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 PREFACE

The following work is the outgrowth of A aafx;innr course
in Victorian Poetry which was conducted at the University of Richmdpd
by Dr. Lewis F. Ball, After doing some research in the Victorian
Period, I found that acholars had comparatively neglacl;od the drama of
the nineteenth century. o

Although Alfred Tennyson is not one of the groat dramatiate
of English Literature, I 'feol that a study of his hutbrtc trilogy is worth-
while and beneﬁcial._ Probably we shall never understand éompletyaly
the mystery of his turning to the form of the drama at the age of sixty-
five. We can, however, recognize his growthv and d;valopm'm in this
field of literature and perceive his political fervor and religious opinions
from the trilogy. | ﬁ

The purpose of this work is to present ; study of Tennyson's.

trilogy demonstrating the degree of dramatic déirélbpmen: ‘he achieved..

iii
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1 have also tried to determine the principal differences between the
li"t'erary versions and the acting versions of those plays which were
- produced. I have spoken in some detail éoncerning his drnmaué
style and method and have done a fairly extensive study of 'aourcu._:
1 have been unable to uec‘ure all of the sources listed in Hallam |
Tennyson's A Memoir for gtudy and examination; a few of these
woikl are extremsly rare and are not to be found in this country
It is difficult to know the exact aourée from which'any
one éart of Tennyson's drama came. The majority of the works
whicﬁ were ﬁaed for background material are repatitious in‘éon-
tent, some adding details where others omitted them. In cases
where there have been several possibilities, 1 havei had to use my
own judgment. At all times 1 have tried to be correct and have

tried to give the chief sources for the various points of his dramas,
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INTRODUCTION

Tennyson's historic trilogy endeavors to show the "making
of England, " as his son tells ust

He bestowed infinite trouble on hia dramas, choosing
these three great periods of 'Harold,® 'Becket, ' and
‘Mary, ! so as to complete the line of Shakespeare's
chronicle-plays, which end with the commencement
of the Restoration. '

The trilogy is composed of Harold, Becket, and Queen Mary. Queen
Mary was written during 1874 and 1875 and was published during the
latter part of 1875.3 Harold was written and published in 1876%

Becket wap printed privately in 1879 and was publighed in 1884

lHauam Tennyson, A. Memoir, (New York: The Macmillan’
Company, 1897), vol 2., p. 173,

%ibid,, p. 174, 3-11.

slbld., p- 1760

*1bid., p. 186:

51bid., p. 193.



In Harold is seen the great conflict between Danes, Saxons,
and Normans for supremacy, the awakening of the English people and "
clergy from the slumber into which they for the most part had fallen,
and the forecast of the greatness of the composite race. In Becket is
seen the struggle which continued for many centuries between the

Crown and the Church, Tennyson depicts in Queen Mary the final

downfall of Roman Catholicism in England and the dawning of the new
age in which the freedom of the individual was assorted.b
All of Tennyson's work after 1842 is generally thought to

show strong dramatic tendencies. Ulysses, Love and Duty, Lucretius,

8t. Simeon Stylites, Locksley Hall, The Northern Farmer, and The

Grandmother, different as they are in style, are essentially dramatic

monologues.’! But not even these hints that Tennyson had a creative |
impulse not yet fully satisfied were clear enough to prepare the world‘
for his attempt to conquer another form of art. Van Dyke claims that
England was not willing to see him come out in the seventh decade of
his life in a new character and take the stage as a dramatist. It must

have seemed like a rash attempt to become the rival of his own fame,

b 1bid,, p. 173.

7Heury Van Dyke, The Poetry of Tennyson, (New York:
Charles Schribner's Sons, 1907), p. 191.. '




for the firat feeling of the public at his dramatic endeavor with Queen
Mary was "undiaguised a2stonishment,* and with this some degree of
digpleasure was Minéied.s This was probably due to the publlcl'a lack
of fondness for surprises. It is a known fact that psople uauan'y shrink
from the effort which is required for making new and candid judgmgnts
and £all back on stale and unreasonable comparisons, failing to render
an unbiaged criticism.

Maud had not been undramatic in a certain sense of the word,
but no one secems to hav.e thought of it in connection with the stage. One
of its reviewers spoke of the plot as being so vague and so confused that
a friend of hig had risen from the reading uncertain whether ihe heroine
wag dead or alive. This seems to characterize Ten;yson'b &ramaa
fairly well, The living soul of drama - action -~ is conspicuously absent
from them, and events follow one another with deliberation, appearing vtvo |
comé and go just as Tennyson's mental phases must have come and gmw.9

Mr. Henry Jamees makes a porfect statement of this characteristic:

albida s Ps 192,

9Elisabcth L. Cary, Tennyson: His Homes, His Friends, and
Hia Work, (New York: G. P. Putnam's Sons, 1898), p. 212.




With the poets who are natural chroniclers of move-
ment, the words fall into their places as with gome
throw of the dice, which fortune should always favor.
With Scott and Byron they leap into the verse a piedn
joints /sic/, and shake it with their coming; with
Tennyson they arrive slowly and settle cautiously into
their attitudes, after having well scanned the locality.
In condequence they are generally exquisite, and make
exquisite combinations; but the result is intellectual
poetry and not passionate-— poetry which, if the term
is not too pedantic, one may qualify as static poetry,
Any scene of violence represented by Tennyson ia
always singularly limited and compressed; it {as
reduced to a few slements- refined to a single gtat-
uesque episode. There are, for example, several
descriptions of tournaments and combats in the

1dylls of the King. They are most beautiful, but

they are all curiously delicate, One gets no sense

of the din and shock of battle; one seems to be looking
at a bas relief of two contesting knights in chiselled
silver, on a priceless piece of plate.10

The trilogy was received respectfully, altliough it was
received with digsatisfaction, becauu; it was the work of a famous
man. Van Dyke seems to feel that the public said in a tone of polite
authority that Tennyson's plays were not quite as powerful as Shakes-

peare'é. and not as melodious even as Oenone and the Lotis-Eatera.ll

Most critica agree that despite the dramatic defects of the three plays,

10 Henry James, Views and Reviews, (Boston: The Ball
Publishing Company, 1908), p. 172, 12-34.

1 Van Dyke, op. cit., p. 193.



they show some work of 2 careful study of sources, thoughtful delin-
eation of character, and some amount of finished expréaoion and
versification, What they do lack is life and force.

The historicél plays are the product of Tennyson's pafri-
otism for England and hies wholehearted contempt for Catholicism.lz
He was intensely patriotic, but more than that, he had an almost
religious veneration for England itself, the physical England, the
land and its people.13 This in apparent in the dramas, but Tennyson'e
political interest is not, as in Shakespeare's plays, ‘é‘ﬁi’ckly enperceded
by the dramatic. Tennyson differs from Shakespear‘e. his ideal and
his source of inspiration, in that he would not sacrifice the historic
truth for dramatic effectiveness., Perhaps one reason for this ie the
fact that history was not as closely knitted togethcr‘ 4in Shakeepeare'ai
time ag it was in nineteenth century England. Tennysgn had to handle.
his themesg with greater historical accuracy in order to label them |
“history." Regardless of the reason, Tennyson lost the heights of thi':‘ _

dramatic by being what he conceived historically correct. It is this

12 1bid., p. 195.

13 Stanley J. Kunitz and Howard Haycraft, editors, British
Authors of the Nineteenth Century, (New York: The W. H. Wilson

Company, 1936), p. 612.




fact which accounts for the great abundance of technical dramatic
difficulties in Tennyson's playa.‘u

The characters of the trilogy 'do not become alive and
take the conduct of the play into their own hands, as Falstaff and the

humorous characters of Shakespeare tend to do. In Queen Mary no

single character arrests and dominates the reader's interest, and
| Mary oaly ir.ouaes pity and iiﬁip&thy, wltyhdt‘x‘t‘an'y greater tragic
element. The hero of Harold might be described as being thé Hamleg
type of character, without quite being a Hamlet, moté iz'xtexfénted in
his own impulses and inhibitions than in being the driving force of a
play full of action and incident. Perhaps the most outstanding in
| . interest and the most impressive character is Archbighop Becket in
- the play entitled Becket. | He dominates each acene of importance
from the beginning of ‘;he play, but there I8 gomething missing from
his character, that little something which vwould make him mﬁre
impressive. As thoughtful and accomplished as they are, none of
Tennyson's characters are t\h_e product of his imagination which

dominated and was the most characteristic of his genius.”".vqh.“??.‘f-“f

delineation is not accomplished in the trilogy through the proceas of

14 Van Dyke, op. cit., p. 195.

15 A. W, Ward and A. R. Waller, editors, The Cambridge
History of E__glish Literature, (New York: G. P. Putnam' 8 bone. 1917),
vol. 13, p. 43.




action, but comes by means of description. This fact alone was
enough to cause a considerable amount of adverse criticism from |
most critice of the drama,

The London Times affirmed that Tennyson's Queen Mary

contained more "true fire" than anything since Shakespeare had laid
down his pan._“-’ This estimate was somewhat exaggerated, to say

the least, and the same is inevitably true of the following atafcment

" by George Ellot: “Tennyson's plays run Shakespeare's close, "'17

On the contrary, the trilogy containg very little of what might be
termed fire or force. It is acclaimed that the meru: of the playa

in the theatrs is distinctly less than in the library, andu that they
are primarily dramas for reading and not for acting, This is a
consideration which is a debt of honor to Tennygon, for poeta like
Tennyson just do not make three such mistakes in guccession.

What intensity and power the plays do have makes them sometimes
turbulent, harsh, and incoherent,l8 They would have done more

if they had attempted less, for the reader becomes extremely con-

scioup of their overloading upon reading them for the second time,

16 James, op. cit., p. 166.
17 Van Dyke, op. cit., p. 195.
18 vid., p. 194.



Tennyl'ox;‘l trilogy is considered historical tragedy. This
term utgniﬁe'l'tragedy that concerns not only individualas, but also
political parties and warring classes of nociety. Its object is to trace
the fate of individuale as it affects the iat?g of nations; to exhibit the
conflict of opposing characters not for thomselves alone, but as the
exponents of those great popular forces and movements which play
beneath the surface; to ahow that historical figure- are not mere
nhndowa on the screen of hintory. but human baingn with pagsions
like everyone elle.w Tennyson chose the three periods of action
for his trilogy with the design of touching the most critical points |
of England's lo.hg struggle, and he endeavored to develope the three
plots so as to bring into prominence the vital issues of the ntriie.

The characters of the plays are exhibited as the rapre.ontati§eo of
the different races, classean, and faiths which were contondi‘ng for
m‘x;:oreuuu:y.20 |

| The trilogy was written in an age which had more taste

for higher drama and less passion for melodrama?! Tennyson

19 g, , p. 195,
20 1h14.
21 Frederick Harrison, Tennyson, Ruskin, Mill, and

Other Literary Estimates, {New York: The Macmillan Company,
1902), p. 40.




himself rega'rrded the drama as one of the most humanizing of influ.
ences. He hoped' that some day the State, or the municipalities, ao‘
well as the public schools, would produce great English historical
plays #o that they might form a part of the Englishman's ordinary
educational curriculum2 This may possibly be a rcason why
Tennyson tried to be go accurate in hig historic portrayals. His
intérprétations are generally accepted as being sound and worthy,
This fact can also be attributed to his interest in England and the
development of the freedom which he found m the English
Constitution,23 |

The Memoir tells ds that Teannyson had always taken
the "liveliest interest" in the theatre and that he had written plays.
at the age of fourteen which were "extraordinary for a boy." Ti:is'
work further states that Tennyson knew that he lacked the intimate
knowledge of the mechanical details noceasary for the modern stage,
although he had been a const#nt playgoer during hig early and middle
life. He 18 said to have mused over the characterization of the plays

he saw, and to have criticized the incidents, scenic effects, situations,

22 Tennyson, op. ecit., p. 174.

23 Raymond M, Aldan. Alfred Tennyson, How ToKnow Him,
(Indianopoliaz The Bobbg-Merrill Company, 1917), p.33
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and whguage of the actors, as well as the dramatic structure p£ the
playa.“ It would appesr by this that Tennyson would have directed
his attention away from the drama, for he knew that he was not gifted
dramatically or very much in contact with the contemporary atage,
however much and however criticaliy he had attended the London

theatres.2d Tennyson did take this handicap seriously, as his son

tellg us that
his dramas were written with the intention that
actors should edit them for the atage, keeping
them at the high poetic level; yet he did not alwaye
approve when they omitted those scliloquies and
necessary episodes which reveal the character and,
so to say, the mental action of a pieca; nor did he
speak favorably of some of the modern sensational
curtains. He said that 'The public are often left
poised on the top of a wave, and the wave is not
allowed to break'; that this might be modern
theatrical art, but is essentially opposed to the
canons of true literary dramatic art: and that the
theatric and the dramatic were always being mis-
takon the one for the other.26 '

Collaboration in the ugual manner seems not 0 have occursred to
him. He simply wrote his literary dramas according to lterary

tradition ag he understood it and left the rest to whatever actor or

editor fortune might provide.

24 Teunyson, op. cit., pp. 174-175.

25 Phyllies Hartnoll, The Oxford Companion to the Theatre,
{The Oxford University Press, 1951), p. 7885,

26 Tennyson, op. &it., p..175. 4-16.
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Just ivhy Tennyson turned his attention to the dimna at the
age of gixty-five, knowing his many handicaps, is an unanswerable
question. He had attained great fame ag a consummate master of lyric
and idyllic poetry and was the Poet Laureate of the Crown., What had
he to gain? I peraonally feel that any attempt to present a plausible
explanation would be mere épeculauon. There is one man who has
ventured an answer, Montrose J. Moses. He states that Tennyson
attempted the drama as a result of encouragement ﬁ;om Henry Irving
and Macready, his friends2? Whilo this may be true, th: does not
seem to be eufficlent reason for Tennyason to risk his 1iterar9
reputation.

Had Tennyson been fortunate and had he possessed a
genuine dramatic instinct with an acquaintance with theatrical proce-
dures, he might have créated a 'néw mohl& for the stage and thus ma&e
a name for himgelf in the form of the drama. The nineteenth century
English stage §ffared no gound literary tradition for drama, no proper
models to be followed, Inavtead of creating a new style and technique,

Tennyson fell into the tradition of the closet drama as was written by

27 Montrose J. Moses, Representative British Drama,
Victorian and Modern, (Boston: Little, Brown, and Company, 1919),
p. 341,
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Wordsworth, Coleridge, Byron, and Shelley, a type of drar'xia;*which :
used the Elizabethan }traditionu and modified them by literary ra;hqf
than theatrical considerations. Tennyson paiaed over whatever help
he might have gotten from the work of Sheridan Kx;owlel. Bﬁlwo;-
Lytton, and his friend B;owning. and went directly to Shakespeare's
chronicle plays for his model 28

The cholce of a form which Shakespeare himeself had
abandoned during his course of development, and which had been
extinct from the stage for two hundred and fifty years, may be
regarded as a step in the wrong direction. The most nouceable‘
effect this cholce produéed on Tennyson's trilogy was in the area of
expression. Tennyson attempted to write in a synthetic Elizabethan
compound of kho aixteenth centuff and atandard poetic dictién with

a few modern touches now and thcn.” Howard's speech in Act 1V,

scene iil of Gueen Mary is typical of this characteristic.

Have I not seen the gamokeeper, the groom,
Gardener, and huntsman, in the parson's place,
The parson from his own spire swung out dead,
And ignorance crying in the streets, and all men
Regarding her? I say they have drawn the fire

28 Paull ¥. Baum, Tennyson, Sixty Years After,
{Chapel Hill: The University of North Carolina Press, 1948), p. 214.

29 hid., p. 218.
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On their own heads: yet, Paget, I do hold
The Catholic, if he have the greater right

. Hath been the cruellerx.

Paget Action and re-action,
The miserable sea-saw of our childworild,
Make us despise it at odd hours, my lord.
Heaven help that this re-action not re-act
So that she come to rule us.

Howard . The world's mad.

Perhaps it was a passage similar to this which caused
Henry James to make the following statement regarding Tennyson's
style and verse:

It /his verse/ is poiged and stationary, like a bird
whose wings have borne him high, but the beauty

of whoge movement is less in great etheral sweeps
and circles than in the way he hangs motionless in
the blue air, with only a vague tremor of his piniones.
Even if the ides with Tennyson were more largely
dramatic than it usually {s, the immobility, as we
must call it, of his 3%lu'au would always defeat the
dramatic intention. : S

There is no wonder that Mr. James said that Tennyson's dramas
were the least Tennysonian of all the author's works, and that to
produce them, he had to cease to be himself.3! He further asserted

that had the trilogy been published unsigned, the public would have had
great difficulty in pointing out the author.32

30 yames, op. cit., p. 171, 817,
31 1bid., p. 166.

32 ia, , p. 168,
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Tennyson very frankly faghioned his plays upon the model
‘'of the Shakeubearian histories. He tried to give a gendrkl picture of
the times, to égnoct all of its leading elements and corﬁmemofaté its
salient episodes. Fron this point of view the trilogy becomen a pfo;
gresaive study in the‘devdoﬁm‘ent of Engiand herself; England atrug-~
gling and bleeding in the clutches of the Rbniun’wolf is the h'e‘x"-oipé‘o"f
the trilogy. This fact alone‘oﬁggentp a simlilarity to Shake;pgare. ,

It hap been tuggesfed‘ by Hardin Craig that Richard II, Henry IV (&oth

parte), and Henry V form a tetralogy presenting a progreua_iveiindi
in kiugahip.3.3 Indeed the;e are many similarities between Tennyaon'o
trilogy and Shakeapcare,"a tetralogy. Tennyicn knew hi'a Shakeapeate»
well. Riéhard I and Harold were rightful kings of Englan&x . bot& )
were dethroned and killed by a greater strength and power, Richard
by Bolingbroke and Harold by William. Both plays have the same
irony in that the rightful kings were dethroned, yst good came fromv
each situation. Sir Pierce murdered Richard after Henry 1V asked,
"Have I no friend will rid me of this living fear?' Four knights mur-

dered Becket after Henry Il agsked, "Will no man free me of this

' 33 Hardin Craig, An Interpretation of Shakespeare, (New
York: The Citadel Pross, 194BJ; pp. 124-153.7
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pestilent priest?' In part one of Henry IV there is a rebellion led ﬁy
Hotspur and the Earl of Northumberland against the king; in Queen
- Mary thers is a rebelnon led by 5ir Thomas Wyatt and others against
the queen. The rcbela were put down in both cases. In Henry V the
young king claims the throne of France; in Harold the Norman leader
claims the throne of England-. |
Tennyson presented the same voluminous list of characters
‘a8 Shakegpeare did; he made the division into acts merely arbitrary;
he introduced low comedy interlocuters who talked in archaic proaé;
and whenever his fancy took him, he borrowed idiomns and epithets
from the Shakespearean vocqbuiary‘ The prose scenes are quasi~
humorous and omu!ate tho queer jocoaities of Shakespecare very |
successfully 34 But where Shakespeare took Holinshed and Plutarch
and transferred thom into immortnl verse, adding dramatic strength
and situation, Tennyson only embroidered cunningly the groundwor_k

offered him by his sources, contributing no new material.

34 James, op. cit., p. 189.



CHAPTER ]

QUEEN MARY

¥or the background of Queen M"ary, Tennyson read Collier's

Ecclesiastical Higtory, Fuller's Church History, Burnet's Reformation,

Foxe's Book of Martyrs, Hayward's Edward, Cave's P. X. Y., Hooker,

ﬁeale"a History of the Puritana, Strype's Ecclegiastical Memorials,

Strype's Cranmer, Strype's Parker, Phillip's Pole, Primitive Fathers

No Papiats, Lingard's History of 'Englaud. Church Historians of England,

Zurich Letters, and Original Letters and Corrélpgndcnce of Archbishop

Parker.' in addition to Froude'y Historz of England, Holinghed, and
Camden.35 That Tennyson "worked hard and unceasingly’ during 111874

and 1875 on thio drama {8 not difficult to understand if he re‘ad'thi‘a' 11:&

35 Tennyson, op. cit., p. 176.

14
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of books for his historical information.

The play itself is the story of Mary's fivewear reign.
" There are forty-ive lpco;king parts besides the marshalmen, Citizens,
Pages, Lords, Ofﬁceﬁ. Peasants, Gospellers, Guards, and so forth.
The first act opens with procession of Mary and Elizabeth entering
Aldgate upon which Citizens comment. Scene ii presents Peter Martyr
in Lambeth Palace urging Cranmer 'to flee from the hatrcd of the
Catholics. Scene iii shows Faihevr Bourne preaching at St. Paul's
Cross; he is attacked by a mob that later turns upon some pasaing
Spaniards. The French ambassador, Noailleg, invitas the Earl of _
Devon, Courtemy. to conspire with him against the queen. Scene iv
~ finds Courtenay in a "Room in the Palace" trying to intereat Elizabeth
also in the conspiracy to prevent the "Spanish marriage' of Mary and
Philip. "Mary interrupts them and Courtenay leaves. After Mary exits,
Lord William Howard enters and warne Elizabeth against any political
arrangements with Courtenay; Gardiner interrupts them with a mes-
sage from Mary.' |

The first four scenes are merely historical preliminaries,
the mi.in action not beginning until the {ifth scene, This scene makes

evident that Mary is in love with Philip and that she is determined to
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marry him, Gardiner and Noailles warn her against auch a marriage,
but Simon Renard, the Spanish ambagsador, flatters her into believing
the marr‘iage'iil appropriate. Off stage Mary's council approves of the
union. The second act deals with the suppression of Sir Thomas Wyatt's
conspiracy to remove Mary from the throne. It onds with Mary sending
Howard, Courtenay, and Elizabeth to the Tower and condemning Dudley,
Suffolkb. and Lady Jane Grey to death.

Act 1ll composcs approximétoly a third of the antire play.

This act reporta the marriage, introduces Philip and Cardinal Pole,
shows the English lords accepting Papal domination with varicus reser~
vatipt;o. and ends with the parting of Mary and Philip. There is much
“"historical talk' in this act which is a sericus defect to the drama.
Act IV {8 occupied wholly with the martyrdom of Cranmer. Act V
opens with the final parting of Mary and Philip, after which Philip
instructs Feria, a Count in his attendance, to make overtures to Eliza«~
_ beth. The remainder of the act is used to announce the war with France,
to alloiv Cardinal Pole to tell of his recall to Rome on the charge of her.
esy, and to allow Mary to discover her trece situstion. The final scene
in which Mary reviews herl predicament is very dramatic, and is gener-

ally regarded as a remarkable achievement for Tennyson.
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Tennyaon used Thomas Fuller's Church History3® for the

detans in Queen Mary regarding Sir Thomas Wyatt's rebellion a.nd

Mary 8 aickneu and death. It is 2lso poeaible ;hat much of "I‘ennyaon'u
coucept#on of Cardinal Pole came frdm this work. Probably Tennyson
knew Fuller's Worthies of I:‘.nglamd.37 but' it is doubtful that this work
could have furnighesd any ;nformaition for the drama.

Burnet's Reformation furnished Tennyson with vivid details

of Mary's falee expectation of a child.38 Tennyson also took his cone-
caﬁtion of Gardiner's character from Burnet. Burnet describes Gard-
iner as a man who "was quick of apprchension, had a great prospect

of affaire, and had a close and artificial way of concealing his mind .39
Burnet thought of Mary as & woman of a ""eérict and innocent life;" he
wag sympathetic towards her and blamed her geverity and cruslty on

the dictates of the Pope.%0

é Thomas Fullcr{ 'i‘he Church History of Britizn, {Loadon:
James Nichols, Publisher, 1842), vol. 2, pp. 385-402.

7 Thomas Fuller; The History of the Worthies ngzngm
{London: ¥. C. Rivington, Printer, 1811).

38 Bishop Burnet, History of the Raformation of the Ghurch.
nizngmﬂ (London. J. ¥, Dove, Printer, 1820), vol. 3, pp. 457459

% bid:; p. 502
m(‘ p’ 581.
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| Foxe's Book of Martyrs was a very useful book for Tenny-
son in his preparation of Queon Mary. From this work Tennyson fqok
his éonceptlon'of Craﬁrkxer and some historical dctail for Eligabeth.
| Abéu& one third of Act IV, scens iii, 1s directly from Foxe's description
of Cranmer's renonncement of the signed articles#! Some scholare
havo been incorrect at this point, thinking that Cranmer's final npeechu

| in the play came from James Anthony Froude's History of Euglaml‘a

Upon a atudy of the latter work it becomes very evident that Froude

nséd the Book of Martyrs as his source.
Cranmér'é martyrdom epeech ig recorded by Foxe as

follows:

'Q Father of heaven! O Son of God, Redeemer
of the worldf O Holy Ghoszt, three persone all one
Godl have mercy.on me, most caitiff and miserable
sinner. I have offended both against heaven and
earth, more than my tongue can express. Whither
then may I go, or whither may I flee? To heaven 1
may be ashamed to liit up mine eyes and in earth I
find no place of refuge or succor. To Thee, there-
fore, do I run; to Thee do I humble mysslf, saying,
O Lord, my God, my sins be great, but yet have
mercy upon me for Thy great mercy. The great
mystery that God became man, was not wrought
for little or few offences. Thou didst not give Thy
Son, O Heavenly Father, unto death for amall ging

41 Willlam Byron Forbush, editor. Foxe's Book of Martyra.
{Philadelphia: The John C. Wineton Gompany, 1926), p. 248.

42 James Aunthony Froude, History of England, (London:
John W. Parkez and Son, Publishers, 1860), vol. 6, p. 527.
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only, but for the greatest pins of the world, so that
the sinner roturn to Thee with his whole heart, as 1
do at present, Wherefore, have mercy on me, O God,
whoge property is always to have mercy, bhave mercy
upon me, O lord, for Thy great mmercy. I crave
nothing for my owa merits, but for Thy name's sake,
that it may be hallowed thereby, and for Thy dear Son,
Jesus Christ's sake., And now therefore, O Father of
" Heaven, Hallowed be Thy name,. 43

Tennyson's adaptation follows:

- « O God, Father of Heavent

O Son of God, Redcomer of the World!

O Holy Ghost! proceeding from them both,
Three persons and one God, have mercy on mae,
Moest migerable sinner, wretched man.

I have offended against heaven and earth

More grievously than any tongue ¢an tell.

Then whither ghould I fles for any help?

1 am ashamed to lift ap my eyes to heaven,

And I can find no refuge upon earth.

Shall I despair then % — God forbid! O God,
For thou art merciful, refusing none

That come to thee for succor; unto thee,
Therefore, 1 come; humble mysgelf to thee;
Saying, O Lord God, although my sins be great,
For thy great mercy bave mercy! O God the Son,
Not for slight faults alone, when thou becamast
Man in the flesh, was the great mystery wrought;
© God the Father, not for littie ains

Didst thoun yield up thy Son to human death;.

Byt for the greatest sin that can be sinned,

Yea aven such as mine, incalculabie,
Unpardonable, ~ ~— gin against the light,

The truth of God which I had proven and known.

Thy mercy must be greater than all sin.
Forgive me, Father, for no merit of mine,

But that thy name may be glorified,

43 Forbush, op. cit., p. 248, 5-22.
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And thy most blessed Son's who died for man,
Good people, every man at time of death
- Would fain set forth some saying that may live

After his death and better mankind;

For death gives death's last word a power to live,

And like the gtone-cut spitaph remain

After the vanish'd voice and speak to men.

~ God grant me grace to glorify my God.
Tennyson's adaptation of Cranmer's appeal is almost identical to his
source; the blank verse rendering demanded but few changes. At this
point Tennyson was not behind Shakespeare; he also incorporated into
his work the very letter of his sources. This trait in itaelf is a gort
of commentary on the differences of the two men as dramatists. When
the reader finds in Tennyson's plays a streak of spontaneity and vitality,
it is frequently discovered that the essential language of the original has
been almoast totally transferred by him. On the contrary when Shakes-
peare decided to appropriate passages, hc‘uauany overshadowed them
by the richness and variety of his own lancy.“
Foxe stated that when Elizabeth left Woodatock, she left

the following words scratched with her diamond on a window pane:

Much suspected by me,
Nothing proved can be. Quoth Elizabeth, prioouar'.‘“

Tennyson used this incident in Act III, scene v.

L)

44 Cat"y, _22- E_i-t_... P 2‘9- .

45 gorbush, op. cit., p. 294.
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From Neal's htorz of tho Puritans Tennyson took his
account of Dr. Bourne'o preaching at 5t. Paul's when a riot took
pl&co.“’ This geems to be the only part of Neal's work which Tenny-

son used, but it ig eignificant as it composes scene iif of Act 1.

Tennyson used Strype's Ecclesiastical Memorials for no

particular gcene in his drama. I feel that his main use for this work
was in deriving a general concep‘t of the temper and character of the
poriod.’“ It is not impossible that Strype could have offered some
detail regarding Cardinal Pole and a fow minor characters. From
Strype's Cranmer Tennyson did not use a great amount of information.
This work presents approximately the same view of Cranmer as the
—ofher sources Tennyson used; the one thing this work contributed
beyond ﬁhe other works was showing Cranmer's relationship to his
é.ngciatea?a &rypé't?arker“ also offers no apparent information
for Queen Mary., This work is more concerned with the aae:4££§cc.

of M‘aéy'll reign.

46 -
Deniel Nesl, The History of the Puritang, (London:

Thomas Tegg and Son, Printers, 1837). vol 1, pp. 59460,

47
John Strype, Ecclesiastical Memozials, (Oxford: The

Claundon Press, 1822), vol. 3, pp: 131-146.

A8 John Strype, Memorials of Thomas Cranmer, (Oxford:
The University Press; 1840), vol. 2, pps 549-535.

49 John Strype, 'rhe Life and Acts of Mathew Parker,
(Oxford: The Clarendon Preu. 1821),
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’I.'Quny-on was indebted to Lingard's History of England for
for his characterization of Courtenay and of Noailles. Lingard went into
great detail regarding Courtenay's character and his relationamp with
Mary. 50 He also spoke of Noailles' character and painted him to be
the scheming trouble-maker that Tennyson made him.51 1t 1e interesting
to note that Lingard wae sympathetic with Mary's character, allowing

her cruelty to be the outcome of her religious fanaticism.

The Zurich Letters offered Tennyson no information for
his drama. They pogsibly could have been helpful to a slight extent in

ravesling Poter Martyr's character.52 The Correspondence of Matthew

Parker 33 offered Tennyeon no information which is apparent. Camden's

Annales of Elizabeth5% contributed to Tennyson's conception of Elisabeth,

but the majority of the information this work contained was not within

the bounds of Queen Mary.

50 John Lingard, A Hlatory of Englend, (Paris: Baudry's
European Library, 1840), vol. 4, p. 319.

! Iha., p. 334,

. % Hasatings Rabinoan. The Zurich Lettera, (Cambridge:
The University Preas, 1842).

53 John Bruce, Correspondence of Matthew Parker,
Archbishop of Canterbury, (Cambridgct Thae University Press, 1853).

54 Wiiliam Camden, Aunales of Elizabeth, (London!
Bonjiunin Fisher, Printer, 1625).
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The bulk of Tennyson's informzation came from a work pre-
viously mentioned, Froude's History of England, This work is very
well written and is accurate in p:esenting the historical details of
Mary's reign. Volume six was the principlo volume used.

| The first realization one receives upon reading Queen
_b__d__a_g_z_from the critical point of visw is that the play lacks the "din
and ghock" of life within and without. The second realization is that
the play.laclu the architectural quality needed to be a fine play., There
is no adequate structure to bind together the incidentlx 80 many epi-
‘#sodes are uketchoﬁ that Tennyson ﬁardly could have developed them
all.5% The incidents which Tennyson chou'e to develope are those
which bring out the pathos of Mary's private position, and not those
incidents which would interest the reader or spectator with the march

of public events.56

Tennyson's conception of Mary was much the same as
Froude's, Frodda was very sympathetic with the queen and said that
"few men or women have lived less capable of doing knowingly a wrong

thing,. " 57 The historian Hume had a very different conception of Mary's

55 James, op. cit., p. 191.
56 Cary, op. cit., p. 214,
- 57 Froude, op. cit., p. 527
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.¢haracter which provides an interesting contrast; he sald that ""obstinacy,
bigotry, violence, cruelty, malignity, rovenge, tyranny, every circum-
stance of her character took a tincture from hor bad temper and narrow
understanding, .f58_ The Memoir atates Tennyson's feslings toward Mary
as sympathetic in every mémner:
He held that all allowance ought to bs made for her, when,
her high hopes for tho Church and the kingdom having
been rekindled and quenched, the clouds of youth gathered
again into a gettled gloom. Throughout all history, he
said, there was nothing more mournful than the final
tragedy of this woman who, with her deep longing for
love, found herself hated by her becple, abandoned by
her husband: and harassed in the hour of death by the
restlensness of despalir.
Hip total conception of Mary undoubtedly lowered the dignity of history
for the sake of imagination and sentiment, although all other historical
detzils appear to be firmly gx'c:oumied.""o
Tennyson seems to have thought that his reader would waive
all condemnation for Mary end her bloody reign on the grounds of her
sympathetic character, He does not fail to show how close the queen

came to wrecking England, but he softens the hatred and horror of her

58
David Hume, The History of England, (Philadelphia:
Edward Parker, Publisher, 1821), volL 2, p. 560,

59 Tennyson, op. cit., p. 178, 2432,

0 Cary, op, cit., p. 217

61 1ia.
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with a touch of human pity for her own self-wreck, Something of this
can be seen from her highly pathetic speech in Act V, scene ii, Mary
is sitting on the ground in a halfcrazed state and describes harself as
. A low voice

Lost in a wilderness where none can hear!

A voice of shipwreck on a shoreless sea!

A low voice from the duat and from the grave.
?erhapn this unhappy queen, the victim of he:; own intenge and possion-
ate delusions, has never had such justice done to her as in Tennyson's
Queen Mary,62

The only passage in the play which reaches for the adjec-

tive "fire" used by The London Times is the passionate soliloquy of

Mary in Act III, scene ii, whoen ghe fesls what she supposes to be the

intimations of pregnancy.

He hath awakened, he bath awakened|

He stizs within the darkness!

Oh Philip, hugband! how thy love to mine

Will cling more close, and those blank manners thaw,
That make me shamed and tonguc-tied in my love.
The second Prince of Peace « «

The great unborn defender of the Faith,

Who will avenge me of mine enemies « «

He comes, and my star rises.

The stormy Wyetts and Morthumberlands

And proud ambitions of Elisabeth,

And all her fiercast partisans, are pale

Before my star}

Hin sceptre shall go forth from Ind to Ind!

His sword shall hew the heretic peoples down!

62 Van Dyke, op. cit., p. 207.
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~ His faith shall clothe the world that shall be hias,
 Like universal air and sunshine! Open,
- Ye everlasting gateal The King is herel ~ -
My star, my son!
It is interesting to compare Tennyson's conception of Mary'e pregnancy
with Hilda Prescott's conception of the pregnancy in her recent biography
Mary Tudor. 3 Both conceptions are one and the same, and 1foel that
it is & mark ia Tonnyuon‘a favor not to be contradicted by modern
scholarship, |
The other characters in the play are painted with inferior
colors as compared with Mary, but some of them are definitely well
drawn, or described, for Tennyson's gift lay in ducﬂptionﬁ* Gardiner
declares in Act 1II, scene iv, that Cardinal Pole
has the Plantagenet face,
But not the force made them our mightiest kings.
- Fine eyes ~ « but melancholy, irresolute « -
A fine beard, Bonner, a very full fine beaxrd.
But a weak mouth, and indeterminate~~ha?

Philip {s presentod as a man of sensuality and egothm. a person with

cold and cruel motives. Gardiner i{s a coarse and ferocious man;

Cardinal Pole is a suave, timorous, selfish ecclesiastic. Sir Thomas
Wyatt and Sir Ralph Bagenhall are brave, steadfast, and honest English-

men. Cranmer shows gometimes moments of weakness and faltering,

63 Hilda F. M. Prescott, Mary Tudor, (London: Eyre
and Spottiswoode, Publishers, 1953), pp. 286, 307-310.

64 Baum, op. cit., p. 216.
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but his deep faith, his humble penitance, and his heroic maftyrdom
well t;t.one for hia fauitc..es' The character of Elizabeth is oh§ of the
bgst in the play. she has two or ihree good speeches with whi_éix to |
upbold her p#iz"t; -The reader ia able to perceive courage, coquetry,
and nrlrdgé.hce‘”i}n her rolé.“ Perhaps hor greatest speech cqméﬁ
in Act III. chﬂa vi

Right honest and red-check'd; Robin was violent,

And ghe was crafty- - a sweet violence,

And a sweet craft. I would I were a milkmaid, -

To sing, love, marry, churn, brew, bake, and die,

Then have my simple headstone by the church,

And all things lived and ended honestly.

I could not if I would. I am Harry's daughter.

Gardiner would have my head. They are not sweet,

The violence and the craft that do divide

The world of nature; what is weak must le;

The lion needs but roaz to guard its young;

The lapwing lies, says 'here’ when they are there,

Threaten the child; 'I'll scourge you if you did it:'

What weapon hath the child, save his soft tongue,

To say 'l did not'?and my rod's the block.

I never lay my head on the pillow

But that I think, ‘Wilt thou lie there tomorrow'’

How oft the fallen axe, that never fell,

Hath shock'd me back into the daylight truth :
. That it may fall today! Those damp, black, dead

Nights in the Tower; decd-« with the fear of death

Too dead ev'n for a deathavatch! Toll of ¢ bell,

Stroke of a clock, the scurrying of a rat

Affrighted me, and then delighted me,

For there wasg life« - And there was life in deathe

- Tha little murder'd princes, in a pale light,
Rose hand {n hand, and whisper'd, 'Come awayl’

65Van Dyke, op. cit., p. 207.

66 Andrew Lang, Alfred Tennyson, (New York Dodd,
Mgad, and Company, 1901), p. 175.
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Tennyson said the moat difficult thing for him to do in

6

Quéeni Mary was to give relief to its intense sadness. 7 One instance

of‘bt(xi-' hvhg done this successfully is ‘Euaabeth‘u speech in Act 111,
lcéne v. Sir Henry Bedingfield comes to tell her of the King of
Spain’s desire for her to marry the Prince of Savoy and she says:
| I thank you heartily, sir,
But I am royal, tho' your prisoner,
And God hath blessed or cursed me with a nose~ «
Your boots are from the horses.

Queen Mary was at least dignified in conception‘and of
consistent elevatibn of purpose. Its main difficulties are its lack
of following a more rigid form, 68 The play tends altogether to
oxpansion. whereas a genuine dramatic subject should tend to con-
centration." 9 'Certainly the morbid passions of Mary, the brief
vtntorvnll of her lucid and energetic action, the gloom of her phy-
nical‘décay. and the despair of ‘her moral desolation, tagethe‘r

make ﬁp a picture of some merit, but I feel that it would be ex-

tremely difficult for a sincere and ablesminded critic to praise

Queen Mary as "close" to Shakespeare's genius.

67 Tennyson, op. cit., p. 179.
68. Cary, 'gp_‘ cit., p. 222,

69 James, op. ¢it., p. 183.
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Robért Browning failed to find a fault with Queon Mary.

The following is 8 copy of his letter in which he thanked Tennyson

for sending him a gift copy of the play:

19 WARWICK CRESCENT, W.
June 30th, 1875.

My Dear Tennyson,

I thank you very much for "Queen Mary,"
the gift, and even more for '"Queen Mary, "' the poom:
it is astonishingly fine. Conception, execution, the
whole and the parts, I sce nowhere the shade of a
fault, thank you once again! ‘I am going to bagin it
afresh now. What 2 joy it ia that such a2 poem should
be, and be yours!

All affectionate rogards to Mrs. Tennyson
from

Yourse ever, Robert Browning, 70

It is easily understood why Froude should have compli-

mented Tennyaon's play; they practically wrote Queen Mary together.

The following is an acknowlodgement of hig gift copy:

5 Cnalow Gardens
May 7th, 1875,
My Dear Tennyson, -

I cannot trust myself to say how much I
admire the play., Beyond the immediate effect,
you'll have hit a more fatal blow than a thousand
pamphleteers and controversialists; besides this
you have reclaimed one more section of English His-
tory from the wilderness and given it a form {n which
it will be fixed for ever. No one gince Shakespeare

70 Tennyson, op. cit., p. 181,



32

has dene that, When we were beginning to think that

we were to have no more from you, you have given

us the best of &1l your works., Once more I thank you

for having written this book with all my heart.

Most truly yours, J. A. FroudaJl
In 1875 when Queen Mary was published, Colonel Bate-

man bought an option on the play for its production, though he knew
it would require drastic cutting and reconatruction. Tennyson was
heaitaﬁt‘about handing over his work to the rough surgery which it

wae lilzely to receive from the Colonel's hands.' 2

After the death
of 'Bateman.'l‘annyﬁbn was even less inclined to trust his widow,
Tennyson knew Henry Irving and liked him very much, and he was

therefore more ready to discuss the alterations of Gueen Mary for

the stage with Irving than anyone elae? 3 On October 28, 1876

- Tennyson wrote to Irving:
My dear Mr. Irvine /si¢/,

~ lf Queen Mary is to be acted and if I am to
alter har, I should like as soon ag may be to know
“what the alterations are to be. I have begun other
work and I gahould not like to be interrupted in it
- a few weeks later, when in the heat of it. So let
- me know: :
I send you Mr. Searle's markings and remarks.
I think it's quite worth your while to overlook them,
particularly as he told me that his arrangements

7 Ibid,, p. 180:

72 Laurence Irving, Henry Irving, The Actor and His
World, (New Yu.rk: The Mac millan Company, 1952), p. 265,

73 Ibid,
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for the stage were in his day always a success.

I have altered the beginning of the Gate House
scene-- beginning in the first mention of Wyeth '
there as you wished-- and also some two other pas-
sages to pleage myself. Mind, if Mrs. Bateman
doesn't care to have the play acted, neither do I—-
but if it is to be acted, you must send me my
instructionas. ,

Yours ever,
Alfred Tenny-on."“‘

Mra. Bateman thought she had better persuade the impa-

tient poet to undertake the revisions:
Lyceum Theatre
December 9th, 1876.

Dear Mr. Tennyson,

After reading over Mr. Searle's commentaries
and comparing his suggestions with those formerly
proposed by Mr. Knowles, Mr. Irving, and yourself
last summer, I have thought best to write and ask
if you will undertake the necessary curtailment
yourself, It is always an onerous task to propose
the alteration of beautiful language but the exigencies
of the stage demand the play reduced in length and
that it may not be longer than Hamlet (and it ought
to be half an hour shorter) and not fuller of char-
acters, Hamilet being well known to be the fullest
"'play on the stage." 1 should like to have this
acting copy as soon as posesible as I propose doing
the play at Easter or a little before. You have evi-
dently no confidence of our judgment in the matter
and the conviction so crippled my ideas that uniess
you were to give me instructions to do what I really
thought beat with the certainty that I would respect
your genius too much to do anything that was not
demanded by the working of the stage business, I
could not undertake it. . .

Yours most lincerely"
S. F. Bateman, /2

4 b4, , p. 266.

75 1bid., p. 267.
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This appeal seems to bave irritated Tennyson, but the
letter brought the desired results. Tennyson answered Mre. Bate-
man's letter on December 14th,

Dear Mra. Bateman,

Why do you beat about the bush? If you have
repented of your proposal freely made to me in
~ the epring, would it not be better to gay so at
once ? You know very well that I have always said
one and the same thing, i, e,, 'let me know what
changes you want making in Queen Mary and I
will do my best to make them'.
Let me moreover remind you that the 5th of
December has gone by.
Yours moast aincerel;b
Alfred Tennyson,

Tennyson went to work on the play soon after this and sent the
revised version to Mras, Bateman in time for its production in the
spring? 7

On April 18, 1876 Queen Mary opened at the Lyceum

Theatre in London under Mrs. Bateman's mmgmant.? 8 Kate

Bateman (Mrs, Kate Crowe) played the role of Mary Tudor and
Isabel Bateman played the role of Elisabeth, Henry Irving playéd
the part of Philip, although in the beginning Tennyson had wanted

bim to play the part of Cardinal Pole. It is said that Irving was

76 1bid,
7 mid,

78 1d., p. 706.
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able to create a convineing portrait of the bloodless Philip and pér-
fectly characteriaed his coldly concentrated selfish pa;n:pa:m}a.79 Thﬁ
play won high praise among Tennyaon'n 1nt§llactm.l friends. | Hallam
Tennyson, who took his father to see the play, wrote to his mother:

Bath Hotel

Arlington Street,

Piccadilly,

May 4th, 1876.
My dear mama,

J. H. Butcher and Eleanor and Lionel and the
rest of ug went last night to Queen Mary and enjoyed
it- « Papa was very much pleased with Irving and
‘Mrs. Crows's acting and the play seemed to have
paid and ig to run for the season. .

We had a very merry journey up yesterday and
in the evening I took Fanny and J. H. B. behind the
scenes with paps and Mra. Graville, and the sight
of the actors in undrees amused them. Mrs. Bate-
man gave us a toast of burgundy. Irving told us
that he took one and a half houre to put on his wig
for Phiup- ‘

This morning we went to the Academy. Millais®
picture of '‘Over the Hills' iz a good picture« - much
rushiand in front- « a dark hill- - and a peep into a
far land, After the Academy Irving had a few min-
utes convaersation with papa about Q. M. and I fancy

- papa will go again tonight for the last act. , . 80

Hallam Tennyson's estimate of the play appears to have
been a trifle optinistic, for on June 17th. Mra, Bateman wrote to

'l‘énn#sén:

79 Ibid., p. 273.

80 Ibid,



36

. +» .herewith I beg to encloge cheque for twenty<hree
nights performance of Queen Mary at L,10 per nightw
beginning on the 18th of April and terminating on the
13th of May. . . .Had my purse been like that of
Fortunatue I should have been only too glad to have
kept the play on the boards to the close for the honour
of the taste of British people, the dignity of the stage
and the respect due to the greatest English poet. . . .
And thus the tarm was twenty-three nigihts and not as
1 had hoped, the end of the season. . . .

Thus ended Tennyson's Queen Mary on the English stage«

a run of twenty-three nights and then retired forever. The play was
atagéd in Melbourné. Australia, at the Melbourne Thaa.‘tra‘-lioyai with
a Migse bargon as Mary and had 2 long run. It was later rppréducad
At the Bijou Theatre in the same city and had a second long run.ﬁz

| 1t is difficult to know precisely what alteraiions were made
iﬁ the published edition of Queen Mary for its production on'the stage.
There is no published copy of the original acting edition available; éhe
British Museum Catalogue doed not list such an edition83 All probab-
ility is that Mxrs. Bateman merely took a published edition and made

such changes as were necessary and were recommended by Irving and

Tennyson, striking through what was to be omitted and inserting notes

81 1bid, , p. 247.

82 Hallam Tennyson, editor, The Works of Tennyson, (New
York: The Macmillan Company, 1918), p. 983.

83 J. W, Edwards, editor, The British Museum Cataiogg_q g_g
Printed Books, (Ann Arbor: Edwards Brothers, Inc., 1946), vol, 53.
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containing the additions,

There i an acting edition of Queen Mary available,8% Ly i

is impoasible that Henry Irving played his role from such a mann'aqript.
There are several reasons for such an assertion. Hallam Tdmﬁm
stated in the M thet Tennyson wrote the following conclusion to the
last act for the acting edition of the play in 1876:

| '{Aﬂer Mary's speech ending “Help me hence. *')

{She falls into the arms of Lady Clarence.
Alice. The hand of God hath help'd her hence.
Lady Clarence, Not yet.

(To Elizabeth as she enters. o

Speak, spenk, a word of yours may wake her.
Elizabeth. (kneeling at her sistor's knee) Mary!
Mary. . Mary! Who calls?'tis long since any one

Has called me Mary, she, ,

There in the dark she sits and calls for me,

She that should wesr her atate before the world.

My father's own true wife, Aye, madam., Harkl
‘ For she will call again, ' '
Elizabeth. _ Mary, my sister!
Mary. That's not the voice!

Who {s it steps hetween me and the light?

(Puts her arms around Elizabeth's neck,
I held her in my armo a guileless babe,
And mourn‘'d her orphan doom along with mine,
" The crown! she comes for that! take it and feel it!
1t atings the touch! It is not gold but thorns!
{Mary starts up.
The crown of thorns! Play not with holy things!
(Clasps her hands and knees.
Keep you the faith!, . . yea, Mother, yea, I comel!
(Dies.

84 John M. Kingdom, editor, Queen Mary: Acting Edition,
(New York: Robert M. DeWitt, Publishers, 1875).




38

Lady Clarence. Sho ig dead.
- Elizabeth. (kneeling by the body) Foor sister!
‘ Peace be with the dead,
(Curtain. 85

This is a much more dramatic conclusion for the play than that used in
.tho published cditién; yet Mr. Kingdom does not use it in his version
of the play, |
Mr. Kingdoin excludes six of the characteras who appear
in the dramatis personae of the published edition; they are Edmund
Bonner, the Bishop of London, Thomas Thirlby, the I’Biahop of Ely,
Father Cole, Villa Garcia, and Soto, supporters of the Pope, and
the Duke of Alva. This edition algo prescribes very elaborate cos-
tumes for the play.86 It is merely a copy of the regular publishe&
edition with the omissions enclosed in inverted commaa. All caths -
and exclamations with a religious emphasis and all conversations
between lesser ch#ractern are omitted. Much of the léng third act
is cut, and ell of the fourth act is cut except the last scene; this
scene becomes the last scene of the third act. Tennyaoh’a five act
play thua becomens a four act play to be presented in three to three

and a haelf hours.

85 Tennyson, op. cit.. pp. 179-180.

86 Kingdom, op. cit., pp. 5-6.
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Tennyson had successfully supplemented Shakespeara's

cycle of historical plays; Queen Mary served as an epilogue to the

cycle. But it was not so much a stage play as it was the dramatic
panorama of au age. The five acts of tQhebphy were divided into
twenty«our ncc;ua. and the whole play was substantially longer
 than the uncut Hamlet. It was obviously too long for presentation
in its original form, especially in an age which was beMs to

extpect elaborate scenic display and insisted on the addition ‘oi a
| Yeurtain raiser.” 37 Tennyson had also used aﬁ abundance of the
- soliloquy and dramatic narrations in order to give his poetic genius
scope. The result was that the play had to be drastically cut, betx_xg‘
reduced by more tﬁan half. Some of the more important and best
drawn characters such as Cranmer, Cardinal Pole, Sir Thomas
Wyait, and Bishop Bonner had to be eliminated, 88

In a critical record of the first-night productions at the

Lyceum Theatre from 1871 to 1895, it is stated that in order to fol-
low and understand thg play ds it wae praa&nted on the stage, the

spectator should have a knowledge of history and be familiar with

87 Chariet Tennyson, Alfred Tennyson, (New York: The
Macmillan Company, 1949), p. 427. :

88 1pig., p. 429.
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the published edition of Queen Mary.aq With the omission of Cranmer

and Pole and the uee of a merely episodical allusion to Wyatt's rebel-
lion, it {s né& diffiéult to anderstand how ths main chain of events in
the drama could b}a hard to follow. Philip was on the stage in the second
scens of the third act and the second scene of the fourth act only. The
grief oi the queen is said to have been lengthened out too far and that
the interest of the spectator left when Philip left?0

| Robert Browning wrote the following letter to Tennyson

after seeing the production of the play:

19 WARWICK CRESCENT, W.
April 19th, 1876,

My Dear Tennyson,

1 want to be among the earliest who assure you
of the complete success of your "Queen Mary' last
night. I have more than once seen & satisfactory per~

. formance of it, to be sure, in what Carlyle calls 'the
Private Theatrs under my own hat, " because there
and then not a word was left out; nay, there were
abundant "encores’ to half the speeches: still
whatever was left by the stage scissors suggested
what a guantity of "cuttings" would furnish one with
an after-feast.

- Irving was very good indeed, and the others did
their best not go badly.

89 Clement Scott, From "The Belis“ to "King Arthur, "
(London‘ Jom vmacq“aw’ 1896). pa‘ 91

90 1hid., pp. 92-95.
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The love as well as aspiration for the author was
conspicuous, indeed, 1 don't know whether you ought
to have been present to enjoy it, or were not safer
in absence from a smothering of flowers and deafen-
ing "tumult of acclaim, " but Hallam was there to
report, and Mrsg, Tennyson is with you to believe.
All congratulations to you both from

Yours affectionately ever 51
Robert Browning.

Surely there is sincerity in Browning's letter, along with some amount
of accurate description dealing with the production of the pl&y. but I

fesl that it would be fairer to Tennyaon and fairer to the play if I con-

cluded my discdaaion of Queen Mary with Henry James' final criticism:

The great merit of Mr. Tennyson's drama, how-
ever, is not in the quotableneas of certain passages,
but in the thoroughly elevated gpirit of the whole. He
desired to make us feel of what sound manly stuff
Englishmen of that Tudor reign of terror needed to be,
and his verese igs pervaded by the echo of their deep-
toned refusal to abdicate their manhood. The temper
of the poem, on this line, is so noble that the critic
who hae indulged in a few strictures as to matters of
form feels as if he had been frivolous and niggardly.

1 nevertheless venture to add in conclusion that Queen
Mary seems to be a work of rare ability rather than a
. great inspiration; a powerful tour de force rather
than a labour of love. But though it is not the best of
a great poet's aghievement, only & great poet could
" have written it,

91 . Tennyson, Memoir, p. 185.

92 James, Op. cit. , p. 195, 17-33,




CHAPTER U1

HAROLD

Asg a background for Harold, the second play of the trilogy,

Tennyson ""studied many recent plays'" and reread Aeschylus and Soph-

93

ocles. His main sources for material were Edward Bulwer-Lytton's

Hzarold, 'I.:_lf_xf Last __o_t: the Saxon Kings, a two-volume novel of thé Norman

Conquest, and Edward Augustus Freeman's three-volume History of the
Norman Conquest.94 Such a struggle asg that between the Saxons, Danes,
and Normans for supremacy should have provided an adequate subject

for Tennyson's imagination, because the facts are not recorded in

great detail by history. The eleventh century also provided two important

figures, William and Harold, who were suificiently complex for a splendid

93 Tennyson, Memoir, p. 188.

94 Baum, Op. cit., p. 219.
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darama. Yet these advantages were dissipatgd or disregarded, and
Tennyson became absorbed in the historical rather than the dramatic
situation. He unfortunately chose again the chronicle play as .his modé1.95
Harold contains twenty-two speaking parts besides ""Earles
and Thanes, Men-at-arms, Canons of Walthan, Fishermen, ectc.' Its
five acts are divided into eleven scenes. The play opensg in King Edward
the Confessor's palace in London. The Court and people are watching
with surprise a new comet which has appeared in the sky. The comet
is immediately interpreted as a sign of war. The remainder of the
scené is devoted to painting the character of Edward and introducing the
secret rivalry between Harold and his brother Tostig for the Crown.
Harold seeks leave to go on a hunting holiday in Normandy, but Edward,
oppressed with an unexplainable foreboding, dissuades him; as a com-
promise he agrees to go on a fishing trip to Flanders instead., The
following scene introduces the love affair between Harold and Edith,
the king's ward. Aldwyth, the daughter of Alfgar and the widow of the

King of Wales, spies on them and devises a scheme for stirring up the

North against King Edward and then making the breach permanent

95 ibid.
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through a marriage with Harold.

Act 1l shows Harold shipwrecked on the shore of Normandy.
He is captured and taken to William's palace at Bayeux, where hig —
younger brother, Wulinoth, is held as a hostage. Harold is threatened
and cajoled into an agreement to asgist William in the taking of the
throne of England upon Edward's death, [Harold swears on the jewel
of St. Pancratius the oath he does not intend to keep, but he is tricked;
in reality he swears the oath on all the bones of the Norman saints,

The third act brings Harold back to England and presents
him at the bedéide of the dying King'Ed\vgrd. "'I'ostig hag rebelled acnd
fled to raise Norway against England, Edward nameg Harold as hig
suéceésor and dedicates his ward, Edith, to a life of virginity in the
hope of averting the vengeance of God for Harold's broken ocath., After
Edward dies, Harold is summoned to the North by the news of the
landing of the Giant Harold Hardrada, King of Nurway. Act 1V pregents
Harold's marrizge to Aldwyth in the hopes of receiving support from
the Northumbrianvforces which were led by her brothers. The Battle
of Stamford Bridge follows, and the success of the English foré:es is
reported by means of 2 messenger. In the midst of 2 banquet to cele-

brate the English victory, Harold is called South to defend the realm
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against the invasion of William and his Norman army,

Thé Battle of Senlac takes place off stage in Act V, but it
is dramatically reported by Stigand, the Saxon Archbishop of Canter-
bury, who describes the progresé of the battle to Edith. Stigand's
excited narration is interrupted by the yells of the two armies and
the Latin hymns which are chanted by the canons of the Abbey of
Waltham. In the final scene Edith and Aldwyth go onto the battlefield
to look for the corpse of Harold. Upon finding Harold, Edith pro-
claims tﬁat she is his rightful wife and produces her ring 2s proof;
she then fallg on Harold's body and dies.

Tennyson followed Freeman's History of the Norman
Conquest for the main chain of events in the play. It is difficult to
decide just how miich of Lytton's Harold was used. It is known that
Tenn*json and Bulwer-Lytton were somewhat hostile to one ‘=_1‘1'xother.96
I feel that this hostility and the fact that Lytton's work was "historical
romance' instead of pure history must have decreased Tennyson's
estimate of the work. However, Tennyson saw fit to write the following

dedication to Lytton's son:

96 Charles Tennyson, op. cit., p. 208.
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To His Excellency
THE RIGHT HON. LORD LYTTON
Viceroy and Governor-General

My Dear Lord Lytton, -After old-world recorda~ -
such as the Bayeux tapestry and the Roman de Rou, -
Edward Freeman's History of the Norman Conquest,
and your father's Historical Romance treating the
same times, have been mainly helpful to me in
writing this Drama. Your father dedicated hisg
‘Harold® to my father's brother; allow me to dedia
cate my ‘Harold' to yourself, 97

A. Tennyson.
Bulwer-Lytton frankly stated that his aim was to produce the greatest

amount of dramatic effect at the leagt expense of historical truth.qa

Romance and history are conjoined in this work, and though in places
the romance is heavily laid on, for long stretches it is quite subordin-

ated to hietory.99

Tennyson undoubtedly took his conception of the supersti-
tions of the reign of Harold from Lytton's work., Lytton and Tennyson
both place strong emphasis on the false oath, but Tennyson mentions
the jewel of 5t. Pancratius whereas Lytton merely says that Harold

swore on 3 gold box, not knowing the contents. There ia not as much

97 _ 4
Horace E, Scudder, editor, The Pogtic and Rramatic
Morks of Alfred Lord Tennyson, (Boston: Houghton, Mifflin and
Company, 1898), p. 622.
98 Edward Bulwer-Lytton, Harold, The Last of the Saxon
ings, (Edinburgh: William Blackwood and Sones, , 1861), vol. 1, p. V.

9 Albert T, Baugh, editor, A Literary History of England,
!New York: Appleton-Century-Crofts, Inc., 1948), p. 1364.
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emphagis placed on Edward's death in the novel as there is in the play.
Both authorsa present the ''fate’ concept, but Tennyson developes his to
a greater extent; this is the only apparent influence from the drama of
Aeschylus and Sophocles, besides the messenger device. Lytton allows
Edith only to come onto the battlefield to search for Harold's body;
Tennyson used Edith and Aldwyth in the battleficeld scene. Lytton uses
"Sanguelac! Sanguelac!-the Lake of Blood!" as Edwaxd's dying words;
Tennyson adapted in Act III, scene i "Senlac! Sanguelac, the Lake of
Blood!" as a part of Edward's spzech immediately before his death.

Freeman's History of the Norman Conquest was printed

in gix volumes, but Tennyson used only a small part of the gecond vol-
ume, The death scene of Edward is taken almost exactly from this
work, particularly Edward's spcech describing his vision. Freeman's

account goes as followa:

. . when a green tree shall be cut away from the midst
of its trunk, when it ghall be carried away for the
space of three furlongs from its roct, when, without
the help of man, it shall join itsclf again to its trunl,
and ghzll again put forth leaves and bear fruit in its
secagon. Then shzll be the time when the woes of
England shall come to an end.10

100 Edward Auguatus Freemazn, The History of the Norman
Congquest of England, (New York: Macmillun and Company, 1873),
‘VOI. 3. pc 7’ 3"’9-
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Tennyson's adaptation comes in Act 1II, scene i, as a proof that he was

just as conscious of his blank verse in Harold as he had been in Queen

Marz:lm
Then a great Angel passed along the highest
Crying, 'tis the doom of England' and at ence
He stood beside me, in his grasp a sword
Of lightnings, wherowithal he cleft the tree
From off the bearing trunk, 2nd hurl'd it from him
Three ficlds away, and then he dashed and drench'd,
He dyed, he soak'd the tree with human blood,
And brought the sunder'd tree again, and sect it
Straight on the trunk, that, thus baptized in blood,
Grew ever higher and higher, beyond my seeing,
Aind shot out sidelong boughs across the deep
That dropt themselves, and rooted in her isles
Beyond my seeing;. . .

Tennyson certainly ingerted more drama and action in this gpceech than
did his pource; this is one of the most beautiiul passages of the play,
giving evidence that his pbetic imagination had not left him in his old age.
Tennyson is original in hig handling of JXdith as he makes her
the ward of King Edward., Neither Lyiton nor Freeman treated her in
this manner., Lytton did give emphasis to the love affair between Harold
and Edith, but the wedding ring device wag Tennyson's., Tennyson was
original also in his method of handling the false oath. Freeman stated

the various agpects of the legend regarding the oath, but he felt there

101 Baum, op. cit., p. 222,
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wag little truth involved; he labeled the box containing the bones of the
Norman Saints mere legend and said nothing of the jewel of St. Pancra-
tius.mz Freeman also stated that Edith did not come to the battlefield

on her own accord to find the mangled body of Harold, but that William
requested that she come. The historian suggests that Aidwyth probably
fled with her brothers for safety when she saw that the Battle of Senlac
wag going the wrong way.ws |

Along with the works of Freceman and Lytton, Tennyaon

could have very eagily used Lingard's history of the early Saxon churci 04

and Camden's collection of facts concerning the carly Britaing 105 There
is no proof that Tennyson used these sources, but it is evident that he
knew them, and they would have contributed very much to his knowledge
of the early English church,

The most striking characteristic of the play is its loogely

constructed plot, but there is nothing ridiculous or unreasonable in

102

Freeman, op. cit., p. 165,
103 |

Ibid., p. 341,
104

John Lingard, The History and Antiquities of the Anglo-
Saxon Church, (London: C. Lolman, Publigher, 1845).

[
5
William Camden, Remazins Concerning Britain, (London:

John Russell Smith, Publiskher, 1870).
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Harold, Henry James described the play 25 being "weak, colorless,
and tame, " 106 1 personally feel that this play has a great deal more

merit dramatically than Queen Mary, The majority of the difficulties

can be attributed to the form of the chronicle pluay.

The reader feels that Tennyson had learned something
from his first experiences with the drama, and despite whatever faults
Harold may have, it ig not a bad play. At first glance there appears to
be more coherence in Harold than in Queen Mary; this could be the
result of the shortness of the play. Harold was constructed in such a
manner as to reduce the episodic effect and give more continuity to
the scenes, but the facf remainsg that the plot is loosely constructed
in comparison with overall concepts of the drama.

Tennyson attempted to give Harold a more human interest
by introducing a sympathetic love story and the story of a woman's
jealousy, It appears that he algo tried to give each scene a more defi-
nitely dramatic progression, though still avoiding the purely theatrical.

The result was that the play was better adapted for the stage than was

106Jam88. .92— I.if.., po 1970



Queen Mary.

If Queen Mary served 2s an epilogue to the Shakeepearean
cyele of historical plays, then Harold served as a prologue and pro-
vided the first act of the long national struggle against the Fapacy.
The support which the Pope gave to William's claim to the English
thrc:;e was an important factor in his success, and Harold muat have
geemed to Tennyscn the first leader in a struggle which culminated
with the diszgtrous reign of Mary. The chief problems which con-
fronted England in Harold were vividly and imaginatively stated.-
to seek the unity of the Northern and Southern powers, to ensure
the English succesaion, and to keep out the Norman power and its
backer, the Papacy.m? |

The number of characters in the play and its moderate
lengthk prevented Tennyaon from zllowing any one of the characters
excépt Harold to attain a groat individuality, Henry James in speak-
ing of the characters in Harold says:

Mr. Tennyson, moreover, has not the dramatic
touch; he rarely finds the phrase or the move-

ment that illuminates o character, rarely makes
the dialogue strike sparks. This is generally

107 Charles Tennyson, op. cit., p. 434,



mild and colourless, and the passages that arrest
us, relatively, owe their relief to juxtapoesition
rather than to any epecial poaseesion of the Qld
Tennysonian energy. ‘
Tennyson's warriorg are pleasant gentlemen, and his Harold is
very much like anyone else with hisg mental and moral sophisti-
cation. Harold is presented as the pa(;riot of England, but the
defect of his dialogue, his reflective philosophy at critical mo-
mentg, tokes away from his splendor,
Tennyson obviously upholds Harocld and all of Saxon
England; all of the dramatic necessitics of battles and great pub-
lic scenes naturally point to him. The proving of Harold's spiri-
tual honor and egsential incorruptibility becomes a natiocnal matter
in which the typical character of Tennyson's countrymen is involved.10?
Tennyson was evidently stirred to great patriotic depths by the char-
acter of his theme, but it is generally believed that he lacked the
plasticity of mind and the reach of imagination to throw himaself

back into an age of alien standarda and manners .} 10 By remaining

- close to the historical inconsistencies of Harold's character,

108 5ames, op. cit., p. 202, 27-34.
mgcary. op. cit., p. 224.

110 1p4i4., p. 223.
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Tennygon causes the reader to lose sympathy for the hero, Harold
seems more inclined to falter and succumb thun to succeed. The
revelation in the final act of his sccret marriage to Edith seriously
endangers the reader's opinion of Harocld; he is shown to be a man
who would become a partner to bigamy. Tennyson thought that he
had drawn Harold's character well, and he stated why he felt thit

Harold was a fit hero for a drama:

No historical character unites more completely
than Harcld all the clements of dramatic effect.
Hie military genius, his civil virtues, his loyal
and fearless championship of England againat the
dominion of strangers; his liberality, which has
for its perpetual monument his secular foundation
at Walthan; bhig frank and open bearing, in which
prudent contemporaries blumed too slight 2 regard
for sclf-interest; his gencerous courage, which
panegyrists could not wholly vindicate from the
charge of rashness; his tall stature, hig comoly
countenance, that mighty physical strength to
which the picture of the Bayeux tapestry bears
witnegs~- all these things make Harold 2 man

fit to stand as the central figure of a drama.}

The subject of the false oath is really the central matter
of the drama. Tennyson handled the "oath scene' extremely well,

and it is very effective dramatically., He used Wulfnoth and Malet

to point out the different influcnces on Har .ld's decision— the

appeals of country, ambition, love (for Edith and hig brother), and

lllT‘ennyson. Memoir, p. 186, 5-15,
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truth. William's specech in Act llI, scene ii, is highly dramatic:
Ay, thou has sworn an oath
Which, if not kept, would make the hard earth rive
To the very Devil's horns, th¢ bright eky cleave
To the very fect of God. . .
Both Harold and William are superstitious, but William's superasti-
tion is of a type that ernables him to use religion as his tool; Harold's
goes only {ar enocugh to make him tremble and to weaken his heart.
The fierce sublety of the Norman is matched agaiﬁst the heroic sim-
plicity of the Saxon, and craft t::iumpl*zs.I 1‘2 ,
It is interesting to note the impression Edward Dowden
received of Harold from Tennyson's play:
Harold is no virgin, no confessor, no geer, no
saint, but a loyal, plain, strongthewed, truth-
loving son of England, who can cherigsh a woman,
and rule a people, and mightily wield a battle-
axe.}!
Perhaps this is not too far distant from the impression Tennyson
wished to convey.

Lady Aldwyth is a distracting figure throughout the play.

“She at first appears to be a masterful female of heroic temper, but

11z\i’avm Dyke, op. cit., p. 196.

‘ 113 Charles Wells Moulton, editor, The Library of Liter-
ary Criticism q_{ English and American :.uthorsg, (New York: The
Moulton Publishing Company, 1905), p. 98, 44-49.
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she gradually is transformed into a person who is motivated by passion

alone, rather than political int:-igue.,l14

Although gshe ig a designing
character and is hypocritical, she carries much of the movement of
the play. Edith is presented as the heroine of the drama, and her trans-
formation from girl to woman is somewhat remarkable for Tennyson.us
She is a noble character who is the didactic element of Tennyson's
imagination, Edith had a bad conscience about continuing on affec-
tionate texms with Harold after his diélomatic marriage with Aldwyth.
In her prayer for Harold's success in the Battle of Senlac, she hopes
that hecaven will not refuse to listen to her because she loves the 'hus-
band of another.' In Act V, scene i, she says:

O Thou that knowest, let not my strong prayer

Be weaken'd in thy sight because I love

The hueband of another!
The reader feels real sympathy and respect for Edith throughout the
play.

Most critics are agreed in the opinion that Tennyson

failed to do William of Normandy the proper justice in Harold,.

11‘3‘Baum, op..cit., p. 220.

115 Morton Luce, A Handbook to Tennyson, {(London:
George Bell and Sons, Publishers, 1906), p.. 409..
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Tennyson dwells on William's cruelty and cunning, but says nothing of
his finer qualitieé which enabled him to unile England in the ¢omposite
race.,' William has oaly one good speech, and that is spoken over the
fallen boedy of Harold at the end of the play; it is prophetic of the out-

come of the Norman Conquest:

Since I knew battle,
And that was from my boyhood, never yet--
No, by the splendour of God- have I fought men
Like Harold and his brethren, and his guard
Cf English. Every man about hisg king
F'e¢ll where he stoud. They loved him: and, pray God
My Normans may but move as true with me
To the door of death. Cf cne seli-stock at fivst,
Make them again one people- Norman, English;
And English, Novman we should have a hand
To grasp the world with, and a foot to stamp it. . .
Fiat. Praise the Saints, It is over. No more blood!
I awmn king of England, so they thwart me not,
Andé I will rale aceording to their laws,

The piety and incompetence of King Edward as presented
_in the dramna is true to history. Edwazd is a ‘tired, oid maun who
bewails the war clouds on the horizon, but be does not have the
strength to do anything about the situation. He makes many refer-
ences to the church and gives the impression that he ig sincerely¥

devout. In Act HI, scene i Harold wishes that he were like Edward

the Confessor:

I would I were as hold and passionless ag he!
That I might rest as calmly! Look at him--
The rogy face, and long, down-silvering beard,
The brows unwrinkled as 2 summer mere,
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Archbighop Stigand replies:

Holy? ay, ay, forsooth,
A consgcience for his own soul, not his realm;
A twilight conscience lighted thro' a chink;
Thine by the sun.

In the works of Lytton, Freeman, and Tennyson the archbishop is
rather skeptical of Edward's meek manner,

Tennyson's blank verse rises to heights in at least two
places in Harold. One is the speech of Edward concerning his vision
which I have already cited, and the other comes in the final scene of

Act 1II when Wulfnoth laments his situation:

Yea, and 1
Shall gee the dewy kiss of dawn no more
Make blush the maziden~white of our tall cliffs,
Nor make the gea-bird rouse himgelf and hover
Above the windy ripple, and fill the sky
With {ree sea-laughter.,

This is one of the best examples in the play of Tennyson's ability to
to describe with beautiful poetry.

Tennyson called Harold his “tragedy of doom, ' and
throughout the play he emphasized this motif. Hallam Tennyson
quotes a review of Harold by Professor Jebb which appeared in The

London Times on Cctober 18, 1876, soon after the play was published:

it becomes his Earold_‘_? avenging destiny, In his
short career, it is what the inherited cursge was to

the house of Pelops, Harold can say in the true sense
which Euripides meant, "My tongue has sworn, but my
soul has not sworn.' Nothing in the play seems to us
finer than the contrast between Harold's own view of
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his predicament and the casuistry of the theologizns
who geek to reassure him, He has a foreboding theat
he must suffer the immediate doom of the defiled;
but beyond that doom he looks up to that Justice
which shzll give him the reward of the purc in spirit,

116
Tennyson followed hig concept of fate with the scene of the comet, Harold's
shipwreck and capture, the marriuge and coronation of Harold and Aldwyth,
and the great Battle of Senlac.

Why Harold was never produced is easily understocod. The

cost of producing a play in the nineteenth century could not have been

very far behind the fabulous cost of the present day. Quecn Mary had

not been the success for which Mrs. Bateman had hoped, and certainly
she wag not willing to speculate thougsands of dollars on Harold Cther
producers must have thought approximately the same thing. 1 person-

ally feel that had Harold béen written and staged before Queen Mary,

there would have been a strong possibility that the play's success would

have assured .»ucen Mary of production. Becket had possibilities all

of its own to insure ite production, and thus the entire trilogy could
have been staged. This opinion would probably be laughed down by

the majority of Tennyson's critics, but I feel that it has some sound

lléTermyson, Memoir, p. 186, 11-20,
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ground upon which to stand. Harold is more compressed and much

more in accordance with the traditions of the drama than Queen Mary.

Action, plot, dizlogue, continuity, and fulfillment of interest are

better astudied in Harold than in Queen Mary, and the play shows a

definite improvement in dramatic technique.
Robert Browning saw fit to write another letter to Tenny-

gon on the subject of drama, this time thanking him for his Christmas

present of Harold:
19 WARWICK CRESCENT,
Dec, 21st, 1876,

My Dear Tennyson,

True thanks again for the best of Christmag pre-
sents, another great work, wise, good and beautiful,
The scene where Harold ig overborne to take the ocath
is perfect, for one instance. What a fine new ray of
light you are entwining with your many colored wreath!

1 know the Conquerer's country pretty well:
stocd lagt year in his Castle of Bonneville, on the
gpot where tradition is that Harold took the oath;
and I huve passed through Dives, the place of Wil-
liam's embarcation, perhaps twenty times: and
more than once visited the church there, built by
him, where still are inscribed the names of the
Norman knights who accompanied him in his expedi-
tion, You light this up again for me. All happiness
befall you and yours this good season and ever,

Yours affectionately,
R, Browning.ln

U7 ia., p. 189.
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I think the following letter from G. H, Lewes is interesting
in what it sajs about Tennyson's critics:

The Heights, Witley,
Godalming, 18th June, 1877.
My Dear Tennyson,

We have just read "Harold' {for the first time)
and “Mary for the {fourth) ond greatly wished you had
been here to read certain scenes, especially that
masterly interview between Harold and William, or
the most pathetic close of "Mary." It is needlese
for me to say how profound a pleasure both works
have given us~they are great contributions! and
your wretched critice who would dissuade you from
enriching literature with such dramas must be for-
given, 'for they know not what they say.' It is not
however to carry the coals of appluuse to your
Newcastle that 1 scribble thesc lines, but to enquire
whether there is = hope of your being at Blackdown
this summer and of our seeing you?

Yours tcx;ulz;. 5 118
. H. Lewes.

It is truc that Tennyson received an abundance of adveroe
criticism concerning Harold, but I fecl that he was successful in this
drama. He attempted to portray the events of the Norman Conquest
from the historiczl point of view, and that is what he did, Besides
whatever difficulties the play may have from the dramatic standpoint.

Tennyson succeeded in giving an accurate portrayal of the complex

18
18 10ia., p. 192,
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hostilities and the fomily feuds of the period. He accurately paints
detaifs of the rivalries among the sons of Godwin, the feud between
the Godwing and the children of Alfgar, and the conflict between the
native British and the invading Ncrmans, 28 well as the opposing

religious allegiances.l 19

i1
9Baum, op. cit., p. 219,



CHAPTER Il

BECKET

Tennyson used as a backyground for Becket John Richard

Green's Short History of the English Feople and Volume Six of Hur-

rell Froude's Remains, It is also known that he uged the letters of
Becket, the writings of Herbert of Bogham, and the works of John
of Salisbury and Fitzstephen.lzo Bishop Lightfoot is said to have

121

found out about Rosamund for him. Thig play was to depict yet

another stage in the battle between the English people and the Papacy.
Tennysgon refused to permit himself to hurry this work, for he was
determined to give to it the very best of which he was capable, and

there is no doubt that he had it in mind to provide a suitable part

120 Tennyson, Works, p. 986,

12]‘'1’:;mn'yscm., Memoir, p. 193.
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for Henry Irving‘122

There are twenty-four speaking parts in Becket besides
"Knights, Monks, Beggers, etc.” The play opens with a prologue in
which Becket and Henry play ot a game of chess. After tclling Becket
that he is to be the next Archbishop of Canterbury, Henry speaks of
Rosamund, whom he loves. {Queen Eleanor is introduced into the
action when she enters unexpectedly with Sir Reginald Fitzurse.

Act 1 opens with a scene in Becket's house in London. Rosamund {lees
from the taunts of Fitzurse to the safety of Becket's house, as Becket
had been appointed her ward by the king. Scene ii shows the growing
enmity between Eleanor and Becket, In scene iii Becket refuses to
aign articles which would take away power from the church, and by
this action he incurs the wrath of the king and the nobles. The finul
scene of this act is a banquet scene in which Becket gerves the beg-
gars from the streets.

Act Il pregents King Henry and Rosamund with their son
in a secret bower. As Becket and Henry do not agree on anything,
Becket leaves for France and the protection of Ring Louis. In Act
i1l Henry goes‘once more to the secret bower, but this time he is
followed by his jealous queen and Fitzurse. The main action of this

act comes in the {inal scene when Henry makes 2 trip to France to

122 Gharles Tennyscn, op. cit., p. 436.
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plead for Becket's return, and Becket agrees to come égain té England,
In Act} IV Eleanor ﬁnéa the secret bower through the help of R»osa.km'und
and Henry's son, Geoffrey. The queen is about to stab Rosaaﬁund witﬁ
a dégger when Becket arrivﬁ from France to save the young woman.
In Act V the queen tells Henry that she knows about hia
gecret love for Rosamund. Becket, knowing that Rosamund is in
| great danger from the angry queen, takes her {rom the bower which
~ ie no longer secret and places her in the Godstow nunnery. Henry
interprets this as an act of vengeance against himeelf, and in his
anger calls for Becket's death. Four knights leave the king's chama
ber in search of Beckét to murder him, John of Salisbury hears of
the news and ivarns the Archbishop to fles again to France. The good
man refuses to flee and goes to Canterbury Cathedral to pray; it is
there that he is killed by the four kanights and the play comes to an end.
Tennyscm was indebted to Hurrell Froude for hia transla-
tion of 21l the Becket correspondence, but beyond this there was little

elae in Froude's work that was of value to Tennyson for the p!ay.lz-"

It was J. R. Green’s Shozrt Higtory of tha English Peopls that offered

123 Louige Imogen Guiney, Hurrell Froude, Memoranda
' and Comments, (London: Methuen and Company, 1904), p. 132.
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Tennyson his conception of Becket and Henry II. Green was one of the
few historizns of Tennyson's time who introduced the cultural and
scientific aspects of the nation's life, satisfying those readers who

wanted more than constitutional, military, and diplomatic hiatofy.124

Tennyson naturally would have been attracted to such a source, but
above this, Tennyson and Green were close friends.}2?
Green gaid that "all his regsearches into the annals of the

twelveth century had not given him so vivid a conception of Henry 1I

and his Court, as was embodied in Tennyson's Becket, 126 The play

follows history closely, but Tennyson allowed his imaginatian more
freedom in this play than the other pliys of the trilogy. Green's
description of Becket's death is very similar to the final scene of
the play which takes place in Canterbury Cathedral. The account
in the history goes ag follows:

After a stormy parley with him in his chamber they
withdrew to arm, and Thomas was hurried by his
clerks into the cathedral. As he reached the steps
leading from the transcpt to the choir, his pursuers
burst in, shouting from the cloisters. ''Where,"
cried Reginald Fitzurse, in the dusk of the dimly
lighted minster, "where is the traitor, Thomas

124Baugh, op. cit., p. 1332,
125 Gharles Tennysen, op. cit., p. 436.

126 Tennygon, Memoir, p. 193.
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Becket?' The Primate turning resolutely back: "Here
am I; no traitor, but a priest of God, " he replied; and
again deacending the steps, he placed himgelf with his
back againat a pillar and fronted hia foes. All the
bravery, the vicolence of his old knightly life seemed

to revive in Thomage as he tossed back the threats
and demands of his assailants. "You are our prisoner,’
shouted Fitzurse, and the four knights seized him to
drag him from the church. "Do not touch me, Regi-
nald, " shouted the Primate; "pander that you are, you
owe me a fezlty;” and, availing himself of his personal
strength, he shook them roughly off. "Strike! Strikel"™
retorted Fitzurse; and blow after blow struck Thomas
to the ground.}e7 ’

This is Tennyaon's adaptation in Act V, scene iii:

Fitaurse. Where is the traitor Becket? |
Monk, I am not he! 1 am not he, my lord,

I am not he indeed!
Fitzurse. Hence to the fiend!

(Fushes him away.
~ Wheare is this treble traitor to the King?

De Tracy. Where is the archbishop, Thomas Becket?
Becket.  Here.

No traitor to the King, but priest of God,

Primate of England,

(Descending into the tranasept.
I am he you seek.
What would you have of me?

Fitzurse. Your life.

De Tracy. Your life,
De Morville. Save that you will absolve the bishops.
Becket. Never, =

Except they make submission to the Church.
- You had my answer to that cry before.
De Morville. Why then you are a dead man; fleel
Becket, - 1 will not, ‘
- 1 am readier to be slain than thou to slay.
Hugh, I know well that thou hast but
half a heart

127 yonn Richard Green, A Short History of the English Feople,
(New York: Harper and Brothers, Publishers, 1886), p. 135, 34.50.
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To bathe this sacred povement with my
bleed,
God pardon ihee and thosge. . .
Fitzurse. « « « Seize him and -
carry him| .
Come with us~- nay-thou art our pris-
oner- comel., . ,
{(Fitzurse lays hold of the Archbishop.
Becket. Touch me notl, . . Thou art my waan,
thou art my vassal. Away!
{Flingg bim off. . .
Dowal
Fitzurse. {(advances with drawn sword). 1 told
thee that I should remember thee!
Becket. Profligate panderl .
Fitzurse. Did you hear that?strike, strike,
{Strikes off the ,.rchbishop’s
mitre, and wounds him in the
forchead, . ,

Esggentially the two passages are the same; Tennyson merecly expanded
the record of history and added what he thought necessary to give a
dramatic effect. This is true of the rest of the play. Tennyson only
left the path of history by inserting the Rosamund de Clifford legend.
Green made no mention of Rosamund., OCne other point of variance
between Becket and its principal source is the length of time Becket
remained in France. Green stated that Becket was away from England
for six years, but Tennyson makes his abscnce secem very ghort. This
is not difficult to understand as Tennyson was trying to give his play
unity of time.

If Tennyson is to be credited with 2 good Elizabethan imi-

tation, Becket is the play. It ig 2 laboriously prepared, carefully
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planned, and skilfully written tragedy. Compared with the best that
ninetéenth ceﬁtury cloget drama can show, Becket is a genuine mas-
terpiece. It has everything a good tragedy should have, except the
power of a great dramatic genius behind it.lzs The reader feels imme-
diately upon reading the play that there are great forces at work, great

dramatic forces, for Becket excells by far both Queen Mary and Harold.

The play is composed of a capital subject with personal and political
interests; it has 2 good love story, marked contrasts, plenty of acticn,
and many finc passages that stir the emotions. It seems to have all
of the clements of high tragedy, but there is something missing.
Some say that this "something’ is inner vitality and depth of feeling
which must come from theatrical instinct. experience, and true dra-
matic co::m:eptitc::n.l;3‘8 This is probably a just criticism, although one
hates to admit it zfter seeing the dramatic development Tennyson
underwent between his first drama and his last,

Tennyson's choice of a man so emphatic, so elusive, so
fit for great opportunity, so incapable of seeing more than one side
of a question at one time plrovided a great character for a drama.

History records the character of Becket «5 one of standing paradox.

128 Baum, op. cit., p. 224.

129 1pia., p. 225,
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He was a man of audacity, strength, and forcefulness and attained

- &

success in everything he undertook. He was the son of an obscure
London merchant, but he was the proudest and most accom?liahed

of England's c.hivalr.oua youth. He studied theology at the Univer-
gity of Paris and was the favorité of Archbigshop Theobald; he was
the companion of the riotous King Henry, a skillful diplomat, and
the best horseman and boldest @ight of the court. Hec was the king's
friend, but at the same time his relentlesgs foé. Hallam Tennyson
records his father‘s view of Becket as follows:

Becket was a really great and impulsive man, with
a firm senge of duty, and, when he renounced the
-world, looked upon himeelf a8 the head of the
Church which was the people's 'tower of strength,
their bulwark against throne and baronage.' This
idea so far wrought in his dominant nature ag to
betray him into many rash acts; and later he lost
himself in the idea. His cnthusiasm reached a
spiritual ecstasy which carried the historian along
with it; and his humanity und abiding tenderness
for the poor, the weak and the unprotected, heighten
the impression so much as to make the poet feel
pagsicnately the wronged Rosamund's reverential
devotion for him, . .

It is precisely this character thuot Tennyson portrays in hisg drama,

but he modifies things to a slight extent to suit himself.

130 Tennyson, Memoir, p. 195, 4-16.



70

There are some splendid passages of poetry in the play,
but there are likewise many scenes which are episodic and throw
small light on the transformation of Becket's character from courtier-
priest to the domineering prvalazte.l31 When Henry came to the throne,
he sought to break down all power against him. The church remained
for a long while the only barrier in his path to an unlimited monarchy,
and he resolved that this obstacle was to be removed. He placed his
best friend and life long companion, Becket, in the Archbishopric of
Canterbury, hoping to find in him a willing and sikillful ally in the sub-~
jugation of the church to the throne.13%2 Becket's rebellion and Henry's
wrath form the plot of Becket.

Tennyson is very successful in his characterization in the

drama. The experience he received from Queen Mary and Harold was

very beneficial to him, although he was criticized severely by some
critics for the character of Rosamund. Van Dyke says that the legend
is not brought into the play by subtle weaving, but that it is "plumped"

in solidly among the greater elements ''to their disturbance. " 133

131
Mosges, op._cit., p. 344.

132
Van Dyke, op. cit., p. 199.

133
Ibid., p. 204.



I do not totally agree with this. I feel that Tennyson could have used
a more delicate hand in bringing the fanciful legend into the drama,
and that he should have used it ag an underplot, but I do not feel that
he did the play any great damage by handling the story in the manner
he did, Rosamund adds a great deal of brilliance to Becket in my
estimation. The legend ia written in a cultivated z2nd sericus style
and is marked here and there by fragments of exquisite beauty, The
duet in the opening of xct H is ‘an excellent example:

It is the wind of the dawn I hear in the pine overhead?
No; but the voice of the deep as it hollows the cliffs of
the land,
Ig there a voice coming up with the voice of the deep
from the strand,
Cne coming up with a song in the flush of the glim-
mering red?
Love that is born of the deep coming up with the sun
from the sea.
Love that can shape or can shatter a life till the life
shall have fled?
Nay, let us welcome him, lL.ove that can lift up a life
from the dead.
Keep him away from the lone little isle., Lect ug be,
let us be.
Nay, let him make it his own, let him reign in it-- he,
it is bhe,
Love that is born of the deep coming up with the sun
' from the sea.

The character of Rosamund is sweet and innocent, and the reader feels
real sympathy for her situation; but she is not without some paagsioen.

When Henry asks her what she would do if Becket excommunicated him,
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she replies: {Act I, scene i)
And I would creep, crawl cvesr knife-cdge {lint

Barefoot, a hundred leaguecs, to stay his hand
Before he flashed the bolt,

When she challenges Eleanor in Act IV, scene i, to meet her before
God, Rosamund is angry and unafraid:

Strike!l

1 challenge thee to meet me before Ged.

Angwer me there!

Tennyson delincates Eleancr as a proud, jealous, selfish,
and discerning queen who would kill for her right s to the king. His-
tory records that Eleanor was a debonair queen and a gifted singer,
and Tennyson does hig best to produce this efiect. He allows Eleanor
to lift herself to digtinction by possessing a light 2nd reckless humor,
despite her more calculating qualities. In the Prologue Eleanor gings:

Over! The sweet summer closes,
The reign of the rosges is done;
Cver and gone with the roses,
And over and gone with the sun.

{(Here; but our sun in Aquitaine lasts
longer. I would I were in Acquitaine
again- your north chills me.)

Over! The sweet summer closes,
Angd never a flower at the close;

Over and gone with the roses,
And winter again and the snows.
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Henry is depicted as the wild and wicked man that ke is
aaid to have been by kistory, bat Tennyson seitoned his cruelty some-
what in the play. Henry is said to have been an irreligicus man, not
only digsolute in life and cruel in temper, bat alac degtitute of any
sense of reverence,l34 Tennyson's Henry is not a religious man,
but he is not go dogmatic ag to think there ig no good fer other pcople
in religion. The impréaaion the reader reccives ig that Henry merely
wanted to control and dominate religion, and did not want to destroy
religion in England. He is the weaker of the more iméortant char-
acters in the play.

Tennyson givea the key to the interpretation of the play
in the Prologue. The king and Becket are presented at a game of
chess, and the king's mind wanders. He talks sbout varicus things,
but Becket is intent upon the game and pushes steadily forwerd to
win., Throughout the play Becket retaing this same attitude of eager
desire to do perfectly whatever he attempted. Heary is unable to
understand this quality in his friend. DBecket saw and understoocd

this characteristic and knew the conflict into which the king's plan

to make him Archbishop would plunge him. Becket resisted the pro-

motion vigorously; he yielded and accepted the mitre after a message

134Green, 22_. cit., p. 132.
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from the death-bed of hig old friead Thleobald. Frowm that moment he
was anothey man, The idea of the Cutholic Church aa the vigible king-
dom of God on earth took posscssion of him. Ie was abil: to gee that
the political conflict in Zagland depended upon the church, and despite
his fecling of being unworthy, he believed himaself called to be the
champion of the church and the people.135

The interest of the drama is the conflict between Decliot's
resistance to royal commands and his greal perascnal love {or lleary
ag a {riend. Henry's regolve to break the stubborn Archbishop ig
inflamed by the thought that Becket wasg once his dearegt companion.
Critice state that Tennyson mever showed deeper insight into the ele-
menta of drama than he did by making the combat between divided
friends the turni'ng-point of Becket. 130 It is sometimes thought that
Tennyson muffed some of his dramatic possibilitiea by not showing
more of Becket before his vole ag Archbishop. 137 3 hardly think
Tennyson's failure to do so damaged the double play of worldly and

ecclesiasgtical impulees in Becket's character,

135

Van Dyke, op. cit., p. 202,
136

Ibido ) p- 2040
137

Cary, op. cit.,, p. 225.
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The highlight of the play comes in the final gcene. Tenny-
gson was very successgful in building the emotional tension to a peak.
The reader knows beforehand that Becket is to be killed, and when
death comes, it is something of a relief. The scene in the cathedral
ig full of strength and splendor. Even as the knights are killing Beclet
at the altar, he cries out:

At the right hand of power —
Power and great glory - for Thy church, O Lord-
Into thy handg--

Cne testimony to the care which Tennyson lavished on
Becket is the number of verpions. There were two privately printed
texts in 1879. The firstv tentative acting version was printed later
in the same year, and thfee more acting versions were printed with
the hopes of satisfying Henry Irving before 1882, The published edi-
tion was based on a revision of the first privately printed texts, and
Irving's acting version and was published in December of 1884.138

| Tennyson originally plunned to use 2 sonnet as the Pro-
logue to Becket, but during his revising he saw fit to replace the

gonnet with a scene of several gpoken parts., The following is & copy

of the unpublished sonnet:

138 Baum, op. cit., p. 321.
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Old ghosts whose day was done before mine began,
If earth be seen from your conjectured heaven,
Ye know that History is half-dream— ay even
The man's life in the letters of the man.

There lies the letter, but it is not he

As he retires into himegelf and is!.

Sender and scnt<4o go to make up this,

Their offapring of their union, And on me
Frown not, old ghosts, if I be one of those

" Who make you utter things you did not say,

And mould you all awry and mar your worth;

For whatsoever knows us truly, knows
That nene can truly write his single day,

And none can write it for him upon earth.ng

Perhaps all will agree thz'xt, Tennyseon did the best thing when he chose
something clse for his prologue.

Ikn‘1879 Tennyson finished Becket and agked Irving to pro-
duce it. Irving realized‘thc piay'ﬂ dramatic possibilities and th‘e
splendid part for himself, although he declined it. 140 It is not diffi-
cﬁlt to understand why Becket would appeal to Irving; the play's domi-
nant recommendations are its great power in one character and its
pictorial pageantry, both of which offered Irving ample scope for color
and display. 141 Hip reason for declining the play was, Tennyson wrote,

“that it was magnificent, but it would cost him 43,000 to mount it and

) _ ,
3 Tennyson, Works, p. 987,

140 Irving, op. cit., p. 364,

141 '
4 Moses, op. cit., p. 343.
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he couldn’t afford the risk." 142 Irving could possibly have been afraid
that Tennyason would not submit to the draatic cutting which an acting
version would require, Not wishing to lose Tennyson's goodwill or
his option on the play, Irving encouraged him to write a shorter play
for the Lyceum. Tennyson waited with "patient insistence' the pro~
duction of the play. Irving had hoped to arrange an actable version
~ of it while on hise first American tour, but he was not able to do go 43
Partly in disguet, Tennyson published Becket in 1884 in order to
complete his trilogy.
Tennyson's dedication of the play read:
Mz, Dear Selborms,
To you, the honcured Chancellor of our own day,

1 dedicate this dramatic memorial of your great pre-

decegsor;—which, althe! not intended in its pregent

form to mest the exigencies of our modern theatre,

has nevertheless, for ao you have assured ma, won

your approbaticon,
| ' " Ever yours, Tennyson.l44

There {a no way of knowing to what extent Tennyson believed what he
said, but I am more inclined to think that he was honest in his claim for
the play. In 1879 Hzllam Tennyson had written to Irving that "My father

feels that so many alterations are needed to fit Becket for the stage

3544, , p. 437,

M""I’«r.-nnytmn. Memoir, p. 198,



78

that he would rather not publish it first and he would sconer that

these alterations should be made for ycu under your guidance than

of othera.” 145

As Becket was no nearer to production in 1890 than
it had been in 1879, Tennyson accepted an offer from Lawrence
Barrett, with Irving's approval, to do the play; Mr. Barrett died
before signing the contract., Irving was then able to study Barrett's
version of the pluy, *whigh gave him a lead 2¢ to how to set about
its yx'aa)rrangcment«.M'6

A few days before Tennyson's death, Irving was able to
send his acting ver.aion to him,; The cuts were very draati;., but

147 It is récorded

Tennysmi gave them his approval and resignation.
that Tennyson pleaded for the restoration of one of his favorite char-
acters, Walter Map, {Act lI, scene ii, and Act 111, scene iii}, who

148 It is interesting that the passages

had fallen to Irving's scissors,
- to which Tennyson clung most dearly were passagee of purely histor-

ical documentation. Thig fact tells us that the old poet still had not

145
Irving, op. cit., p. 554.
146
Charles Tennyson, op. cit., pp. 521-522.
147
Irving, op. cit,, p. 555.
148

Baum, op. cit., p. 226.
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learned the essential difference between the historical and the drama-
tic. After adding 2 specech which Irving hed reguestead to the character

of Becket, Tcnnyson gave his finzl blessing to the play.

The anthem speech which was written for lrving came at

the end of the Northhamzgton scene, Act I, scene iid, The speech iz

rvecorded in the Memoir an having been thue:

The voice of the Lord ig in the voice of the people,
The voice of the Lord is on the warring flood,

And He will lead His people into peace!

The voice of the Lord will shake the wilder nemg
The barren wilderness of unbelief!

The voice of the Lord will break the cedar-trees,
The Xings and Rulers that have closed their ears
Againgt the Voice, and at their hour of deom

The veice of the Lord will hush the hounds of Hell
In everlasting silence,l49 '

During Tennyson's last days he was very much concerned

with the rehearsals of Becket. Irving wrote:

Cne cf the rmost touching incidents which I remember
occurred while he was on his death-bed. He turned
to the physician, Dr, Dabbs, who told me of the
incident, and said: ‘I suppose I ghall never see
Becket.' 'I fear not,' gzid the doctor. 'They did

not do me justice with The Promise of May', said

the dying ?oet, 'but Irving will do me justice in
Bccket, n

149 Tennyson, Memoir, p. 197, 4-13,

130 Moses, op. cit., p. 343, 42-46.



Tennyson probably cared more that hig play shouid be worthily pre-
sented to the pubiic thau that he himself should gee i 1o

It was on account of the failure of Irving's production of
King Lear that he proessed ou with the preparation of Beciket, for he

neceded new materizl. Irviag had at his side an essay on Decketl by

J. A, ¥roude while he was studying the role of Becket. This casay

L

15

-~

served mainly ag an aid to stuge managerment. ~“ Migs Elien Terry
was engaged to piay the role of Rosamund de Clifiord., With Tenny-
gson's approval, irving engapged Dr. C. Villiéx's Stanford to write the
music for the play. Stanford had previously wriiten oratorioe for
gscveral of Tennyson's poems, notably The Ballad 9_{5_1_1_53 Revenge,
and his knowledge of church music is said to have fitted him "'admir-
ably to mingle the threatrical and the Gregorian in an effective
accompaniment to the play. " 153
Becket wag produced for the {irgt time on February 6,

1893, some fcur montns after Tennyson's death {October 5, 1892)

and on Irving's fifty-fiith l‘:irthd.ay.ls"3 The play's reception by the

151
Irving, op. cit., p. 555.
152
Ibid.
153
ibid., p. 556,
154

Ibid., p. 707.
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first night audience must have been rapturous. "The public who had
been waiting since early morning at the pit and gallery, could not

contzin themselves; and even the more staid portions of the house lost

their reserve, nl55

The actor Terriss played the part of Henry Planta-
genet with his usual robust force, Ellen Texry
contrived to lighten the essentially masculine con-
flict with Rogsamund's tenderness. Genevieve
Ward made what little she could of Eleanor's
absurdities. But all of these characters were
dwarfed beside the simple grandeur of Irving's
interprectation of Becket, He lifted the romantic
poem to the level ofﬂtragedy.mﬁ

At the end of each act Irving was called again and again for addi-
tional bows, and at the end of the play he made a brief speech in
which he said that "it had been for him and for his whole company
a very great labor of love to add one more laurel to the brow of

the Master, who was go lately with them, n157

The acting version differed from the literary version in
scveral ways, The Dramatis Pergonae of the acting version of the

play omitted six characters: Bishop of Hereford; Hilury, Bishop of

155
Bram Stoker, Pergonal Reminigcences of Henry Irving,

(New York: The Macmillan Company, 1902, vol. 1, p. 242.

15
6Irving;. op. cit., p. 556, 33-39.

17 bia., p. 557.
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Chichester; Jocelyn, Bishop of Sculisbury; Walter Map; De Broc of

15 . .
8 The acting version also names

Saltwood Castle; an& John of Oxford.
Becket first in its list of characters, while Henry is named first in the
liicrary version. The acting verpsion reversecs the events' in the pro-
logue and divides it into two scenes; instead' of having the play open
with Becket and Henry at a game of chess, Irving thought itk more
appropriate to introduce the action with the appearance of Elcanor
and Fitzurse. The majority of the omissions in the prologue consist
of Eleanor's lines,

In Act I, scene i, approximately half of the diaiogue bétween
Becket and Herbert is omitted. There are a few other changes and omis-
sions in this scene including most of Becket's soliloquy. Cnly a few
lines are left out qf scene ii. An entirely new, ahort gcene appears
next in the acting version as scene iii; scene iii of the literary versgion
thus becomes scene iv of the écting version. Almost one-&;alf of this
long scene is omitted, and it cloges with the new speech for Becket
which I have previcusly mentioned. This speech is recorded differ-
ently in the acting version than it is by the Mermoir I.rving saw ﬁt to

cut the speech go that it would be spoken as followa:

158 Alfred Tennyson, Becket: A Tragedy In a Prologue And
Four &cts, {(London: Macmillun &fi@ TOmpany, Limsted, Y02, ps 3.
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The voice of the Lord is the voice of the People!
The voice of the Lord will hush the hounds of Hell,
That ever yelp and snarl at Holy Church,.
In everlasting silence.
Thé whole of scene iv of the literary velraion is omitted from the
acting version.

Act I has only one scene, which ig composed of the first
scenes of Act Il and Act 11 of the literary version. The duet at the
beginning is omitted and many of the speeches are u’nortened; Scene
ii of Act 1l in the literary version thereiore becomes scene i of fct
III in the acting version. In this scene King Louias speaks before
Henry enters; this is a reversal of the procedure in the literary
copy. Most of this scene is omitted, and before its close, the dia-
logue switches to that of Act IIl, scene iii, of the literary verasion.
Much of the dizlogue of thie portion is cut because of the omission
of Walter Map. Act IlI, scene ii of the literary version remains
the same for the stage version and is almost complecte, but to this
scene ig added a part of Act IV, scene i of the literary version.
Scene iii of the acting version consists of the second scene of Act IV

in the literary version. The second half of this scene is almost

wholly omitted.

159 1bid., p. 26.
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Act V of the literary version thus becomes Act IV of the
acting version, About one-nalf of ecenes i and il is omitied, and two-
thirds of scene i1 is cut, Dotk versions énd in & similar mamner, but
the acting version leaves out many of the coucluding lines; it clos 2

with the following lines:

Becket. Into thy h.undg, O Loyd- into thy hando! -
De Brito. The traitor's dead and will arise no more.

The critics of the day who had rcad the published edition
of Becket wore astonished that Irving could produce such an cffective
play from the "dramatically unpromiging materiel’ with which he had
to woré«:.ma It ig cvident that Irving sincercly wanted to please Ten-
nyson with his production, and it is believed that Hallum Tennyson's
letter meant more to himm then the laudatory criticism which recched
the magazincsg and newspapers, A copy of the letter follows:

Farringford,
Freghwater,
Isle-ct-¥vight,
February 3ih, 1893,

My dear Mr, Irving,

As more than one drasmatic critic has goid-
Becker is a great play: and yourse is @ noble picce
cf acting, fine in conception and in executicn.

Ellen Terry could not play more beautifully or be
more inspired as Rosamund; Genevieve Jard is =z

léoirving, op. cit., p. 557.



powerful element, The putting on of the play and the
way in which each individual actor apprecistes his
part are truly delightful. We are most gratcful for
all the care a2nd munificence of the production. May
you have all the success that you desire.
Yours very truly,
161
Tennyson.

Irving's biographer states that Irving became slightly

pontifical after

his role as Becket.mz Irving told Mrs. Walter Pol-

lock that no play or character had influenced him as much as Beclet,

When she asked him if this included older plays and greater poets,

Irving reafiirmed his statement. ''You know,' said Mrs. Pollock,

'that people talk of your huving made the play.' Irving protested,

'No, no, the pluy made me. It changed my whole view of lif

e, 1»0163

Another proof of Irving's high regard for Becket and Tennyson is a

letter he wrote

to Hallum Tennyson:

We have passed the fiiticth performance of
'Becket, ' which is in the heyday of ite success. I
think that I may, without hereafter being credited
with any inferior motive, give again the opinicn
Which I previously expressed to your loved and
honoured father. To me 'Becket' is & very noble
play, with something of that lofty feeling and that
far-reaching influence, which belong to a 'passion
blay.' There are in it moments of passion and

161
162

163

Ibid., p. 599.
Ibid,

Ibig,
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pathos which are the aim and end of dramatic art,
and which, when they exist, atone to an audience
for the endurance of long acts. Some of the scenes
and passages, especially in the last act, are full

of sublime feeling, and are with regard to both
their dramatic effectivenese and their poetic beoauty
as fine ag anything in our language. I know that
such a play has an ennobling influence on both the
audience who gee it and the actors whe play in it 164

Irving was summoned to Windsor by Queen Victoria to
give a performance of the play by her 'noble Foet Laurcate"” in the
Waterloo Chamber in March, 1893. The occasion was the visit of
the Empress Frederick of Germany, who recorded the queen'’s words
in her diary:

March 18th, 1893

Windgor Cagtle:

« + » .« 'Itis a very noble pluy' she told Irving, 'What
a pity that old Tennyson did not live to see it. It would
have delighted him as it has delighted uas. 1165

Becket played to crowded and enthusiastic audiences until
the end of June; it was at this time thut Irving left for Canada to take
a vacation in preparation for an American tour. Becket wasp first

played in America in St. Paul, Minnesota. It next held a five-week

engagement in Chicago where the first three or four nights brought in

164 David Patrick, editor, Chumbers' Cyclopaedis of English
Literature, (Philedelphis: J. B. Lippincott Company, 1938), vol. 3,
Pl 542’ 12"300

5lrving. op. cit., p. 561,
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166

receipts of over $4, 000, Irving opened in New York at Abbey's new

theatre with Becket as the {irst play on the bill to be presented. The

opening night was a gala affair; the receipts amounted to over §6, 000.167

The cost of producing Becket was £4,723 1ls. 24, ."68 but
Irving made his investmeont yield a small fortm:w.x69 The play was
staged 112 times during its first geason in London, and 308 times in
all (London 147, the provinces 92, and America 69).170

The critics lavished two types of criticism'upon Becket.
The following criticism by George Henry Lewes stands as an example

of one type:

The play is instinct with dramatic life, and is as var-
jous as Shakespeare, and (unlike Shakespeare) nowhere
is there any fine writing thrust in becauese it is fine,
and becauge the poet wanted to say the fine things
which arouse in his mind. Prophecy has been called
'the gratuitous form of error' by my better half, so i
ought to be chary in prophecy; yet I have no hesitation
in saying whatever the critice of today may think or
say, the critics of tomorrow will unanimously declare
Alfred Tennyson to be a great dramatic genius,

166 114, , p. 562.

167 1114, , p. 563,

IéaMoaes. op. cit., p. 344.

169lrviug, 22:'5}_5:. p. 562.

"oBaum,_g& cit, , p. 321

l‘”Manlton. op. cit., p. 98.
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William Archer wrote a criticism for the Theatrical World in 1894
which stands as an example of the other type:

There is no rule that it does not break, no formula.
that it fails to set at nought. It is rambling, dis-
jointed, structureless; ite psychological processes
take place between the acts; it overrides history
for the sake of an infantile love<dntereat; its blank
versge ig '‘undramatic, ' and its humour is-- well,
unsophisticated. In short, it is nothing that it
ought to be, and everything that it oughtn't,
Literally everything: for it ig most of all what it
oughtn't to be— a success, 172

nzMoaea,_gB: cit., p. 344, 13.19,



CHAPTER 1V
SUMMARY

It {e pouiblﬁ now to look baék over the hiatoricél trilogy
and form sormne conceptio‘n of Tennyson's idea of what made a2 drama.
He must have thought that a succession of short scenes deta’c.hed
from the biography of a historical character was sufficient. ‘Tenny;
son's drama ie simply dramatized chronicle without an mterz;al |
structure; he’ti:erely took his material in pieces as history pre-
sented it and worked it into individual scenes. Although hii,dré-
matic style had little in the way of shape, his poetic style vf;a

rich. From Queen Mary to Harold to Becket there is a real and

genuiné development, ' Tennyson was becoming more and more
efficient in the handling of passion and humor through dialoéne,

which is the characteristic of a good‘v dramatist. Had he become

89



90

interested in the form of thé drama earlier in life or had he iivgd
longer, he might be remembered ag the great English dramatist oi
the nineteenth century. o

Inthe preceeding chapters we have seen ‘rennyldn.'u
development as a dramatist, but a study of his historical trilogy
would not be cémplefé unless some observations concerning Tenny-
son's attitqdes toward mﬁrrhgc. democracy, and church and state
were made; Aithough th'»e trilogy is not primarily concerned with
these social idens, they are very apparent throughout the work,

It i3 evident in w that Tennyson had a high_qtandnrd
with regard to ‘marrh..ig'e. even though he did allow his hero to be a
bigamist. In fact this is what adds poignancy to his tragedy. Har-
old's marriagg to»Edith io not clearly presented and appean» to
‘have been what we would term common law marriage. Tennyaon
thought that marriage wae spiritual and not physical, sometbing :
-of the Miltonic concépﬁon. and that the marital state was necessary
for the. advaqc;gmpnt of ht;manity. 1.73 Tenﬁyaon was againéﬁtltjna_rrlage
for. diplomatic or political reasons, and aithough in Act nlf.:_’lCena'i.

‘he nlloﬁn Edith to urge Harold to marry Aldwyth for such reasons,

- 3 wiiam Clark Gordon, The Social ldeals of Alfred
Tennyson, (Chicago: The University of Chicago Preas, 1906), p. 86.
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~ 1f this ba politic,
And well for England-~ and for here
Care not for me who loves thee,

in Act V, scene i, he lets Harold state the unfortunate results of “
such a marriage:

I married her for Morcar— a sin against

The truth of love. Evil for good, it seems,

Is oft as children of the good ag evil

ror wil. .o

Mary ] plea for her marriagc to Philip in Qnaen Mary wae a plea

of policy. In Act Il, scene ii she aay-:
it it,might please God that I should leave _
Some {ruit of mine own body after me,

To be your king, ye would rejoice thereat,
And it would be your comfort, as I trust.

Moreover, if this marriage ghould not saom.
Before our own High Court of Parliament,
To be of rich advantage to our realm, o
We will refrain, and not alone {rom this,
Likewiso from any other.
Tennyeon rejected guch a motive for marriage in his own mind,
and he did not fail tc‘:shéw Mary's miserable condition when thp

marriage failed to be succesaful. Honry's marriage of policy '

to Eleanor in Becket likewise proved to be unhappy.

The euentiallreedem of the soul was one of t;hg ﬁmd-»

amental postulates of éli of _Tennyuon'a thinking; 'he would hot
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permit the divine right of any cenvantion, law, or raler tovmihilntc
that freedom. 174 Soniéihing of this ideal ig seen in Act V, ncene iv,

of Queen Mary when the crowd passes the palace in London; 'the

Third Volce says:
What am I? One who cries continnally with sweat
and tears to the Lord God that it would break down
“all kingghip and queenship, all priesthood and pm-» |
lacy; to cancel and abolish all bonds of human ‘
allegiance, all the magistracy, all the nobles, B
and all the wealthy; and to send to us again, '
according to his promise, the one King, the
Christ, and all things in common, as in the day
of the first church, when Christ Jesus was king.
Tennvacn'i @iéﬁception qf_ freedom was highly dexxiacratic. ‘Hevfaﬁ.'
that royalty should be restricted in their actions so that tho higheat
good: fot au cou.ld be achicved. The ruler and people could thxw
work togetherw"oxm for au and all for onc. one soul, "175
‘Queen Mary talkad of loving her pcoplc and being loVuu :
by them. but this love was never a reauty She defied her councu.“
her people, and her parliament in order eo carry out her own pl&mn

Her downfall is partly vexplained in Act III, scene { by the wards of

Bagenhall:

We hé#_e no men among us. The new Lords
Ave quieted with their sop of Abbeylands,

174144, , p. 82

175 Harold, Act II, scene iii.
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N 'And ev'n before the Queen's face Gardinor buys them
With Philip's gold. All greed, no faith, no courage.

The manner in which Tenhyson handled William the Conqueror, Henry
11, and Mary shows to some extent thai he disfavored the abuse of
royal power, and that he favored honesty, purity and the truth in

ruler and court,

Tamiyaon looked upon the church as .oﬁe of the great insti-
tutions of organized socicty. "He studied it with care ahd ayippathy.
and wrote of it with wisdom and power, " 176 His portraita of priasté.
friars, abbots, 'moxiku, and clergymen are not such ae to inspire any
gpecial confidence in the efficiency of the church. He seemed to
believe in the total good of the social institution, although he did not
fail to see the corruption of its many parta.l7! Needless to sﬁy,
Tennyson's approach to religion wae entirely the Protestant point
of view; he had nothing but contempt for Roman Catholics. This
fact is quite egident throughout the entire trilogy and is thought by
many to minimize the overall appeal of the plays.

In Act II, scene iii of Queen Mary, one of Sir Thomas

Viatt's men says:

176 44, , p. 182.

177 1pi4. , p. 170,
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I know not my letters; the old priests taught me
nothing, '

In Act III, acene iv, Tennyson forces Cardinal Pole to say of the
Englieh Church:

She seethed with such adultries; and the lives . ‘
Of many among your churchmen were go foul -
That heaven wept and earth blushed, '

Cranmer speaks the following in Act IV, scene ii:

Againgt the huge corruptiong of the Church,
Monsters of migtradition. .

Tib, one of the low comedy characters, is permitted to say i.
Act IV, scene iii:

Ay, Joan; and Queen Mary gwoes on a-burnin'
and a-burnin', to get her baaby born; but all
her burnin's ‘i1l never burn out the hypocriay
that makes the water in her, There's nought
but the vire of God's hell ez can burn out that,.

In Act I, scone i of Harold, Edward zaya' of prieaté and
churches in Saxon England:

: . Your prieats,
Gross, worldly, simoniacal, unlearned!
They scarce can read their Psalters, and their churches
Uncouth, unhandsome, while in Norman-and,
God speaks thro! abler voices, as He dwells -
In statlier ghrines.

In Act III, scene il Harold says:
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But a little light !~

And on it falls the shadow of a priest;
Heaven yield us more!l for better, Woden, all
Our cancell'd warrior-gods, our grim Walhalla,
Eternal war, than that the Sainta at peace,
The Holieat of our Holiest one, should be
This William's fellow-tricksters;-- better die
Than credit this, for death ia death, or else
Lifte us beyond the lie.

And in the same scene Harold declares:

'The Lord was God and came as man-- the Pope
Is man and comes as God.

In Act V, scene i, Harol‘dv has contempt for the Norman Saints
because they tricked him, and he has contempt for Rome because
Rome is on Wmiam's;‘.ide:

: Thilv ’n'xemory to thee! --and this to England,

My legacy of war against the Pope

From child to child, from Pope to Pope, ftom age to age,

Till the sea wash her level with her shores, :

Or till the Pope be Christ's.

One very apparent fault with Becket ias the Archbi_lh::p'l
view of Rome and the clergy. ‘Th'o reader would naturally expect
Becket to have respect for the clergy and the imperial character
of Rome, but the Archbishop appears to look upon them much the
same as Tennyson did iﬁ'ﬁi. own life.. This is also true pivthe other

charactera of the play. Tdnny.non was subtle in some instances in his

attacks on the Catholics, but for the most part he waa direct and
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straightforward. I think that 'rennyaop' was framing the c&tactera of
Becket with mock heroic ‘pri'dq there is no pfoof. ‘howeverf’."' of uucix a
statement. o |
Tonnyson haa the Pope's almoner. Philip de Eleemoaynu.
sugseat treachery to Becket when the klng is urging Becket to oign
the articlu ugahut the Ereedom ot the church. In Act I, scene ui.
| he whispers in Becket': ear that the Pope wants him to commit tke
sin:
- Cannot the Pope absolve thee if thou sign? |
In the ca}qi_g_ scene Becket deélarﬁ: |
This Almoner hath tasted Henry's gold,
The Cardinals have fingered Henry's gold,
- And Rome is venal ev'n to rottenness,
and names Gilbert Foliot, the b'inhoé of London, "a worldly follower
of the worldly atrong."” . |
InAct 11, scene ii, Bccket's faithful friend, Herbert o(
Banhm. a devout cloric and a eensible man, is made to drivel. g

Thee, thou holy Thomas!
I would that thou hadst been the Holy Father,

Becket complacently replies:
1 would have done my most to keep Rome holy,

- I would have made Rome know she still is Rome~
Who stands aghate at her eternal self
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And ahﬁken at mortal kings~ her vacillation,
Avarice, craft-- O God, how many an innocant
Has left his bones on the way to Rome
Unwept, uncared for. Yea--on mine own gelf
- The King had had no power except for Rome.
'Tis not the King who is guilty of mine exile,
But Rome, Rome, Rome! .
In the same icene Walter Map. who launches many u'rcnmn' at
the Roman Church throughout the play, says:

If you boxed the Pope's ears with a puue. o
You might stagger him, but he would pocket the pmru.

On the other hand, in Act I, ascene i, Tennyaon allows Beckdt to say:

The people know their church a tower of strength,
A bulwark against Throne and Baronage,

and in scene iv of thd,'_‘:&'mé act:
The Church is ever at v#ﬂance with the Kingn.
. And ever at one with the poor.

Tennyson, the voice of Victorian England, was thoroughly
convoniional in‘ihh id"eai ahd methodn. Nineteenth century iove of
good manners and c§npegn for the individual were manifested in the
poet. The hlstoricaf. “t"ﬂ‘logy} can be labeled an outgf&wth of the age
’in:thia} iaipéci.' A.‘ltlic;ﬁgh“l’enhyton‘véaa at hiilb:eat when mv géniuu.
,’for‘ music and painting in language was all that was required bt_‘ his
cub}dct. the trilogy utan@s as a monument to his rich and var#gd

poctic ability. y |
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