One Volume

Edition, abridged (New York: The Macmillan Co., l941), p. 34. |




Her mother has been a thing complete,
However she came to be so allied. °
And fair without, faithful within,

Maud to him is nothing akin.

\ Some peculia¥ mystic grace s
" Made her only the child of her mother.

\c (1. XIII. 478-82).

Qn&e again, in his imagination, Maud has attributes of Christ,
A 1 . P . « - P

' -
and both she and her brother have acquired sacrificial asso-~

¢

ciétions. .
In addition to these fantasies, one gets the strong
¢ feeliﬂé that, while on the surface ﬁhe respe;tive roles of the
three characters are clearly delineated, in the sub-stream of
the hero's fantasy, they ﬁeem to represent aspects of himself,
B and this is consiste;t with his habit of projecting himself og
to evérything he sees.; Maud seems to symbolize his idealism

and spirituality, as well as his warm human love {qualities :

. which are symbolized by the 1lily and‘roée in the poem), and

T the brgther all the characteristics associated with the bull

in mythology. Perhaps then, it is not too fanciful to suggest

—-

that the division of the hero's self represents.a sort of
§g agmos, the tearing apart of the sacrlflc;al body which is

an lmage found in the myths of Os;rls, Orpheus and Pentheus.

’

There are several iﬁages which are applied to both Maud andr h

.
r

o » ‘ . ’ 4

r

67 Northrop Frye; Anatomy of Criticism (Princeton: ;
Princeton University Press, 1957), ‘n. 148.

/
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her brother, but with positive associations for Maud, and

negative ones for her brothef’. The following éxamples will

illustrate this point: -
“'The colours red and white are used in connection with

Maud in the rose and lily symbols, and blushing or paleness,

i

and while the brother is said to have a "broad-blown comeli-
ness, red and white," "broad-blown" suggests over-ripeness or

unseemly extravagance.

<

Maud's feet are like "sunny gems on an English green"

and she herself is a "pearl," a "jewel." Her brother has a

»

"barbarous opulence, jewel-thick."

Maud's presence has made the hero's life "a perfumed

altar-flame" but the brother's "essences turn the live air

Y
sick."
i

Maud's glance has had the effect of making his heart

)

"beat stronger, and thicker" while the brother's}%tony British
stare" has "Gorgonized him froQ head to foot."

Northrop Frye, in his -study of demonic imagery in

!

literature, has found that

In the sinister human world the individual pole
is the tyrant leader, inscrutable, ruthless . . ,
. The other pole is represented by the pharmakos or
- sacrificed victim who has to be killed to &treng-
then the others. In.the most condéntrated form
of the demonic-parody, the two become the samg.68

68 1pia.
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‘It is notable that, ## the moment of the brother's
death, 'the hero immediately\imagines Maud to be dead also:

Then glided out of the joyous woéd
The ghostly Wraith of one that I knew.
. (2. II. 31-32) ¢

T

o
]
N -

A wraitlf is an apparition in a person's exact likeness which

portends his imminent death. Tennysoh later added the lines,

"She is butldead, and the time is at hand / When thou shalf

N
3

—more than die" to the edition of 1856, in answer to criticism
that the fact of Maud's death had not been made clear in the
poem. Perhaps in thg first version Tennyson was so preoccupied
with this syﬁbolic Aeath of Maud £hat Hé’féiled to realizebthat
his meaning might be obscure to many readers. The hero himself
immediately afterwards leaveé Britain, a natural developmente{n
the narrative, when hé has just killed a man in,a'duél.)’But in
ancient Rome, -and in'éther tradi}ions, it was deemed necessary

<

to drive the scapegoat beyond the boundaries, so that he might
{

cérry his sorrowful bﬁrden away to other lands.69 Once in
Brittany, the hero himself dies a symbo;ic death and imagines
himself buried:

Dead, 1bng dead,

- Long dead!
And my heart is a handful of dust,

69 ‘ S e

¢

Frazer, p. 578. - ‘ '
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This interpretation, 'if accuratef

multiple

74

.

And the wheels go. over my head,

And my bones are shaken with pain,

For into a shallow grave they are thrust.
(2. V. 239-44)

An interesting interpretation of the nature of the
brother is offered by Paul Turner. He says that A. H. Layard,
the archeologist, had discovered a statue of a great winged

Assyrian bull in Sep‘embe:\ig?o, and sent it to the British

.

Punch cartoonists (5 March-1855) used the Assyrian .
Bull to represent both Layard himself, and thsﬁpritish Bull, resur-

rected by Layard, when buried beneath the weight of official

‘incompetence (26 March 1855)., For, as Turner says:

. . . Layard was an energetic MP., who had gone
to the Black 'Sea at the moment war was declared,
witnessed the battle of Alma from a battleship,
returned to England with evidenck of the appall-

“ing conditions faced by the army before Sebasto-

pol, and then worked hard to improve them. The
brother thus acquires in contrast with the
speaker, an aura of a man who goes out and does
something for the herces at the front, and his
"British stare" (l.xiii. 465) suggests that he .
is really at heart, that estimable, if limited,
character, John Bull. '

associations in one image. The brother as John Bull,
would represent perhaps a more active, forceful self, or even

the hero's nostalgic view of an ideal Englishman who, after the

i

70 Turner, p%. 145-46.

N ‘ v
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illustrates how Tennyson uses
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imagined sacrificial death could be reborn and replace the meén

characters he feels himself, and all his countrymen, to be. He

had earlier wished: .
Ah God, for a man with heart, head, hand .

Like some of the simple great ones gone
For ever and ever by, ‘ '
One still 'strong man in a blatant land,
Whatever they call him--what care I?
Aristocrat, democrat, autograt--one °
Who can rule and dare not lie!

And ah, for a man to arise in me

That the man I am may cease to be!

(1. XII. -389-97)

Regeneration Myths

The idéa of the symbolic death of a scapegoat and the:
.rebirth of a purer self .and a finer sdciety which clearly
possesses the hero's mind, produées a}compleﬂentary.cluster of
images which alfgde to regeneration myths. Frazer finds that
the fables connected with Dionysus, and Deﬁeter and Persephone

in Greece, Aphrodite and Adonis in.Syria, and Isis and Osiris

in Egypt for example, all attempted to explain the decay and

; . 71
revival of vegetation in these early agricultural societies.

‘Robert W. Hill, in a note to Tennyson'é Demeter and Persephone,

S

©

reminds\us that

71 Frazer, p. 393. o . .
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From boyhood Tennyson had shown interest in this
myth, and indeed his earliest poem in /sig¢/ his
"Translation from Claudian's 'Proserpine’.” At
the request from his son for a poem about Demeter,
he said, "I will write it, but when I write an
antique like-this I must put it into a frame -
something modern about it. It is no use giving 22
a mere rechauffé of ald legends"(MemOLr II, 364).

}

Tennyson‘later quoted the final passages of his Demeter and
A .

Persephone (1889) as an example of the “ﬁrame."U The myth was

assaciated in Greek religion with the idea of human regeneration
\ £y

2

and the hope of immortality, afid Tennyson makes the same asso-

?

» ciation, when, 'in the concluding passages of the poem, he applies

-

.
the pagan myth to the religious aspirations of his own age.

There are geveral ‘images in Maud which are strikingly similar’

2

to those used later in Demeter and Persephone, and which there~

fore suggest that the same sort of ideas were operative in both
poems. The excited lover says of Maud:

: C e : .

. . . her feet have touch'd the‘meadows |,

v " and left the daisies rosy. T
Sl . (1. XIv;434-35)

N . ’ ©
A similar passage in the later poem, referrlng ‘to, Perséphone’'s -

. -
Y

return from Hades, and consequent revival of the world, sdys: -

<

S¢ in this piéasant.vale we stand again,

.The field of Enna, now once more ablaze

"With flowers that brighten as thy footstep falls..
(34-36) . .

1

I

72 Bil1, p. 476, n. 3.
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And again in Maud, we find:

Bl

In the “"Come into the garden Maud" poém, the hero exc¢laims

ecstatically:

.She is coming, my own, my sweet;
Were it ever -so airy a tread,
My hedrt would hear her and beat,
Were it earth in an earthy bed;
My dust would hear her and beat,
Had I lain for a century dead,
Would start and tremble under her feet,
And blossom in purple and red.

.~ {1. XXII. 915- 22)

L5

In Demeter and Persephone we' find a similar passage:

For see, thy foot has touch'd it; all the space '
Of black earth - baldness clothes itself -afresh,
And breaks into the crocus-purple hour
That saw thee vanish.

(48-51)

»

From the meadows your walks have left so sweet
That whenever a March-wind sighs

He sets the jewel print of your feet 2

In violets blue as your eyes.

(1. XXII. 886-90)

a

In the passage preceding the one in which the hero imagines his:

ashes coming to life as Maud passes over them, there is an

' image of a "passion flower" at the gate of Maud's garden, from

)

which, he'imagines, "has fallen.a splendid tear," while he
waits for Maud 6; ﬁha fateful night bef§re k@e duel.’ The
passi?n-flower is the anemone pulsillata, and is the epblem Sf;
Adonis, the flower into which hg}was, according to the legerid,

metamorphoseé% (In Christian tradition the'anemohé*is .

i b .

NG
o

TP~V Y
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_|; N v associated with Easter, the time of 1t§ blooming in Syria,.
' — . " ) o 1

N . \ '
hente the name "Passion" flower.) Adonis or Tammuz, was tra- i

N ;(é ditionally moyrned in the lamentation—for\?Tamﬁuz, yearly
. “ : P ' i N ? . . . , ‘
| 2 . wounded." Spenser‘s Adonls, follow1ng thé\?rphlc tradition, is ‘
\ & ) :

the eternally renewed mortal parent of generated belngs, as

4. . -, -

: . 173
¢$ b fwgell a§ being himself the”type“of.transient mortality.
Frazer says that - . 8 ) = i ) o S

t
1

N ) _— Under the name of Osiris, Tammuz, Adonis, and .
’ 'Attis, the peoples of Egypt and, Western Asia
o . represented the yearly decay and revival of
R, vegetable life, which they personified as the
~X;) ’ god who annually died and rqse again from the'
) dead R ) . : Yy

»

f .. .
} \‘ B - This passibn flower at the gate of Maud's garden-has been men-
{ ‘ ) o

i

~
e

tidned before, in the poem "Maud has a gardeq/of roses" (1. XIV).

e . s ’
. N Y
P N " a s

3 - In this context, a llon “ramps at the top" of the gate, and he . 4
wo ro ) A’ N S ¢ . ¢ - R ‘

| is "clasﬁt by a passﬁFn~flower"“(495—96). Maud's garden in .

o~

both these poems is a typically English one, with roses, lilies,

i
‘w . . - o
- .

- acacia, pimpernel, and larkspur blooming {(all red, white, or

o,
v

-
B

blug flowersh and it ma§ be seen as a me%aphor for England it-

P 3y ot
)

self, especiaily as ik has a hera}dfc lion at its gate. 1In ., ‘

. ! i '
poem XIV, the hero tells hgw Maud "walks in her state" and

a ‘ E)
, . lo

& ~
¢ .

. L 73 Edmund .Spenser,, "The Garden of Adonis," The Faerle o
'Queene, B6ok III, Canto vi. I .

. . 74 Frazer, P. 324.
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a "tends upon bed and bower." This suggests that he is lmaglnlng

a pro ess of renewal at work in the. garden of England, through

*

the tyﬁe of agency that Adonis or Persephone represent in- the
" myths for, _as-we have noted,, 'Tennyson 'employed the Greek reli- |
g‘ioes‘ assoc.‘iations‘ of human regeneretioh and spiritual renewal
when u"sing vthem. The image of the 'fsplend‘iidv tear" fallingg\\ from
" the passion flewerl at the gate admirably expresses the igea of
revival also in. the‘,notion that .this metal or stSne s'tatue or

bas-relief on the gate is weeping-~for Tammuz. i

3 ]

The ‘hero's mind is cZ\Learly filled with thoughts of

‘ \

death when he imagines Maud:’ .

- v . _ B - ’ .

like a gloripus ghost, to glide, ' . .
Like a beam of the seventh heaven, down to

T P my side, .

.
N * . “
s .

s v « - -

(1‘%«1&7 4 0'8-09\2 "w .

l:.nes ‘there are echoes of Dante's Beatrlce,@nd :m the

A

a
. fmal lings of th:.s poem, he agaln :l.magn.nes Maud's death when Y

A

' . ‘he says he:

Yoo

shudder d.and thought lJ.ke a .fool of the

sleep of,death oo T

’ (1. xxv 523:26) L
"The comblna ion of a rampant llon and Ogiris' emblem

- in }the passion flower image strongly suggest.s‘ﬂthat/ in his mind

")\v

. Maud's imagined death is linked with the idea of the r igth °’

;
.
;

.

« 3
e

P

i
'/'<r»r\_.~

“

oy,

-

i T S RS Wi o N e

~

N

L .



‘. / N
° \

of a strong and noble Britdin. | . : .
‘.\
The action of the narrative of Maud takes.place between .

the Spring of one year and ﬁhe following one, as the image of

the "shining daffodil dead, and Orion Jlow in his grave," which

“, ,
-

occurs both at the beginning and end of the poemn, éhows7 The
%

reference to Mars in Part 3 'has always been interpreted, I be-
lieve, 'only by its connotations of Mars as the god of war,lgkh

- 1
of course, on the narrative level this is valid. Spring has

. -

)
1 s

come arophd once more after the hero's peridd of madness and
" he imagines Maud appearing to him as if she: L" '
\ | .
Seem'd to divide in a dream from a band of the blest,
And spoke of a hope for the world in the coming wars--
"And in that hope, dear soul, let trouble have rest,
, Knowing I tarry for' thee," and pointed to Mars '
s he glowed like a ruddy shield on the lion's breast.

* This of coursé refers to Mars as the god of war being now in

the constellation of the.lion, a symbol for Britain, for Britain

is on the verge of a war with Rudsia. But is not the hero
1 ]

AN .
- - N - ¢ .

- imagining Maud to be urging him to sa¢rifice himself:in that. - .-

*war:; and ‘could not that sacrifice be interpreted in his fantasy' e .

4 "
k + \

ancient Rome! to Mars as both Mammurius Veturius, "the old Mars"

D [

as being akin to the sagrifice of a scapegoat each-Spring in’

and also "Mars Sylvanus," the god of vegetation? Frazer men-
- . R ° . 5

. . Fa
ti s this tradi
sczgegbé; in

on @ an example of the use of the humah

: - : "3

sicalvqiiiquity,‘ana explains. that: . . v

Y . . s 1 .

-

, .
.

e e
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o ) . Every year on ‘the fourteenth of March a man clad
in skins was led in proce551on through the streets o
° of Rome, beaten with 1ong rods and driven out of
the city. He was called Mammurius Veturius, that
is, "the old Mars,” and . . . mist have repre-
‘sented the Mars of the past year, who was driven
out at "the beginning of a new one. Now Mars was
orlglnally not a god»of war but of vegetation . . .
it was to Mars that the Arval brothers, whose
business it was to sacrifice for the growth of
/ . crops, addressed their petitions . . . However . . . ,
' the representative-of the god seems to have been.
tréted not only as a deity of vegetatlon but also
as a scapegoat. His expulsion implies this; for
there is no reason why the god of vegetation, as
C such, should be expelled the city. But it is
otherwise if he is also a scapegoat; it thén be- . o
' comes necessary to drive him beyond the boun-
. .daries, that he may carry his sorrowful burden
‘ away to other lands. And, in fact, Mammurius
Veturius appears to have been driven awag to the ' RS
land of the Oscans, the enemies of Rome. ’

i
fi

. If considered in this light, the herc's decision to go off to -
. . \ -
fight in the Crimean-War would at least take on another dimer-. '
" .

$ion. The mere fact of the time of the decision being Spring

. is éz}haps friﬁsy evidence for éuch'an interpreta%}on, but - the
time span of the pbem is preciiely a.cycle of one year,,andathe
hero's propen51ty for a%lusion to other traéltlons of rltual >
sacrifice and*myths of. regeneration in hls fanta51es would sug-~ ‘ o
gest that such an anterpretaﬁlon is acceptable along with thg
 obvicﬁs ones. S . , s S - -,

[ .
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Maud as an Anima Figure. .

A

— .

. s .
Lionel Stevenson has suggested tha} the "high-born :

maiden" who appears in so many of Tennyson's poems, conforms
with Jung's archetypal image of the gg;mg.76 Ciyde de L.

yals, noting the many different characteristics of these
maidehs, from the weary, isolated figures such as Mq;iana and
the Lady of Shalott, through the matter;of—fact Elaine of the
Idvlls, to the strong, often cruel, héuéhty {adies'like piliaﬁ,
M&deline, Eleanore, and Kate, conéludes that the different
’ 14

. . 77
ladies are but "different states of the poet's mind.” Many

.

variations .of an anima figure may be found in literature, and

she often appears as a guide, or mediator, to the world within
. . —

or the Self. Some such examples are the goddess Isis when she

appeared in a dream to Apuleius, the author of The Golden Aég,

,Ehe'"eternal feminine" in Goethe's Faust, and Dante's Beatrice
in the Paradis‘o.78 Jung maintains that in the Medieval knightly

‘cult of the Lady, the lady to whose sgrvice the kiight pledgeé ‘

,himself was' also a personification of the anima. Later,

A‘NW

G

Lionel Stevenson, "'The High-Born Maiden Syvbol‘ in
Tennyson," PMLA, LXIII (March, 1948), pp. 234-44.

7 clyde de L. Ryals, "The Fatal Woman Symbol in -
Tennyson, "’ PMLA, LXXIV (1959), pp. 438-41.

78 Carl G. Jung Jand M. L. von Frang, ,eds., Man and His’
Symbols (Lo&?on: Aldus Books Ltd., 1964), pp. 182-83.
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N\
however, tﬁé\sublime aspect of the.anima became fused with the .

v

figure of the Virgin, who then became the object of the bound-

79 N
less devotion and praise.

[y

In a Medieval text, an anima figure explains her own

4
nature as follows: ,

I am the flower of the field and the lily of the
\ valleys. I am th® mother of fair love and of
' fear and of knowledge and of holy hope . . . I
# am the mediator of the elements, making one to-
‘ agree with another; that which is warm 1 make
cold and the reverse, and that which is dry I -
make moist and the reverse, and that which is
hard I.soften . . . I am the law in the priest
and the word in the prophet and the counsel in-
the wise. I will kilk and I will make to Rive
. and there is nofe that can deliver out of my ,
s hang.80 ' ! \ ’ '
o . . ‘ )

\\ : As the poem proceeds, the her§ transforms his percgpfion of
Maud from. the girl of his ‘childhood memories to a being at

the end of the drama .who strongly resembles the anima of this

Medieval definition. During the activémmental process which
. is the dramatic action of Maud, the her® begins by endowing

Maud with characteristics of other "fatal women" in Tennyson's

\, - “y . i 3 f; ‘ ‘&A
poems : . . . ,
\ 79 Jung and von Franz, p. 187..
1 A ’ P !
80 . )
Ibid., p. 186. . A
\ ‘ ‘ - Q |
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Cold and clear-cut face, why come you so .cruelly
meek,
. . Passionless, pale, cold face, star-sweet
on a gloom profound;
| Womanlike, taking revenge tEP deep for a transxent
L ‘wrong
Done but 1n thought to your beauty, and ever as
pale as before. . . .
(1. IIT. 88-93)

-

Later, he lmaglnes her'51nglng a song of Chivalry, as if she
were his Lady and he her "courtly lover," ready 'to die for her:

Maud with her exquisite face,
And wild voice pealing up to the sunny . sky,

- And feet like sunny gems on an English green,
Maud in the light of her youth and her grace,
Singing of Death,’ and of HonQr that cannot die,

(1. v. 173-79)

At times he accords her the same sort of reverence, and speaks

" of her in terms traditionally reserved for the Virgin:

: When I saw the treasured splendor, her hand,
Come sliding out of her sacred glove, .
: And the sunlight broke from'her lip.
' , (1 VI. 273-75)

Some peculierxmystic grace
» Made her only the child of her mother.
(1. XIII. 482-83)

Only in the beautiful love peem,'"I have led her heme"

(1. XVIII), when the hero is most'sane and self-possesseé,

does %gud\seem eo be a real flesh-and-blood, beloved woman.
In his firet thoughtsw Maud is a "bad dream" who "“may

. bring me a curse" ‘(1. I. 72).. He next compares her to that

epitome of the "fatal woman," Cleopatra, and imagines that she

1
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means to “ensnare"” him (1. VI. 212-19). Immediately after he

¢ a

kills her brother, he imagines.her as a "Wraith" which stays

with him throughout/ his period of madness, haunting and terri-

by

" fying him: - . AN

r..3
She is standing here at my head,

Not beautiful now, not even kind.
! ‘ (2. V. 303-04) «
., ! 0
He rec‘gnizes that this manifestation is a figment\of his own
\ ’ ]

rnind when he says:. | . { K;
A shadow flits before me ) T ’
“ Not thou, but like to thee. v

. (2. IV. 151-52),

¢ . » . It leads me forth at evening
When all my spirit reels
* At the shouts, the leagues -of li@ht
And the roaring of the wheels.
(2. IV. 157-62)

She is, now "That abiding phantom cold!" (2. IV. l9§), the "blot
upon the brainf/ that will show itielf without" (2. IW, 301-02).“
At the end of the poem, he imagines her "divide from a bané of
thé blest! as she "sp;ke of a hope for the worid in the coming

wars" (3. 10-11). She is now, it seems, a counselling, prophe-

tic anima, the spirituwal mediator, instructing him, and giving

‘

him a message &f hope of spfritual,regeneration for himself,

and a "hope for the world."

~ B
‘

All these characterizations of Maud could be seen as

»

reflections: of the hero's feelings about himself, ‘or aspects

l?,
1 - '
*

4 .

[
J .
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of his psyche, which as Jung says, is a function of thé'arche-

4

¢+ typal anima figure in human history. s

JThe ending of Maud could be‘séen'as a resumption by the

hero, at the prompting of his anima, of his Bildungsroman in
search of ‘spiritual development. There is a parallel in Faust

where, after "the death of Gretchen, Part II begins with Faust's

sleep of self-purgation, which resembles the period of madness

which the hero of Maud underfoes. Faust awakens to a world

which becomes, ein Parodies (1l. 4679-94) and M. H. Abrams says
i . ( IS

that: . . . R ) @
, This ;piritual'rebirth, however, is correlative
_with the reviving life of nature in the spring,

from which Faust arises as a secular new Adam, v,

to resume his unwitting pilgrimage toward a
- redemption in this.life, His goal symiolized in
the final lines of the dr4ma as a female figure--
"Das Ewig-Weibliche/ Zeit uns hinan”--is an
- infinite beyond attainment so that his triumph
' consists maxnlz in the experience of sustaining
. the desire which never relaxes into the stasxs of
T a finite satisfaction.8l

by the end of the poem, the hero seems to have resolved;his\con-
S L
fusions and terrors through the agency of Maud, at least to the

extent that he is able to resume his life with all the respon-
. 82
sibilities of. the situation in Which he finds himself, for,

s
- a

1

81 M. H. Abrams, .‘Naturhl Sggernatura;ism- Tradition and
‘Revolution in Romantic Literature (Ney York: W. W. Norton & Co.

Inc.,‘l97l), pp. 244-45 .

i - 82 Tennyson wrote that the perlod of lnsanlty having

ce

‘

passed, the speaker is left "sane but shattéred" (Memoir I, p. 405)
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And myself have awaked, as it seems, to a ' {
. better mind, v ‘

It is better to fight for the good.than to
rail at the ill; .
I havé %elt with my native land, I am ome with
my kind,
I embrace the purpose of God, and the doom
assign'd. , .
(3. 56-59)
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BLOOD, STONES, AND VEGETATION IMAGES: ALCHEMY
¢\ : ' : M

John Killham has pbintéa out that ". . . it is the main
characteristic ;f Tennysoﬁ's arf in Maud that several images
de&elop simultaﬁeously and sﬁow occasional interdependence."
Killham takes three grougs of such imagés, those relating to

animals, stones, and flowers, to illustrate this contention,

_ while another critic, A.’S. Byatt; in a similar investigation,

substitutes imagery relating to the flow of blood in the body

for Killham's animal, imagery. Byatt maintains:
There are various related groups of ideas, which
grow out of each other. The contrast between
- . red and white, rose and lily, passion and purity
) is related to imagery of blood in the body through
things like Maud's blush or paleness, the roses_
which were "not roses but.blood,” "the red life
spilt."” The imagery of the movement of blood is
related to various images of growth and the smooth
flow Of natural processes. There is imagery of
the growth of light and darkness, and of the
. growth of plants through the seasons of the year,’
: .7 both connected with the idea of uninterrupted flow
e of energy which, as I 'suggested egﬁlier, the flow
of blood is -the basic symbdl for. )

-

-

W% have already considered how imagery of growfh and decay -may

3 .

<

83 Killham, p. 230. , e L -
84 pyatt, pp. 83-84. ‘ . .
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allude to regeneration mytbs.' The way in whicp Tennyson alter-
nates imagery of the flow of blooa in the body with antithetical
igages of petrifaction or lack of vital energy, such as thése
| .

of gtones,’bones, and dust, creétes a’similar'pattern of decay
‘and fresh growth. These patterns may be observeé’in images of.
a blasted landscape which chanée tb budding trees, green-grass,
and blooming flowers; stone and dust images which change éo
images of jewels, and all these changes are cgrr;lated with
the ‘changing feelings of the hero. s

At ﬁhe beginning of the poem, the hero thinks of‘blood,
not as é symbol of vital energy buﬁ in images of violent death
and destruction. These ima%es als0'perﬁeate the landscape, as
he remembers the "dreadful hollow" whose lips are "dabbled
with blo?d—red heath" and whose "red-ribbed ledges drip with a
silent horror of blood" (1. I. 1-2). The representatibes»of u
mankind in this phasg are the predatory "old man," Maud's

father, who had left. the hero's family " flaccid and drain'd™

while he himself, vampire-like, "dropt off gorged™ from the

* financial scheme which ruined them (1. I. 20), the druggist

" who pestles poison behind symbolically crimson lights (1. I..

37), and the "Mammonite" mother who "kills her babe for a burial
[ 4

fee" (1. I. 45). The rock which fell with the hero's father .

>~

when he fell to his~death, and presumably "mangled, flattened,

’

. .
'y

T
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and crush'd, and dinted /hifi/ into the ground" (1. I. 7-8),

’ ) : " lies still at the scene. This stone seems to have almost an

o

animate malevolence, as if it were lying in waif for f@e hero-
to send him to a sigilar fate, and it probably also in his
mind symbolizes a fallen wordd. At thié‘moﬁént too, his own

' heart, whicﬁ should have been pulsating with warm blo9d, seéms
to him to have become congealed and drained of its vital
energy, as his ". . . pulses cClosed their ga%és,wi%h a ghock
on m?}héart" (i. I. 15).

y After the hero meets Maud, he seems to see the land- .o

* ¢
¢

scape as glowigg with the rich 'beauty of precious stones:

A million emeralds break from the ruby-budded lime
In the little grove where I sit.
(1. 1IV. lOl 02)

; o The silent thphire-spangl;d marriage ring of
" LA the land.

s : : (L. IV. 107)

: . In the gréat central love poem "I have led her home" (l. XVIII),
‘ ”, the day is "golden" and: - ,

< ’ r ]

. - A livelier emerald twinkles in the grass,
A purer sapphire melts into the sea,
(1. XVIII. 649~50)

o -

.
A

This is reminiscent of Apocalyptic symbolism, in which the New

o .
. R o

P T

-k

VoL . Jerusalem, which descends” from "a new heaven" to a "new earth,”
is described as a glo@ing masgs’ of gold and precious stones o

B B
- N &
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*
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(Revelation 21).. - -~
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Maud herself seems like.a" lifeless stoﬁe statue at LT
. i :
first as he describes her "cold and clear-cut face" (1.’ III.

88). But when the béro starts to love her, her %eet‘a;e.ﬁlike‘

o

sihny gems on an English green." She is ". . . like a precious

! ¢

stone / Set in ﬁhe carven g%oom" of her room (1. XIV. 497-98),

BT PIAL SURC S e TSR SRS e e

e i
i) q "

In poem XVIII he feels the regenerative power most strongly: -

And never yet so warmly ran my blood , C &
And sweetly on and on - . ' ‘ L

Calming itself to the long wish'd for end, . S
Full to the banks, close on the promised "good.

(1. XVIII. 601-04) '

.

Maud is now a "pearl," a precious stone traditionally asso-
. LT - '
ciated with.salvation, and he calls her the "countercharm" of “ [

all. that has troubled him (1. XVIII. 641-43).

- 2 [ [
] N .

The poignant verses Wsée what a’levely shell,” which

occur while the hero is brooding on his situation, now that he
has killed Maud's 'brother, give us an image of a stonelike sub-

3
¢ - X

,\ o 0. °

stance which embodies both the Erailty of a tiny creature and <
- .t . g
the "force to w1thstand year upon year, the shock of cataract mal
- , ‘ ‘ . .
seas” .(2: II. 49 77) . According to Tennyson, "The qgfll, up~ - - -

destroyed amid the storﬁ]perhaps symbgdizes to him his own

h -~ 85 1
first highest nature preserved amid the storms of passion.? N ¥

. o R . v v

. D
- . 1
t

With the wisdom galned “by hls palnful experlence, perhaps he ‘r\\ oL

. ! ° !
- ' “ v N it
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‘85 mi11, p. 239, n. 7. - . R
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perfectly fashionéd for all that its life.wilyl present, and the

*

.
g i
f N ’
. : . J
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now‘feelé that there is no need to make his heart "qi.a stone™
- ) ‘ ‘
as he had thought at the éeginnﬁng of the poem, in order -to

withstand the “cataract éea§" of the hostile world/ around him.

]

There is the suggestion that\the creature Whicﬂ had lived in
this tiny shell, which is a "miracle of design" (2. II. 56)," is

\

. . ki
Creatdér of this tiny creature has.also provided the hero himself

—
.

with the means to survive the horrors of his present situation. «

Much of the imagery cqnnecteh with yaud is drawn from

%

her "gardens", the estate of the Hall, which consists of

several areas. The first mention of Maud's garden is the "high

,Hall-garden" of Poem XII which is said to be full of birds

: siﬁbing Maud's name, and it is not made clear whether this is

the same as the rose garden which plays such an important role
in the poem. Then there is a woodland'area which the hero

calls "our wood," and this is a different wood from his own

.
¢

*dark wood" which surrounds his house (i. XII. 416—22). Maud's
wood is the place where thé iovers meet, and here there are

"myriads" of "woodland lili?S" which seem to symbolize their
N

~

pure love or the "graceJ(wh{ch Maud's presence brings to it

and which is lacking in his own "dark wood." This "little

wood" has "hollows" or "valleys" which the hero later refers

to as "the valleys of Paradise" (1. XXII. 893). There is also:
] .

-



p—

‘lawn" (1. XIV. 489-90). . . .

" it is here that the fatal meeting which leads to the duel takes ' %

a daigy-studded meadow where the hero hears Maud singing her /)

~

song of Chivalry under a cedar tree (1. v. 162-63), and’

finally "Maud has a garden of roses / And’lilies fair on the

a

- '

(s

The rose garden is first mentioned when the hero sees. .

Maud tendimg her flowers and begins to .think of her as -a re-

. |

generative power.- However, in Poem XXII, the rese garden is :
. . . ° - ‘\

1

the scene of the confrontation between the hero and Maud's

brother and this casts a shadow on the imagery of Maud's purity
' i

and radiance. It is entirely approprjate that both divine and ‘

demonic elements should be in the rose garden at this time, for °
place. QT@e brother has been called a Sultan: " The Sultan as we o
name him" (1. XX. 790) .and in.another poem the hero had talked
of a Sultan!s garden as being "a garden of spice' (l.%V. 143).

. . .
Now, in this poem, }he hero says that "the woodbine ;pices are
wafted abroad / And the musk of the rose is»blownJ (1. XXII.

854—55), suggesting that the heavy perfume which is associated

with the brother now pervades the garden and gives it the k '

atmosphé;e of the forbidden garden of an Arabian Nights Sultan.

IS =

The metre of this poem sometimes has a breathless qual}ty
which, together with the use of the flower imagery in the’

man?er of Persian erotic boetry (in which flowers are identified

o arn e aph ees s
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,with the beloved), suggests that the hero“s passion iilbécoming

out of control. . ? »

-~

" The two most important flowers in Maud's garden are the
~ .
lily and ﬁpe rose. Several critics have speculated on the sSym- '

bolic meéning in Maud, and I quote from two of tﬁém, E. D. RH.
©

Johnson and Ward Hellstrom. ///“\\ ‘ o

Johnson sees‘the rose and the lily as the emotional *

- I y v

%
poles between which the tension develops, illustrating the_

]
/dramatic intensity of the situation, particularly in the climac-

#

tic poem 1. XXII, "Come into the garden Maud." He sees the rose
as signifying passion, impatience, jealousy, and the lily the
Ppassive qualities of fidelity, resignation, and perhaps fatal-

ism, and he qguotes the references in stanza 10 to the red rose,

"8he is near, she is near," and to the lily, "I wait," to
illustrate the distinction-between them. The rose, Johnson

says, later becomes equated with the very life principle as
L
"the soul of the rose went into My blood" (1. XXII. 882), and

N .
eventually it symbolizes not only the passion of 1ldve, but

(’ [4
also the violence to which the passion had been tending from

thj/?p%Qet: "And I dlmost f they are not roses, but blood"
6 4 .

8
(2/v. 315).

- ¢ -

86 E. p. H. Johnson, -"The Lily and the Rose: Symbolic
Meaning in TennysoP's Maud, " PMLA, 64 (1949): 1222-27.

) \ '
' []




Ward Hellstrom, who suggests that the use Tennyson

. . (
made of these same two symbols in Idylls of the King, throws
»

more light on their symbollc value in Maud, says:
In Balin and Balan, publlshed long after Maud '
(1855), Tennyson clarifies the meaning of the
lily and the rose in Idylls of the Xings While
Balin waits in a garden where a walk of roses
is crossed by a walk of lilies, he overhears
Sir Lancelot describe a dream:

. . . st night methought.l saw
That maiden Saint who stands with lily in hand ’
*In yonder shrine. All around her 'prest the dark,

And 2ll the light upon her silver face >
Flowed from the spiritual lily that she held:s ’
(255-59)

Guinevere answers: "'Sweeter to me' she said,
'this garden rose/ Deep-hued and many-folded!"
(264-65). In the Idylls Guinevere rejects the °
“spiritual 1ily" and chooses the rose as she -
chooses the flesh rather than the spirit .
Lancelot also chooses flesh rather than spirit
when he chooses Guinevere, the rose, rather than
Elaine, "the lily maid of Astolat." . . . in The
Idvlls of- the King, at any rate, the lily and
the rose represent quite clearly the spirit and
® ' the flesh.
I suggest that in Maud the lily and the rose
J have a similar, K symbolic value. Though Maud may
represent for the hero a combination of innocence
and passion, she is, as "Queen 1lily and rose in -
one," the combjnation of flesh and spirit. By
identifying Maud with both the rose and the lily,
- Tennyson is insisting on her physical and spiri- .
tual reality, and such insistence is of consider- ~
- able importance. .For to deny either the flesh or
the spirit is to lose the way to spiritual re-

' generation, because the only way to the spirit is
through the flesh, as we. saw in In Memoriam. As .
Carlyle had said in Past and Present, "the Ideal
always has to grow in the Real” (II.iv).8 ¢

[

87 Hellstrom, pp. 77-78.

~ t
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* Johnson and Hellstrom have thus fully explored the general sig-

'nif%canée of the rose and lily symbols in Maud. .But other

flowers bloom in Maud's garden: the passion-flower, the emblem

of Adonis, to which.we have already referred; the blue violets

‘and larkspur, the white acacia and white rose, and the scarlet

pimpernel which, as we have noted, suggest that this red, white
{ ‘ .

and blue garden also represents England, for England itself is
- ]

often spoken of figuratively as a garden.

The imaginary blossoming of the hero's dead heart if
Maﬁd were to tread on his gréve, is in flowers of "purple and

. s

red." This probably refers again to the legend of Adonis and
£he red and purple anemones which are his emblem. 'Acpording to
Ovid, Adonis was metamorphosed into this flower when he was
killed by a boar on Mount Lebanon. Tﬁe anemoneﬁ,in another
version of the’leggnd, is said to have spfung from his blood,
or been stained by it, The ;ed roée also was said to owe its '
hue to this.same sad ocgasion, for Aphrodite, hastening £o her
younded lover, trod on a bush of the white rose, and the cruel
thorns tore ﬁer tender flesh, causing her sacred blood to dye
thg white roses for ever red.88 Purple and red are the colours

of blood, of course, and the hero is also quite simply saying

88 Frazer, p. 336.
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‘that Maud‘ﬂas the power to revive even a heart that has been

dead for a century. : . < ’

Mount Lebaién is referred to in the poem "I have led

her home" (1. XVIII), when the hero imagimes that the cedar

, : : : N
tree in Mayd's garden is "sighing for Lebanon," its former °
. -
home. ro thfﬁks of-Maud's garden also as the garden of
Eden, symbolizing the purity of an unfallen world: . )
To the woody hollows in which we meet : A;

And the valleys of Paradise.
(XXII. 892-93)

He fancies that the ancestors of Maud's Cedar of Lebanon trlee

—~

had provided shade for "the snow-limb'd Eve," and that Maud’
~ ’ - ?
herself "came from" Eve (1. XVIII. 615-26). ‘

.
In contrast to Maud's garden which is rich in colour

and perfume, tﬂe hero-describes'his"own garden as "my own dark

garden ground" (1. III. g%g, wheﬂ? the only flower is the dﬁffo-

dil which is no longé; "shining" but "dead." The daffodil- is

of the genus Narcissus, agflower which is symbolic of self-

love, and golden when bloaming. So this image of thevéfaqr

daffodil is similar to the "fl&ing gold" o% the ”ruin'd’wood—

lands" which expresses‘the hero's sense of his own worthless-

ness at the beginning of the'poem. In the next poem he sees

Maud in her garden, and although he has not yet started to

. love her, he seesjher "pass like a light” and it is at this

//}'
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moment that the seed of the idea of Maud as the agent of his
own salvation is planted in his mind. The image is reminiscent
,of the light of’God which illuminates the New Jerusalem in

Revelation:

. And there shall be no night there; and they need \
no candle, nelther llght,of the sun; for the :
Lord-giveth them light: and they shall relgn for I
) ever and,ever. '

(Revelation. 22:5)
© . Maud's radiance is mentioned several Eimes: she has feet like
"sugny“ géms and d.head "sunnlﬁg over with curls.” Her lover
e . imagines her coming to him ln/the ga;den “"Like a beam‘of the
seventh heaven," and on the night ‘of the Ball he waits for her

to come into her garden "in all her glory '« "Queen Maud in all

L - [
Al < /

“her splendor.”
. ' o ’ ‘
: Beyond. Maud's estate lies the~menacing "blood-red
: .

heath" and the place of horror, the "dreadful hollow behind
" the little wood" of the opening péssage of the poem. This
i . B ) :
: Nj/ passage is -full of powerfully "demonic" imagery’and, according

to Northrop Frye, heath is an archetypal demonic image asso--

i - . 89 o
¢iated with tragic destiny. ' X /
PN ; ‘ \ N . Lt AW
‘. To a post-Freudian reader, this passage is likely to

}\' - ,suggest the female sexual organ. Jonathan Wordsworth suggests,
N . ~ /' -
S : t '
N 89 Frye, p- 149. . s ¢
s -»
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however, that the lines would have shocked Tennyson to the-core

s

! ’
had he seen their now obvious sexual implications. But Words-

woréh makes the ‘sllowinq interesting obigrvation about the
4 ’ L] ’

4
™ ' a
passage: '

P
-

: And yet one does not see the horror of sex to
" which it gives place as belonging, or belonging
s solely, to the author. Though clearly not in-:
tended by him as part of the monomaniac nartra-
tor's motivation, it fits very well. On this
. level one understands the intensity of the
o hatred because one, sees that in tMe narrator's
‘ ' - fantasy, sex - the act of giving him life -
has bppught about his father's death .20

There is one more pattern of imagery in the poem which

should be considered because it refers to. a, tradition of ¢

spiritual transformation: that of the alchemical opus.- Admit-

tedly the allusions are more subtly hinted at and less dis-
. ’ ' ] .

tinct, thodgh, like the others, th%y appeaf always to funétién

]

-

. effeqgtively and appropriately gn the more obvious levels.of

»

the poem. however, they do not seem so obscure that their

demonstration would appear particularly grduous.

The "science" of alchemy had fallenh into disuse long

-

befére Tennyson's time, and I am not aware of any direct proof

* ‘that he was familiar with the ideas behind the alchemical

3

‘. 90 Jonathan Wordswbrth,}"'What isy it that hés,been

done?': The Central Problem of Maud, " Esséys in Criticism, .
vol. 24 (1974), pp. 356-62; 358. '

4 ' M
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practiceéz It would seem very likely that he was, however, ' ,
for he had read widely and he was keenly interested in both

A
L

nmystical experience and écientifiq'knowiedge.
Carl G. Jun’, the Swiss psychologist, studied old , A

alchemical texts for many years, and after his death over two

hundred books, and mqnuséripts on the subject were catalogued

in ﬁis libréry.gl Thig library included European texts from

the sixteenth, seventeenth, and eighteenthcenturies.92

Jung's findings were later published in one of his key works, *

. -3 o3 < .
Psvchology and Alchemy (1944), and a summary of the main

ideas from.#fis aspect of Jung's research, in Aniela Jaffé's *

'From The Life and Works of C. G. Jung, provides a convenient R

: ) 94 ’
reference for our present 'purpose. ) *

o

-

ol Aniela Jaffé, From the Life and Works of C. G. Jung,
R. F. ¢. Hull, translator (New York: Harper and Kow, 1968).

92

The most importan% of thes€ were: The works of | e
Paracelsus (l6th Century); Paracelsus' pupil, Gerard Dorn's’
Theatrum Chemicum, and Mysterium Coniunctionis (1602);

Sendovigius' ‘Musaeum Hermeticum (Frankfort, 1678); The Book of
Krates (9th Century); a treatise by Abtala Jurain (Hamburg,
1732); and the anonymous Rosarium Philosophorum (Frankfort,
1550). See Aniela Jaffé, pp. 46-77.

<o 93

'
[% N

-

Carl G. Jung, Collected Works, Vol. 12, R.F.C. Hull,
translator (Princeton: Princeton University Press, 1950).

9% Jagfe, pp. 4W, 47.




The alchemical texts revealed to Jung that the al-
' v oy : .
chemical opus could not be regarded as a purely chemical

procedure: +

-

. . R .
b Although, as Jung says, the adept's preoccupation
with matter may be regarded as a "serious effort
‘ to elicit the secrets of chemical transformation,
it was at the same time--and often in overwhelm-
~ing degree--the reflection of a parallel psychic
“process" (Psychology and Alchemy, par.40). . .-.
In the alchemical symbolism, the stages'and
imagery of an inner process of transformation .
. were expressing themselveg in pse ochémical .
language.95 ud\ '

Jung also reminds us that the drama of Faust has its primary

-

sofirces in alchemy, for "Alchemy had long known that the L

mystery o%)transformation applies not only to chemical mater-
. *

- - .1 .96 .
ials but to man as well." The process. of tnansformation of
the hero himself and the "fallen" world*which he sees, "takes

piace in the imagination of the hero, and this process seems

a7

to strongly resemble -the alchemical mysteries as.Jung describes

i

them in the feollowing passage: . -
(J "Seeing with the’eyes, of ﬁhe spirit or the under-
standing" is a phrase used by several authors,
among them Michael Sendovigius (seventeenth cen-
tury) in his treatise "Novum lunem": to cause : -
things hidden in the shadow to appear, and to
.

. 93 Jasfe, p. 57.

+

% ¢. . Jung, "Faust and Alchemy,” in The Symbolic
Life, > G, "Jung, Collected Works, Vol. 18, R. F. C. Hull,
. translator (Princeton: Princeton University Press, 1950).

v
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- / .
take away the shadow from them, this is per-
mitted to the intelligent philosopher ky God
through nature. . . .All these things happen, p
and the eyed of the common man do not see them,
but the eyes o0f the understanding and of the

g; 1mag1natlon/perce1ve them with true and truest
vision." 1In sayings like "aurum nostrum non est
aurum vulgi" (our<gold is not the common gold},
and in the concepts "lapis invisibilatis," "1lapis
philosophorum," "lapis aethereus," "lapis est

.+ ™ spiritus,” and the axiom "tam ethice guam physite"”

(as much ethical--i.e., psychic--as physical), as
well as countless other metaphors in the same
vein, the spiritual side "of alchemy is revealed
in all its clarity.

Among .the alchemists, Jung says, there were some who did not

, ¥
work alone, but sought the gold or the mysterious stone with
L

the help of a female companion, soror mystica. The gold and

N

' 98
the stone signified wholeness. Jung's further explanation
of the alchemical concept of the imaqginatio is of particular

interest in connection with Maud: ,
v

P

So far as the laborant was concerned, one of the

most important concepts in this respect was the

imaginatio, the fantasy activity inseparably con-

nected with the opus. Astonishingly enough, the

alchemist conceived his imaginationes as something

guasi-corporeal, a sort of "subtle bpody" that was
s half spi’ritual.99

97 satfé, pp. 58-59.

9 1pi4., p. 68. -

9 Jaffé, p. 75, from Jung, Psychology in Alchemy, par.
396, where he is gquoting Sendovigius' "De Sulphure" in Musaeum

Hermeticum (Frankfort, 1678), pp. 610 ff.
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Jung explains that by means of the imaginatio the soul is en-

i)

abled to bring about "many things of the utmost profundity out~
100

side the body by imagining them."”

<«
At the beginning of Maud, the hero talks of the "flying

gold" of the woodlgndé, and his own losttgold, the family for-
tﬁne which his father lost, and these could be seen as meégphors
for.the lack of "wholeness" in the alchemical sense, of the
world and the hero himself. When he meets the maiden Maud, he

-
almost immediately starts an imaginative process, which could
be seen as the imaginatio of the laborant in alchemy. His
imagination transforms Maud into a béing strongly resembling
~ the half-spiritual "subtle body" which Jung describes, and this
."subtle body existg alongside the real Maud whom -the hero éomes
to love. A ~

The process of transformation which the hero undergoes

from the beginning of the poem, when he and - the whole world

seem to be in a state of "chaos," to the climax in poem XVIII
qf Part 1, when he has "found a pearl," suggests a parallel

in the alchemical opus which starts in chaos (nigredo—;black—
ness) and culminates in the finding of the laéis philosophorum.

Using Jung as our interpreter of the alchemical process, let us

L

100 saffe, p. 72.
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2] ' R -
now trace the hero's progress and relate it’ to the progressive
B LS .
o o1 . C 7.
stages of the alchemlg?l opus. -
- . M ) .‘ a b \ X
At the beginning of the process, he is in the
massa_ confusa, the chaos or nigredo (blackness).
In this condition, the elements are fighting
each other. ' - '

v N

As we have noted, the opening poem of Maud certainly presents

»a chaotic world, and a hero who is(in a disintegrated and con-

W
-
&

fused state. There is lmagery of "flylng gold" the hero's own

lost gold, the blackness of "the.ghastly éit" and an atmosphere
. . : ’ N . !
) of general conflict:

Is it peace or war? Civil war, as I think, and
" that of a kind -
The viler, as underhand, not Opeﬁﬁy bearing the
sword. i
(L. 1. 27-28)
{

The principal symbol' of the substance that is

transformed during the process is Mercurius.

His portrait in the text agrees in all essen-

tials with the characteristics of the uncon-

scious . . . in the massa confusa@a Mercurius

plays the role of the -prima materia, the trans-

forming substance. He corresponds to the Nous

or Anthropos, sunk {in Physis, .0f Greek Alchemy.

In later days he is also called thg "world soul

in chains,” a "system of -the higher powers in

the lower," etc. This dépicts a dark ("uncon-
'~ scious") condition of the adept.or of a psychic

content. The procedures in the next phase have

the purpose of illuminating the darkness by a

union of the opposing elements.

’Q. ' ° 3

©

”

lOl See (C. G. Jung, "Alchemy and Psyghotlogy," in The
Symbollc Life, pp 75i-53, for all desgriptions of the stages
of the alchemical process which follow.

»

4

.
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Maud arrives on the scene, and the gloom of the hero's first
' T ¢ . -
; . L . tterances is lightened by his reminiscences of herias a child‘&%
. . ' ‘ » ' ’ k|
‘ The imakes of conflict are replaced by Maud's song of Chivalry,
. N N ~
Wh§ff symbolizes a union of war with spiritﬁali%@.‘ - \
.  This leads to the albedo (whitening) which is
‘ - compared to the full moon, conceived as a pure
‘ . body which has been refined by the fire, but ;‘
) which -still lack's a saul. It is considered to
L -, ) be feminine, and is therefore cal}ed spousa
7 - ‘ ' . (bride), silver, or moon.

2

Maud at t¥§s point is called "moon-faced." She fits the
¥ ° ‘
. . o o '
e description of "a pure bddy which has been refined by the fire.

but which still lacQ& a soul," as the hero describes her iq
o

the;e‘tefms; She has a "cold and clear cut face," and is "per-
. ‘.' - . ‘ .
Lo : fectly beautiful," "palé" and: .

i

- - j L ‘ WFaultily‘faqgtless, icfly regular,‘splendidly ndll,
’ Dead perfection, no more"
' (1. 1) .,

Aéhe_has a "passionlgs pa{é, cold face, star:swegt on Ehe

y N N o Yy
e gloom profound."\ In thig phase also, he begins to' think of

- . her as a bride, remembering (or imagining) the betrothal which

’ 5

Maud's father and his own had planned when they were’ children.
? * * - - . .

A ' ,The rhythm of the following pasBage suggests a chemftal'

%

IS

- . reaction: . A ' .

«
* o

"
*
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, . - . and ever as pale as before : -
| Growing and fading, and grow1ng upon me without- ,

: ) <. . " a sound,
L L Luminous, gemllke, ghostllke, deathllke,_half
T B S ) the night.long .
. AR : Grow1ng and fading and growing, till I could ok
. ’ e bear it no more. .

N (1. III. 93-96)

The reddening (rubedo) follows, and a parallel to this stage
_ T * .

)
>

jis to be found in the "rosy" poem (l. XVII) in which the whole

L .. world ‘becomes "fused" in a rosy glow, and "West is East."
- v Go not happy day, ' > A ,
- ' From the shining fields, : /
' Go not, happy day, . . .
Till the maiden yields. ‘ - N
Rosy is the West, '
Rosy is the South,
r~ Roses are her cheeks, ! .
. And{i rose her mouth. ’ ' .
When e happy Yes
( Falters from Wer lips,
> Pass and blush the news
; Over glowing shlps,
.Over blow1ng seas,
‘Over seas at rest, .
Pass' the happy news, .o ) .
Blush it thro' the West; ) ) .
Till the red man dance
By his red cedar-tree, ¢
’ ‘ _Ahd the red man's babe ] : : ™
o Leap, “beyond the sea. , )
N L Blush from West to East, '
from East to West, . T
e West is East, o, ' S
/ B BYush .it thro' the west® o . |
sy is the West, : \ o . -
-~ 'Rosy is the South,
Roses are her cheeks, .
And a rose her mouth. ) ‘
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By means of the coniunctio, the moon is united:
with the sun, the silver with the gold, the
female with the male. The coniunctio produces
the lapis philosophorum, the central symbol of

. ‘ . alchemy. This lapis has innumerable synonyms

. « . /among them/ the rebis or the hermaphro-
ditic Anthropos who is.compared to Christ. ¢/
N

The love pqém 1. XVIII, "I have led her home," may be seen as

the coniunctio state. In this poem the herg\ij/"whole" again,
@ . - ’ ’ . »

and he describes Maud's gatden as if it werg the Garden of Eden

dr the fallen world restored. He has found "a peérl," the

lapis philosophorum. He has_"élimb!d nearer to the stars" out -

}
\

of "TYonely Hell." If, in qlchemigal terms, the -hero's opus is

" ' completed by poem XVIII, one might wonder why he then was :

&«

thrown once more into madness when he imagines he is dead. An

" eighth~century alchemist Morienus Romanus provides a possible

-

answer, ". . . ultimam matationem mors'dira subsequitur."

€

%, . . after the final transformation, however, fearful death
Y .

> ; 102 .
follows." 2 The "thread" of alchemical allusion may be broken

\
off at poem,XVII of Part 1, but the images used in this pattern .

¢

were at the same time being employed in several other patterns,

and they continue multiple associagions in other allusions after

. 1
this point in the poem, as we have seen. - , 8

102 Marienus Romanus, "De transmutatione metallorum,*
Artus_2Buriferae (Basel, 1610), II, p. 14. Quoted by Jung in

The Symbolic Life, p. 750, note 5.

-
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In attempting, as we have done, to unravel the multiple
strands with which each image in Maud is spun, the astonishing

complexity of the work is revealed. The "melodrama" of the
»

surface narrative has an admirable vigour and the beauty of

the lyrics is universally acknowledged. But the real tour de

>

force lies in the brilliant use Tennyson makes of the imagery.
Each image has several strands and these are' embroidered into

the fabric of the poem to create the tapestry of allusion which
‘ ’ » .
1
gives Maud its rich texture. ) '

¢ ‘

Maud undoubtedly has always had-the propensity to arouse
negative responses in some readers. One may be unable to accept

the idea that i}’is possible to find spiritual or moral renewal v

v

in war and can even perhaps feel that Tennyson himself was )

. /
morally at fault for allowing his hero to express such,a view.

Another may believe that the solutions which the hero finds to

his problems ar€ ridiculous and therefore proof of his con-~

tinued madness. Yet anoéher may feel that the social problems

T

articulated by the hero are not a fit subject for poétry or

that they have no éignificance for his own time~-or the reader's

’

L]
* reaction may: include in some measure several of these reser-

vations about thetvalue of the work. ' Cléver parodies such as

W. C. Bennett's Anti-Maud, or the efforts of singeys of senti-

mental Victorian songs who include "Come into the garden Maud"

S
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¢

\

in their repertoire’(separated frxom its context in the “poem
and therefore divested of its real meaning), have also contri-

buted to the frequently held belief that Maud does not merit . : |

a

serious attention. This study shows that I differ from such

views and believe that a sensitive reading can give a fascina~- J

ting insight into Tennyson's virtuosity and at the same time

an appreciatidn’of his sounh,literary background. ) /
r
Valerie Pitt has pointed out that contemporary re-
—— ‘
’ - '
viewers of Tennyson's work often did not realizq that the .
' ' ) 1
)

tradition on which they Bésed their judgments, "the BAugustan

tradition: of mean based on reason," was no longer available to

N . °

the younger poets of 'Tennyson's time, for:

=

»

Sensibility had changed, the language was changing,
the very forms of reason were <o longer those which
would be recognized by the poets of the great era.
The new poet had to creaté2 his owhrdiscipline: to
make and maintain his own tradition.
It is in the making of that tradition that some
of the historical ‘interest of Tennyson's work, lies. '
"' Over nearly sixty years of a wrltlng 1ife he re— ]
mains an experimentalist.' He continually invents
or modifies styles and 'technigues: not for the sake .
-~ of technical achievement, though it is a factor .
in Tennyson's art that he enjoyed'thé actual
\ ' manipulation of words and metres, but principally
to articulate néw ways of -thinking and feeling, to
turn a private intuition into a public phllosophy 103 -

. ’ / ¢
103 Pitt, 254. , : . |
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The modern reader, familiar with "stream of conscicusness"

novels and the freedom of expression in modern drama and

"

poetry, should readily accept Tennyson's technigue in Maud.

o ¢

He can then find in the dramatically presented speculation of
. ~ ¢ ‘ . i
a mind that is typically Victorian, topics of historical and

philosophical interest, while at the '‘same time the unusual

-~ 3

sensibility of the hero will provide a fascinatiné\éﬁaracter

study. Above all, however, the receptive reader will find an}
s ' T (
{ 3 ,
-abundance of fine poetry-. I .
~
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APPENDIX S .-

v

The Divisions of Maud - : : i

Maud consists of 146 lyrics of different metres and ' :
line "lengths. Each lyric has its own time frame. The method
of numbering u$ed by Hill differs from.some editions especiall

' with respect to Part 3. Because the editor has supplied Z4fie
numbering for each part, no reference is made to the stanza
number. For eﬁample, if quoting stanza 3 of poem V in Part 1, .
o it would be referg;d’to thus: (1. V. 180-189), i.e. (Part 1. . oy
» * Poem V. lines 180-89). An outline of Maud's parts, poems and T
stanzas and the line numbering of the parts as found in the
Hill edition follows.

T I

Part 1 (223 lines) Part 2 (342clines)
. Poem Stanzas ' Poem - Stanzas. :
<, I 1-19 o 1 1- 2 '
’ ' 11 : . 1I 1- 9~
IIT 11T ’
: v 1-10 - v 1-13
: v . 1-3 v . 1-11
VI .1-10 ‘ o
VII 1-' 4 o .
‘ VITI Part 3 ( 59 lines)
, IX -
i X 1- 6 " Poem ! S;anzas
‘s X1 1- 3 > /17 1- 5° : =
XII 1- 7 ‘ .
: LA c XIII 1- 4 . .
¢ - X1V 1- 4 ) .
: o ‘ .
‘ Xvi 1- 3 - ¢ » . .
. XVII | \
! ‘ XKVIII 1- 8~ ’ .
XIX - 1-10 o ' i
x| 1- 4 o
X1 ‘ |
v XXII - 1-11 . ' |
, ‘ . o .
é;: 3 . ‘ h <‘
¥ . .
o > oo |
‘ 111 o o
. o
- ) I - 4“
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Abrams,

Altick,

Basler,

Burke,

3\
\ Cirlot,

‘h
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\

\
3

Frazer,

Buckley, Jerome Hamilton.

Byatt, A. §. "{The Lyric St

~Eliot,*\T. S.
L 1932.
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