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PREFACE 

BY the courtesy of Messrs. Macmillan and Co., I am per

mitted to use for the purpose of this edition the text of 

Arnold's last revision. The least changes made by a critic 

so fastidious are not without importance, and I am deeply 

grateful to Me.̂ ssrs. Macmillan for enabling me to use this 

final version, of which they have the copyright. 

In the second place I have to thank my friend Mr. Mark 

Hunter, M.A., Acting Principal, Grovernment College. Eajah-

mundry, for invaluable assistance. He has revised the proofs 

for me and seen the edition through the press. He has 

.supplied omissions, by notes indicated in the text by his 

initials; but the help which he has given me throughout is 

more difficult to acknowledge. But for his co-operation 

I could not have undertaken the edition. 

The notes were read in manuscript by my colleague at 

St. Olave's Grammar School, Mr. J . L. Holland, B.A. ; they 

have gained both in accuracy and completeness for his keen 

and suggestive criticism. 

As for the authorities, whom I have consulted, I should 

place, first and foremost, Arnold himself. Arnold the critic 

throws great light on Arnold the poet; and the minor critics 

have not always noted the fact. Mr. T. B. Smart's Bihlio-
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graphy of Matthew Arnold has been invaluable. For the 

legend, I owe my knowledge of authorities to the Bib

liographical Appendix in Miss J. L. Weston's Survey of 

Arthurian Romance, and to her chapter on " Tristan " in 

her " Wagner Legends." I have also used her abridged 

prose rendering of the poem of Gottfried. Other sources 

of help are expressly indicated; but like all workers in the 

field of literary English, I have made constant use of Pro

fessor Skeat and the Oxford Dictionary. 

ST. OLAVE'S GBAMMAE SCHOOL, 

S O U T H WABK, 

Wth July 1902. . 

P. S. 
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ERRATA. 

TEXT, 

p. 32.1. 168. For * lossen'd ' read ' loosen'd.' 

NOTES. 

I. 9. For "broken matterings "read"broken mtttterings." 
94. Transfer to note on 1.100 the words " So F ; A to 

E read * cup which stands.' " 

II. 114-115. The reading of A and B should be given as 
" The laughter shrill." 

III. 22. For " frosiy feldefare " read " frosiy feldefare." 

140. (note on posting) for " this blindness " read " his 
blindness." 

143. (note on thai bald Osesar) for " aeeingly there a 
statue " read " by seeing." 

146. For ' brightly ' read ' knightly.' 
147. For " vanquished " read " vanguished." 

163. For " the last century " read " the 18th century." 

192. For "for too early " read "far too early." 





INTRODUCTION. 

I. Arno ld ' s Life and Wri t ings . 

Matthew Arnold was born on December 24, 1822, at 
Laleham, a village on the banks of the Thames near 
Staines. His father was the famous Dr. Arnold, then 
a private schoolmaster, but destined, when he became 
headmaster of Rugby in 1828, to transform the higher 
education of England. His son's writings show to the 
last the ineffaceable impress of his teaching. A note 
of intense affection marks the constant references to 
" Papa " in the poet's letters ; " I think Papa would 
have liked i t " is his highest tribute of self-praise. 
And he writes to his mother on her birth-day :— 
" Accept every loving and grateful wish from a son to 
whom you have for nearly thirty years been such a 
mother as few sons have. The more I see of the world, 
the more I feel thankful for the bringing-up we had, so 
unworldly, so sound, and so pure. God bless you, my 
dear mother, and believe me your truly affectionate 
child." {Letters, Aug. 19, 1852.) 

He entered Rugby school in 1837, after a prelimin
ary year at Winchester. His first recorded poem was 
Alaric, a Rugby prize-composition of 1840. In that 
year he won a classical scholarship at Balliol College, 
Oxford, and went into residence in the autumn of 1841. 
Many of his Oxford friends were distinguished in later 
life—Professor Jowett, Dean Stanley, Lord Chief 

xcviii a 
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Justice Coleridge, and the poet Arthur Hugh Clough, 
whom he commemorated in the exquisite elegy of 
Thyrsis. A vivid glimpse of Arnold as an under
graduate is given by his Balliol contemporary J . C. 
Shairp, in his lines on " Balliol Scholars," first pub
lished in Glen Besseray, 1873 :— 

" So full of power, yet blithe and debonair, 
Rallying his friends with pleasant banter gay. 

Or half adream chanting with jaunty air 
Great words of Goethe, catch of Beranger. 

We see the banter sparkle in his prose. 
But knew not then the undertone that flows, 

So calmly sad, through all his stately lay." 
In his first year at Oxford Arnold won the chief 
University distinction awarded for proficiency in Latin, 
the Hertford scholarship. In June 1843 he won the 
" Newdigate," or University prize for English verse, 
by a poem on Cromwell. But next year, in his final 
schools, he only took a second class. One thinks 
irresistibly of a quiet entry in Clough's diary, dated 
Ju ly 31, 1844,—" M. has gone out fishing, when he 
ought properly to be working." In 1845 he obtained 
the distinction of a college fellowship. Clough writes 
on April 2,—"You will be glad to hear Matthew Arnold 
is elected Fellow of Oriel. This was done on Friday 
last, March 28, just thirty years after his father's 
election. Mrs. Arnold is of course well pleased, as 
also the venerable poet at Rydal, who has taken M. 
under his special protection." The poet was Words
worth, who was not only a personal friend of Arnold^ 
but deeply influenced his writings. The Wordsworths 
and the Arnolds were now near neighbours. Dr. Arnold 
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had taken a house in the Lake District, which he used 
as a hohday retreat from Rugby; after his death in 
1842 it became the home of the family. 

The influence of Oxford penetrated Matthew Arnold's 
inmost life and thought. There, and there alone, he 
was in perfect sympathy with his environment. 
Oxford's worship of the intellectual ideal, old-woild 
charm, disinterestedness, freedom from convention, 
kindled his enthusiasm. In Thyrsishe looks out from 
the Cumner Hills on 

" that sweet city with her dreaming spires— 
feLe needs not June for beauty's heightening." 

The Scholar Gipsy too is steeped in Oxford magic, 
bright with its river and fields and flowers. " Beauti
ful city," he wrote in 1865, " so venerable, so lovely, so 
unravaged by the fierce intellectual life of our century, 
so serene ! 'There are our young barbarians, all at play!' 
And yet, steeped in sentiment as she lies, spreading her 
gardens to the moonlight, and whispering from her 
towers the last enchantments of the Middle Age, who 
will deny that Oxford, by her ineffable charm, keeps 
ever calling us nearer to the true goal of all of us, to 
the ideal, to perfection,—to beauty, in a word, which 
is only truth seen from another side ? " In words yet 
more famous he goes on to speak of her as " home of 
lost causes, and forsaken beliefs, and unpopular names, 
and impossible loyalties." (Preface to Essays in Crit
icism.) 

It was the time of the "Oxford movement"—an 
effort, originating in the University, to bring back the 
English church to medieval forms of thought and 
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worship. Its keenest opponents were the Liberal school 
of which Dr. Arnold was a leader. By training, con 
viction, and temperament his son must have enterec 
Oxford with a strong prejudice against the movement 
Yet, years after, when lecturing in America, he utterec 
these memorable words :—" Forty years ago, when 1 
was an undergraduate at Oxford, voices were in tht 
air there which haunt my memory still. Happy the 
man who in that susceptible season of youth hears 
such voices! they are a possession to him for ever, 
No such voices as those which we heard in our youth 
at Oxford are sounding there now. Oxford has more 
criticism now, more knowledge, more l igh t ; but such 
voices as those of our youth it has no longer. The 
name of Cardinal Newman is a great name to the 
itnagination still; his genius and his style are things 

of power Forty years ago he was in the very 
prime of life ; he was close at hand to us at Oxford ; 
he was preaching in St. Mary's pulpit every Sunday; 
he seemed about to transform and to renew what was 
for us the most national and natural institution in the 
world, the Church of England. Who could resist the 
charm of that spiritual apparition, gliding in the dim 
afternoon light through the aisles of St. Mary's, 
rising into the pulpit, and then, in the most entranc
ing of voices, breaking the silence with words and 
thoughts which were a religious music—subtle, sweet, 
mournful ? " Other voices, with a note and message 
the opposite of Newman's, quickened Aruold's youth. 
" There was the puissant voice of Oarlyle ; so sorely 
strained, over-used, and misused since, bat then fresh, 
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comparatively sound, and reaching our hearts with 
true, pathetic eloquence." And through Carlyle 
' ' t h e greatest voice of the century," the voice of 
Goethe, reached him. And lastly there came to Ox
ford from America the voice of Emerson,—" a clear 
and pure voice, which for my ear, at any rate, brought 
a strain as new, and moving, and unforgettable, as the 
strain of Newman, or Carlyle, or Goethe." {Discourses 
in America, Lecture on Emerson.) 

Shortly after leaving Oxford, Arnold became pri
vate secretary to the second Marquis of Lansdowne. 
In the Whig Ministry of Lord John Russell he was 
then Lord President of the Council. Under our 
Parliamentary system this office carries with it the 
control of national education. Till 1870 primary edu
cation was entirely supplied by " denominational" or 
" voluntary " schools. These are schools which a relig
ious body founds to inculcate its own religious views 
and to give general instruction. They are supported 
partly by the voluntary subscriptions of the body to 
which they belong, partly by grants from the state. 
But the state organisation of schools was as yet in an 
early stage of development, and the " religious ques
tion " was acute. There was great rivalry between 
the " National" or Church Schools, connected with 
the National Society, and the " British " or Dissent
ing Schools, connected with the British and Foreign 
Bible Society. On April 14, 1851, Lord Lansdowne 
appointed Arnold a Lay^ Inspector of Schools. He 

* Lay, that is, as distinct from the clerical inspectors of 
the " National " schools. 
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became one of three officials who inspected " British " 
schools and parcelled England out between them. 
His district reached, as he said, from Pembroke Dock 
to Great Yarmouth. For twenty years he inspected 
schools of this type only. The trenchant views which 
he expressed later on the nature of Dissent and the 
dismal narrowness of the middle class, were based 
upon the experience thus acquired. 

In June 1851 Arnold married. He always admitted 
that this was his motive for seeking the inspectorship, 
and he wrote frankly to his wife on October 15, " I 
think I shall get interested in the schools after a little 
t ime; their effects on the children are so immense, 
and their future effects in civilising the nexc genera
tion of the lower classes may be so important." 
He claimed two qualifications for his work : he had 
*' a serious sense of the nature and function of 
criticism—I from the first sought to see the schools 
as they really are"—and, " I tried to put myself 
in the place of the teachers whom I was inspect
ing." A pleasant glimpse of the man at work 
is given by a teacher who wrote to the Education 
Office to defend himself against a severe report, but 
added that he did not complain of the inspector, 
preferring him to any other " as he was always gentle 
and patient with the children." {Letters, Dec. 14 
1867.) But he felt the drudgery keenly. Hearing 
the students give specimen lessons in the training 
schools is " a long tedious business " with " little real 
utility in it and a great deal of clap-trap ;" " however 
I get a good many notes written, and odds and ends 
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of things done," {Letters, Nov. 15, 1870). He con
cludes a letter—" I must go back to my charming 
occupation of hearing students give lessons. Here is 
my programme for this afternoon : Avalanches—The 
Steam Engine—The Thames—India Rubber—Bricks 

— T h e Battle of Poictiers—Subtraction—The Rein
deer—The Gunpowder Plot—The Jordan. Alluring, 
is it not ? Twenty minutes each, and the days of one's 
life are only threescore years and ten." (Ih., Oct. 14, 
1864.) The sympathy which he felt for the children, 
might, with advantage, have been extended to these 
younger teachers ; the sight of their inspector writing 
letters and "ge t t ing things done " would be of small 
comfort to them as they stumbled through their " clap
trap." 

His yearly reports from 1852 to 1882 have been 
published (Macmillan 1889). They show the strong 
side of his professional work—telling criticism of 
radical defects, and a penetrating grasp of first 
principles. They range over every subject connected 
with the theory and practice of education, from 
methods and text-books and doggerel poetry to plain 
sewing and the necessity of paint and whitewash. 

The year 1862 is a landmark in the history of 
English education. Mr. Lowe (the future Lord Sher-
brooke) introduced the " Revised Code." Alarm at 
the growth of the parliamentary grant led to a Gov
ernment Commission, which exposed some preventible 
neglect in the junior classes—the teachers being apt 
to concentrate on upper classes—and a weakness in 
" the most necessary p a r t " of what children *' come to 
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school to learn," reading, writing, and arithmetic. 
Mr. Lowe, serenely pronouncing that education, " if-
not efficient, should at least be cheap, and if not 
cheap, should be efficient," fixed as the basis for 
future grants the system of " payment by results." 
Primary education from 1862 to 1890 depended 
mainly on capitation grants awarded in proportion to 
the number of children in each school who could pass 
in the three R's."^ In other words Parliament treated 
schools as mere machines for imparting instruction; 
their mission as civilising agents—the aspect whicL 
had attracted Arnold to them—was ignored, or prob
ably not even realised. Arnold attacked the scheme 
from the first. He wrote in May 1862 a pungent 
article in Fraser's Magazine, in which, as he admits,, 
*' Lowe's speech is noticed sharply enough." {Letters, 
Feb. 26.) The fun of this was that Lowe was the 
head of a Government department, Arnold his sub
ordinate official. Hi§L general report for 1863, by a 
quiet but effective contrast with the old system, 
exposes the weak points of the new. He never ceased 
to protest against it as narrowing and mechanical 
an attitude " most unacceptable to my official chiefs." 

Meanwhile he found leisure for literary work. His 
first volume was The Strayed Reveller, and Other 
Poems, hy A., published in 1848. I t included The 
Forsaken Merman, one of the few poems written by 

* An immortal phrase, perpetrated by an ignoramus on a 
School Board, who urged that children needed nothing 
beyond the "three R's—Eeadin', Ritin', [ = Writing], and 
'Bithmetic." 



INTRODUCTION. IX 

Arnold which may be called popular. The book 
attracted little notice. An approving reviewer in the 
Athenseum—a journal devoted to higher criticism, and 
pluming itself on its acumen in recognising new 
talent—grouped the writer with the minor poets of 
the week and told him that " A " was **'Aj of the lot." 
Empedocles on Etna, and Other Poems, by .4., followed 
in 1852; this volume included Tristram and Iseult. 
A favourable notice in the Times carried it bo the 
railway-bookstall at Derby (Letters, Nov. 26, 1853); 
but, after a scanty sa'le of fifty copies, the book was 
withdrawn. Arnold had come to the conclusion that 
Empedocles, a " morbid" picture of acute mental suffer
ing, " unrelieved by incident, hope, or resistance,'' 
was unsuited for poetic treatment. 

In these two slight volumes the poet did little more 
than feel his way. He moved decisively in 1853, 
when Poems, a new Edition, was published with his 
name on the title-page. Most of the earlier work was 
included, but not Empedocles, though this was 
reprinted later at the request of Robert Browning. 
The new work was Sohrah and Rustum, noble and 
pathetic alike in theme and treatment, and The 
Scholar-Gipsy, one of Arnold's most characteristic 
poems. Of Sohrab and Rustum he writes to his mother 
that it is a poem " which I think by far the best thing 
I have yet done," and that " I have had the greatest 
pleasure in composing it—a rare thing with me.' 
He also tells her, with evident pleasure, a remark 
attributed to Lord John Russell, that " Matthew 



INTRODUCTION. 

Arnold was the one rising young poet of the present 
day." {Letters, May 1853.) 

The Poems included a prefatory essay which was 
Arnold's first venture into the field of criticism. I t 
is a remarkable and—considering the date of its com
position—even a startling document. He pleads for 
a clearer and larger conception of the essential in 
poetry. This he defined to be the action of the piece, 
its unity, accurate construction, total impression,— 
not its verbal felicities, or isolated thoughts and 
images. Such doctrine was new" in 1853, and it was 
fatal to reputations which then seemed secure. 

Arnold's poetic writing, never large in quantity, 
continued quietly. Balder Dead, a beautiful study of 
Norse mythology, but Greek, not Norse, in style, was 
published in a new volume of poems in 1855 ; Thyrsis 
and the exquisite lyric A Southern Night in the New 
Poems of 1867. Two years later came a collected 
edition, which included for the first time the elegy on 
his father, entitled Rugby Chapel, and written in 1857. 
With this volume his poetic work was rounded, and he 
turned more and more to the task of criticism, inter
preting this in its widest sense and including within 
its sphere society, politics, and religion. 

So far as literature and poetry were concerned, he 
had a unique opportunity of giving expression to his 
views. In 1857 he was appointed professor of poetry 
iu Oxford University. The office is held for five years, 
but he was re-elected for a second term. He inaugur
ated his professorship by publishing the play of Merope^ 
an attempt to copy Greek tragedy in English. I t is 
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io the general reader, his least attractive poem. Like 
the volume of 1853, the play had a preface. The 
years of the professorship were rich in work given to 
the world in three memorable volumes. First there 
were his Lectures on Translating Homer 1861, with a 
supplementary volume published next year. They 
marked an epoch. No Englishman before or since 
has touched upon Homer with such insight and sugges-
tiveness ; and the critical manner, modelled on that of 
the great French writer, Sainte-Beuve, was new in 
England. A group of miscellaneous lectures appeared 
in 1865, with the title Essays in Criticism. The opening 
papers, The Function of Criticism at the Present Time 
and The Literary Influence of Academ,ies, illustrate 
Arnold's mental attitude towards the uncritical methods 
of his contemporaries. Others papers are short studies 
—causeries as the French would say,—of individual 
writers, and revealed to the British public the existence 
of such men as Heine and Joubert. One essay of 
singular charm, Pagan and Medieval Religious Senti
ment, contrasting Theocritus with St. Francis of Assissi 
as a hymn-writer, won for Arnold the rare distinction 
of being cheered in an Oxford lecture-room. I n 
1865 and 1866, he gave a course of lectures On the 
Study of Celtic Literature, which he published in 
1867. He did not know the Celts as he knew the 
Greeks ; but here again he broke new ground. There 
is no need to-day to press the claims of Celtic literature 
to recognition ; but, so far as Englishmen are con
cerned, Arnold led the way to this, and was even 
attacked for doing so. Every year there is held in 
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Wales a national festival called the Eisteddfod, or 
congress of the bards, for competitions in poetry, art, 
and music. The English labourer has become mate
rialised, and no longer preserves the old legends of 
his country; but in Wales and Ireland romance and 
poetry and folklore still linger among the peasantry, 
and such an institution as the Eisteddfod is a potent 
means of preserving them. Arnold, because of his 
sympathetic lectures, was invited to attend the Eistedd
fod held at Chester in 1866 and to read a paper on 
some topic of Celtic literature or antiquities. He 
declined, but he wrote of the gathering itself very 
appreciatively, and the letter was printed. The 
Times commenced to bellow. " The Welsh language,'^ 
it said, " is the curse of Wales. . . . An Eisteddfod 
is one of the most mischievous and selfish pieces of 
sentimentalism which could possibly be perpetrated. 

I t is monstrous folly to encourage them, [i.e., 
the Welsh] in their old language The sooner all 
Welsh specialities disappear from the face of the 
earth the better." Arnold quotes this outburst in 
his preface, with the quiet comment:—" Behold 
England's difficulty in governing Ireland ! " 

The Celtic lectures and most of the Essays in 
Criticism were first printed in The Comhill Magazine, 
a periodical founded in 1860 by the publisher George 
Smith. " Matthew Arnold's work was of great value 
to its reputation." (Sidney Lee, Memoir of George 
Smith.*} He was one of abrilliant series of contributors. 

* Prefixed to the Supplement, Vol. I, of the Dictionary of 
National Biography. 
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Thackeray the novelist was the first editor; other 
writers were Ruskin, Tennyson, Dickens, Mrs. Brown
ing, George Eliot, and Mrs. Gaskell; the artists who 
illustrated it were Leighton, Millais, Du Maurier and 
Doyle. Arnold's essay on Eugenie de Guerin appeared 
in the Comhill for June 1863 as a signed article, a 
great distinction, for the contributions were at first 
anonymous. Of his lecture on Heine he writes to his 
mother (June 16, 1863) that Heine's wit made his 
Oxford audience " positively laugh aloud " and—" I 
have had two applications for the lecture from maga
zines, but I shall print it, if I can, in the Comhill^ 
because it both pays the best and has much the 
largest circle of readers." Arnold's connexion with 
Oxford University closed appropriately with the 
honorary D.C.L., which it conferred upon him in 
1870. 

To a man of Arnold's temperament, immersed in 
routine work, these occasional appearances in an Ox
ford lecture-room afforded refreshment and stimulus. 
But he was mainly occupied in the prosaic business of 
inspecting schools. The work was heavy, especially 
in the earlier years when he was forced to rush about 
the country. He got a respite in 1859. A feeling of 
uneasiness about the condition of primary schools 
induced the Government to investigate the working 
of foreign systems, and Arnold was sent officially to 
make enquiries in France, Germany, and Holland. 
His report was issued as a parliamentary paper in 
1859, and in book form two years later. I t contained 
the historic words, " Regard the necessities of a nob 
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distant future, and organise your secondary instruc
tion." Nothing in Arnold's career stands out with 
more significance than that unheeded warning. He 
called attention to a crying need, the existence of 
which was not even recognised. Don Quixote tilting 
at the mill must have seemed clear-headed and 
practical, compared with the man who seriously sug
gested in those days that the state should take upon 
itself to direct a new sphere of national activity. 
*' The Englishman," said Goethe, in his Olympian 
style—and the remark was quoted by Arnold more 
than once—" the Englishman is entirely devoid of 
intelligence." Goethe meant, not that the English
man was stupid, but that he was uncritical; he " held 
or uttered any given opinion as something isolated," 
without perceiving its bearings or its absolute value. 
One of his most cherished opinions at this particular date 
was that " British energy and self-reliance" should 
fee, as far as possible, free from state-control, or, as 
he phrased it, from state-interference. " The State 
should let things alone." Arnold's first official visit to 
the continent convinced him that this was mere insular 
prejudice, and he imputed to the absence of a sound 
system of secondary education the defective intelli
gence which Goethe described as an English charac
teristic. During the enquiry of 1859 Arnold visited 
two French schools which lay outside its scope,—the 
Lyceum, or public secondary school, of Toulouse, and 
the Soreze College, founded and conducted, under 
state supervision, by the eminent Dominican, Lacor-
caire. He described these in A French Eton, or Middle 
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Class Education and the State, 1864, and asked what 
equivalent we had in England. Elementary education 
was directed by the s tate; the aristocracy had the 
public schools. But the middle classes were " catered 
for "* by private adventure schools, greatly differing 
in quality. He concludes with a reasoned plea for 
accepting the principle of state-control. Comment is 
best supplied by two extracts from the Times: that 
paper wrote in 1864, " T h e State can hardly aid 
education without cramping and warping its growth, 
andmischievouslyinterfering with thelawsof its natural 
development;" in April 1902 it supported the first 
bill introduced by a British Government to organise 
secondary education, and concluded the article with a 
sympathetic reference to Arnold as a " voice crying in 
the wilderness " words of far-sighted warning forty 
years before. 

Middle-class education, however, got talked about, 
and the Government appointed a Royal Commission 
to examine it. Arnold was sent abroad a second time 
in 1865, to report on the secondary education of 
France, Germany, Switzerland, and Italy. His report, 
a descriptive and historical sketch, was reprinted in 
permanent form as Schools and Universities on the 
Continent (1868). The plea for a similar organisation 
in England is again enforced. Nothing was done, 
and we find him writing in 1878—two years before 
Mr. Gladstone went on his triumphal progress in the 
Midlothian campaign—" At this hour, in Mr. Glad
stone's programme of the twenty-two engagements of 

*This metaphor is not Arnold's, but fits the facts. 
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the Liberal party, there is not a word of middle-clasff 
education." I t remains purely sectional. " The com
mercial travellers or the licensed victuallers have 
the happy thought of making a school entirely for 
children of commercial travellers or of licensed 
victuallers, and royal dukes and ministerial earls are 
still found to go down and bless the young institution, 
and to glorify the energy and self-reliance of the 
commercial travellers and the licensed victuallers 
To educate a middle-class in this way is to doom it to 
grow up on an inferior plane, with the claims of 
intellect and knowledge not satisfied, the claim of 
beauty not satisfied, the claim of manners not satis
fied." {Porro Unum est Necessarium,* reprinted in 
Mixed Essays.) In 1879 he lectured to the members 
of the Working Men's College at Ipswich on the 
same topic as " a great democratic reform, of the 
truest, surest, safest k ind"—a reform directly and 
indirectly affecting the working classes {Ecce Con-
vertimur ad Gentes,^ reprinted in Irish Essays). A 
year before his death, he wrote the article on schools 
in T. H. Ward's The Reign of Queen Victoria, 1887, 
and pleaded for the registration of secondary teachers 
and for the appointment of a Minister of Education 
and an Educational Council. Looking at the general 
apathy which greeted all these proposals, he not 

* " Yet one thing thou lackest," a quotation from the 
Vulgate, or Latin version of the Bible {Luke, xvii. 22), here 
applied with delicate irony to the English people. 

f " Lo, we turn to the Gentiles "—another scriptural re
ference (Acts, xiii. 46). 
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unnatural ly thought tha t he had failed. Bu t he under
rated his own influence. In recent educatiooal con
troversy, free use has been made of his facts and 
arguments , and no one has been more often quoted. 
The report of the Royal Commission an Secondary 
Instruction, published in 1895, mainly follows lines 
of policy which he was the first to t race. Four teen 
years after his death an English Government com
menced an official register for secondary teachers 
and dealt with secondary education in a bill. 

Arnold now sought in other directions to widen the 
intellectual r ange of the nation, or, as he put it, " to 
pull out a few more stops in tha t powerful bu t a t 
present narrow-toned o rgan . " In 1869 he published 
Culture and Anarchy, an Essay in Political and Social 
Criticism. Phrases used in tha t volume have passed 
into current speech, such as " Sweetness and l igh t , "* 
to express the qualities fostered by c u l t u r e ; " Bar-
barians, t Philistines^ and Populace ," to express the 

* A phrase borrowed from Swift's Battle of the Books. 

t Because the English aristocracy of to-day, with their 
vigour, courage, and love of field-.sports, resemble the Bar
barians of the Lower Empire ! 

J The Philistines were a Phoenician tribe living alon^^ the 
south coast of Palestine, perpetually at war with the Jews. 
The Jews are styled in the Bible the " chosen race," the 
" children of the light." Philistinism thus comes to mean 
dogged opposition to enlightened ideas. It was originally a 
German nickname. University slang to express the townsmen 
in a University city ; it is said to have originated at Jena in 
1693, when a student was killed in a fight with the townsmen 
and the University preacher took for the text of the funeral 

xcviii b i 
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th ree classes of Engl ish socie ty; and the invaluable 
" Hebraism and Hellenism," to summarise the two 
influences which have so deeply influenced man ' s 
development—the ideal of the old Jew, which consisted 
in r igh t conduct, the ideal of the old Greek which 
consisted in r igh t th ink ing . " Conduct ," Arnold was-
fond of saying, " i s three-fourths of l i f e ; " the rest 
he claimed for cul ture. I t is not Arnold ' s only 
achievement of the kind. In the Essays in Criticism 

he b rought into use " d i s t i nc t i on" (in the l i terary 
sense), and " the note of p r o v i n c i a l i t y * ; " and in his 
Celtic lectures the phrase " Celtic magic " to denote 
t h e special quali ty which dist inguishes English poetry 
from the poetry of the rest of the Teutons. A master 
of phrase-makingj t Lord Beaconsfield, once congra
tu la ted him upon this as " a g rea t a c h i e v e m e n t " 
{Letters, F e b . 21 , 1881). Friendship's Garland, 1871, 
a repr in t of caustic letters to The Pall Mall Gazette,-

is another effort to t rea t directly this section of the 
field of criticism. 

Sermon, Judges, xvi. 9, "The Philistines be upon thee, 
Samson!" 

* First used in the essay on The Literary Influence of 
Academies to denote work which, by its inherent faults of 
thought or style, falls below the classical level. " Note " = 
Latin nota, " mark," a sense in which it has long been used in 
theological writings. 

f Cf. " The country wants men of light and leading, a 
phrase which told in the election of 1874 (in reference to the 
Liberal policy of centring social reform in the extension of 
political privilege); and the epigrammatic definition of » 
hansom-cab as the gondola of London." 
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He next made a critical incursion into the domain 
of theology : " An eminent divine, not in holy orders " 
Mr. John Morley play fully [called him. All that can 
be attempted here is to mark his religious standpoint. 
He held that, in the current notion of Christianity, 
the pure and simple creed of its Founder had been 
overlaid and obscured^lby its later developments; 
while therefore profoundly attached to the Bible, and 
believing in the eternal truth of its moral teaching, 
he strove to disengage this from what he regarded as 
the spurious aftergrowth of miracle and dogma. He 
commenced operations with St. Paul and Protes
tantism, 1870, an attack levelled mainly at Puritanism 
or Protestant Dissent which flourishes in the middle 
class. Puritanism has evolved a scheme of religion 
from the terms " election " and " justification " found 
in the writings of St. Paul. Arnold argued that i t 
has misunderstood and misapplied the apostle's 
meaning. A critical principle underlies the argu
ment :—St. Paul's language is literary ; the Puritans 
have treated it as scientific. They have assumed, for 
instance, that terms like " election," " justification," 
" new birth " are as precise and absolute as " straight 
line," " angle," and " square," Such a point as this-
shows Aruold's object in bringing religion within the 
sphere of criticism. In Literature and Dogma, 1873 
—his most popular book—he applied his Hellenising 
method to the Bible generally; in God and the Bible, 
1875, he answered some of his critics ; in Last Essays 
-on Church and Religion, 1877, he quitted the subject. 

For purely negative criticism of the Bible—the 
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cataloguing of errors and discrepancies—Arnold had 
a profound dislike. As far back as 1863 he had 
handled very severely Dr. Colenso's work on the 
Pentateuch, written entirely on these lines. The 
problem, as Arnold saw it, with religion losing its 
hold upon the masses, was " to find, for the Bible, for 
Christianity, for our religion, a basis in something 
which can be verified." To one who could write 
" The t^hing is, to recast religion," Protestant Dissent 
battling with the Anglican Church on the general 
question of state support or the special questions of 
church rates, the Burials Bill, or the Deceased Wife's 
Sister Bill, seemed "almost droll, if it were not so 
extremely irreligious." 

In imperiousness of intellectual outlook and in the 
stress laid on conduct these books vividly recall the 
manner of Dr. Arnold; but the charm with which 
such topics as the Jewish conceptions of righteous
ness and of trust in the eternal are treated, is Matthew 
.Arnold's own : so too is the flippant handling of ques
tions which did not appeal to him. Viewed historic
ally, there is much which is as new and startling, at 
the date of publication, as his theories of criticism and 
education ; although the metaphysics will not pass 
muster and " plausible rather than logical " is bound 
to be the verdict. There is a charming story of a 
message which Tennyson sent, through his son, to 
Arnold at a London dinner-party :—" Tell Matt not 
to write any more of those prose things, like Litera
ture and Dogma, but to give us something like his 
Thyrsis, Scholar Gipsy, or Forsaken Merman." 
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" Matt," the narrator goes on to say, " took the mes
sage in the best possible spirit, and told it gleefully 
about himself all over London." (Memoirs of Tenny
son, I I , p. 225.) 

The systematic attack on Philistinism ceased in 
1877. Of course, the crusade had its critics, especi
ally in the newspapers. Mr. Herbert Spencer indig
nantly accumulates a mass of evidence to show that, 
from the scientific point of view, England is pre
eminently the land of ideas, and he produces French 
testimonials to that effect {The Study of Sociologyy 
ch. ix) ; but this does not shake Arnold's main con
tention that the average standard of intelligence was 
below that of France and Germany, and that, owing 
to inferior education, the mass of the people was less 
humanised. A plethora of scientific ideas is not neces
sarily humanising. But an age which produced Carlyle, 
Ruskin, Browning and the Pre-Raphaelite school of 
painters was certainly fruitful enough in ideas. There 
is a tacit suggestion throughout Arnold's work that 
he is fighting alone; and we see from the Letters that 
his attitude towards distinguished contemporaries was 
either that of guarded praise or definite mistrust. Then 
his logic at times was weak. When members of 
Parliament informed their constituents that the Anglo-
Saxon race was " the best breed in the world," and 
that our i^happiness was "unrivalled," he met it by 
appending a newspaper cutting about a woman strang
ling her infant chi ld*; as Mr. Herbert Spencer 
remarks, this would be a pertinent reply if infanticide 

* See the essay on The Function of Criticism. 
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were a habitual practice of the " breed." Lastly, he 
was bound, from the nature of his case, to adopt the 
" superior" point of view. Lord Coleridge has 
spoken of his perpetual " a i r of benign, complacent 
pity, infinitely irritating no doubt, but infinitely amus
ing." Admirably said : but in too many quarters the 
irritation overmastered the amusement. " Lofty Mat ' 
was his nickname even at Rugby. 

But making all deductions for caprice or bias or 
mistake of judgment, Arnold's work told, slowly and 
indirectly, but in the end effectively. He writes of his 
poems in October 1878, " It is curious how the public 
is beginning to take them to its bosom after long years 
of comparative neglect. The wave of thought and 
change has rolled on." A letter to the Pall Mall 
Gazette, Nov. 8, 1866, on the system of tenant-right 
in Prussia, introduced by Stein's land reforms,* is a 
valuable instance of the way in which he popularised 
knowledge. " The letter has been successful," he tells 
his mother, and Browning and John Duke Coleridge 
[afterwards Lord Coleridge] have both been telling 
me that it is impossible to overrate the effect these 
letters produce and the change they promise to work." 
The last word on this phase of his activity must be 
that, even if he exaggerated the inaccessibility of the 
English mind to ideas, he left it more accessible for his 
contributions to thought and knowledge ; he succeed
ed in pulling out additional stops in the organ. 

Arnold now turned once more to the field in which 

* Reprinted in Friendship's Garland. 
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'he won his reputation—literary criticism.* Since 
1870 his professional work had been less exacting. 
In that year his brother-in-law, Mr. W. E. Forster, 
Vice-President of the Council in Mr. Gladstone's 
ministry, brought in a new Education Bill. Leaving 
" Voluntary " schools untouched, it provided that in all 
places where the existing schools failed to meet the 
needs of the population, the borough or parish should 
make good the deficiency at the public expense. The 
system of denominational inspection was abandoned,. 
as all primary schools now came under Government 
inspection and the inspectors' districts became much. 
smaller. The borough of Westminster was assigned 
to Arnold. In 1883 Mr. Gladstone conferred upon 
him a pension of £250 from the civil list " as a public 
recognition of service to the poetry and literature of 
England." In the winter he visited America, where 
his eldest daughter had settled, and delivered a course 
of lectures, printed in 1885 as Discourses in America— 
the book by which he most wished to be remembered 
{Letters I I , p. 280). The fine essay on ' Literature and 
Science,' in which he dealt with these rival claims, was 
originally given as the Rede lecture in the University 
of Cambridge. He paid a second visit to America in 
1886. In this year he also retired from official work ; 
it is significant that a testimonial given to him on this 
occasion was subscribed to by two hundred and fifty-
two teachers. In his speech of thanks he remarked 
with much truth that, in any other country than 

* See on this point the Letters, Feb. 1867, and a review o£ 
his poetry written in the same year by Mr. Swinburne. 
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England, he would have forfeited his appointment 
ten times over for the freedom with which he had dis
cussed politics and religion. 

The literary work of these closing years shows his 
force and clearness unimpaired. Two interesting ex
periments to work out a suggestion for an ideal line 
of literary study were made in A Bible-reading for 
Schools, 1872, the prophecy of Israel's restoration in 
Isaiah, Ch. 40—66; and The Six Chief Lives from 
Johnson's Lives of the Poets, 1878, namely, the lives of 
Milton, Dryden, Swift, Addison, Pope, and Gray. 
For students of literature, " t h e thing would be, one 
imagines, to begin with a very brief introductory 
sketch of our subject; then to fix a certain series of 
works to serve as what the French, taking an expres
sion from the builder's business, call points de repere, 
points which stand out as so many natural centres, 
and by returning to which we can always find our 
way again, if we are embarrassed; finally, to mark 
out a number of illustrative and representative works, 
connecting themselves with each of these points de 
repere." Professor G. Saintsbury, now engaged in 
writing a History of Criticism, has said of this pas
sage that it is " one of the great critical loci of the 
world," and " involves the main contribution of the 
nineteenth century to criticism." 

Two very different writers, who have lost ground in 
recent years, but who influenced and attracted Arnold, 
Wordsworth and Byron, occupied him next. He edited, 
with critical prefaces, two volumes of selections from 
their poems in 1879 and 1881. In 1881 he wrote for 
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T . H. Ward 's The English Poets, a series of selections 
from Chaucer to Rossetti, with critical notices of each 
writer. He contributed the general introduction, in 
which Chaucer and Burns are admirably noticed and 
the famous phrase " a criticism of life " is applied to 
poetry, and he wrote the notices of Gray and Keats. 
Before writing the introduction, he re-read Shake
speare's King Lear, " in order to have a proper taste 
in my mind while I am at work" (Letters, Nov. 1880). 
In the political sphere, Ireland interested him keenly. 
He edited in 1881 Burke's Le^iers, Tracts, and Speeches 
on Irish Affairs ; his own Irish Essays were collected 
next year. They included proposals to expropriate 
bad landlords and to reform Irish Grammar Schools. 
Arnold had no sympathy with Mr. Gladstone's scheme 
of Home Rule, and his opposition took the form of 
attacking Liberalism in the pages of The Nineteenth 
Century. Other critical work is included in Mixed 
Essays, 1879, and the second series of Essays in Crit
icism, published after his death. Among these is a 
remarkable paper on Shelley—the man, not the poet, 
—evoked by Professor Dowden'a Life of Shelley and 
printed in The Nineteenth Century for Jan. 1888. 
For keenness and sureness of touch, exquisite irony, 
and sound common-sense, it ranks with his best work. 
On Feb. 18 he delivered a fine address on Milton at 
the unveiling of a memorial window in St. Margaret's 
Church, Westminster. On April 14 he went to 
Liverpool to meet his elder daughter next day on her 
arrival from America. On the afternoon of the J 5th, 
whilst walking with his wife towards the landing-
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s tage, he suddenly fell forward, and died wittim a 
few minutes as he was being carr ied to a d o c t o r s 
house. H e lies in the quiet chu rchya rd of Laleham, 
sur rounded by many of his ki th and kin. At his side 
three of his children lie buried, whose early loss 
clouded his b r igh t home-life; since his death the same 
grave has received his wife. 

And nigh to where his bones abide. 
The Thames with its unruffled tide 
Seems like his genius typified,— 

Its strength, its grace, 
Its lucid gleam, its sober pride, 

Its tranquil pace.* 
Visible memorials of him exist in the Nat ional Por

t ra i t Gallery and in Westmins ter Abbey. The former 
contains a noble por t ra i t by Mr. G. F . W a t t s , K.A. ; the 
la t ter a marble bust by Mr. Bruce Joy . The bust stands, 
not in Poet ' s Corner, but in the li t t le visited Baptis tery 
a t the west end of the church, where, for lack of room 
elsewhere, Wordswor th ' s s ta tue is also placed. 

The man himself—his b r igh t temper, quick sym
pa thy , and inexhaust ible fun—are revealed to us in the 
collected Letters edited by Mr. G. W. E. Russe l l ; this 
is the signal merit of t ha t disappoint ing volume. 
Wha teve r may be the value of Arnold 's theory of 
religion, his life was in a real sense religious. He 
lived in accordance with his own h igh s t andard of 
conduct . He was very generous. " He revelled in 
doing k indness ," says Mr. Russell, " never more thaC 
when the recipient was a little child, or an over
worked schoolmistress, or a s t rugg l ing au tho r . " A 

* William Watson, In Laleham Ghurchyard. 
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story has been preserved of a little girl who, told by 
her mother not to trouble Mr. Arnold, replied that she 
was " sure he liked dolls." His love of animals—a 
sure sign of a sympathetic nature—was exquisitely 
expressed in Geist's Grave and Poor Matthias. He 
passed through life with a certain boyish brightness, 
enjoying himself frankly, unaffectedly pleased by the 
recognition of his work, serene in the presence of dis
appointment. To personal charm he added an abiding 
faith in the ideal. He was one of those rare spirits 
who strive, with varying success but with unswerving' 
aim, to lift the standard of the race. 

II. Arnold a s Poet . 

Matthew Arnold, both in his verse and his prose, 
often spoke of poetry. His views were hardly wide 
enough to cover the whole range of the art. But a 
poet, speaking on such a theme, must always be sug
gestive, and he certainly furnished a fine and luminous 
comment upon his own work. Fully to appreciate 
this, it is necessary to gather the scattered passages 
together. 

The Poems oi 1853 definitely opened Arnold's career. 
The poets who were popular at that time are now 
known as the " Spasmodic School." They were noted 
for bursts of fine writing and for careful finish of 
detached passages, but they made no sustained effort 
to construct a poem, and they had no notions of unity 
or total effect. The chief representatives of this 
school in 1853 were P. J. Bailey, the author of Festus, 



XXVin INTRODUCTION. 

and Alexander Smith, the author of A Life Drama, 
and Other Poems. Sidney Dobell, a writer of higher 
power, but equally incoherent, joined them with Balder 
in 1854. These writers had not invented the idea 
that poetry was decorative patchwork. They had 
caught up and exaggerated with all the emphasis of 
inferior work a false tendency of the time. Byron 
and Keats—to take two earlier poets utterly unlike in 
other respects—had one defect in common: their 
handling of a poetic theme has no clear, progressive 
movement. A critic of Dobell went so far as to call 
him " the last disciple of K e a t s " ; but the only point 
in which it seems natural now to compare the two 
poets is their formlessness. Perhaps we can judge 
the change of ideas still more clearly by the fact that 
Clough, a critic of insight, reviewed together, without 
any sense of incongruity, " Some Poems by Alexander 
Smith and Matthew Arnold" in The North American 
Review of July 1853. 

Such was the literary world into which Arnold 
launched his poems with a prefatory essay defining 
the objects of poetry. His letters show that, in writing 
this, he had Alexander Smith in mind,* but he makes 
no direct attack. He discusses first principles. He 
fixes on three points as vital—to choose a fitting 
actii. •, to construct the poem accurately, and to sub-
orditiJiifc expression to total effect. Clear arrange-
nieiit, careful development, and simplicity of style 

* He writes to his mother in May 1863, " You ask about 
Alexander Smith. There are beautiful passages in him, but 
.1 think it doubtful how he will turn." 
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may to a certain extent be l ea rned ; and in order to 
attain them, and a t the same time to escape from 
" the jargon of modern cri t icism," a wri ter had bet ter 
go to the Greeks . Arnold cites the story of the Greek 
poet Menander , who, in answer to enquiries about the 
progress of a comedy, said, though he had not y e t 
written a line of it, tha t he had finished it. H e meant 
that he had constructed the action of it in his mind ; 
" a modern critic would have assured him tha t the merit 
of his piece depended on the brilliant things which 
arose under his pen as he went a long." Arnold 
fastens with uner r ing tact upon the poetic weakness 
of his t ime; and he pointed the way to a be t ter method 
by example as well as by precept . He published in 
1;he same volume Sohrab and Rustum—the noble East
ern story of the father who unwi^ingly slays his soi' in 
combat. I t was the happiest il lustration tha t it was 
possible to give of the doctrine, " All depends upon 
the subject ; " and the poem itself is a masterpiece of 
constructive uni ty . 

Arnold applied these critical rules to narrat ive and 
dramatic poetry, not of course to lyrical. He wrote in 
all three forms himself, bu t his lyrics contain most ot 
his finest work. I t is in these that he touched on the 
question of poetry. But the prose expression of these 
ideas will be t ter serve to introduce them. " Poets 
receive their distinctive charac te r , " he said in his 
Homer lectures, " not from their subject, but from 

their application to tha t subject of the ideas 

On God, on Nature, and on human life,* 

* Quoted from Wordsworth's E,rcur»ion. 

ttl 
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which they have acquired for themselves" (Last Words, 

p . 62). H e added in his essay on De Guerin :—" The-
g rand power of poetry is its in terpre ta t ive power ; by 
which I mean, not a power of d rawing out in black 
and white an explanation of the mystery of the uni
verse, bu t the power of so deal ing with th ings as to 
awaken in us a wonderfully full, new, and intimate 
sense of them, and of our relat ions with them." 
Poet ry shows this special power in two ways :—" It 
in terpre ts by expressing with magical felicity the 
physiognomy and movement of the outward world, 
and it interprets by expressing, with inspired convic
tion, the ideas and laws of the inward world of man's 
moral and spiritual na ture . In other words, poetry is 
in terpreta t ive by hav ing natural magic in it, and by 
hav ing moral profundity." H e a d d s — w h a t is very true 
in his own case—that where both these qualities are 
united in a poet, the moral interpretat ion usually ends 
by making itself the master . A famous passage in 
Resignation sets the idea poetically. The poet, with 
deeper feeling and a quicker pulse than other men, 

Subdues that energy to scan, 
Not his own course, but that of man. 

He watches it as a clear-eyed spectator ; he enters 
into its phases of action and suffering, though not 
himself the actor and sufferer. 

He sees, in some great-historied land, 
A ruler of the people stand. 
Sees his strong thought; in fiery flood 
KoU through the heaving multitude, 
Exults—yet for no moment's space 
Envies the all-regarded place. 
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I n a s imi l a r sp i r i t of i n s i g h t a n d d e t a c h m e n t h e 

looks on n a t u r e :— 
He sees the gentle stir of birth 
When morning purifies the earth ; 
He leans upon a gate and sees 
The pastures and the quiet trees. 
Low woody hill, with gracious bound, 
Folds the still valley almost round; 
The cuckoo, loud on some high lawn, 
Is answered from the depth of dawn; 
In the hedge straggling to the stream, 
Pale, dew-drenched, half-shut roses gleam ; 
But, where the further side slopes down, 
He sees the drowsy new-waked clown 
In his white quaint-embroidered flock 
Make, whistling, toward his mist-wreathed flock— 
Slowly, behind his heavy tread, 
The wet, flower'd grass heaves up its head. 
Lean'd on the gate, he gazes—tears 
Are in his eyes, and in his ears 
The murmur of a thousand years. 
Before him he sees life unroll, 
A placid and continuous whole— 
That general life, which does not cease, 
Whose secret is noc joy, but peace; 
That life, whose dumb wish is not missed 
If birth proceeds, if things subsis t ; 
The life of plants, and stones, and rain, 
The life he craves—if not in vain 
Fate gave, what chance shall not control, 
His sad lucidity of soul. 

T h i s w ide , c l e a r ou t look u p o n life as a w h o l e * i s 
* Two fine critical references to poets of another race 

indicate admirably this point of view:—The reference in 
Obermann to the " wide and luminous view " of Goethe, the 
great poet of modern Germany, and the praise of the Greek 
playwrightifophocles as one " who saw life steadily and saw 
it whole." 
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at ta ined only by escaping from the common life of 

men* :— 

Ah ! two desires toss about 
The poet's feverish blood. 
One drives him to the world without. 
And one to solitude. 
' The glow,' he cries, ' the thrill of life, 
Where, where do these abound ? ' 
Not in the world, not in the strife 
Of men, shall they be found. 
He who hath watched, not shared, the strife. 
Knows how the day hath gone 
He only lives with the world's life, 
Who hath renounced his own.f 

The Epilogue to Lessing's ' Laocoon' works out the 
idea somewhat differently, contras t ing poetry, the 
expression of life's wide, continuous movement, with 
the a,rts of music and paint ing which render the mood 
or aspect of the moment. 

Poetry, so conceived, has in it a powerful element 

of criticism. " E v e r y one can see tha t a poet 

ought to know life and the world before deal ing with 
them in poe t ry ; and life and the world being in 
modern times very complex th ings , the creation of a 
modern poet, to be worth much, implies a great 
critical effort behind i t ; else it must be a compara
tively poor, barren, and short-lived affair." (Essays 

in Grit., 1. p . 6.) Arnold points this comment with a 
reference to B y r o n ; but a let ter to his mother in 

* Cf. note on Tristram, III , line 119 *' The gradual furnace 
of the world." 

f From Stanzas in Memory of the Author of' Obermann.' 
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1869, when his poems were beginning to sell, is still 
more apposite as showing how he applied his theories:— 
" My poems represent, on the whole, the main move
ment of mind of the last quarter of a century, and 
thus they will probably have their day as people 
become conscious to themselves of what that move
ment of mind is, and interested in the literary produc
tions which reflect it. I t might be fairly urged that 
I have less poetical sentiment than Tennyson, and less 
intellectual vigour and abundance than Browning; 
yet, because I have perhaps more of a fusion of the 
two than either of them, and have more regularly 
applied that fusion to the main line of modern devel
opment, I am likely enough to have my turn, as they 
have had the i r s" (Letters, I I . 9). Nine years earlier 
he had said that Tennyson, " with all his temperament 
and artistic skill, is deficient in intellectual power ; 
and no modern poet can make very much of his busi
ness unless he is pre-eminently strong in t h i s " {ih., I. 
127). 

" Criticism of life " is often supposed—quite mis
takenly—to be Arnold's definition of poetry. He 
used the phrase in his Introduction to W&rd's English 
Poets, where he said :—" In poetry, as a criticism of 
life under the conditions fixed for such a criticism by 
the laws of poetic truth and poetic beauty, the spirit 
of our race will find as time goes on and as other 
helps fail, its consolation and its stay." Nothing 
could be less like a definition than the words intro
duced in this incidental and subsidiary way. Arnold 
was simply recalling the ideas which he had expressed 

XCVIII c 
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earlier. So little did he think of analysing or defin
ing that he said in the same Essay, " Critics give them
selves great labour to draw out what in the abstract 
constitutes the characters of a high quality of poetry." 
All he does himself is to take a few perfect lines, and 
to suggest that they may be applied as a touchstone to 
other poetry—such lines as King Henry the Fourth's 
expostulation with sleep :— 

Wilt thou upon the high and giddy mast 
Seal up the ship-boy's eyes, and rock his brains 
In cradle of the rude imperious surge ? — 

or Hamlet's dying request to Horatio :— 
If thou didst ever hold me in thy heart, 
Absent thee from felicity awhile, 
And in this harsh world draw thy breath in pain 
To tell my story.* 

Here the thought of either speaker, looked at in 
reference to the dramatic situation of the moment— 
the worn, sleepless king in the one case, and in the 
other the noble-hearted prince, with the doubt and 
unrest of his life darkening even its close—is fine and 
profound ; while the expression of the thought has 
'* that rounded perfection and felicity of loveliness of 
which Shakespeare is the great ma8ter."t Taking 
these and similar lines, Arnold says of them that " the 
substance and matter on the one hand, the style and 
manner on the other, have a mark, an accent, of high 
beauty, worth, and power. But if we are asked to define 

* See King Henry IV, Part II, I I I . i. 18—20 ; Hamlet, V. ii. 
338—341. 

t From Arnold's Essay on Keats. He applied the phrase to 
the style of Keats. 
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this mark and accent in the abstract, our answer must 
be : No, for we should thereby be darkening the 
question, not clearing it." The utmost which he can 
bring himself to say,is that " the substance and matter 
of the best poetry acquire their special character from 
possessing, in an eminent degree, truth and serious
ness ; " he adds, " what is in itself «vident, that to the 
style and manner of the best poetry their special 
character, their accent, is given by their diction, and, 
even yet more, by their movement," and that super
iority of matter and of manner are " vitally connected 
with one another." 

Of course, to speak of poetry as if it were nothing 
more than " criticism of life "—to sum it up in that 
bare phrase as Arnold is vulgarly supposed to have 
done—is to ignore the difference between poetry and 
prose by leaving out of count rhythm and poetic diction. 
The passage just quoted is decisive on that point, and 
it is ludicrous to imagine Arnold making such a 
blunder. But " criticism of life " so happily expresses 
the main motive of Arnold's own poetry, and the bent of 
his genius was so essentially critical, that the phrase, 
once torn from its context, was sure to be misapplied. 
Even in his narrative verse this criticism finds a place, 
subordinate indeed, but firmly marked. When Sohrab 
and Rustum stand face to face for battle, Sohrab's 
final words before the first spear is thrown are— 

For we are all, like swimmers in the sea. 
Poised on the top of a huge wave of fate. 
Which hangs uncertain to which side to fall. 
And whether it will heave us up to land. 
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Or whether it will roll us out to sea. 
Back out to sea, to the deep waves of death. 
We know "not, and no search will make us know ; 
Only the event will teach us in its hour. 

T h e event teaches them indeed what they do not know; 
i t teaches them tha t they a re fa ther and son. The 
c a l m , ^ r a v e words* charged with a sense of myster
ious doom, are profoundly d ramat ic . They have 
also a l i terary significance. The whole poem of 
Sohrah and Rustum is closely modelled on the man
n e r of the Greek epic as it has come down to us 
i n the works of Homer. Arnold himself defined 
t h e chief qualit ies of this poetry to be rapidity of 
movement , plainness of style, simplicity and direct
ness of thought , and, above all, nobleness ; all but 
the first of these qualit ies reappear in the modern 
poem. Now a wri ter of na r ra t ive verse, who is plain 
^ n d direct in t hough t and manner, le ts the story take 
i ts na tura l course ; he does not ob t rude his personality 
or his ideas.* Accordingly Homer does not deliver 
h i s " criticism of life " as a comment of his own upon 
the s t o r y ; he reserves it for a he ightened moment or 
a n effective episode, and then pu ts it as the direct 
u t t e r ance of his heroes. 

This is not an accidental paral lel . More than any 
o ther English wri ter of like eminence, Arnold is 
s teeped in Greek influences. An une r r ing fineness 
of perception and an exact sense of proport ion are the 
main characteris t ics of the Greeks as expressed in their 

* Contrast Milton. The noble address to light which opens 
JBk. I l l of Paradise Lost has no parallel in Homer, 
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art and literature. " Never overdo anyth ing" was 
one of their favourite sayings. " So when they built 
a temple, this instinct kept them from making one part 
of it too large in proportion to another, or from adding 
ornament in the wrong place Or if a Greek made a 
statue, not only did he make the limbs and features 
on just the right .scale for each other, but he refrained 
from trying to make the stone express more than it 
fitly could, or do duty for a picture."* The same 
sense of harmony prevailed in Greek literature. Dif
ferent styles were suited for different subjects ; it was 
the business of an artist to choose the right style, and 
to express himself clearly in it. A Greek did not 
dislike ornament in itself; he objected to it when it 
was extravagant or misplaced. Above all, he rejected 
as radically false a work in which the manner was too 
grand for the matter. He exercised the same severe 
self-restraint in the delineation of the emotions. 
Instead of conscious and elaborate analysis of feeling, 
he relied on the clear presentment of the situation to 
suggest it. This did not mean that he was devoid of 
feeling. As Professor Jowett finely put it, under the 
marble exterior of Greek literature is hidden a soul 
throbbing with spiritual emotion. Arnold has ex
pressed this Greek attitude very characteristically iu 
a sonnet called Austerity of Poetry. It tells the fate 
ot the Italian poet Giacopone di Todi's bride, young, 
beautiful, and richly dressed, sitting by her lover upon 
a platform to see a public show. The scaffolding 

* Professor Jebb, Primer of Greek TAterature, p. 7. 
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gave way, and when they lifted her mangled body 
from the wreckage, 

Shuddering they drew her garments off—and found 
A robe of sackcloth next the smooth, white skin. 
—Such, poets, is your bride, the Muse! young, gay, 
Badiant, adorned outside ; a hidden ground 
Of thought and of austerity within. 

This Greek austerity, this tact in recognising limit
ations, avoiding excess, and handling appropriate 
material with exquisite fineness of touch, is the lead
ing characteristic of Arnold's style. Mr. Swinburne, at 
artist whose genius has never suffered from these 
shackles of self-restraint and whose testimony is all 
the more valuable on that account, has finely said of 
him :—" His tones and effects are pure, lucid, aerial; 
he knows by some fine impulse of temperance all rules 
of distance, of reference, of proportion; nothing is 
thrust or pressed upon our eyes, driven or beaten into 
our ears." Arnold's estimate of the relative value of 
his own work compared with that of Tennyson and 
Browning (page xxxiii) is confirmed by Mr. Swinburne's 
praise that, in the happy union of sound substance 
and pure style, he is " the surest-footed poet of our 
time."* But in Arnold's view the thought was the 
primary, the essential thing. For rhythm and melody 
apart by themselves, for poetry, however exquisite, in 
which the thought was thin or the atmosphere too 
etherial, he felt no sympathy. He described Shelley 
as a "beautiful and ineffectual angel, beating in the 
void his luminous wings in vain," and he has left on 

* Written 1867 ; reprinted in Essays and Studies. 
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record the amazing suggestion that Shelley, in the 
long run, will live rather by his prose than by his verse. 
I t must be conceded that Shelley wrote a quantity of 
incoherent work; even Tennyson found him " often 
too much in the clouds." But to Arnold who loved 
clear outlines and unambiguous drift, the new world 
which Shelley created for himself in song and filled 
with such strange richness of light and colour and 
sound, seemed poetically false. 

Side by side with this lack of appreciation there is 
a curious and almost inexplicable flaw in Arnold's 
own writing of verse. A fastidious critic with a keen 
sense of style, he yet perpetrated at moments lines so 
harsh and unmetrical as to suggest that he had a 
defective ear. 

Who prop, thou ask'st, in these bad days, my mind— 
is not only horrible in itself, but is made fifty times 
worse by being placed as the first line of a sonnet. 
Of such careless workmanship as lapsed or irregular 
rhymes Tristram and Iseult has far too many instances. 
I t was not altogether fortunate that one whose 
mastery of rhythm was at times unsure, should experi
ment with the rhymeless lyric as Arnold did. Three 
of these attempts may certainly claim to have been 
successful, and that is a remarkable achievement:— 
Rugby Chapel, in which the warmth of personal emo
tion sends a glow through the austere form; The 
Strayed Reveller, perhaps the most perfect embodi
ment in English poetry of the lyrical form and feeling 
of Greece; and The Future, a vision of the River of 
Human Life, in which the grave beauty of the rhythm 
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harmonises finely with the theme. Bu t in too m a n y 
cases if the rhymeless lines were wri t ten out in t he 
continuous form of prose, no reader would suspect 
t ha t they were s t ructura l ly* a n y t h i n g else. 

These metrical freaks are all the more puzzl ing for 
the fact tha t Arnold 's work, in its ordered outlines 
and finished detail , was done with evident care . He 
did not write in a hur ry , and then forget to revise. 
H e was keenly alive to weak points in the style of 
others . Certain obvious faults he rigorously avoided. 
How refreshing, for instance, to tu rn from verse 
heavi ly ornamented with adjectives to the Greek 
precision and beauty of Arnold 's epi thets . His brief, 
clear strokes call up a complete p i c t u r e ; such as the 
exquisite touch of colour in his mist-wrapped morning 
landscape,— 

In the hedge straggling to the stream, 
Pale, dew-drenched, half-shut roses gleam; 

or the powerful last line of Isolation, round ing off the 

poem with a suggestion of infinite lonely space— 

The unplumbed, salt, estranging sea. 

Even common objects s tand out in the same radiant 

c lea rness ; how vivid in A Southern Night is the verse 

describing the steamer which landed Arnold 's dying 

brother at Gibral tar :— 
Slow to a stop, at morning gray, 

I see the smoke-crowned vessel come ; 
Slow round her paddles dies away 

The seething foam. 

* That is, in the form and movement of the sentence • of 
course, the vocabulary would not be that of prose. 
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Applying a phrase of Wordsworth 's , Arnold spoke 
of the Greek writers in their descriptive work as 
" composing with their eye on the object." They 
fixed their at tent ion on the thing which they de
scribed, as the main point, not on their own style. 
They chose an epithet, for instance, because it was t h e 
best and t ruest for their purpose, not because it was 
decorative or musical. Hence they arrived at a limpid 
clearness and beauty of expression which was much 
more than exact description ; they mastered the secret 
of style. 

Nowhere did Arnold 's models inspire him more 
happily than in the one poetic form in which he 
achieved a unique result. He is England ' s great poet 
of Elegy. His crowning work in this form is Thyrsis, 
the commemoration of his friend Clough. Mr. Swin
burne has ranked this poem witli Milton's Lycidas and 
Shelley's Adonais—"three elegiac poems so g rea t 
that they eclipse and efface all the elegiac poetry we 
know." Other fine poems by Aiiiold in this style are 
the Scholar-Gipsy, the Memorial Ver.sesovL Wordswor th , 
A Southern Night, Rughy Chapel, and the famous 
Stanzas from the Grande Chartreuse. Elegy is a form 
of poetry so beset with difficulties tha t only consum
mate tact can avoid them. I ts note, as a rule, is 
narrowly personal , and it is apt to be overs t ra ined— 
to be in fact the epi taph cast into li terary form, longer, 
more exaggera ted , more insufferable. If we t ry to fix 
t he qualities which give to Arnold's elegiac work i ts 
supreme distinction, they are, in the first place, genius 
— a quality ap t to escape our notice, when we lose 
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ourselves in the by-ways of criticism—and, secondly, 
perfect tact. He " brings the meed of some melodious 
tear," but he does not concentrate sorrow upon the 
individual. His elegiac poetry exhibits in a remark
able manner the wide outlook upon life, which he noted 
as specially characteristic of the poet (page xxxii). The 
personal tribute is absorbed in this, or at any rate, 
subordinate to it. Dr. Arnold is the theme of Rugby 
Chapel, but it is not a family portrait. The dominant 
note of the poem is not filial affection, but reverence 
for his father's work in the world, for his power and 
influence as a teacher, for his strenuous and inspiring 
force. Mankind is pictured as a wavering, broken 
mass, lost on a storm-swept mountain, but rallied and 
reformed by a great-hearted leader. The personal note 
which this vision of his father suggests to him, is— 

And through thee I believe 
In the noble and great who are gone. 

Clough in Thyrsis is similarly made the centre of a 
picture, in this case idyllic. The man himself is very 
slightly sketched ; the poem is inspired by Oxford 
memories and associations, and all the quiet beauty of 
that countryside is rendered with loving fidelity of 
touch. The clear radiance of an English spring is in 
the lines about the cuckoo :— 

Next year he will return. 
And we shall have him in the sweet spring-days,. 

With whitening hedges, and uncrumpling fern. 
And blue-bells trembling by the forest-ways. 

And scent of hay new-mown. 
The flower-pictures both in Thyrsis and The Scholar 

Gipsy are equally bright. " Such English-coloured 
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verse," to quote Mr. Swinburne once more, " no poet 
has written since Shakespeare, who chooses his field-
flowers and hedgerow-blossoms with the same sure 
and loving hand, binds them in as simple and sweet 
an order." The praise is exquisite alike in its grace 
and in its truth. 

" English-coloured verse." The Greek manner, 
then, does not result in a slavish copy of things Greek ; 
its rendering of English objects is equally true and 
fine. But Arnold's handling of Nature does some
thing more than present the details of a landscape it-
clear outline. With the Greek strain in him there was 
deeply blended the influence of Wordsworth. " I t is 
not for nothing," he wrote in the preface to his selec
tion of Wordsworth's poems, " that one has been 
brought up in the veneration of a man so truly worthy of 
homage ; that one has seen him and heard him, lived in 
his neighbourhood, and been familiarwith his country.'' 
He speaks with enthusiasm of Wordsworth's " nobly 
plain style," a style " relying for its effect solely on 
the weight and force of that which with entire fidelity 
it utters," a style, therefore, which in its clearness and 
austerity has some kinship with the Greek. " His ex
pression may often be called bald, as, for instance, in 
the poem of Resolution and Independence; but it is 
bald as the bare mountain tops are bald, with a bald
ness which is full of grandeur." He left unfortunate
ly a mass of inferior verse to which this magnificent 
tribute cannot be applied ; but the great work which 
Wordsworth did in his time was to bring poetry back 
to truth and fact. 
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He found us when the age had bound 
Our souls in its benumbing round ; 
He spoke, and loosed our heart in tears. 
He laid us as we lay at birth 
Ou the cool flowery lap of earth. 
Smiles broke from us, and we had ease; 
The hills were round us, and the breeze 
Went o'er the sunlit fields again; 
Our foreheads felt the wind and rain. 
Our youth returned; for there was shed 
Ou spirits that had long been dead, 
Spirits dried up and closely furled, 
The freshness of the early world.* 

Pre-eminent ly among Engl ish poets, Wordswor th 
in terpre ts N a t u r e ; and this not by beautiful descrip-
uions of scenery—most poets can do t h a t — b u t by 
supreme imaginat ive insight searching out the secret 
meaning of the world and life around us. He gets 
below the surface, as it were, " N a t u r e herself seems 
to take the pen out of his hand, and to wri te for him 
with her own ba,re, sheer, pene t ra t ing power ." So the 
contemplation of N a t u r e stirs him with deep j o y ; and 
his unique gift as a poet is tha t he can make others 
share his joy. 

Arnold learnt from Wordswor th to turn to Na tu re , 
bu t his a t t i tude is different. H e often contras ts the 
s t rength which comes from peace of soul with the 
life of strain and distraction in the wear ing conflict of 
the world. 

The aids to noble life are all within, 
he says in the high-toned sonnet, Worldly Place, a 
comment upon the saying of the Empero r Marcus 

* From Arnold's Memorial Verses, written in 1850. 
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Aurel ius tha t life may be led well even in a palace. 
East London is significantly placed next. A preacher 
in Bethnal Green, ill and overworked, answers t h e 
poet 's enquiry how he fares with the words tha t he is 
well, for of late he has been 

" Much cheered with thoughts of Christ, the living bread." 
To one who can thus 

Set up a mark of everlasting light 
Above the howling senses' ebb and flow, 

d rudgery is fruitful labour, and his own life has 
become divine. 

From the clamour and conflict and unrest of common 
life Arnold himself turned to communion with Na tu re 
to give him mental calm. The first lines in his first 
volume were the sonnet called Quiet Work, on the 
lesson to be learnt from Na tu re 

Of toil unsevered from tranquillity, 
Of labour, that in lasting fruit outgrows 
Far noisier schemes. 

In Self-dependence the yearn ing takes a wider range 
and has a deeper personal note :— 

Weary of myself and sick of asking 
What I am, and what I ought to be. 
At this vessel's prow I stand, which bears me 
Forwards, forwards, o'er the starlit sea. 
And a look of passionate desire 
O'er the sea and to the stars I send : 

" Ye who from ray childhood up have calmed me, 
Calm me, ah, compose me to the end ! 

" Ah, once more," I cried, "ye stars, ye waters, 
On my heart your mighty charm renew; 
Still, still let me, as I gaze upon you, 
Feel ray soul becoming vast like you." 

And the answer is t ha t to be as sea and stars a re . 
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man must live as they live, self-centred, unregardful 
of all beside, concenti-ated upon an appointed task : 
the lesson for man is " Resolve to be thyself." Man 
is higher than Nature ; he must " begin where Nature 
ends." There is " no effort on her brow" ; his " strug
gling, tasked morality," his " strife divine," ennoble 
him.* 

This expression of Nature as a power to calm and 
soothe is a recurring note. A significant passage may 
be given from the Lines Written in Kensington 
Gardens, a beautiful oasis of green in the West of 
London, of which he can write :— 

How green under the boughs it is! 
How thick the tremulous sheep-cries come! 

There is " peace for ever n e w " amid the daily 
uproar that surrounds that spot. 

Calm soul of all things! make it mine 
To feel, amid the city's jar. 
That there abides a peace of thine, 
Man did not make, and cannot mar. 
The will to neither strive nor cry. 
The power to feel with others give ! 
Calm, calm me more ! nor let me die 
Before I have begun to live. 

This craving for calm is significant. I t is in itself 
a pathetic indication of unrest, of doubt, of struggle. 
All the perplexity of Arnold's time is mirrored in his 
clear-flowing verse. He is never the poet of joy. 
The Second Best expresses in the least hopeless form 
his attitude towards life :— 

No small profit that man earns 
Who through all he meets can steer him, 

* Morality, perhaps the loftiest of Arnold's reflective lyrics. 
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Can reject what cannot clear him, 
Cling to what can truly cheer him. 

Who each day more surely learns 
That an impulse from the distance 
Of his deepest best existence, 
To the words, " Hope, Light, Persistence," 

Strongly sets and truly burns. 
He has himself told us, in the Stanzas from the 

Grande Chartreuse, how 
Rigorous teachers seized my youth. 

And purged its faith, and trimmed its fire, 
Showed me the high, white star of Truth, 
There bade me gaze, and there aspire. 

He learnt the lesson all the more effectually, because 
his own temperament and even the quality of his 
literary genius inclined him in the same direction. 
The keynote of his creed was—Cherish no illusion. 
One of his favourite maxims was that uncompromising 
sentence of Bishop Butler—"Things are what they 
are, and the consequences of them will be what they 
will be; why, then, should we deceive ourselves?" 
Resignation, endurance, implicit obedience to truth 
and reason, fearless persistence in the " divine strife " 
of duty—these were his ideal, not hope or faith or joy. 

III. T h e Legend . 

The tale of Tristram and Iseult spread through 
Europe in the Middle Ages. In France, Germany, 
and England it produced a large literature most of 
which survives; it is also found in Scandinavia, Italy, 
and Spain. But the extant forms of the legend follow 
two main versions, in which the central theme is 
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Tristram's fatal love for his uncle's wife Iseult, but" 
th:^ handling of the plot and the characterisation 
differ widely. 

First there are the fragments of poetic narrative 
assigned to an unknown Beroul. His existence has 
been questioned ; and it is possible that we have here 
the work of a number of minstrels. To this group 
also belong a German poem by Eilhart von Oberge,^ 
and later versions written in prose. There is, lor in
stance, a French prose "Tr is tan" which was published 
in two folio volumes at Rouen in 1484; and there 
is the memorable work finished by Sir Thomas Malory 
in 1470, and published by Caxton, in . 1485, "The 
Noble and Joyous Book entitled Le Morte D'Arthur." 
Malory's work is a compilation from various sources 
vaguely specified in his occasional references as "The 
French book." He allots to Tristram's adventures a 
considerable space—about one-third of the work. 
This group of poems and prose writings is called by 
M. Gaston Paris the " French version" of the legend, 
and is supposed to be derived from a lost poem by 
Chrostien de Troyes, a poet of the twelfth century 
whose work on other portions of the Arthurian cycle 
ihas survived.* Dr. Wolfgang Golther, rejecting this 
theory of a French origin, sees in this group the 
" Minstrel version." 

The second form in which the legend has come 
down to us is in the poetic fragments of Thomas of 
Brittany (or Thomas the Rhymer, as he is sometimes-

* For instance Erec et Enide, familiar to English readers 
from Tennyson's Enid and Geraint. 
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called) and his adapters. Nothing certain is known 
of him, but he is believed to have been an Anglo-
Norman. His poem was translated into German by 
Gottfried von Strassburg who flourished about 1210. 
This is the finest rendering now extant of the legend. 
Unfortunately it is incomplete ; it breaks off abruptly 
just at the moment of Tristram's marriage with the 
white Iseult. I t was continued by various writers of 
whom the chief were Heinrich von Freiberg and 
Ulrich von Tiirheim. The rival theorists tell us, 
M. Paris that this is the " English version," Dr. Gol
ther that it is the " Courtly version." 

By taking the different poems we can reconstruct 
this version of the legend. Briefly outlined, it is as 
follows :—Rivalin, a brave prince of Parmenie, wed
ded Blanchefleur, sister to King Marc of Cornwall. 
He fell in battle against his overlord, Morgan, Duke 
of the Britons, and when Blanchefleur heard of his 
death, she passed four silent, tearless days, bore a 
son, and died. Rivalin's marshal Rual, known as 
Rual the Faith-keeper, brought the child up in secret 
as his own son, naming him Tristram. Afterwards 
the boy was given in charge to Kurwenal (the Gouver-
nail of the French version) and taught all knightly 
exercises. In his fourteenth year, going on board a 
rich-laden ship of Norway to buy falcons, he stayed 
behind with Kurwenal to play a game of chess with the 
captain, and during the game the ship slipped its 
anchor. Kurwenal was set adrift in a boat, but Tristram 
they carried off as their prize. For eight days and 
nights they were tossed by storm, and interpreting 

XCVIII d 
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this as a sign of God's anger, they put Tristram 
ashore at the first land they touched. I t was Corn
wall, and Tintagel, with King Marc's castle, was close 
by. Thither Tristram came, not knowing that he had 
reached his mother's home; and he won the king's 
love by his skill in harp-playing. 

For more than four years Rual the Faith-keeper 
sought his foster-son. Finding him in Cornwall, he 
told King Marc the story of the boy's birth. Then 
Marc knighted Tristram, and made him his heir. Tris
tram sailed north with Rual, slew his father's enemy 
Morgan, and made Rual king of Parmenie, while he 
himself returned to Cornwall. He found Tintagel iu 
mourning. Gurman, king of Ireland, had of old 
defeated Marc in battle, and levied tribute of him every 
year. Hitherto he had exacted a hundred marks in tin, 
in silver, or in gold; but this year he claimed thirty lads 
of noble birth, and sent his brother-in-law Morolt, 
a knight terrible in battle, to bring the tribute back. 
Tristram, alone of all Marc's people, challenged 
him to battle. So the two champions rowed across, 
each in his own boat, to a small island while the 
others watched and waited; no other knight set 
foot upon the island till the fight was done. 
Fiercely they fought, but Tristram held his shield 
too high, and the sword of Morolt cut through 
his armour and gashed his thigh. Then he told 
Tristram that the blade was poisoned, and begged 
him to yield, saying that none but his own sister, 
Iseult the Queen of Ireland, could heal the wound. 
But Tristram with a great stroke clove Morolt's helmet. 
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As he drew back the sword, a fragment broke from 
the blade and remained in Morolt's skull. So Corn
wall was freed, and Morolt's men bore his dead body 
home in place of tribute. Queen Iseult and her 
daughter, the Princess Iseult, mourned for their kins
man, and as they gazed upon his death-wound, they saw 
the steel splinter yet fast in the skull, and they 
removed it and kept it in a casket. And King Gur
man decreed death to any Cornishman who should 
land on the shore of Ireland. 

But Tristram had small joy of his victory, for the 
subtle venom worked within him, past all healing, 
and he determined to seek the help of Queen Iseult. 
With Kurwenal and eight others he sailed to Ireland, 
and they drew near to Dublin in the night. In the 
morning the men of Dublin beheld a rudderless boat 
tossing in the bay, and in it they found a man meanly 
clothed, harping with marvellous sweetness. He said 
he was a minstrel, who had been wounded by sea-
robbers and had escaped from them with difficulty. 
Queen Iseult sent for him and heard his harping. In 
twenty days she healed him, and in requital he taught 
her daughter Iseult his gift of song. He said his 
name was Tantris, and that he had left his wife in his 
own land; whereupon the Queen gave him leave to go. 

Returning to Cornwall, he received a great wel
come from King Marc and the people, but the 
nobles were envious and attributed his successes 
to sorcery. Anxious to have another heir to the 
kingdom, they urged the king to marry, and specially 
named the princess Iseult of Ireland, of whose 
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beauty Tristram had often spoken since his return. 
For the dangerous task of visiting King Gurman 
to deliver such a message, they eagerly proposed 
Tristram. He agreed and, to their dismay, chose 
twenty of their number to accompany him. Land
ing alone and in disguise at Whitefovd,* Tristram 
found the country wasted by a fierce dragon; the 
hand of the Princess Iseult was to be the reward of 
the man who killed it. This Tristram did, and cnt 
out the monster's tongue for a token. Tired with his 
fight, he lay down to rest by a pool, but the venom of 
the tongue overpowered him and he swooned away. 
At this moment a recreant knight, the royal steward, 
who had run away from the dragon, but had heard 
i ts death-cry, returned. He cut off the tongueless 
bead, and claimed the princess. The Queen by her 
magic discovered the cheat, and with her daughter 
and her kinswoman Brangoene (Branguain or Brag-
wain) found the insensible figure by the pool. They 
.recognised, as they thought, the minstrel Tantris. On 
his recovery he challenged the steward. Princess 
Iseult saw to the preparing of his armour, and noticed 
that in one place his sword was splintered. Shê  
fetched from her casket the splinter which had been 
taken from Morolt's skull, and laid it on the blade. 
I t fitted perfectly. Suddenly the thought came to 
her that the name Tantris was Tristan with the 
syllables inverted. Grasping the sword in both hands, 
she ran to his room and stood over him to slay him. 

* Weisefort in the original. 
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But her mother checked her, saying that she had 
pledged the knight's safety. Then Tristram said why 
he had come, and the Queen was willing for the 
marriage, as Marc was a great king. Gurman also 
consented. The steward was laughed out of the lists 
by the discovery of the tongueless head, and Tristram 
finally set sail with the royal bride. 

In bitterness of heart Iseult left home with the 
slayer of her kinsman. During the voyage they put 
in at a haven, and all went ashore but Tristram, 
Iseult, and a little waiting-girl. The day was hot and 
Iseult asked for wine. Before they sailed away, the 
Queen had prepared a magic drink and given it 
secretly into Brangoene's keeping; it was a love-
potion which she was to give husband and wife 
for their bridal cup, and as they pledged each other 
in it, it would bind their souls together with love that 
endured till death. Seeing the potion and thinking 
it to be wine, the girl brought it to her mistress; Iseult 
and Tristram drank of it and passed under the fatal 
spell. They were as husband and wife before they 
came to Cornwall. 

Their love was discovered. The steward Marjodo, 
who was Tristram's mate and shared his room, missed 
him one winter's night and traced his footsteps through 
the snow to the Queen's bower. The news reached 
the king through the dwarf Melot. During a hunting 
of the king, Tristram feigned illness, and planned to 
meet Iseult that night on the banks of the stream 
which ran by her bower. The king and Melot hid in 
the tree under which they met. But it was moonlight,, 



l i v INTRODUCTION, 

and the lovers, as they came, each saw on the grass-
the shadows of the figures above. They spoke of the 
king's suspicion and of his evil counsellors, and Marc 
believed them innocent. But the king's council, as 
new suspicion arose, put the Queen unto the ordeal of 
the red-hot iron. In the minster, to which she came 
by boat, she swore that no man had held her in his 
arms save her lord and a certain pilgrim who had 
carried her ashore that day. The pilgrim was Tris
tram, disguised. So the ordeal was of no avail. 

For a time Tristram left Tintagel, and stayed at the 
court of Duke Gilan of Wales, brooding over memories 
of Iseult. To comfort him the Duke brought his 
magic dog Petit-crin, a love-token which a fay of 
Avalon had sent him ; it was a dog of many colours, 
and round its neck was a marvellous bell, the ringing 
of which made men forget their grief. When Tristram 
asked for the dog, the Duke said he would only give it 
away to the slayer of a giant who was wasting his land. 
Tristram slew the giant, and sent the dog to Iseult, 
who, touched with regret that she had forgotten Tris
tram in his sorrow, broke off from the dog's neck the 
magic bell, so that it comforted men no more. 

Tristram returned to court. But neither he nor 
Iseult could hide their looks of love, and Marc banished 
them. Then Tristram led Iseult into the woods, and 
guided her to a fair cave-dwelling made by the giants 
of old time. This was their home in the wild wood. But 
one day they heard the sound of King Marc's hunting-
horn, and fearing surprise, they lay down to sleep that 
night with Tristram's unsheathed sword between them. 
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The chief huntsman found the grotto, and brought 
the king to see. The sight of the naked sword touched 
his heart, and he thought once more that they were 
blameless. Noticing that the sunlight fell upon Iseult's 
face, he covered the window with leaves and flowers 
to screen her, and he went away weeping, and spoke 
a blessing on her. 

Declaring their innocence to the council, he recalled 
them, and begged them to keep a watch on their 
words and looks. For a time they did, but at last 
Iseult sent for Tristram, and the king found them, and 
all doubt fled from his mind. But before he could 
fetch counsellors to prove their guilt, Brangoene 
wakened Tristram, and he fled to the land of Arundel 
where Duke Jovelin ruled. The duke was hard 
pressed by foes, from whom Tristram delivered him. 
He had a son named Kaedin (or Ganhardine) and a 
daughter Iseult, called Iseult of the White Hand. 
The name awoke old memories in Tristram, and songs 
burdened with " I seu l t " were often on his lips. The 
princess herself and all others supposed that this 
homage was to her. Meanwhile Tristram, receiving 
no. message from Iseult of Ireland, doubted her faith 
to him.* He wedded Iseult of Brittany. But so 
overpowering was the spell of the love-potion that 
she became his wife only in name. Kaedin, learning 
this, counted it an insult to his house, but Tristram 
won him over, by telling him his story and by taking 

* At this point Gottfried's poera ends. The continuation is 
given (with the exception specified) from Heinrich von Frei
berg. 
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him secretly to Cornwall where the sight of Queen 
Iseult's beauty convinced him. Now Kaedin loved the 
wife of a Breton noble, and on their return he went in 
Tristram's company to visit he r ; but as they left, the 
husband pursued them, killed Kaedin, and wounded 
Tristram with a poisoned weapon before he was killed 
himself. Tristram, knowing that Iseult of Ireland 
alone could heal him, for she had all her mother's skill, 
sent Kurwenal secretly to ask her aid. He charged him 
on his return to hoist a white sail if he brought the 
Queen, but, if she would not come, a sail of black. 
His wife overheard, and in the bitterness of her anger, 
when the ship was seen returning, falsely told him 
that the sail was black. Then Tristram, who had 
held his life till that moment, turned his face to the 
wall and died, calling upon the name of his love. 
When Iseult of Ireland landed, his body lay on a bier 
in the minster. Thither she went swiftly, and all men 
marvelled at her great beauty and her sorrow. In 
the minster Iseult of the White Hand sat by the dead. 
Then the other Iseult said to her, ' ' Why sittest thou 
here beside the dead, thou who art his murderess ? 
Rise, and go hence." And Iseult of the White Hand 
arose, and went away for fear.* But Iseult of Ireland 
spoke no more ; she lay down on the bier by her lover, 
put her arms around him, and with a sigh departed 
this life. King Marc came in pursuit, and Kurwenal 
told him the secret of their love. The king wept, 

* This dramatic incident is found only in the poem o£ 
Ulrich von Tiirheim. 
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and said ; " Alas! Tristram, hadst thou but trusted in 
me, and told me all the truth, I would have given 
thee Iseult to wife." Then he took their bodies, and 
laid them in tombs of marble in his father's chapel at 
Tintagel. On Tristram's tomb he planted a rose, and 
on Iseult's a vine, and the branches of either reached 
across the chapel and met and entwined, so that no 
man could part them And now the sea-waves 
«weep over them in the lost land of Lyoness. 

With minor incidents omitted, such is the legend 
developed from the poem of Thomas of Brittany., 
Two features in it are of great significance. Marc is 
drawn as a noble-minded king—so chivalrous indeed 
as to be above suspicion and to suffer in consequence. 
Secondly; the story is in no way connected with King 
Arthur, and even mentions another as overlord of 
Britain at the time of Tristram's birth. The version 
derived from Beroul completely alters these two 
points. Marc is cowardly and treacherous. Tristram 
is a member of Arthur's order of knighthood, fights 
for the king, and appears fitfully at court. In this 
uncertain manner the Tristram legend enters the 
Arthurian cycle. This alone makes it probable that 
the Arthurian version is a later adaptation, though 
it can produce texts of earlier date and has a more 
archaic tone than the version of Gottfried. 

The Arthurian version is familiar to Englishmen 
from the work of Malory. Omitting irrelevant adven
tures, the following are the main points in which he 
differs from Gottfried. Tristram is the son of Melyodu& 
and Elisabeth, and the circumstances of his birth are 
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different (cf. I I . 82—86, note). The Irish champion 
is Marhaus, and Tristram is healed by the daughter, 
not the mother; he and the princess love each other, 
and it is the mother who seeks his life when she dis
covers that he is the slayer of Marhaus. The drink
ing of the fatal draught is told rather differently :— 
" And then anon Sir Trystram took the Sea, and la 
Beale Isoud,* and when they were in their cabin, it 
happed so that they were thirsty, and they saw a little 
flacket [flask] of gold stand by them, and it seemed 
by the colour and the taste that it was noble wine. 
Then Sir Trystram took the flacket in his hand, and 
said, Madame Isoud, here is the best drink that ever 
ye drank, that Dame Brangwayne your maiden and 
Gouvernail my servant have kept for them self. Then 
they lough [laughed] and made good cheer and either 
drunk to other freely, and they thought never drink 
that ever they drank to other was so sweet and good. 
But by that their drink was in their bodies, they 
loved each other so well that never their love departed 
for weal neither for w o e " (Bk. VI I I , ch. xxiii). In 
this important point—the life-long power of the spell— 
Malory agrees with the rival version ; but elsewhere its 
power is supposed to last only three years. Tristram's 
adultery is detected and exposed by Sir Andred, a 
kinsman of the king. " And then by the assent of 
KingMark and of Sir Andred and of some of the Barons 

* " Iseult the Fair ": la Beale is the French la belle. This 
beautiful old English form of the name, also appearing as 
Ysoude and Ysonde, has been abandoned by modern English 
poets, though they all adopt the English form Tristram. 
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Sir Trystram was led unto a chapel that stood upon 
the sea-rocks, therefor to take his judgment; and so 
he was led bounden with forty knights. And when 
Sir Trystram saw that there was none other boot 
[remedy], but needs that he must die, then said he. 
Fair lords, remember what I have done for the 
country of Cornwall, and in what jeopardy I have 
been in for the weal of you all. For when I fought 
for the truage [tribute] of Cornwall with Sir Marhaus 
the good knight, I was promised for to be better 
rewarded when ye all refused to take the battle. 
Therefore, as ye be good gentle knights, see me not 
thus shamefully to die, for it is a shame to all knight
hood thus to see me die." Andred offered to slay 
him. " W h e n Sir Trystram saw him make such coun
tenance, he looked upon both his hands that were 
fast bounden unto two knights, and suddenly he 
pulled them both to him, and unwrast [unfastened, 
wrenched free] his hands, and then he leapt unto his 
cousin Sir Andred, and wrothe [pulled] his sword out 
of his hands; then he smote Sir Andred that he fell 
to the earth, and so Sir Trystram fought till he had 
killed ten knights. So then Sir Trystram got the 
chapel and kept it mightily. Then the cry was great, 
and the people drew fast unto Sir Andred more than 
an hundred. When Sir Trystram saw the people 
draw unto him, he remembered he was naked [un
armed], and sperd [bolted] fast the chapel door and 
brake the barrys [bars] of a window, and so he leapt 
out and fell upon the crackys [crags] in the s e a " 
(ib., ch. xxxiii). He escaped, and lived with Iseult in 
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a fair manor in the forest. While sleeping in the 
open air, he was shot by one whose brother he had 
killed, and Iseult was recovered by Marc. But she 
contrived to send Tristram a message,—"For thy 
lady la Beale Isoud may not help thee, therefore she 
biddeth you haste into Bretagne to King Howel, and 
there ye shall find his daughter Isoud le blanche 
maynys,* and she shall help t h e e " (ch. xxxv). Iseult 
of the White Hand healed him, and he slew Howel's 
enemy Earl Grip. He wedded Iseult who remained a 
maiden wife (ch. xxxvi). At a later period he became 
a knight of the Round Table, and is thus connected 
with King Arthur (Bk. X, ch. vi). He and Marc 
are reconciled (ih., ch. xv), but the king takes advant
age of their new relations to seize and imprison him 
(ch. 1). He escapes, taking Iseult with him, and 
Lancelot gave them his castle of Joyous Gard to dwell 
in (ib., ch. Iii. Cf. I. 203, note). The end is told 
incidentally (Bk. XX, ch. vij. " B y means of treaties" 
Tristram took Iseult back to Marc, and as he sat 
harping before her. Marc crept behind him and killed 
him with a sword-thrust through the heart. A 
manuscript version of the legend adds further touches. 
The weapon was poisoned; Tristram, mortally wound
ed, went to the castle of Marc's seneschal Dynas, who 
had been his friend of old; Iseult followed him there; 
and they died at the same moment in each other's 
arms. 

I t would be unjust to Malory to offer any criticism 
of the points here selected from his version. In this 

* "The white hand " (old French). 
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particular section of his work he is manifestly far 
below Gottfried. But his range was wider, and the 
judgment with which he selected almost everything 
of value in the scattered elements of the Arthurian 
legend, the narrative gift which enabled him to treat 
all these with something like epic unity, and the old-
world charm of his style combine to make him an 
English classic. He must be read as a wliole, not 
criticised piece-meal. 

In discussing the source of the legend caution is 
necessary. An acute controversy has arisen over the 
origin of the Arthurian cycle. There are four main 
theories about it, (1) that it is Celtic, i.e., that it arose-
in Wales or Brittany, (2) that it is French, (3) that it 
is English or, more strictly speaking, Anglo-Norman, 
and (4) that it is a " l i t e r a r y " growth, owing some
thing to the Greek romances and wrought into its 
present shape from a variety of traditional matter.* 
Luckily the Tristram legend can be discussed apart, 
and here the advocates of the Celtic theory have 
a very strong case. To begin with the locality is 
wholly Celtic. Tristram's life of adventure is passed 
in Cornwall, Ireland, and Brittany ; one episode takes 
place in Wales. The version which connects him 
with King Arthur certainly takes him outside these 
Celtic lands, but chiefly in order that he may pay 
fugitive visits to the king's court. Even more signi
ficant is the love-element in the story, with its depth 

* On the general question see Professor Saintsbury in 
The Flourishing of Romance and the Rise of Allegory, 1897, 

pp. 86—147. 
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of passion and utter self-abandonment. The tone here 
is purely Celtic, and there is nothing quite like it in 
saga or romance. 

The name Tristram appears as Drystan in early 
Welsh versions, a form which is parallel to the French 
Tristan. From this Professor H. Zimmer has traced 
it to a name common among the Pictish kings in the 
various forms Drostan, Drustan, and Drust. His 
theory is that the legend originated among the Picts 
of North East Scotland in the ninth century. Thus he 
explains the surname Kanelengres given to Tristram's 
father as " Angle of Carlisle ; " Loengres = Saxon 
Britain, and Kancel is one form of the name of Arthur's 
city. He ingeniously explains the name Iseult as 
German in origin ; the forms are Isolde, Isalde, Iswalt 
and Iswalda, the last being Eiswalterin or, " ruler of 
the ice." In the ninth century a Northman ruled in 
Dublin, so the Irish Queen and Princess are naturally 
found with a German name. His other points are 
not so happy. By the Pictish law of succession the 
nephew was the heir ; now Marc's courtiers are repre
sented as clamouring for him to marry in order that the 
crown might not pass to Tristram at his death. Assum
ing that the tale was Pictish in origin, Tristram's right 
to the succession would not be affected in any way by 
Marc marrying and having children. The Professor 
removes this impediment to his theory by asserting 
that this section of the narrative must be a later addition. 
The geographical difficulty about the Celtic locality of 
the legend is curiously dealt with. William the Con
queror's army had a large Breton element which learned 
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-the saga while fighting in the North of England; it 
reached Wales during the Norman conquest of that 
country at the end of the eleventh century; from 
Wales it got to Bri t tany; at this stage Celtic place-
names were worked into it, and it finally crossed to 
Cornwall. This zigzag arrangement is Professor Zim-
mer's attempt to explain the fact that he cannot trace 
the name Tristram in Wales, Cornwall or Brittany 
before the eleventh century. The two plain facts 
about the Celtic locality and the Celtic passion of the 
story are worth pages of this kind of thing. 

Celtic in its main outline the story appears to be. But 
like all great legends which have kindled the imagin
ation of a race, it has absorbed details and incidents 
from alien sources. There are marked echoes in it of 
the Greek mythology. The tribute of Cornish youths 
claimed from King Marc recalls the similar tribute 
which primitive Athens sent yearly to the Minotaur, in 
Crete; and when Theseus sailed from Athens to slay 
the Minotaur, his father asked that, if the ship came 
back without him it should keep black sails, but that 
if he came himself, he should change the sail for a 
white one. He forgot, and his father, believing that 
he was dead, killed himself before Theseus could land. 
Very curiously one version of the Tristram legend says 
that Iseult by mistake told Tristram the wrong colour 
of the sails in the fatal ship. The suggestion, absurd 
in itself and alien to her character in the closing scene, 
is evidently due to the older story. The death of 
Paris has also a parallel to the death of Tristram. 
Paris, wounded fatally by an arrow of the renowned 
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archer Philoctetes, sends to his old love CEnone, whom 
be had forsaken for Helen, to heal him.* In the 
Greek myth CEnone in her anger lets him die, but 
this curious method of remembering an old love is 
common to both stories. Other countries than Greece 
have contributed to the story. The vivid picture of 
the lonely fight on the island is Germanic. Tristram 
and Morholt row over unattended ; the people watch 
them from the shore, but no one else may cross till one 
of the warriors falls. This custom was well known on 
the shores of the North Sea, and old German even 
gives it what we may call a technical name, the 
Holmgang or " going to the Island." I t is possible— 
though in the absence of earlier texts the suggestion 
is necessarily a conjecture—that this is a touch of 
local colour introduced by the German Gottfried. 

The pretty piece of folklore, with which the legend 
ends, of the rose and the vine intertwined from the 
lovers' graves has parallels in Denmark, and in several 
European legends. The beautiful Scottish ballad of 
** The Douglas T ragedy" tells how Lord William 
Douglas came home mortally wounded with his bride 
after slaying her brethren, and how she died soon 
after him :— 

Lord William was buried in Mary's Kirk, 
Lady Margaret in Mary's quire; 

And out o' her grave grew a bonny red rose, 
And out o' the knight's a briar. 

* See Tennyson's retelling of the story in his later poem 
on CEnone, and William Morris' The Death of Pans in the-
third book of The Earthly Paradise. 



INTRODUCTION. Ixv 

And they twa met, and they twa plat. 
And fain they wad be near; 

And a' the warld right weel might ken 
These were fcwa lovers deari 

The power and beauty of the legend have attracted 
eur recent poets. Besides Arnold, Tennyson and 
Swinburne have treated it. The Last Tournament in 
The Idylls of the King tells the fate of Tristram in
cidentally. The version follows Malory in making 
Marc strike down Tristram with a cowardly stroke 
from behind. Tennyson in his handling of the 
Arthurian legend got away from the Middle Ages 
altogether, and recast the old material as a nineteenth-
century allegory, depicting " Sense at war with Soul." 
Employing such a method, he necessarily deepened 
the shadows of the original. There is no parallel in 
the old legend to the degraded Vivian of the Idylls ; 
but, like Tristram, she serves as a foil, representing 
the sensual element against which the " blameless " 
Arthur has to struggle. Mr. Swinburne's Tristram 
of Lyonesse is in a very different key. He has 
used the fragments of Thomas of Brittany, but filled 
in the story from Malory, so that he has to some 
extent blended the two versions. He does not seem 
to have known Gottfried. The poem is remarkable, 
as Mr. Swinburne's work invariably is, for its metri
cal effects. In his hands the heroic couplet becomes 
lyrical, a feat which has no parallel in English poetry; 
and Mr. Swinburne's feeling for the sea finds magni
ficent expression. But the result is that the narrative 
tends to disappear in lyric rhapsody. Gottfried's 

XCVIII e 
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version, though unknown to English poetry, has won 
world-wide honour. Wagner's great opera is based 
Hpon it. 

IV. The Poem. 

In 1852 the Arthurian legends had not attracted 
poets and had been but slightly noticed by critics. 
Arnold did not know the Tristram story at first hand. 
He had looked into Malory (cp. I I . 82—86, note), but 
Malory merely alludes to the closing scene and 
follows a different version. Arnold's authority was the 
Scottish critic John Colin Dunlop, who published in 
1814 The History of Fiction, a critical account of the 
most celebrated Prose Works of Fiction from the earliest 
Greek romances to the novels of the present day. Greek, 
medieval, Italian and Oriental stories are passed under 
review, a clear summary of each story is given, its 
chief writers are noted, and critical comments are inter
spersed. All editions of Arnold's poems give as a 
footnote to the Tristram and Iseult the following 
abridged extract from this work :— 

" In the court of his uncle King Marc, the king of Cornwall, 
who at this time resided at the castle of Tyntagel, Tristram 
became expert in all knightly exercises The king of Ireland, 
at Tristram's solicitations, promised to bestow his daughter 
Iseult in marriage on King Marc. The mother of Iseult 
gave to her daughter's confidante a philtre, or love-
potion, to be administered on the night of her nuptials. Of 
this beverage Tristram and Iseult, on their voyage to Corn
wall, unfortunately partook. Its influence, during the re
mainder of their lives, regulated the affections and destiny of 
the lovers 

" After the arrival of Tristram and Iseult in Cornwall, and 
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be nuptials of the latter with King Marc, a great part of the 
omauce is occupied with their contrivances to procure secret 
nterviews Tristram, being forced to leave Cornwall, on 
bccount of the displeasure of his uncle, repaired to Brittany, 
vhere lived Iseult with the White Hands He married her 

more out of gratitude than love Afterwards he pro-
leeded to the dominions of Arthur, which became the theatre 
)f unnumbered exploits. 

" Tristram, subsequent to these events, returned to Brittany, 
md to his long-neglected wife. There, being wounded and 
jick, he was soon reduced to the lowest ebb. In this situa-
iion, he despatched a confidant to the queen of Cornwall, to 
;ry if he could induce her to follow him to Brittany, etc."— 

I t is characteris t ic of Arnold, who defined criticism 
a,8 " a disinterested endeavour to learn and p ropaga te 
bhe best t ha t is known and though t in the wor ld ," 
bhat he should have studied such a book. Much of i t 
is necessarily superseded, but it is a work of research, 
wide reading and l i terary appreciation, and it still 
remains the most complete history of prose fiction. 

Though Arnold 's main interests lay elsewhere, he 
felt in a far-off way the spell of the Middle Ages . 
I ts " last enchantments " haunted him at Oxford. He 
objected to Tennyson's Idylls of the King as not giv
ing " the peculiar charm and aroma of the Middle A g e . 
There is something magical about it, and I will do some
thing with it before I have done " (Letters, Dec. 17, 
1860). Two years before these words were writ ten a 
poet of genius produced the most medieval verse of our 
time. Will iam Morris ' famous volume. The Defence of 
Guenevere and Other Poems, revives not only the manner 
—which is not so difficult to copy—but the magic of 
the Middle Ages. Arnold never alludes to it and he 



Ixviii INTRODUCTION. 

did not carry out the intention stated in his letter. 
Tristram and Iseult remains his only attempt to 
render in poetry a great medieval theme. 

But it has nothing medieval about it. The point of 
view, the tone and treatment, even the circumstances 
of the story, are here greatly changed. In signal con
trast with the passion of the old romance, the poem is 
quiet. All that is vivid and startling—the episode 
of the magic draught, the lovers' free life in the woods, 
the flight of Tristram, the sojourn at Joyous Gard— 
in other words, the love-element on which the story 
turns—is merely touched allusively or passed by al
together. One scene only is depicted, that in which, 
for the last time, the spent lights of love quiver and 
gleam. Iseult and Tristram meet, but " both have 
brought their anxious day to evening" (II. 55). It is 
not anxiety that characterises them in the old tale. 
I t is intense, blinding passion, or careless happiness. 
They go into'the wild wood and live together there as 
naturally as the birds do. 

Arnold has done more than tone down the legend; 
he has tampered with it. To represent Iseult of the 
White Hand as the mother of two children, and to 
close the poem with her rather than with the dead 
lovers, is to strike at the very root of the legend. It 
is true that a version exists which made the love-spell 
take effect for three years only ; but Arnold did not 
know of this, and made the alteration himself. He de
liberately emptied all passion out of the story in his 
method of telling it. His Iseult of Brittany, " the 
sweetest Christian soul alive " (I. 54), so gentle and 
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forgiving tha t the dy ing Tris t ram believes t ha t she 
will permit her rival to live near his last resting-place 
( I I . 93—96), is a new creation, as far removed as pos
sible from the embit tered avenger of the legend. I t is 
exceedingly interes t ing to compare Mr. Swinburne ' s 
handl ing of the character . The seventh division of 
his Tristram of Lyonesse, entitled " The Wife 's Vigil , 
shows the change which a knowledge of her wrongs 
works in the sweet and trustful wife. This portion of 
the poem is an original insertion of Mr. Swinburne ' s , 
to kni t the story more closely together and lead up to 
the t ragic close. Tristram has forsaken Iseult for a 
year to live with his old love in Joyous Gard :— 

But all that year in Brittany forlorn. 
More sick at heart with wrath than fear of scorn 
And less in love with love than grief, and less 
With grief than pride of spirit and bitterness. 
Till all the sweet life of her blood was changed 
And all her soul from all her past estranged 
And all her will with all itself at strife 
And all her mind at war with all her life. 
Dwelt the white-handed Iseult, maid and wife, 
A mourner that for mourning robes had on 
Anger and doubt and hate of things forgone. 
For that sweet spirit of old which made her sweet 
Was parched with blasts of thought as flowers with heat 
And withered as with wind of evil will; 
Though slower than frosts or fires consume or kill 
That bleak black wind vexed all her spirit still. 

In a long and passionate speech she calls on God for 
justice : — 

Fail me not thou : I have nought but this to crave, 
Make me thy mean to give them to the grave. 
Thy sign that all men seeing may speak thee just 
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A s Tris t ram lies upon his death-bed, she watches 
over him like the shadow of fate. She overhears the 

secret message about the coloured sails. 

And hard within her heavy heart she cursed 
Both, and her life was turned to fiery thirst. 
And all her soul was hunger 

S h e listens to words of love addressed to other ears 
t h a n hers , and dur ing the pauses of speech, makes in 
under tone her ominous replies. The last morning 
b reaks . 

And eastward was a strong bright wind begun 
Between the clouds and waters : and he said, , 
Seeing hardly through dark dawn her doubtful head, 
' Iseult ? ' and like a death-bell faint and clear 
The virgin voice rang answer—' I am here.' 
And his heart sprang, -and sank again : and she 
Spake, saying ' What would my knightly lord with me ?' 
And Tristram : ' Hath my lady watched all night 
Beside me, and I knew not ? God requite 
Her love for comfort shown a man nigh dead.' 

' Yea, God shall surely guerdon it,' she said, 
' Who hath kept me all my days through to this hour.' 

H e asks her , when his ship comes back, to tell him 
the colour of the sail, 

And knowing the soothfast sense of his desire. 
So sore the heart within her raged like fire. 
She could not wring forth of her lips a word. 
But bowing made sign how humbly she had heard. 
And the sign given made light his heart; and she 
Set her hard face against the yearning sea 

T h e ship comes a t sunrise 

And high from heaven suddenly rang the lark. 
Triumphant; and the far first refluent ray 
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Filled all the hollow darkness full with day. 
And on the deep sky's verge a fluctuant light 
Gleamed, grew, shone, strengthened into perfect sight, 
As bowed and dipped and rose again the sail's clear white. 
And swift and steadfast as a sea-mew's wing 
I t neared before the wind, as fain to bring 
Comfort, and shorten yet its narrowing track. 
And she that saw looked hardly toward him back. 
Saying,' Ay, the ship comes surely; but her sail is black.' 
And fain he would have sprung upright, and seen. 
And spoken: but strong death struck sheer between. 
And darkness closed as iron round his head : 
And smitten through the heart lay Tristram dead. 

Such is the Iseul t of the legend as she lives again 
in modern verse. She is a creature of another world 
than A r n o l d ' s ; and the poetic medium in which she 
is presented to us—rich, resonant , rhetor ical—is 
equally removed from his restrained and clear-cut 
s ty le .* 

W h a t art ist ic motive prompted Arnold to recast a 
vital element of the legend ? He was not, for instance, 
a p laywright to whom dramat ic contrast is a law of 
his a r t ; and though his picture of the two Iseults 
( I . 30—56,119—224) gains in effectiveness from the de
scription of two opposite natures , this by itself would be a 
poor justification. The l i terary motive here was deeper. 

* Compare what Arnold himself said about it when it was 
published and he received a copy from Mr. Swinburne:— 
" He has taken the story, answering to the old Theseus story, 
of the black and white sails, and a very fine story it is for 
poetical purposes. Swinburne's fatal habit of using one 
hundred words where one would suffice always offends me, 
and I have not yet faced his poem, but I must try it soon" 
(Letters, July 29,1882). 
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Arnold was applying a principle which he derived 
from his favourite Greeks. In any literary rendering 
of human passion Greek restraint required a quiet 
ending. The last scene of the Iliad is not the sack 
of Troy, but the ransoming and burial of Hector, over 
whose grave the din of battle is hushed. The poet 
Shelley well commented on " t h e high and solemn 
close of the whole bloody tale in tenderness and 
inexpiable sorrow," as " wrought in a manner incom
parable with anything of the same kind " (Letters from 
Italy, xliv). The same spirit marks a type of litera
ture which concerned the practical life of the people, 
Greek oratory. In a Greek speech, wherever there 
is any display of anger or pity or intense feeling, it 
dies away into a final calm ; and if there is passion in 
the peroration, it subsides before the last sentences of 
all. Arnold applied this principle to his poetry in a 
manner to which, I believe, neither Greek nor English 
literature yields an exact parallel. He ends by turn
ing aside from the main current of the story to some 
quiet theme connected with it, and in this way he 
diverts the attention of the reader. Sohrah and 
Rustum leads up to the combat in which the father 
strikes down the son, and learns, too late, the bond of 
blood between them. The dead and the living are 
left alone together. Night falls, and a fog rises from 
the Oxus. Then, with a vision of the river floating 
out of the mist, and choked and parted later by reed-
beds and sand, but reaching at last the luminous sea, 
the poem sweeps to its majestic close. The Scholar-
Gipsy, again,—the tale of the Oxford scholar who left 
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t h e world to share the free life of the gipsies—clothes 
with a-CQntrasting picture of modern life :— 

O born in days when wits were fresh and clear. 
And life ran gaily as the sparkling Thames; 

Before this strange disease of modern life, 
With its sick hurry, its divided aims. 

Its heads o'ertaxed, its palsied hearts, was rife— 
Fly hence, our contact fear! 

Arnold dwells upon this thought , and in a simile 
sustained th rough the two final verses compares, t h e 
Tyrian t rader of old flying from Greek rivals who 
intrude on his old domain of the Eas tern Mediter
ranean, and tu rn ing westward till he ends his voyage 

There, where down cloudy cliffs, through sheets of foam 
Shy traffickers, the dark Iberians come ; 
And on the beach undid his corded bales. 

I t is a unique ending to a poem of reflection. Bold 
as the conception is, the execution of it is no less 
remarkable . The picture is drawn with the poet 's 
characterist ic clearness of ou t l ine ; the details a re 
filled in and insisted upon with a certain firmness of 
touch. In its mingled audacity and ease, it is a 
t r iumph of poetic ar t . 

Tristram and Iseult aims throughout at these effects 
of quiet contrast . The poem has three divisions. In 
the first Tr is t ram is the central figure, and we watch 
him tossing in the dreams of fever. The children are 
b rought in at the close, in a passage of exquisite 
description. Their existence transforms the legend ; 
they destroy its most significant feature. Arnold 's pur
pose in invent ing them was apparent ly to divert the 
at tention of the reader . The na ture of the cont ras t 



Ixxiv INTRODUCTION. 

suggests this. Their peaceful sleep comes after 
Tristram's ^ild unrest ; the fingers of one little hand 
close suddenly as if the child were chasing butterflies— 

This stir they have, and this alone; 
But else they are so still. 

By a touch, a suggestion which borders on the 
*'pathetic fallacy," the landscape is different. For 
Tristram it is storm and rain, beating on the " fierce 
Atlantic deep " (92); but before we reach the children, 
" the wind is down " (300), and from the window of 
their southward room there is a vision of moonlit oak-
forests and " long inlets of smooth glittering sea" 
(368). And the children see in dreamland sights 
fairer still, while Tristram has been haunted by fierce 
memories of passion and of fight. The details of the 
contrast are curiously elaborate. 

The crisis of the lover's meeting and death is in 
the second part of the poem. In the legend Iseult 
comes too late, and Tristram's object in sending for 
her was that she might heal him. Arnold has omitted 
this old-world touch, and has substituted for it the 
simple love-motive. The episode is beautifully told. 
Again the interest is diverted. The closing lines 
describe a huntsman figured on the tapestry hangings 
of the death-chamber. This passage was entirely 
recast in the second edition of the poem (cp. I I . 155— 
182, notes). The later version imagines the huntsman 
alive, thinking and speaking of the scene before him. 
The ending thus recalls an early poem by Arnold, 
The Church of Brou. In this the marble figures of 
the Duke and Duchess of Savoy are imagined waking 
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to life when the sunset streams through the coloured 
windows on their grave, and makes the pavement 
round a chequer-work of sapphire and amethyst and 
ruby, so that they ask wonderingly— 

What is this ? we are in bliss—forgiven— 
Behold the pavement of the courts of Heaven ! 

Or on autumn nights amid the rain when the moon
light shines through the clerestory windows— 

Then, gazing up mid the dim pillars high. 
The foliaged marble forest where ye lie, 
' Hush,' ye will say, ' it is eternity ! 
This is the glimmering verge of Heaven, and these 
The columns of the heavenly palaces !' 

The passage—and indeed the poem—must be read 
as a whole to appreciate its poetic charm. It is not 
only exquisite in itself, but it harmonises perfectly 
with what precedes. Part I, " The Castle," describes 
the sudden death of the Duke at a boar-hunt, and 
the Duchess' complete retirement from the world; 
she devotes the remainder of her life to the task of 
completing the unfinished Church, and places in it, 
side by side upon a tomb of marble, the Duke's effigy 
and her own. Part I I describes the Church thus 
associated with her memory; and then the third part 
passes quite naturally to the imaginative vision of the 
waking figures, identified, as it were, with the existence 
of those whom they commemorate. But in Tristram 
and Iseult the setting is different. A vivid, intensely 
human scene has preceded, and the transition to a 
merely decorative figure on the hangings seems over-
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Strained and fanciful. Beautiful though the passage 
is, it does not yield a na tu ra l sequence .* 

W i t h the dea th of the lovers the poem might have 
been expected to stop. But Arnold preferred to end 
upon a quiet, unemotional note, and he filled in the 
slight preliminary sketch of the Iseul t whom he re
created, the frail pathet ic sufferer so far removed 
from the Iseult of the legend. His description of her 
and of her children is one of the most perfect in the 
nar ra t ive verse of his t ime. But it reads better as a 
detached poem than as a portion of the story. Even 
here the cur ren t of the nar ra t ive is diverted into the 
tale of Merlin. The connection is very slight—it is 
the tale which Iseul t tells her chi ldren—and the 
transit ion is not made smoother by the long passage 
on the theme of sympa thy outlast ing suffering but 
gradual ly perishing in the " f u r n a c e of the wor ld" 
( I I I . 112—150). 

The s t ructura l weakness of the poem is a sign of 

* I think it not improbable that the verses originally en
titled Lines Written by a Death-bed, of which part was after
wards incorporated in the Tristram (II. 131—146), and part 
separately reprinted as Youth and Calm (quoted in the notes 
ad loc.) were written to end this section of the poem. The 
reference to the dead woman's " shame " and to " her younger 
rival's purest grace" suit Arnold's conception of the two 
Iseults; and the opening lines fit the passage so perfectly 
that he finally placed them there. The later lines are a 
" criticism of life " naturally suggested by the circumstances 
of the death-scene; and they would divert the reader's at
tention from it quite in Arnold's manner. If this view is 
correct, the device of the Huntsman was an afterthought. 
But of course this is sheer conjecture. 
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early work. The over-insistence on the quiet ending 
specially points to this. The volume of 1853—in 
which Tristram and Iseult appeared in a revised form— 
contained the famous preface which declared the 
choice of a fitting subject and the careful construction 
of the poem as all-important. What distinguishes the 
artist from the mere amateur, he said after Goethe, 
was " that power of execution which creates, forms, 
and constitutes." Even Shakespeare, with a far 
wider range and far richer fertility of thought than 
the ancients, fell below them in " the accurate limita
tion " of his subject, " the conscientious rejection of 
superfluities, the simple and rigorous development of 
it from the first line of his work to the last." Could 
Arnold have claimed for his Tristram and Iseult that 
it observed from first and last this fine sense of limita
tion, this ordered unity of plan ? The edition of 1853 
contained at least an indication that his literary 
conscience was not quite at ease. He excised the 
comment on sympathy and suffering, evidently in 
order to give this part of the poem a closer unity. I t 
is true that he re-inserted it, but even the temporary 
omission is significant. 

But, when objections have been weighed and the 
last deductions made, the freshness and beauty of the 
poem lift it above the doubts of criticism. I t has in a 
marked degree artistic excellence of style. Manner 
and movement convey, in subtle turn or haunting 
melody, the suggestion of the theme. The lover's last 
meeting is rendered with a pensive beauty which re
calls the poet's elegiac manner. 
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" I forgot, thou comest from thy voyage— 
Yes, the spray is on thy cloak and hair. 

But thy dark eyes are not dimmed, proud Iseult ! 
And thy beauty never was more fair." 

¥r ¥r ^ * 

" Fear me not, I will be always with thee ; 
I will watch thee, tend thee, soothe thy pain; 

Sing thee tales of true, long parted lovers, 
Join'd at evening of their days again." 

Here through all the tender words of love, there runs 
a mournful undertone, with depths of pathetic sug
gestion. The descriptions of sea or coast or wood
land are touched with that " natural mag i c " which 
Arnold admired so much in the poetry of others and 
characterised so happily. The winter and April land
scapes in the third part of the poem are singularly 
bright and clear; in contrast with these is the sombre 
glimpse of sea 

On winter-evenings, when the roar 
Of the near waves came, sadly grand. 
Through the dark, up the drown'd sand. 

But, as might be expected, the most charming pass
ages of the poem are the most original. In these the 
poet has given free play to his fancy. They include 
of coursethe exquisite delineation of Iseult of Brittany 
and the sketches of her children. If the legend had 
to be re-written, the change could hardly have been 
wrought more beautifully than by giving her a new 
source of affection when her husband failed her—by 
surrounding her after-life with 

The light of little children, and their love. 
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I. 

TTristram. 
Tristram. 

Is she not come ? The messenger was sure. 

Prop me upon the pillows once again— 

Raise me, my page! this cannot long endure. 

—Christ, what a night ! how the sleet whips the pane ! 

What lights will those out to the northward be ? 

The Page. 

The lanterns of the fishing-boats at sea. 

Tristram. 

Soft—who is that, stands by the dying fire ? 

The Page. 
[seult. 

Tristram. 

Ah ! not the Iseult I desire. 

* ^ ¥: * 

What Knight is this so weak and pale, 

Though the locks are yet brown on his noble head 
XCVIII 1 
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Propt on pillows in his bed, 11 

Gazing seaward for the light 

Of some ship that fights the gale 

On this wild December night ? 

Over the sick man's feet is spread 

A dark green forest-dress ; 

A gold harp leans against the bed. 

Ruddy in the fire's light. 

I know him by his harp of gold, 

Famous in Arthur's court of old ; 2® 

I know him by his forest-dress— 

The peerless hunter, harper, knight, 

Tristram of Lyoness. 

What Lady is this, whose silk attire 

Gleams so rich in the light of the fire ? 

The ringlets on her shoulders lying 

In their flitting lustre vying 

With the clasp of burnish'd gold 

Which her heavy robe doth hold. 

Her looks are mild, her fingers slight 30 

As the driven snow are white ; 

But her cheeks are sunk and pale. 

I s it that the bleak sea-gale 

Beating from the Atlantic sea 

On this coast of Brittany, 

Nips too keenly the sweet flower ? 
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Is it that a deep fatigue 

Hath come on her, a chilly fear. 

Passing all her youthful hour 

Spinning with her maidens here, 40 

Listlessly through the window-bars 

Gazing seawards many a league. 

From her lonely shore-built tower. 

While the knights are at the wars ? 

Or, perhaps, has her young heart 

Felt already some deeper smart. 

Of those that in secret the heart-strings rive. 

Leaving her sunk and pale, though fair ? 

Who is this snowdrop by the sea ?— 

I know her by her mildness rare, 50 

Her snow-white hands, her golden hair ; 

I know her by her rich silk dress. 

And her fragile loveliness— 

The sweetest Christian soul alive, 

Iseult of Brittany. 

Iseult of Brittany ?—but where 

Is that other Iseult fair. 

That proud, first Iseult, Cornwall's queen ? 

She, whom Tristram's ship of yore 

From Ireland to Cornwall bore, 60 

To Tyntagel, to the side 

Of King Marc, to be his bride ? 
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She who, as they voyaged, quaff'd 

With Tristram that spiced magic draught. 

Which since then for ever rolls 

Through their blood, and binds their souls. 

Working love, but working teen ?— 

There were two Iseults who did sway 

Each her hour of Tristram's day ; 

But one possess'd his waning time, 70 

The other his resplendent prime. 

Behold her here, the patient flower. 

Who possess'd his darker hour ! 

Iseult of the Snow-White Hand 

Watches pale by Tristram's bed. 

She is here who had his gloom. 

Where art thou who hadst his bloom ? 

One such kiss as those of yore 

Might thy dying knight restore ! 

Does the love-draught work no more ? 80 

Art thou cold, or false, or dead, 

Iseult of Ireland ? 

* * -se- -x-

Loud howls the wind, sharp patters the rain. 

And the knight sinks back on his pillows again. 

He is weak with fever and pain. 

And his spirit is not clear. 

Hark ! he mutters in his sleep. 
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As he wanders far from here. 

Changes place and time of year. 

And his closed eye doth sweep 90 

O'er some fair unwintry sea. 

Not this fierce Atlantic deep, 

While he mutters brokenly :— 

Tristram. 

The calm sea shines, loose hang the vessel's sails; 

Before us are the sweet green fields of Wales, 

And overhead the cloudless sky of May.— 

"Ah, would I were in those green fields at play. 

Not pent on ship-board this delicious day ! 

Tristram, I pray thee, of thy courtesy. 

Reach me my golden phial stands by thee, 100 

But pledge me in it first for courtesy.—" 

H a ! dost thou start ? are thy lips blanch'd like 

mine ? 

Child, 'tis no true draught this, 'tis poison'd wine ! 

Iseult! . . . . 

•3t -x- * -x-

Ah, sweet angels, let him dream ! 

Keep his eyelids I let him seem 

Not this fever-wasted wight 

Thinn'd and paled before his time. 

But the brilliant youthful knight 

In the glory of his prime, 110 
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Sitting in the gilded barge. 

At thy side, thou lovely charge. 

Bending gaily o'er thy hand, 

Iseult of Ireland ! 

And she too, that princess fair. 

If her bloom be now less rare, 

Let her have her youth again— 

Let her be as she was then ! 

Let her have her proud dark eyes, 

And her petulant quick replies— 120 

Let her sweep her dazzling hand 

With its gesture of command, 

Aiid shake back her raven hair 

With the old imperious air ! 

As of old, so let her be. 

That first Iseult, princess bright. 

Chatting with her youthful knight 

As he steers her o'er the sea. 

Quitting at her father's will 

The green isle where she was bred, 130 

And her bower in Ireland, 

For the surge-beat Cornish strand ; 

Where the prince whom she must wed 

Dwells on loud Tyntagel's hill. 

High above the sounding sea. 

And that potion rare her mother 
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Gave her, that her future lord. 

Gave her, that King Marc and she 

Might drink it on their marriage-day, 

And for ever love each other— 140 

Let her, as she sits on board. 

Ah, sweet saints, unwittingly ! 

See it shine, and take it up, 

And to Tristram laughing say : 

" Sir Tristram, of thy courtesy. 

Pledge me in my golden cup ! " 

Let them drink it—let their hands 

Tremble, and their cheeks be flame, 

As they feel the fatal bands 

Of a love they dare not name, 150 

With a wild delicious pain. 

Twine about their hearts again ! 

Let the early summer be 

Once more round them, and the sea 

Blue, and o'er its mirror kind 

Let the breath of the May-wind, 

Wandering through their drooping sails. 

Die on the green fields of Wales ! 

Let a dream like this restore 

What his eye must see no more ! 160 

Tristram. 

Chill blows the wind, the pleasaunce walks are drear-i*^ 
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Madcap, what jest was this, to meet me here ? 

Were feet like those made for so wild a way ? 

The southern winter-parlour, by my fay. 

Had been the likeliest try sting-place to-day ! 

" Tristram !—nay, nay—thou must not take my hand !— 

Tristram !—sweet love !—we are betray'd—out-plann'd. 

My—save thyself—save me !—I dare not stay."— 

One last kiss first!—" 'Tis vain—to horse—away ! " 

•x- -x- -x- ^ 

Ah I sweet saints, his dream doth move 170 

Faster surely than it should. 

From the fever in his blood! 

All the spring-time of his love 

Is already gone and past. 

And instead thereof is seen 

I ts winter, which endureth still— 

Tyntagel on its surge-beat hill. 

The pleasaunce walks, the weeping queen, 

The flying leaves, the straining blast. 

And that long, wild kiss—their last. 180 

And this rough December-night, 

And his burning fever-pain. 

Mingle with his hurrying dream, 

Till they rule it, till he seem 

The press'd fugitive again. 

The love-desperate banish'd knight 



I. TRISTRAM. 9 ' 

With a fire in his brain 

Flying o'er the stormy main. 

—Whither does he wander now ? 

Haply in his dreams the wind 190 

Wafts him here, and lets him find 

The lovely orphan child again 

In her castle by the coast; 

The youngest, fairest chatelaincj 

Whom this realm.^of France can boast. 

Our snowdropfijby the Atlantic sea, 

Iseult of Brittany. 

And—for through the haggard air, 

The stain'd arms, the matted hair 

Of that stranger-knight ill-starr'd, 200 

There gleam'd something, which recall'd 

The Tristram who in better days 

Was Launcelot's guest at Joyous Gard— 

Welcomed here, and here install'd. 

Tended of his fever here. 
Haply he seems again to move 

His young guardian's heart with love ; 

In his exiled loneliness, 

In his stately, deep distress. 

Without a word, without a tear. 210 

—Ah ! 'tis well he should retrace 

His tranquil life in this lone place; 



1 0 TRISTRAM AND ISEULT. 

His gentle bearing at the side 

Of his timid youthful bride ; 

His long rambles by the shore 

On winter-evenings, when the roar 

Of the near waves came, sadly grand, 

Through the dark, up the drown'd sand. 

Or his endless reveries 

In the woods, where the gleams play 220 

On the grass under the trees. 

Passing the long summer's day 

Idle as a mossy stone 

In the forest-depths alone. 

The chase neglected, and his hound 

Couch'd beside him on the ground. 

—Ah ! what trouble's on his brow ? 

Hither let him wander now ; 

Hither, to the quiet hours 

Pass'd among these heaths of ours 230 

By the grey Atlantic sea ; 

Hours, if not of ecstasy. 

From violent anguish surely free ! 

Tristram. 

All red with blood the whirling river flows. 

The wide plain rings, the dazed air throbs witb 
blows. 

Upon us are the chivalry of Rome— 
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Their spears are down, their steeds are bathed in 
foam. 

" U p , Tristram, up," men cry, " thou moonstruck 
knight ! 

What foul fiend rides thee ? On into the fight!" 

•»—Above the din her voice is in my ears ; 240 

I see her form glide through the crossing spears.— 

Iseult! . . . . 

•X- - x -x- -x-

Ah ! he wanders forth again ; 

We cannot keep him ; now, as then. 

There 's a secret in his breast 

Which will never let him rest. 

These musing fits in the green wood 

They cloud the brain, they dull the blood ! 

—His sword is sharp, his horse is good ; 

Beyond the mountains will he see 250 

The famous towns of Italy, 

And label with the blessed sign 

The heathen Saxons on the Rhine. 

At Arthur's side he fights once more 

With the Roman Emperor. 

There 's many a gay knight where he goes 

Will help him to forget his care ; 

The march, the leaguer, Heaven's blithe air. 

The neighing steeds, the ringing blows— 
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260 Sick pining comes not where these are. 

Ah ! what boots it, that the jest 

Lightens every other brow. 

What , that every other breast 

Dances as the trumpets blow. 

If one's own heart beats not light 

On the waves of the toss'd fight, 

If oneself cannot get free 

From the clog of misery ? 

Thy lovely youthful wife grows pale 

Watching by the salt sea-tide 270 

With her children at her side 

For the gleam of thy white sail. 

Home, Tristram, to thy halls again ! 

To our lonely sea complain. 

To our forests tell thy pain ! 

Tristram. 

All round the forest sweeps off, black in shade, 

But it is moonlight in the open glade; 

And in the bottom of the glade shine clear 

The forest chapel and the fountain near. 

•—I think, I have a fever in my blood; 280 

Come, let me leave the shadow of this wood. 

Bide down, and bathe my hot brow in the flood. 

—Mild shines the cold spring in the moon's clear light;. 

God I 'tis her face plays in the waters bright. 
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Fair love," she says, " canst thou forget so soon, 

Lt this soft hour, under this sweet moon ? "— 

seult! . . . . 

* ^ * * 

Ah, poor soul! if this be so. 

Only death can balm thy woe. 

The solitudes of the green wood 290 

Had no medicine for thy mood; 

The rushing battle clear'd thy blood 

As little as did solitude. 

—Ah ! his eyelids slowly break 

Their hot seals, and let him wake; 

What new change shall we now see ? 

A happier ? Worse it cannot be. 

Tristram. 

a my page here ? Come, turn me to the fire ! 

Jpon the window-panes the moon shines br ight ; 

["he wind is down—but she '11 not come to-night. 300 

^h no ! she is asleep in Cornwall now, 

Tar hence; her dreams are fair—smooth is her brow 

)f me she recks not, nor my vain desire. 

—I have had dreams, I have had dreams, my page, 

/Vould take a score years from a strong man's age ; 

ind with a blood like mine, will leave, I fear, 

Jcant leisure for a second messenger. 
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•—My princess, art thou there ? Sweet, do not wait I 

To bed, and sleep ! my fever is gone by ; 

To-night my page shall keep me company. 310 

Where do the children sleep ? kiss them for me ! 

Poor child, thou art almost as pale as I ; 

This comes of nursing long and watching late. 

To bed—good n ight ! 

•X- -x- ^ - x 

She left the gleam-lit fireplace. 

She came to the bed-side; 

She took his hands in hers—her tears 

Down on his wasted fingers rain'd. 

She raised her eyes upon his face— 

Not with a look of wounded pride, 320 

A look as if the heart complained— 

Her look was like a sad embrace ; 

The gaze of one who can divine 

A grief, and sympathise. 

Sweet flower ! thy children's eyes 

Are not more innocent than thine. 

But they sleep in shelter'd rest. 

Like helpless birds in the warm nest 

On the castle's southern side ; 

Where feebly comes the mournful roar 330 

Of buffeting wind and surging tide 
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Through many a room and corridor. 

—Full on their window the moon's ray 

Makes their chamber as bright as day. 

I t shines upon the blank white walls. 

And on the snowy pillow falls, 

And on two angel-heads doth play 

Turn'd to each other—the eyes closed. 

The lashes on the cheeks reposed. 

Round each sweet brow the cap close-set 340 

Hardly lets peep the golden hair ; 

Through the soft-open'd lips the air 

Scarcely moves the coverlet. 

One little wandering arm is thrown 

At random on the counterpane, 

And often the fingers close in haste 

As if their baby-owner chased 

The butterflies again. 

This stir they have, and this alone; 

But else they are so still ! 350 

—Ah, tired madcaps ! you lie st i l l ; 

But were you at the window now, 

To look forth on the fairy sight 

Of your illumined haunts by night, 

To see the park-glades where you play 

Fa r lovelier than they are by day, 

To see the sparkle on the eaves. 
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And upon every giant-bough 

Of those old oaks, whose wet red leaves 

Are jewell'd with bright drops of rain— 360 

How would your voices run again ! 

And far beyond the sparkling trees 

Of the castle-park one sees 

The bare heaths spreading, clear as day. 

Moor behind moor, far, far away, 

Into the heart of Brittany. 

And here and there, lock'd by the land. 

Long inlets of smooth glittering sea. 

And many a stretch of watery sand 

All shining in the white moon-beams— 370 

But you see fairer in your dreams ! 

What voices are these on the clear night-air ? 

What lights in the court—what steps on the stair? 
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II. 

iseult of JrclanD. 

Tristram, 

BAISE the light, my page, that I may see her.— 

Thou art come at last, then, haughty Queen ! 

Long I've waited, long I've fought my fever; 

Late thou comest, cruel thou hast been. 

Iseult. 

Blame me not, poor sufferer ! that I tarried; 

Bound I was, I could not break the band. 

Chide not with the past, but feel the present! 

I am here—we meet—I hold thy hand. 

Tristram, 

rhou art come, indeed—thou hast rejoin'd me; 

Thou hast dared it—but too late to save. 10 

Pear not now that men should tax thine honour I 

I am dying: build—(thou may'st)—my grave! 

Iseult, 

Wstram, ah, for love of Heaven, speak kindly! 

What, I hear these bitter words from thee ? 
XCVIII 2 
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Sick with grief I am, and faint with travel— 

Take my hand—dear Tristram, look on me ! 

Tristram. 

I forgot, thou comest from thy voyage— 

Yes, the spray is on thy cloak and hair. 

But thy dark eyes are not dimm'd, proud Iseult! 

And tliy beauty never was more fair. 20 

Iseidt. 

Ah, harsh flatterer! let alone my beauty ! 

I, like thee, have left my youth afar. 

Take my hand, and touch these wasted fingers— 

See my cheek and lips, how white they are ! 

Tristram. 

Thou art paler—but thy sweet charm, Iseult! 

Would not fade with the dull years aw^y. 

Ah, how fair thou standest in the moonlight! 

I forgive thee, Iseult !—thou wilt stay ? 

Iseult. 

Fear me not, I will be always with t hee ; 

I will watch thee, tend thee, soothe thy pain; 3§ 

Sing thee tales of true, long-parted lovers, 

Join'd at evening of their days again. 

Tristram. 

No, thou shalt not speak ! I should be finding 

Something alter'd in thy courtly tone. 
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3it—sit by me ! I will think, we've lived so 

In the green wood, all our lives, alone. 

Iseult. 

A.lter'd, Tristram ? Not in courts, believe me, 

Love like mine is alter'd in the breast ; 

L/Ourtly life is light and cannot reach it— 

Ah ! it lives, because so deep-suppress'd ! 40 

What, thou think'st men speak in courtly chambers 

Words by which the wretched are consoled ? 

IVhat, thou think'st this aching brow was cooler. 

Circled, Tristram, by a band of gold ? 

iloyal state with Marc, my deep-wrong'd husband— 

That was bliss to make my sorrows flee ! 

Milken courtiers whispering honied nothings— 

Those were friends to make me false to thee ! 

^h, on which, if both our lots were balanced. 

Was indeed the heaviest burden thrown— 50 

ihee, a pining exile in thy forest. 

Me, a smiling queen upon my throne ? 

Tain and strange debate, where both have suffer'd. 

Both have pass'd a youth consumed and sad, 

5oth have brought their anxious day to evening. 

And have now short space for being glad! 
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Join'd we are henceforth ; nor will thy people. 

Nor thy younger Iseult take it ill. 

That a former rival shares her office. 

When she sees her humbled, pale, and still. 60 

I , a faded watcher by thy pillow, 

I , a statue on thy chapel-floor, 

Ponr 'd in prayer before the Yirgin-Mother, 

Bouse no anger, make no rivals more. 

She will cry : " Is this the foe I dreaded ? 

This his idol ? this that royal bride ? 

Ah, an hour of health would purge his eyesight! 

Stay, pale queen! for ever by my side." 

Hush, no words ! that smile, I see, forgives me. 

I am now thy nurse, I bid thee sleep. 70 

Close thine eyes—this flooding moonlight blinds 

them !— 

Nay, a l l ' s well again ! thou must not weep. 

Tristram. 

I am happy ! yet I feel, there 's something 

Swells my heart, and takes my breath away. 

Through a mist I see thee ; near—come nearer ! 

Bend—bend down !—I yet have much to say. 

Iseult. 

Heaven! his head sinks back upon the pillow— 

Tristram 1 Tristram! let thy heart not fail! 
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5all on God and on the holy angels I 

What, love, courage !—Christ! he is so pale. 80 

Tristram. 

lush, 'tis vain, I feel my end approaching I 

This is what my mother said should be, 

ifVhen the fierce pains took her in the forest. 

The deep draughts of death, in bearing me. 

' Son," she said, " thy name shall be of sorrow ; 

Tristram art thou call'd for my death's sake." 

3o she said, and died in the drear forest. 

Grief since then his home with me doth make. 

[ am dying.—Start not, nor look wildly ! 

Me, thy living friend, thou canst not save. 90 

3ut, since living we were ununited, 

Go not far, O Iseult ! from my grave. 

Dlose mine eyes, then seek the princess Iseul t ; 

Speak her fair, she is of royal blood ! 

3ay, I will'd so, that thou stay beside me— 

She will grant i t ; she is kind and good. 

Ŝ ow to sail the seas of death I leave thee— 

One last kiss upon the living shore ! 

Iseult. 

Tristram !—Tristram !—stay—receive me with thee ! 

Iseult leaves thee, Tristram ! never more. lOP 
* * * * 
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You see them clear—the moon shines bright. 

Slow, slow and softly, where sh» stood. 

She sinks upon the ground;—her hood 

Had fallen back; her arms outspread 

Still hold her lover's hand; her head 

Is bow'd, half-buried, on the bed. 

O'er the blanch'd sheet her raven hair 

Lies in disorder'd streams ; and there, 

Strung like white stars, the pearls still are, 

And the golden bracelets, heavy and rare, 110 

Flash on her white arms still. 

The very same which yesternight 

Flash'd in the silver sconces' light. 

When the feast was gay and the laughter loud 

In Tyntagel's palace proud. 

But then they deck'd a restless ghost 

With hot-flush'd cheeks and brilliant eyes. 

And quivering lips on which the tide 

Of courtly speech abruptly died. 

And a glance which over the crowded floor, 120 
The dancers, and the festive host. 

Flew ever to the door. 

That the knights eyed her in surprise, 

And the dames whisper'd scoffingly : 

" Her moods, good lack, they pass like showers! 

But yesternight and she would be 
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As pale and still as wither'd flowers. 

And now to-night she laughs and speaks 

And has a colour in her cheeks; 

Christ keep us from such fantasy ! "— 130 

Yes, now the longing is o'erpast, 

Which, dogg'd by fear and fought by shame. 

Shook her weak bosom day and night, 

Consumed her beauty like a flame. 

And dimm'd it like the desert-blast. 

And though the bed-clothes hide her face. 

Yet were it lifted to the light. 

The sweet expression of her brow 

Would charm the gazer, till his thought 

Erased the ravages of time, 140 

Fill'd up the hollow cheek, and brought 

A freshness back as of her prime— 

So healing is her quiet now. 

So perfectly the lines express 

A tranquil, settled loveliness. 

Her younger rival's purest grace. 

The air of the December-night 

Steals coldly around the chamber bright, 

Where those lifeless lovers be ; 

Swinging with it, in the light 150 

Flaps the ghostlike tapestry. 
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And on the arras wrought you see 

A stately Huntsman, clad in green. 

And round him a fresh forest-scene. 

On that clear forest-knoll he stays. 

With his pack round him, and delays. 

He stares and stares, with troubled face. 

At this huge, gleam-lit fireplace, 

At that bright, iron-figured door. 

And those blown rushes on the floor. 160 

He gazes down into the room 

With heated cheeks and flurried air. 

And to himself he seems to say : 

" What place is this, and who are they ? 

Who is that kneeling Lady fair ? 

And on his pillows that pale Knight 

Who seems of marble on a tomb ? 

How comes it here, this chamber bright, 

Through whose mullion'd windows clear 

The castle-court all wet with rain, 170 

The drawbridge and the moat appear, 

And then the beach, and, mark'd with spray. 

The sunken reefs, and far away 

The unquiet bright Atlantic plain ? 

— What, has some glamour made me sleep, 

And sent me with my dogs to sweep 

By night, with boisterous bugle-peal. 
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Through some old, sea-side, knightly hall. 

Not in the free green wood at all ? 

That Knight's asleep, and at her prayer 180 

That Lady by the bed doth kneel— 

Then hush, thou boisterous bugle-peal ! " 

—The wild boar rustles in his lair ; 

The fierce hounds snuff the tainted air ; 

But lord and hounds keep rooted there. 

Cheer, cheer thy dogs into the brake, 

0 Hunter! and without a fear 

Thy golden-tassell'd bugle blow. 

And through the glades thy pastime take— 

For thou wilt rouse no sleepers here ! 190 

For these thou seest are unmoved ; 

Cold, cold as those who lived and loved 

A thousand years ago. 
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III. 

5seult of Brittany. 

A TEAR had flown, and o'er the sea away. 

In Cornwall, Tristram and Queen Iseult lay ; 

I n King Marc's chapel, in Tyntagel old— 

There in a ship they bore those lovers cold. 

The young surviving Iseult, one bright day. 

Had wander'd forth. Her children were at play 

In a green circular hollow in the heath 

Which borders the sea-shore—a country path 

Creeps over it from the till'd fields behind. 

The hollow's grassy banks are soft-inclined, 10 

And to one standing on them, far and near 

The lone unbroken view spreads bright and clear 

Over the waste. This cirque of open ground 

Is light and green; the heather, which all round 

Creeps thickly, grows not here ; but the pale grass 

I s strewn with rocks, and many a shiver'd mass 

Of vein'd white-gleaming quartz, and here and there 

Dotted with holly-trees and juniper. 

In the smooth centre of the opening stood 
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Three hollies side by side, and made a screen, 20 

Warm with the winter sun, of burnish'd green 

With scarlet berries gemm'd, the fell-fare's food. 

Under the glittering hollies Iseult stands. 

Watching her children play ; their little hands 

Are busy gathering spars of quartz, and streams 

Of stagshorn for their hats ; anon, with screams 

Of mad delight they drop their spoils, and bound 

Among the holly-clumps and broken ground. 

Racing full speed, and startling in their rush 

The fell-fares and the speckled missel-thrush 30 

Out of their glossy coverts ;—but when now 

Their cheeks were flush'd, and over each hot brow. 

Under the feather'd hats of the sweet pair. 

In blinding masses shower'd the golden hair— 

Then Iseult call'd them to her, and the three 

Cluster'd under the holly-screen, and she 

Told them an old-world Breton history. 

Warm in their mantles wrapt the three stood there. 

Under the hollies, in the clear still air— 

Mantles with those rich furs deep glistering 40 

Which Venice ships do from swart Egypt bring. 

Long they stay'd still—then, pacing at their ease, 

Moved up and down under the glossy trees. 

But still, as they pursued their warm dry road. 

From Iseult's lips the unbroken story flow'd. 
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And still the children listened, their blue eyes 

Fix'd on their mother's face in wide surprise ; 

Nor did their looks stray once to the sea-side. 

Nor to the brown heaths round them, bright and wide. 

Nor to the snow, which, though 'twas all away 50 

From the open heath, still by the hedgerows lay. 

Nor to the shining sea-fowl, that with screams 

Bore up from where the bright Atlantic gleams. 

Swooping to landward ; nor to where, quite clear. 

The fell-fares settled on the thickets near. 

And they would still have listen'd, till dark night 

Came keen and chill down on the heather b r igh t ; 

But, when the red glow on the sea grew cold. 

And the gray turrets of the castle old 

Look'd sternly through the frosty evening-air, 60 

Then Iseult took by the hand those children fair. 

And brought her tale to an end, and found the path. 

And led them home over the darkening heath. 

And is she happy ? Does she see unmoved 

The days in which she might have lived and loved 

Slip, without bringing bliss, slowly away. 

One after one, to-morrow like to-day ? 

Joy has not found her yet, nor ever will:— 

Is it this thought which makes her mien so still. 

Her features so fatigued, her eyes, though sweet, 70 

So sunk, so rarely lifted save to meet 
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Her children's ? She moves slow ; her voice alone 

Hath yet an infantine and silver tone. 

But even that comes languidly; in truth. 

She seems one dying in a mask of youth. 

And now she will go home, and softly lay 

Her laughing children in their beds, and play 

Awhile with them before they sleep ; and then 

She '11 light her silver lamp, which fishermen. 

Dragging their nets through the rough waves, afar, 80 

Along this iron coast, know like a star, 

And take her broidery-frame, and there she '11 sit 

Hour after hour, her gold curls sweeping i t ; 

Lifting her soft-bent head only to mind 

Her children, or to listen to the wind. 

And when the clock peals midnight, she will move 

Her work away, and let her fingers rove 

Across the shaggy brows of Tristram's hound 

Who lies, guarding her feet, along the ground ; 

Or else she will fall musing, her blue eyes 90 

Fix'd, her slight hands clasp'd on her lap ; then rise, 

And at her prie-dieu kneel, until she have told 

Her rosary-beads of ebony tipp'd with gold. 

Then to her soft sleep—and to morrow '11 be 

To-day's exact repeated effigy. 

Yes, it is lonely for her in her hall. 

The children, and the grey-hair'd seneschal. 
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Her women, and Sir Tristram's aged hound. 

Are there the sole companions to be found. 

But these she loves ; and noisier life than this 100 

She would find ill to bear, weak as she is. 

She has her children, too, and night and day 

Is with them ; and the wide heaths where they play. 

The hollies, and the cliff, and the sea-shore, 

The sand, the sea-birds, and the distant sails. 

These are to her dear as to them ; the tales 

With which this day the children she beguiled 

She glean'd from Breton grandames, when a child. 

In every hut along this sea-coast wild. 

She herself loves them still, and, when they are told. 

Can forget all to hear them, as of old. I l l 

Dear saints, it is not sorrow, as I hear. 

Not suffering, which shuts up eye and ear 

To all that has delighted them before. 

And lets us be what we were once no more. 

No : we may suffer deeply, yet retain 

Power to be moved and sooth'd, for all our pain. 

By what of old pleased us, and will again. 

No : 'tis the gradual furnace of the world. 

In whose hot air our spirits are upcurl'd 120 

Until they crumble, or else grow like steel— 

Which kills in us the bloom, the youth, the spring 

Which leaves the fierce necessity to feel, 
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But takes away the power—this can avails 

6y drying up our joy.in everything, 

To make our former pleasures all seem stale. 

This, or some tyrannous single thought, some fit 

Of passion, which subdues our souls to it. 

Till for its sake alone we live and move— 

Call it ambition, or remorse, or love— 130 

This too can change us wholly, and make seem 

All which we did before, shadow and dream. 

And yet, I swear, it angers me to see 

How this fool passion gulls men potently; 

Being, in truth, but a diseased unrest. 

And an unnatural overheat at best. 

How they are full of languor and distress 

Not having it ; which when they do possess. 

They straightway are burnt up with fume and care. 

And spend there lives in posting here and there 140 

Where this plague drives them ; and have little ease. 

Are furious with themselves, and hard to please. 

Like that bald Caesar, the famed Roman wight. 

Who wept at reading of a Grecian knight 

Who made a name at younger years than he : 

Or that renown'd mirror of chivalry. 

Prince Alexander, Philip's peerless son, 

Who carried the great war from Macedon 
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Into the Soudan's realm, and thnnder'd on 

To die at thirty-five in Babylonj- 150 

What tale did Iseult to the children say. 

Under the hollies, that bright winter's day ? 

She told them of the fairy-haunted land 

Away the other side of Brittany, 

Beyond the heaths, edged by the lonely sea ; 

Of the deep forest-glades of Broce-liande, 

Through whose green boughs the golden sunshine 

creeps. 

Where Merlin by the enchanted thorn-tree sleeps. 

For here he came with the fay Vivian, 

One April, when the warm days first began. 160 

H e was on foot, and that false fay, his friend. 

On her white palfrey ; here he met his end. 

In these lone sylvan glades, that April-day. 

This tale of Merlin and the lovely fay 

Was the one Iseult chose, and she brought clear 

Before the children's fancy him and her. 

Blowing between the stems, the forest-air 

Had lossen'd the brown locks of Vivian's hair, 

Which play'd on her flush'd cheek, and her blue eyes 

Sparkled with mocking glee and exercise. 170 

Her palfrey's flanks were mired and bathed in sweat, 

For they had travell'd far and not stopp'd yet. 
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A brier in that tangled wilderness 

Had scored her white right hand, which she allows 

To rest ungloved on her green riding-dress ; 

The other warded off the drooping boughs. 

Bat still she chatted on, with her blue eyes 

Fix'd full on Merlin's face, her stately prize. 

Her 'haviour had the morning's fresh clear grace. 

The spirit of the woods was in her face. 180 

She look'd so witching fair, that learned wight 

Forgot his craft, and his best wits took flight; 

And he grew fond, and eager to obey 

His mistress, use her empire as she may. 

They came to where the brushwood ceased, and day 

Peer'd 'twixt the stems ; and the ground broke away. 

In a sloped sward down to a brawling brook ; 

And up as high as where they stood to look 

On the brook's farther side was clear, but then 

The underwood and trees began again. 190 

This open glen was studded thick with thorns 

Then white with blossom ; and you saw the horns. 

Through last year's fern, of the shy fallow-deer 

Who come at noon down to the water here. 

You saw the bright-eyed squirrels dart along 

Under the thorns on the green sward ; and strong 

The blackbird whistled from the dingles near. 

And the weird chipping of the woodpecker 
XCVIII 3 
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Rang lonelily and sharp ; the sky was fair. 

And a fresh breath of spring stirr'd everywhere. 200 

Merlin and Vivian stopp'd on the slope's brow, 

To gaze on the light sea of leaf and bough 

Which glistering plays all round them, lone and mild, 

As if to itself the quiet forest smiled. 

Upon the brow-top grew a thorn, and here 

The grass was dry and moss'd, and you saw clear 

Across the hollow ; white anemonies 

Starr 'd the cool turf, and clumps of primroses 

Ran out from the dark underwood behind. 

No fairer resting-place a man could find. 210 

*' Here let us halt," said Merlin then ; and she 

Nodded, and tied her palfrey to a tree. 

They sate them down together, and a sleep 

Fell upon Merlin, more like death, so deep. 

H e r finger on her lips, then Vivian rose. 

And from her brown-lock'd head the wimple throws, 

And takes it in her hand, and waves it over 

The blossom'd thorn-tree and her sleeping lover. 

Nine times she waved the fluttering wimple round, 

And made a little plot of magic ground. 220 

And in that daisied circle, as men say. 

I s Merlin prisoner till the judgment-day ; 

But she herself whither she will can rove— 

P o r she was passing weary of his love. 
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N O T E S . 

NOTE ON THE TEXT. 

The text of " Tristram and Iseult" here given is that of Arnold's 
last revision which, in this form, is copyright. Messrs. Mac
millan & Co. have generously permitted me to reprint it. First 
published in 1852, it reached this final form by five stages of revision. 
A complete list of editions is added, and an alphabetical letter 
(used for purposes of convenience in the critical notes) is pre
fixed to editions in which the successive changes of the text first 
appeared. 

A. Empedocles on Etna, and Other Poems. By A. ... 1852 
B. Poems by Matthew Arnold ... ... 1853 

In this edition the text of " Tristram " was very care
fully revised. 

Poems, a second edition of the preceding, reprinting the 
"Tristram" 1854 

C. Poems, a third edition, in which the poem was further 
revised and the hero's name spelt " Tristan " ... 1857 

D. Poems, 2 vols. " Tristram " appeared in Vol. 1 ... 1869 

E. Poems, 2 vols. " Tristram " in Vol. I 1877 
' Selected Poems ' in Macmillan's " Golden Treasury " 

Series ... ... ... ... ••• 1878 
Poems, 2 vols, (a reprint of the edition of 1877) ... 1881 

T". Poems, 3 vols. " Tristram " in Vol. I 1885 
Poems, 3 vols, (a reprint of the preceding) 1888 
Poetical Works, Popular edition, 1 vol 1890 
Poems, 3 vols., in Macmillan's " Eversley Series." 
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TRISTRAM. 

The scene is Tristram's castle on the west coast of Brittany. The 
action takes place in his sick-chamber ©verlooking the Atlantic 
Ocean. It is a stormy night in December. The fishing-boats men
tioned in line 6 are a local touch. The Breton fishermen have been 
famous for centuries, and still supply the French fleet with its 
finest sailors I 

This division of the poem alternates between dramatic dialogue or 
monologue with even rhymes, and sections of descriptive narrative, 
in which the poet plays the part of a spectator and sets the scene 
before our eyes, describing the actors and interpreting the fever-
dreams of Tristram. 

T r i s t r a m : so spelt in all editions except C, in which we find 
throughout the poem the French form " Tristan." 

I s c o m e ? "Has come" is now the common construction 
in prose. A few intransitive verbs, chiefly verbs of motion, admit 
cither auxiliary. The difference is that " He is gone," " they are 
dispersed " denote a state ; " He has gone," " they have dispersed " 
describe the action which produces such a state. But with these 
verbs the auxiliary " to be" is the older construction. [In the 
oldest English ' have' was not really an auxiliary, but an independent 
verb denoting possession. When used with a participle, the participle 
was in the accusative case agreeing with the object and took the 
accusative inflexion. With the loss of the accusative inflexion (in later 
^nglo-Saxon) in such cases, the history of have as an auxiliary 
proper begins, but in Elizabethan English the verb ' to be ' retained 
its place as the proper auxiliary of a verb of motion: e.g., ' is come,' 
• is run, ' ' is ascended,' &c.—M.H.] 

t h e m e s s e n g e r sent by Tristram in his last sickness to 
Bummon Iseult of Ireland. 

s u r e , trusty, to be depended upon. 

4. C h r i s t ! This and similar invocations (" Sweet angels," 
105, " Sweet saints," 170) are touches of medievalism in keeping 
with the subject of the poem. Originally they were prayers, 
•' Christ save us ! " " Christ be merciful to us I " (Cf. II. 130.) 

5. w i l l bo . Tristram, now propped on the pillows, looks 
eagerly out upon the ocean. He is watching for a solitary light, he 
sees several. Instead of asking directly " What lights are those 1" 
his question takes the subtler form "What lights will they be?" 
looking ahead as it were and referring rather to the time of the 
page's answer than to the moment when he himself is speaking. 
The exact force of the future tense is " What will they prove to be 
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when you have examined them ?" Parallels occur in Latin and 
IVench. The Roman playwright Plautus in his comedy of the 
Asinaria, III. iii. 144, makes a slave bring a money-bag to a gentle
man, with the words Mic inerunt viginti minae, literally "There 
Kill be in this 20 rainae," i.e., " Ymi will find in this 20 minae." This 
is an exact parallel to the text. In French the idiom is used of a 
past event which the speaker looks at from some earlier point of 
time. Sainte-Beuve, speaking of the source of Le Sage's well-known 
work £e BiaUe Boiteux says " Ce livre est celui que le Sage refera," 
literally "I t is this book which Le Sage wiWremodel," I.e., in English 
idiom, " We sMllfind that Le Sage remodelled this book." [The use 
of the future in such cases is still a very common and characteris
tic Scotticism.—M.H.] 

7. Soft , lit. " Be quiet," "stop," an interjection used on suddenly 
catching sight of a person and changing the subject of conversation. 
So Hamlet, III. i. 88 (breaking ofi: a soliloquy) "Soft you now! The 
fair Ophelia 1 " 

W h o i s t h a t , s t a n d s , for " Who is that who stands "—the 
omitted [nominative] relative so common, for instance in Elizabethan 
poetry. Cf. I. 100, 257, 284, 305, and II. 74. [See Abbott's Shake
spearian Grammar, § 244.] 

9—93. A descriptive interlude, at the end of which the imaginary 
speaker pauses to catch the broken matterings of the dreaming 
Tristram. 

The metrical scheme of the narrative lines in Parts I and II is, in 
its main outlines, that of Milton's LAllegro and II Penserosa and of 
Coleridge's Christabel, which should be carefully compared. Typical 
rhythms are:— 

(1) What Knight | is this | so weak | and pale?— 
an eight-syllable line with rising stress ("iambic " rhythm). 

(2) Propt on | pillows | in his | bed— 
a seven-syllable line with falling stress (" trochaic" rhythm). 

(3) Over | the sick | man's feet | is spread— 
Or we may scan, if we please, 

Listlessly | through the | window | b^rs— 
an eight-syllable line differing from (1) by the fact that it begimi 
with a falling stress (or in classical phraseology, it opens with a 
"dactyllic" rhythm). 

All of the above may be parallelled from Milton. 
(4) A dark | green f6r | est dr6ss— 

•k six-syllable line, usually with rising stress, inserted at intervals, 
apd arresting the ear by its shorter movement. In most cases, this 



4 0 KOTES. 

rhythm is employed to mark a metrical paragraph; cf. I. 23, 54, 82; 
I I . 193. In I. 324, 348, 350, it makes an effective pause. Arnold 
apparently intended it for a variation. 

(5) Opening and closing couplets, like 9-10, 83-84, 372-3 are 
irregular, as with Milton and Coleridge. 

The question of rhyme-correspondence reveals a marked difference-
between Arnold and his predecessors. In Milton and Coleridge the 
sequences are carefully observed. L'Allegro and II Penserosa are 
-written in couplets; Christabel either in couplets or in alternating 
Thymes. Arnold's rhymes follow at haphazard, are sometimes very 
belated (cf. 1.58 and 67), and sometimes forgotten altogether tcf. 
I . 25 note). 

12. s e a w a r d . E, and later edd.; " seawards " A to D. 

16. d a r k g r e e n , the traditional colour of a forester's dress in 
old romance ; compare the " Lincoln green " of Robin Hood and his 
merry men. 

18. fire's, like hour in 286, a dissyllable. These and similar 
words in which final -r or -re is preceded by a long vowel or a diph
thong may be either monosyllables or dissyllables. Thus Tennyson 
in LocJtsley Hall rhymes " fire " with " nigher." Shakespeare even 
varies the pronunciation in a single line:—"As fire" (dissyllable) 
"drives out fire" (monosyllable), "so pity, pity." {Julius Ccesar, III. 
i. 172). As the dissyllabic pronunciation is now sometimes called a 
vulgarism, it is well to note that it had the sanction of Tennyson and 
Arnold, 

20. A r t h u r , an early British king, the central figure of Welsh 
and Breton legend. He is supposed to have reigned after the Roman 
withdrawal from Britain, to have discontinued the payment of 
Roman tribute, and to have fought against the Saxons. His 
followers were banded together in a great brotherhood—the Order 
of the Round Table. He is possibly historical; but if so, the real 
facts of his life have disappeared in a mass of legend. 

22. P e e r l e s s = matchless, without " peer " or equal. Compare 
Malory, Le Morte If Arthur, Bk.' YIII, Ch. 3. " And so Trystram 
learned to be an harper passing all other, that there was none such 
called in no country And after as he growed in might and 
strength he laboured ever in hunting and in hawking, so that never 
gentleman more that ever we heard read of. And, as the book saith, 
he began all those terms we have yet of hawking and hunting. 
And therefore the book of venery of hawking and hunting is called 
the book of Sir Trystram." 

23. L y o n e s s , according to old legend, a stretch of land 
between west Cornwall and the Scilly Isles, swept away by an inva
sion of the sea. Forty villages were said to have disappeared. Of 
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-this there is no proof, but there is clear evidence of considerable 
changes in the Devon and Cornwall coast; there are submerged 
forests near Barnstaple, in Mount's Bay, and at several points of the 
Cornish coast, while all the rivers of the district flow in " drowned 
channels." A sunken ridge between Land's End and the Scillj 
Isles, marked on the Admiralty chart as the Seven Stones, is called 
by the local fishermen " the City." 

25. After this line A inserted two lines cancelled in B :— 
Never surely has been seen 
So slight a form in so rich a dress. 

The couplet was weak, and the first line had no corresponding 
rhyme—a lapse which can be parallelled in Arnold's poetry (cf. the 
notes on 137-8, 189, 317; I I . 114-5). A verse in the famous Stanzas 
from the Grande Ckartreuse (beginning " For the world cries your 
faith is now ") is similarly marred. 

27. flitting l u s t r e , the gleam of Iseult's golden hair seen in 
the flickering light of the fire. 

30—31. First inserted in B ; a corresponding insertion was made 
in 50—51. Isenlt of Brittany is known in the old legend as " Iseult 
of the White Hands," to distinguish her from her namesake of 
Cornwall, " Iseult the Fai r ; " it is curious that this pictorial touch, 
which adds point to the words " I know her " in line 50, had to wait 
until the second edition. 

31. Cf. Shakespeare, The Wlnter'x Tale, IV. iv. (Autolycus' 
Song) " Lawn as white as driven snow." 

32. A n d , B ; " B u t " A (omitting 30, 31). With the descrip
tion, cf. I I I . 68—72. 

40. S p i n n i n g and embroidery (III . 82) were the chief occupa
tions of noble ladies in the ]\liddle Ages. 

47. h e a r t - s t r i n g s , nerves or tendons sujiposed to brace and 
sustain the heart—a term borrowed from the old anatomists. Com
pare C. Kingsley, The Priest's Heart, an imitative ballad on a priest 
charmed by a witch :— 

But he turn'd his fair young face to the wall, 
Till she heard his heart-strings crack. 

Hence the phrase is used to express the strongest affection, that 
•which holds and binds the heart, as it were ; and " to break the 
heart-strings " means " to inflict hopeless sorrow." 

r i v e , rend asunder; cf. Shakespeare, Julius Caesar, IV. iii. 84. 
" Brutus hath rived my heart.'" 

48. S u n k , drooping, wasted. Usually with a more precise 
xeference, e.g., to the cheeks (I. 32) or the eyes ( I I I . 71). 



4 2 NOTBS. 

49. s n o w d r o p , a winter flower with white drooping petals, 
known by the pretty folk-name of the " Fair Maid of February." 
In this one word of metaphor the poet concentrates his fuller picture 
of Iseult's frail flower-like beauty. 

50—51. So B ; A has a single line— 

I know her by her golden hair. 

For the life-like touches added to complete this slender evidence 
see note to 30—31. 

56—82. Not in A ; first inserted in B. Without it the poem 
pre-supposed some acquaintance with the legend ; the insertion was 
therefore a gain in clearness while it also set the portrait of Iseult 
of Brittany in sharper relief. 

60—61. The reading of C ; B, in which this paragraph first 
appeared, has— 

She, whom Tristram's ship of yore 
To Tyntagel from Ireland bore. 
To Cornwall's palace, to the side, etc. 

Tyntagel is a small village of north-west Cornwall, overlooking 
the Bristol Channel. I t was associated with the Arthurian story as 
the birthplace of Arthur. On its rocky peninsula are the ruins of a 
castle, probably dating from the thir teenth century. 

The name is accented on the second syllable. Arnold, not know
ing this, wrote in A and B ' Tyntagel,' accented on the first and third 
syllables. He corrected in C all the lines in which the name occurs. 
(I, 134, 177, 301 ; II . 115 ; I I I . 3). 

60. I r e l a n d , in the corrected version, a trisyllable, the syllable 
• I r e ' being treated as ' fire' in line 18. 

62. M a r c , not connected with the English Christian name 
' Mark,' and its Latin original ' Marcus,' but = Irish • More,' or ' Marg' 
and Welsh ' March,' a name meaning ' horse.' 

64. S p i c e d m a g i c d r a u g h t , explained in 136—152. In the 
old story the magic draught is placed in charge of BragwaiH, 
Iseult's attendant, and it is while she sleeps that Iseult and Tristram, 
not knowing its fatal property, drink of it. 

67. t e e n , grief, pain. [A.S. teona]. Obsolete in prose. Arnold 
uses the woxd in The Scholar-Gips;/, "having used our nerve with 
bliss and teen," and in A Southern Night:— 

For there, with bodily anguish keen. 
With Indian heats a t last fordone. 

With public toil and private teen, — 
Thou sank'st, alone. 
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5 53. p a t t e r s , an onomatopoeic word to describe a succession of 
J «harp sounds such as the beating of rain upon a window or the 
5 steps of a little child moving quickly across a floor. 

93. W h i l e . So F ; all earlier edd. read " As." 

94. Tristram, in the fitful dreams of fever, goes back to the mo
ment when he is escorting Iseult to King Marc's Court. He quotes 
again the words of doom in which Iseult asked for the cup (97—100) 

! and his own startled cry at the instant working of the spell (102, 3) . 
So F ; A to E read " cup which stands." 

, 100. p h i a l s t a n d s . For the omitted relative, cf. I. 7 n . " P h i a l " 
or vial is properly a small glass vessel; then a vessel of other mater
ial. Cf. in the English Bible the " golden vials " of Revelation, V. 8. 
Derived through old French viole from Lat. phiala, a saucer, or a 
shallow drinkino- vessel, and Greek phiale, a shallow cup. " Phial is 
a pedantic spelling; the spelling vial is historically more correct' 
as we took the word from French."—Skeat. 

102. b l a n c h ' d , turned white. A favourite word with Arnold, 
especially to express moonlight effects. Cf. I I . 107, and Dover 
Reach:— 

the long line of spray 
Where the sea meets the moon-blanch'd land. 

103. t r u e d r a u g h t . So F ; " water," A to E. 

104. I s e u l t ! Compare 242 and 287 for the abrupt rhymeless 
ending. 

107. w i g h t , person, [A. S. 7vihi'\. In modern prose the word 
would be used either as an archaism or as a touch of burlesque. 

108. p a l e d . The verb ' t o pale ' i s ( l ) intransitive " to grow 
pa le" : cf. Tennyson, Aglmers Field. " The wife, who watch'd his 
face, Paled at a sudden twitch of his iron mouth" ; (2) transitive, 
" to make pale " : cf. Hamlet, I. v. 90. (The glow-worm in morning 
light) " gins to pale his uneffectual fire." " Paled," in the text, is 
the passive participle of this—a form superseded in ordinary use by 
the adjective " pale." 

119—124. Note the complete contrast between the two Iseults. 

130. g r e e n i s l e . 'The Emerald Isle is a popular name for 
Ireland. 

134. A and B read ' Keeps his Court in Tyn tag i l ' ; C ' Dwells on 
proud Tyntagel's h i l l ' ; D changed the epithet to ' loud ' which has 
kept its place in later editions. 

135. H i g h a b o v e . So E ; A to D read " Fast beside," an 
-archaic phrase for " close by." 

136. p o t i o n rare - So F ; A to E read " golden cup." 
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The construction is ' That rare potion (which) her mother gave 
— l̂et her see it and take i t ' ; the potion put prominently forward at 
the beginning of the sentence, is really the object of the verb and is 
resumed by the pronoun ' it.' Cf. Shakespeare, The Tempest, IV. i. 
186. " The trumpery in my house, go bring it hither." 

137—138. So B : in A a single line, ' Gave her, that her lord and-
she, leaving 141 without a corresponding rhyme. (Cf note to 25.) 

149. b a n d s , bonds. Cf. II. 6. 
160—169 The second phase of the shifting dream recalls the 

lovers' parting. Iseult's hurried warning is quoted 166—169, in
terrupted by Tristram's cry as she flies from him, ' One last kiss 
first!' 

161. p l e a s a u n c e , a secluded pleasure-garden attached to old 
English manor-houses, distinct from the garden proper and from the 
chase or park ; it was screened by trees, shrubs, and close hedges. 
The word is now archaic. 

162. M a d c a p , primarily, a reckless or even violent person ; 
here playfully used in the sense of ' rash,' ' thoughtless ' ; in 351 it 
is similarly applied to romping children. 

164. Sou the rn w i n t e r - p a r l o u r = Cf. 229—230. In the 
colder climate of Northern Europe, the south side of a building is 
the warmest, catching the sun longest. 

F a y , faith (obsolete). "Faith "was the original Engli-sh form, 
"hatfey,fay al.so passed into English from contemporary French 
about 13uO, and were for a time almost as common as the earlier 
form, especially in certain senses and in phrases such as par fay, by 
myfey='0\A French purfei, par ma fei " {Mmiay) Cf. Shake
speare, Romeo and Jvliet, I. v. 128. ' By my fay, it waxes late.' 

165. t r y s t i n g p l a c e , place of tryst or arranged meeting ; it 
is specially used of lovers' meetings. M.E. triste, tristre, a sta
tion (in hunting), place to watch (Skeat) a variant of " trust." 

177. So C : A and B read " The palace towers of Tyntagel." 

179. s t r a i n i n g b l a s t , the violent wind. To " strain = to make 
a violent effort, to press on with a struggle." 

185. press 'd , in prose " hard pressed." 

187. fire. Cf. 18 note. 

189. n o w . This line has no corresponding rhyme : Cf. note to 
25. 

194. c h a t e l a i n e , a French word meaning (1) the wife o! 
a * chatelain ' or keeper of a castle, (2) as in this passage, the mistress 
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of a castle. Chatelain as an English title has long been obsolete, and 
Arnold appears to have been the first to use the feminine form in 
literary English; a t any rate the 'Historical English Dictionary' quotes 
no earlier instance. (' Chatelaine' is in current use for an ornamental 
clasp which a lady wears at her waist with a chain attached to hold 
keys or trinkets ; so called from an idea that it represents the bunch 
-of keys of a medieval chatelaine.) 

198. h a g g a r d . (1) wild, with special reference to an untrained 
hawk useless for spor t ; hence (2) lean, meagre, wasted. 

200. i l l - s t a r r ' d , doomed to misfortune. The word goes back 
to the old practice of astrology. 

Shakespeare frequently refers to these ideas of astrology. Cassius 
says in Julius Cwsar, I. ii. 140, 

The fault, dear Brutus, is not in our stars. 
But in ourselves, that we are underlings. 

Edmund in King Lear, I. ii., satirises the notion:—" This is the ex
cellent foppery of the world, that when we are sick in fortune—often 
the surfeit of our own behaviour—we make guilty of our disasters 
the sun, the moon, and the stars : as if we were villains by necessity, 
fools by heavenly compulsion." Cf. the word " disaster " (derived, 
through the French, from Latin astrum, " a s t a r " ) and the vulgar 
exclamation, " O my stars !" 

202. L a u n c e l o t , a knight of the Round Table, famous for his 
prowess and for his guilty love to Queen Guenevere, the wife of 
Arthur. 

203. J o y o u s G a r d , Launcelot's castle in the north of England ; 
Malory hesitates whether to place it at Bamborough or Alnwick {Le 
Morte, Bk. XX., Ch. 12). The allusion is to Malory, Bk. X, Ch. Iii. 
where Tristram, imprisoned by King Marc, escapes and takes Iseult 
away with him. He comes to Launcelot. " And so Sir Launcelot 
brought Sir Tristram and La Beale Isoud unto Joyous Gard, tha t 
was his own castle, that he had won with his own hands. And there 
Sir Launcelot put them in to weld ( = hold) for their own. And wit 
ye well that castle was garnished and furnished for a king and a 
queen royal there to have sojourned." Gard = ' ward,' defence. 
With the name ' Joyous Gard ' compare Richard I's ' Chateau 

• Gaillard ' or ' Saucy Castle ' in Normandy. 
206. There is a dramatic force in leaving this suggestion to the 

narrator. Iseult of Brittany has no place in Tristram's dream ; she 
fades into oblivion before the passion which masters him. 

218. A line of splendid cadence. Arnold's feeling for the sea 
finds its highest expression in his lyric Dover Beach, which illustrates 
the " sadly grand " of line 217— 

Listen I you hear the grating roar 
Of pebbles which the waves draw back, and fling, 
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At their return, up the high strand, 
Begin, and cease, and then again begin, 
With tremulous cadence slow, and bring 
The eternal note of sadness in. 

220. g l e a m s , the softened effect of sunlight seen through thfr 
screen of the leaves. In Old English " gleam " -= a bright light; in 
modern English it means a subdued or transient play of light, the 
result of distance or of reflection or of some intervening medium. 
For distant effect, see III. 53 " Where the bright Atlantic gleams;" 
for reflection, I. 25 " Whose silk attire gleams so rich in the light of 
the fire." 

223. Cf. the opening of Keats' Hyperion : — 
Deep in the shady sadness of a vale 
Far sunken from the healthy breath of morn. 
Far from the fiery noon, and eve's one star, 
Sat gray-hair'd Saturn, quiet as a stone. 

226. Couch 'd , lying at rest (specially used of animals). 

231. gray , a common epithet of the sea in Homer. Cf. the use 
«f " wan " in romantic poetry, especially in the work of William 
3iIorris, e.g., his epic on Jason, Bk. IX, 301:— 

O surely, now the fisherman 
Draws homeward through the water wan 
Across the bay we know so well. 

234—242. The third phase of the dream—the rush and shock of 
battle, but even there the overpowering spell. 

235. T h e d a z e d air t h r o b s , as if the very atmosphere was 
conscious of the battle. Cf. Shakespeare, Henry V, Prologue, 13-14 :— 

The very casques 
That did affright the air at Agincourt. 

237. d o w n , lowered for the charge. 

238. m o o n s t r u c k , crazed. In pre-scientific days mental de
rangement was supposed to be caused by the moon; cf. the word 
*' lunatic," derived from Latin luna, " the moon." [There is perhaps 
a reference to the actual madness of Tristram as described in Malory, 
IX, xviii. ' How Sir Tristram departed from Tintagil, and how he 
sorrowed, and was so long in a forest that he was out of his mind.'— 
3f.H.] 

239. W h a t fou l fiend r i d e s t h e e ? Another obsolete notion j 
people " possessed " by an evil spirit were supposed to be literally 
ridden by him. The idea survives (though due in this case to a 
mistaken etymology) in the word " nightmare." The metaphor iu 
"priest-ridden" is similar. 
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I*OUl = hateful (lit. polluted). The epithet is an old one, and 
attractive through alliteration: cf. King Lear, IV. i. 58. " Bless th66 
from the foul fiend." 

246. w h i c h . So E ; " That" A to D. For similar changes, see 
II. 120, III. 113. They are purely euphonic. 

250—255. Tristram is not connected with any such campaign in 
the early legends. Arnold probably took the hint from the sentence 
in Dunlop's History of Fiction which he quotes,—that Tristram after 
marrying Iseult of the White Hands " proceeded to the dominions 
of Arthur which became the theatre of unnumbered exploits,"—and 
localised this vague reference from the record of Arthurs war with 
the Emperor Lucius of Rome. Malory's Vth Book tells how twelve 
ambassadors came from Lucius to claim British tribute; Arthur 
refused, crossed the sea, defeated and with his own hand slew 
Lucius; then " entered into Loraine, Brabant and Flanders, and 
sithen returned into Haut Almaine [ = Upper Germany], and so over 
the mountains into Lombardy, and after, into Tuscany" (ch. ix); 
later Milan yielded, and did homage for the neighbouring land!s, 
and Arthur was crowned Emperor at Rome ! (ch. xii). 

252. label . A typical instance of a prose word employed in an 
uilusual way and deriving dignity from a verse setting. So in 
Arnold's Ubermann Once More (describing the " secret loathing'' and 
satiety of Imperial Rome)— 

He made a feast, drank fierce and fa.>t. 
And crown'd his hair with flowers— 
No easier nor no quicker pass'd 
The impracticable hours. 

blessed sign, the cross. 
258. l e a g u e r , the camp of a besieging army. Cf. the verb 

•• belfeaguer." 

bl i the , used in Old English to express the outward signs of a 
bappy frame of mind, and hence the frame of mind itself. (1) Exhi
biting a kindly feeling to others, kind, gentle (obsolete); (2) exhi
biting gladness, gay (cf. Milton, L'Allegro, 24); (3) cheerful, as in 
the text: in this sense frequent in poetry, but rare in prose since 
the 16th century (JTurray). The epithet, in fact, stands half-way 
between the subjective " happy," and the objective " bright." 

261. b o o t s , profits. 

266, t o s s 'd , keeps up the metaphor from the sea-waves. 

268. c l o g , encumbrance ; used literally of a log or weight which 
checks the motion of a living being tied to it. 
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276—297. The last and calmest phase, in which the fever is sub
siding ; but here no less than in the moments of passion the sleeper'* 
mind broods upon memories of Iseult. 

276. s w e e p s oflF, makes a curving line round the open moon
lit space. 

279. fores t chape l . In the middle ages small churches of 
this kind were often placed by the wayside and in forest dells, and 
served as landmarks. They are mentioned from time to time in the 
Arthurian cycle, especially in connexion with hermits who had 
charge of them and ministered in them to wayfarers. Cf. Tennyson, 
The Holy Grail (where Sir Percivale is speaking of his quest) :— 

And thence I dropt into a lowly vale, 
Low as the hill was high, and wliere the vale 
Was lowest, found a chapel, and thereby 

A holy hermit in a hermitage. 

286. h o u r , a dissyllable: cf. 18 note. 

288, b a l m , soothe. Cf. Arnold's Saint Brandan, " With silence 
balm my whirling brain." 

293. break the ir h o t s e a l s , open after the dreams of fever. 
An extension of the common metaphor which speaks of sleep " seal
ing" (i.e., closing) the eyes. 

301—303. So C : A and B read :— 
She is asleep in Tyntagil 

Far hence—her dreams are fair—her sleep is still. 
Of me she recks not, nor of my desire. 

304. The slow, lingering rhythm is emphasised by the repeated 
words. Compare Shakespeare, The Tempest, I. ii. 53. " Twelve year 
since, Miranda, twelve year since." In Arnold's line the speaker is 
struggling with the recollection of the wearing dream, and speech 
comes falteringly; in Shakespeare's the speaker is dwelling on the 
words with grave deliberation. 

306. w i t h a b l o o d l i k e m i n e , i.e., in the case of one heated 
and wasted with fever. 

308. S w e e t , do no t w a i t ! First substituted in F for "Sweet 
'tis too late," echoed in 313 without change of rhyme. Cf. 350-351. 

315. fireplace, a trisyllable : cf. 18 note. 

317. tears , left without a corresponding rhyme: cf. 25 note. 

318. h i s w a s t e d fingers. So F ; earlier editions had " her 
slender fingers." 

325—371. In the legend Iseult of the White Hands had no 
children : see the Introduction. The tone of the passage recalls the 
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delightful sympathy with child-life so often expressed in Arnold's 
Letters. 

330. m o u r n f u l r o a r : cf. 217 note. 

332. corridor, a gallery leading to a number of rooms. 

338. t h e e y e s c l o s e d . Nominative absolute, as in 225-226. 
350—351. The rhyme-word is repeated, as in the earlier reading 

of 308. 

360. jewell'd with bright drops of rain, a happy phrase 
to express the glistening look of the rain-washed leaves. In Empe-
.docles on Etna, Arnold uses the same image to describe the effect 
of dew :— 

On these pines 
That climb from the stream's edge, the long gray tufts. 
Which the goats love, are jewell'd thick with dew. 

Contrast with these simple, clear-cut pictures the ornate splendour 
of Tennyson's description of Enid's gown in Enid and Geraint:— 

And thicker down the front 
With jewels than the sward with drops of dew. 
When all night long a cloud clings to the hill. 
And with the dawn ascending lets the day 
Strike where it clung ; so thickly shone the gems. 

364. bare h e a t h s , the waste stretches on the Atlantic coast 
-jailed by the French landes. " The country from a height looks 
like a mixture of landes and oak forest." Arnold afterwards wrote 
on seeing it (^Letters, May 8, 1859). 

372-373. A clear, ringing couplet of anapsestic rhythm, coming 
on the ear with fine effect after the measured movement of the eight-
syllable lines which precede. 

xom 
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II. 

ISEULT OF IRELAND. 

6. B o u n d I w a s . So E ; A to D read " I was bound." 

7. C h i d e w i t h , quarrel with, find fault with. So in Heine's^ 
Chrave:— 

I chide with thee not, that thy sharp 
Upbraidings often assail'd 
England, my country. 

The chief modern use of the word is with the direct object—" to 
chide a person," i.e., to address him in words of blame. 

11. t a x . Derived through French taxer from Latin taxare, " to 
handle, value, appraise." (1) The action of a government in laying 
a charge upon persons or property, for national purposes. (2) A 
legal term for assessing an amount judicially. (3) " To accuse, 
censure," as in the text. 

12. build—(thou may'st)—my grave! The broken con-
atruction caused by the parenthesis deepens the emphasis on 
"grave," naturally prominent through the rhyme-sequence and 
through its position at the end of the verse. 

13. a h , for l o v e of H e a v e n . So E ; A t o D read "for the 
love of Heaven." 

14. W h a t , an exclamation expressing surprise or impatience, 
and calling attention to the question which follows i t : cf. 41 and 43. 

15. S i c k w i t h grief . For this metaphorical use, cf. Shake
speare, Julius C'eesar, IV. iii. 142. " O Cassius, I am sick of many 
griefs." 

17—32. " Subtle, sweet, mournful"—Arnold's epithets to des
cribe the style of Newman—best express the haunting melody and 
fthe pathos here. 

21. h a r s h flatterer. To Iseult, conscious of her vanished 
jouth and her faded form, the praise of her beauty strikes a jarring 
note. Perhaps too she shrinks from any touch of insincerity in her 
lover's death; " truth sits upon the lips of dying men." 

26> d u l l has an active force, " making dull, dimming." Of. 
the seeond part of Henry IV, IV. v. 1 :— 

L«t there be no noise made, my gentle friends; 
Unless some dull and favourable hand 
Will whisper music to my weary spirit. 

HVhere " dull" -squieting* 
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40. because so deep-suppressed. Compare, for a develop
ment of this suggestion, Arnold's poem The Buried Life, a long lyric 
" criticism of life " from which detached quotation is hardly possible. 
But the central thought is tersely expressed in lines of his own quoted 
in the second chapter of St. Paul and Protestantism :— 

Below the surface-stream, shallow and light, 
Of what we say we feel—below the stream, 
As light, of what we thinJt we feel—there flows, 
With noiseless current strong, obscure, and deep, 
The central stream of what we feel indeed. 

This reflective touch, the plea which follows, and the reference to 
the " deep-wronged " husband are rather the comment of a detached 
spectator than the natural utterance of Iseult to the " peerless " 
courtier Tristram. Arnold has for the moment made her his mouth
piece. 

44. T r i s t r a m , the name, so inserted in the clause " circled by 
a band of gold," has a pathetic force ; it is a personal appeal which 
is also a cry of reproach. 

45—48. First inserted in B, to follow line 40; transferred to their 
present position in E. 

47. s i l k e n , wearing dresses of bright silk, as courtiers in the 
Middle Ages usually did. But there is a suggestion of effeminacy in 
the word, as in Shakespeare's Coriolanus, I. ix. 45, the parasite's silk,' 
Hichard III, I. iii. 53 (of courtiers) " silken, sly, insinuating jacks," 
and King John, V. i. "70 (of a French prince) " a cocker'd silken 
wanton." 

h o n i e d n o t h i n g s , sweet but meaningless words, empty flatteries. 
50. h e a v i e s t . Perhaps =» " heavier," this use of the superlative 

for the comparative where only two objects are compared being com
mon both in literature and in popular speech. Or " heaviest" may 
have a semi-absolute force, so that the sense is " the crushing, the 
intolerable load." 

51—52. T h e e . . . m e . The construction is " On thee, or on me T " 
resuming " on which " of line 49. 

51. p i n i n g . So E for " weeping " in earlierjtexts—an antithesis 
which recalls the hymn jeered at by Thackeray :— 

Where the skies for ever smile. 
And the blacks for ever weep. 

64. C o n s u m e d . [The earlier editions have ' constrain'd.' 
* Consumed,' wasted, suggests the notion of a life misspent, oppor
tunities wasted ; ' constrained,' on the other hand, suggests the idea 
of life stunted and injured from lack of scope, and absence of 
fieedem. The first adjective perhaps better describes the history 
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of Tristram and Iseult. ' Consumed,' common in a participial phrase, 
is unusual as a simple adjective.—M.H.] 

59. a former. So E ; A to D read " an ancient." 
office used here in the sense of its Latin original offieiuvi «B 

" duty." 

62. s t a t u e . The metaphor is suggested by the white face and 
motionless figure of the worshipper, but hardly harmonises with the 
literal use of the word " floor " in the same line. 

63. P o u r ' d i n prayer , a reading first found in F. Arnold orig
inally wrote " pour'd in grief," an expression which may have been 
suggested by Biblical phraseology : cf. Psalm, xxii. l4. " I am 
poured out like water," and Job, xxx. 16. " And now my soul is 
poured out upon me ; the days of affliction have taken hold upon 
me." This image, whether in the form of simile or metaphor, is 
common in the Bible, and is in itself simple and effective. But 
Arnold's adaptation of it (as he evidently felt later) was a violent 
change from the " statue" of the preceding line, and by substituting 
" prayer " for " grief " he carried on and completed the picture of the 
rigid, kneeling figure in the chapel, absorbed in prayer for the dead 
lover's soul. 

64. R o u s e , a verb usually followed by some sharply concrete 
object—" to rouse a deer," " a lion," " a sleeper," " one's self." " To 
rouse anger," though in common use, seems an exceptional phrase. 
Such parallels as Falstaff's " Rouse up fear and trembling," addressed 
to a cowardly knight (2 Henry IV, IV. iii. 13) and Pistol's " Bouse 
up revenge from ebon den " {ib., V. v. 37) are comic bombast. 

65. foe. So E ; A to E read " form." 

67. p u r g e «» to clear by carrying off an impure element, in this 
case dimness of sight. Arnold probably had in mind the magnificent 
vision of England in Milton's Areopagitica (p. 72, ed. Arber):— 
" Methinks I see her as an eagle mewing her mighty youth, and 
kindling her undazzled eyes at the full midday beam ; purging and 
unsealing her long abused sight at the fountain itself of heavenly 
radiance." 

80. C h r i s t ! Cf. I. 4 note. 
82—86. See Malory, Le Morte D'Arthur, Bk. VIII, ch. i. (Melyo-

dus, king of Lyoness, has been spirited away by an enchantress, and 
his queen Elisabeth, Marc's sister, " nigh out of her wit," goes into 
the forest to seek him.) " And when she was far in the forest, she 
might no farther, for she began to travail fast of her child... And .so by 
miracle of our Lady of Heaven she was delivered with great pains. 
But she had taken such cold for the default of help that deep draughts 
of death took Jier, that she needs must die and depart out of this world, 
there was none other boot" (— remedy). (After sending a message 
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to her husband, she asks) " ' Now let me see my little child, for 
whom I have had all this sorrow.' And when she saw him she said 
thus, ' Ah my little son, thou hast murthered thy mother And 
by cause I shall die of the birth of thee, I charge thee, gentlewoman, 
that thou pray my lord King Melyodus that, when he is christened, 
let call him 'Trystram, that is as much to say as a sorrowful birth.' 
And therewith this queen gave up the ghost and died." 

It is interesting to trace in this extract the source of Arnold's vivid 
phrase " the deep draughts of death " in line 84. 

The etymology which connects Tristram with the French triste, 
Latin tristis, " sad," is fanciful. In the French version the name 
appears as "Tristan" (a form which Arnold adopted in the 1857 
edition of his poem, but at once discarded). Through a parallel 
form " Drystan " Professor Zimmer has traced it back to Drostan, 
Drustan, and Drust, a common name among the Pictish kings. 

87. The rhythm is noticeable. The common type of line is 
Hush I 'tis vain, | I see | my end | approach | ing. 

Here we have 
So I she said | and died | in the drear | forest— 

a rhythm only possible within certain limitations. The lingering 
sound of " drear " admits of the two unstressed syllables in front of 
it. In 90, though the scansion is similar on paper, the pauses after 
" dying " and " start not " make the effect totally different. 

93. Close mine eyes, then seek. So F; A to E read 
*' Rise, go hence, and seek." 

94. S p e a k h e r f a i r , speak to her frankly and courteously. A 
common phrase in earlier English. In Shakespeare's Coriolanus, 
III. i. 263, Menenius, lamenting the insulting tone of Coriolanus to 
the plebeians, says, " Could he not speak 'em fair ? " 

95. Say, I will'd so, that thou stay beside me. The 
jwet's final reading, first printed in F. A had, " Say, I charged her, 
that ye live together"—a rather astounding proposal, which was 
modified in E to " Say, I charged her, that thou stay beside me." 

97—100. So B : A had the weak lines— 

Tristram. 

Now stand clear before me in the moonlight. 
Fare, farewell, thou long, thou deeply loved I 

Iseult. 

Tristram 1—Tristram—stay—I come I Ah sorrow— 
Fool I thou missest—we are both unmoved 
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105. hand. So F ; " hands " A to E. 

107. b l a n c h ' d . Cf. 1.102 note. 
110. For the rhythm, cf. 114 and 120. 
113. s c o n c e s , fixed candlesticks. Derived through Middle 

English sconce, " a covered light," from Old French esconse, late Latin 
absconsa, " a dark lantern." Cf. Arnold's The Church of Brou :— 

In the hall, with sconces blazing, 
Sate the Duchess Marguerite. 

(The word is in common use to express the moveable socket in 
which a candle is inserted.) 

114—115. So C: A and B read— 
The laughter 

In the banquet-hall of Tyntagil, 

In altering this, Arnold did not notice that line 111 was thus left 
without a rhyme. 

120. w h i c h , E ; " that" A to D. 

121. hos t , company. 

123. T h a t in prose would be " so that," and subordinate to the 
preceding sentence. Cf. Shakespeare, Macbeth, I. i. 59:— 

Ross. The victory fell on us. 
Duncan. Great happiness! 
Ross. That now 

Sweno, the Norways' king, craves composition. 

125. g o o d l a c k . " Lack " = " alack," explained by Skeat, as 
a, "ah," interjection, and lah, "lack," "failure," used in crying out 
upon a thing in depreciation or reproach. The original meaning was 
lost sight of, and " good lack " formed on the analogy of " good 
Lord." Cf. Arnold's Balder Dead :— 

" Ye Gods, good lack, is it so dull in Heaven ?" 

126, B u t y e s t e r n i g h t a n d , an elliptical construction " It was 
only yesternight and ( = when) she would be " Exact grammar 
would dispense with the " and": cf. Shakespeare, Julius Cessar, 
III. ii. 118 :— 

But yesterday the word of Caesar might 
Have stood against the world : now lies he there. 

[For parallel instances of a grammatically superfluous ' and ' see 
Abbott, (Sh. Gram.), 95—100.—M.H.] 

130. Christ. C : A and B read " Heaven." 
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fantasy , caprice, change of mood. Derived, through French and 
Latin, from the Grreek phantasia, " appearance "; akin to " fancy " 
in derivation and meaning. Thus Tristram's fevered visions might 
be called " a sick man's fancy "; "fantasy," applied in that sense, 
would be contemptuous. 

131—146. Inserted in D. The lines have a curious history. They 
originally formed part of a separate poem and were so printed in A 
at pp. 104—6, immediately before the Tristram. They were entitled 
Lines Written by a Death-bed, and had the following additional 
lines:— 

But ah, though peace indeed is here, 
And ease frond shame, and rest from fear; 
Though nothing can dismarble now 
The smoothness of that limpid brow ; 
Yet is a calm like this, in truth. 
The crowning end of life and youth! 
And when this boon rewards the dead. 
Are all debts paid, has all been said ? 
And is the heart of youth so light. 
Its step so firm, its eye so bright. 
Because on its hot brow there blows 
A wind of promise and repose 
From the far grave, to which it goes ? 
Because it has the hope to come, 
One day, to harbour in the tomb ? 
Ah no, the bliss youth dreams is one 
For daylight, for the cheerful sun. 
For feeling nerves and living breath— 
Youth dreams a bliss on this side death. 
It dreams a rest, if not more deep, 
More grateful than this marble sleep. 
It hears a voice within it tell— 
" Calm's not life's crown, though calm is well." 
'Tis all perhaps which man acquires : 
But 'tis not what our youth desires. 

The poem was cancelled, to be revived in 1869. The second half, 
quoted above, was reprinted with the title Youth and Calm : in this 
form it has retained its place in Arnold's works. The first half was 
incorporated in the Tristram, evidently in order to soften the sharp 
transition from the revels of Tintagel to the death-chamber. A few 
words were retouched: the " bed-clothes" of 136 were originally 
" curtains," and the concluding lines (145—146) ran:— 

A placid, settled loveliness ; 
Her youngest rival's purest grace. 

134. 'dogg 'd , hunted, pursued pitilessly. The literal meaning 
of the word is " to track with hounds." 
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135. desert-blast, the sirocco. 
147—193. For the artistic motive of this passage, see the Intro-

«luction. 

149. First inserted in B. 

151. F l a p s , B : " shines " A. Il^aps = sways to and fro—a word 
more frequent in prose than in poetry. But cf. Tennyson, The-
Princess, II:— 

As when a boat 
Tacks, and the slacken'd sail flaps. 

152. So B : A reads " And there upon the wall you see." 

arras = tapestry, for manufacturing which the town of Arras, 
the capital of Artois in the French Netherlands, was once famous. 

156—182. In this exquisite foi-m the lines were recast in B : the 
first version of A was as follows:— 

'Tis noon with him, and yet he stays 
With his pack round him, and delays. 
As rooted to the earth, nor sounds 
His lifted horn, nor cheers his hounds 
Into the tangled glen below. 
Yet in the sedgy bottom there 
Where the deep forest stream creeps slow 
Fringed with dead leaves and mosses rare. 
The wild boar harbours close, and feeds. 

He gazes down into the room 
With heated cheeks and flurried air— 
Who is that^kneeling lady fair 1 

Lines 166—174 of the present version follow, then 167—160, and 
lastly— 

Has then some glamour made him sleep 
And sent him with his dogs to sweep 
By night,— 

and so to the end of the section. Seldom has a reviser's touch been 
finer or more aaagical. (1) The central figure, that of the Hunts
man, is set before us, clearly and completely, in the opening lines; 
<2) the thoughts distantly suggested to him are sharpened into 
actual speech ; (3) over-elaborate detail in describing points purely 
subordinate—the boar and his lair—is excised. 

156. p a c k , a number of hounds trained to hunt together. 

159. i ron- f lgured. The reference is to the bands of iron-work 
by means of which large doors in old buildings, such as castles and^ 

churches, hang on the hinges. 
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ICO. r u s h e s . In the Middle Ages, before carpets came intO' 
common use, floors were strewn with rushes, 

b l o w n , i.e., by the wind which stirs the tapestry. 

169. m u l l i o n ' d . " Mullions " are the slender piers or shafts 
which divide the lights of windows. The word is a corrupt form of 
mimnion. " The literal sense is ' stump,' because the mullion is, 
properly, the stump or lower part of the division below the tracery " 
(Skeat). Derived through French moignon, " stump," from Old 
French moing, " maimed," and Latin mancus, with similar meaning. 

171. Medieval castles were surrounded with a deep trench called 
a " moat," usually filled with water ; the only entrance was over a 
moveable bridge called a " drawbridge, ' which could be raised or 
" drawn up " to cut oft' communication. 

175. g l a m o u r . A Scottish word, introduced into literaiy Eng
lish by Sir Walter Scott. (1) "Magic," "enchantment," as he re ; 
(2) " magical beauty." The word is a corrupt form of " grammar," 
and reflects the notions of a time when great learning was a synonym 
for sorcery—the " black art," as it was called. [Cf. Ben Jonsou, 
Every Man in his Humour, IV. iv. " Kndrrcll. But how should he 
know thee to be my man ? Brainworm. Nay, sir, I cannot te l l ; 
unless it be by the black art. Is not your son a scholar, sir?"^ 
Compare Old English gramarye^-^^l) " g r a m m a r " or " l e a rn ing" ; 
(2) "occul t learning," its more common meaning. Similarly in 
French grimoire (Old French gramairc) came to mean " a sorcerer's-
book " (Murray, H.E.D.) 

184. t a i n t e d , i.e., with the scent of the boar. 
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III. 

ISEULT OF BRITTANY. 

The metre is the heroic couplet, in the flexible form which has 
marked its earliest and latest use. Waller, Dryden, Pope, and the 
eighteenth century writers had a trick of closing each couplet with 
a well-defined pause, both in sense and metre; compare an impressive 
passage from Pope's translation of the Iliad:— 

" Could all our care elude the gloomy grave 
Which claims no less the fearful than the brave, 
For lust of fame I should not vainly dare 
In fighting fields, nor urge thy soul to war; 
But since, alas ! ignoble age must come, 
Disease, and death's inexorable doom ; 
The life which others pay, let us bestow, 
And give to fame, what we to nature owe." 

This movement of the couplet exactly lends itself to the antithetic 
point-making of the last two lines, but seriously impairs the even 
movement of a narrative. Early writers of narrative verse, such as 
Chaucer, Marlowe, and William Browne of Tavistock, knew nothing 
of this law of the pause; and Keats summarily rejected it in 
Endymion, setting a pattern which later poets have followed, 
Arnold, a warm admirer of Keats, is an early instance; William 
Morris a still more remarkable one. Morris has employed the freer 
form throughout his epic of Jason, and in large portions of his 
Earthly Paradise ; in this case the poet was no doubt primarily 
influenced by his master, Chaucer. 

Apart from this question of final rhythm, Arnold employs marked 
freedom throughout the line. He starts with the normal type, con
structed like Pope's, {a) with ten syllables, {b) with five stresses, 
(c) wi*h the stresses falling on the even syllables :•— 

A year | had flown ( and oer | the sea | aw^y. 

But stress is freely inverted or omitted, sometimes in the same 
line :— ^ 

Under | the th6rns | on the | greensward | andstr6ng(196). 

Here the first stress is inverted, the third omitted (cf. line 33). 
[But the omission of a stress in such cases is compensated by a 
pause. In the verse instanced the ear demands a brief pause before 
' on.'—M.H.] Then the Shakespearean practice of inverting stress 
after a pause is employed with fine effect in line 66 

Slip, with I out bring 1 ing bliss, | slowly | aw4y. 

The exquisite close of The Church of Brou, printed among 
Arnold's early poems, is also written in heroic couplets, and supplies 
an interesting parallel. 
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1—4. A has only the couplet:— 
" A year had flown, and in the chapel old 

Lay Tristram and queen Iseult dead and cold." 
B expanded to four lines, the third of which (written before 

Arnold knew how to pronounce Tyntagel) was— 
" At Tyntagil, in King Marc's chapel old." 

The lines assumed their present shape in C. 
9. c r e e p s , a word suggestive of slow or imperceptible move

ment, and here expressing the effect of the faintly-marked track 
extending for a distance. Cf. the metaphor in Stanzas to the Memory 
.of the Author of' Obermann';— 

" In front the awful Alpine track 
Crawls up its rocky stair." 

10. are soft i n c l i n e d , have a gentle slope. 

13. c irque , B, " r ing" A. Cirque = ( 1 ) a circus (archaic); 
(2) as here, a circular space ; (3) a natural amphitheatre, especially 
in mountain heights at the head of a stream or a glacier. 

15, Creeps . This word, of which we have here other noticeable 
instances (in 9, 157) is literally used of plants which grow with their 
stem and branches clinging to a surface of ground, or building; 
cf. Pope, Eloisa, 243, " Where round some mould'ring tower pale ivy 
creeps." It is but a slight extension to apply the term to the heather, 

.a low shrub with minute evergreen leaves and clusters of tiny pink 
blossom. Contrast the picture (in 209) of the primroses which 
" Ran out from the dark underwood," where the pale yellow tint of 

. a larger flower is set off by the dark background and the sharpness of 
the colour-contrast calls for livelier metaphor. 

pale, because of the sea air. 

17. ve in 'd , streaked, with colour. 

quartz, rock-crystal; the white variety here alluded to is known 
as ' milk-quartz.' 

18. h o l l y , an evergreen tree with glossy green leaves and red 
berries, from its use in Christmas decorations long associated with 
ideas of winter merriment (cf. the song " Blow, blow, thou winter 
wind" in As You Like It, II. vii.). 

juniper , an evergreen shrub with purple aromatic berries. 

22, fe l l - fare , or field-fare, a small European thrush which 
winters in Great Britain—" the frosly feldefare," as Chaucer calls it 
{Parliament of Fowls, 364). With Arnold's reference to the holly-
iJDerries, compare Cowper, The Needless Alarm :— 

" Nor yet the hawthorn bore her berries red, 
With which the fieldfare, wintry guest, is fed." 
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As a rule, the fieldfare prefers insect food, but " when the season 
has been favourable to the ripening of the hawthorn-berries, and 
they hang in well-reddened clusters on the sprays, a comely and a 
beautiful sight, they tempt the bird to forsake the ground for the 
leafless hedge " (F. O. Morris, History of British Birds, ed. 1891, 
III., p. 48). 

The Old English form of the name is feldefare, probably connected 
with the verb " to fare " and so meaning " field-goer." " Fell-fare" 
is a popular form of the name. 

25. spars , an old term for non-metallic minerals, especially for 
those which break readily into fragments with smooth, bright sur

faces. 

26. s t a g s h o r n , or s t a g h o r n , a popular name for an evergreen 
moss-like plant known as the common club-moss. By " streams of 
stags-horn "' the poet means the creeping stem of the plant, from one 
to two feet long, with forked branches which look like tiny antlers 
and suggested the name " staghorn." It grows in northern climateS' 
on hilly pastures and heaths. 

for t h e i r h a t s . Compare Wordsworth's " pastoral," Tlie Idle 
Shepherd-Boy :— 

" Or with that plant which in our dale 
We call stag-horn, or fox's tail, 
Their rusty hats they trim." 

He prefixes to the poem the amusing comment:—" When Cole
ridge and Southey were walking together upon the Fells, Southey 
observed that, if I wished to be considered a faithful painter of 
rural manners, I ought not to have said that my Shepherd-boys 
trimmed their rustic hats as described in the poem, .lust as the 
words had passed his lips two boys appeared with the plant entwined 
round their hats." Arnold lived part of his life in the Lake 
district, and was a friend and neighbour of Wordsworth. 

29. fu l l s p e e d . For this adverbial phrase, cf. Shakespeare, 
King Lear, Y. iii. 174. " The wheel is come full-circle ; " Browning, 
Pheidippides:— 

" The moon, half-orbed, is unable to take 
Full-circle her state in the sky." 

30. m i s s e l - t h r u s h or " mistle-thrush" (a spelling adopted 
in A), the largest European thrush, found also in the north of India. 
The name was due to a fancy that the bird was specially fond of the 
berries of the mistle or mistletoe. " Speckled" alludes to the-
whitish underparts of the bird, which are profusely spotted with 
black. 

40. g l i s t e r i n g = " glittering," which has taken its place in 
modern prose. " Glistering " is " by recent writers employed with 
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reminiscence of Shakespeare or the Bible" (Murray). Cf. The 
Merchant of Venice, II. vii. 65. " All that glisters is not gold." 

41. V e n i c e , the famous island-city of the northern Adriatic, 
once mistress of the Levant and the Morea. Till Vasco di Gama 
opened a sea-way to India in 1498, and the Turks took Constanti
nople in 1453, she was the great trading power of Europe. The 
Venetian republic ceased to exist in 1797. See Wordsworth's fine 
sonnet on its extinction :— 

" Once did she hold the gorgeous East in fee. 
And was the safeguard of the West." 

The use of " Venice " as an adjective, for " Venetian," is an idiom 
common in Shakespeare; cf. "Tiber banks," Julius Ccesar, I. i, 59, 
" Hybla bees," ib., V. i. 34, " Venice gold," Taming of the Shrow, 
II. i. 346. We still talk of " Turkey carpets,'" " Brussels lace.'" 

swart or " swarthy " = dark, tawny. 

47. w i d e s u r p r i s e = wide-eyed wonder; the epithet " wide," 
literally true of astonished eyes, is poetically transferred to the 
astonishment itself. 

53. Bore up . A nautical metaphor, literally of putting the helm 
" up," so as to bring a ship into the direction of the wind ; hence to 
" bear up for " a place = to sail towards it. 

56. IjOOk'd s t ern ly , as their lofty outline darkened in the 
evening air. By a similar metaphor we speak of a "frowning" 
fortress. 

66. w h i c h , E ; A to D read " that." 

69. mien, look. 
75. mask, as if her youthful beauty were no more than a disguise 

which she had assumed. 

84. mind, " attend to,'' in this passage " listen to." 
92. pr ie -d ieu , praying desk. Der. French jyrier, " to pray,"'<?ic«, 

" God." 

to ld , counted. 

The opening stress of the line is omitted, and the scansion is— 

And at | her prie- | dieu kneel | until | she have t61d. 

[The omission of the stress in the first foot is common, the first 
foot necessarily following a pause. Cf. below, lint's 135, 160, 157, 
158.—M.H.] 

93. rosary , a term used in the Roman Church to denote (1) a 
series of prayers recited in order and checked by means of a string 
^f beads which the reciter passes through hi.s fingers ; (2) the string 
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of beads itself, Der. from Tu&tmrosariumin its late meaning " a string 
of beads." (The original sense both of the Latin word and its-
JJnglish derivative was " rose bed.") 

Scan— 
" Her r6s | ary beads | of eb | ony tipp'd [ with gold." 

94. morrow'11 . Colloquial elision, with one-syllable word* 
such as '.I've,' ' I'll' ( « ' I have,' ' I will'), has established itself in. 
dramatic, but not in lyric or narrative verse. The elision in the text 
^would be harsh, even in prose. A still worse instance occurs in 
A McTnory-Picture among Arnold's Early Poems :— 

" As last year went. 
So the coming year '11 be spent." 

95. effigy, copy, likeness. The word properly means reproduc
tion in the form of sculpture or modelling, and I know no other 
passage in which it is used without any suggestion of " portrait." 
Up to the 18th century the Latin form effigies alone was in use: cf. 
Shakespeare, As You Like It, II. vii. 193 (of a son's likeness to his-
father):— 

" And as mine eye doth his eifigies witness 
Most truly limn'd and living in your face." 

The expression arose in English from the practice, common in the 
seventeenth century, of putting as frontispiece to an author's works 
his engraved portrait, set in an oval border with a Latin inscription 
announcing that it was his " vera ejjigies " or " true likeness." 

97. S e n e s c h a l , steward. From Old French senescal, "old 
servant,"derived from the Latin sen—, " old "{e.g„senex, " old man.") 
Cf. the English " senile," and " senate " (the latter originally mean
ing " a council of old men.") [According to Skeat, Concise Etym. 
Diet., 1901, Seneschal is, through O.F., of Teutonic derivation : Goth. 
nin-, old, preserved in sinista, oldest, and in sin-eigs, old (cognate vrith 
Lat. sen-), and skalks, a servant. Compare marshal, O.H.G. maraseall, 
ix., horse-servant, and so master of the horse.—M.H.] 

104. S e a - s h o r e has to wait for a rhyme till 114. 

112—150. A'typical instance of Arnold's poetic " criticism of life "" 
inserted with scant regard for the context. He omitted it in B, but 
a t once revived it. The temporary suppression may have been due 
to an instinctive feeling that the passage was alien to narrative verse, 
a,nd broke the link, already very slender, which connected the tale of 
Merlin with Iseult. Perhaps a criticism of Clough had told. Re
viewing Arnold's poems in the North American Review for July 1853̂  
(just before the appearance of B) he pronounced it all but impossible 
to distinguish, in this part of the poem, the point where Iseult 
ceased and Arnold's own reflections began. The invocation to the 
" dear Saints " is certainly at first sight puzzling; fer Iseult to say it' 
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would be natural enough, but it falls oddly from Arnold's own lips. 
The " dear Saints " were the last people, on the earth or off it, whom 
he would have dreamed of addressing in real life. The appeal is here 
an affectation of medievalism (cf. I. 4 note). 

113. w h i c h , E ; A to D " that." But in 114 " all that" E, and 
earlier texts " all which." 

115. The construction is " lets us be no more what we once were." 

119. gradua l furnace , i.e., the gradual effect of the furnace. 
For this poetic use of the adjective, cf. CoUins, Ode to Evening :— 

" O'er all 
Thy dewy fingers draw 
The gradual dusky veil." 

For the thought compare the whole of the poem A Summer Night, 
especially the lines :— 

" For most men in a brazen prison live. 
Where, in the sun's hot eye, 
With heads bent o'er their toil, they languidly 
Their lives to some unmeaning taskwork give. 
Dreaming of naught beyond their prison-wall. 
And as, year after year. 
Fresh products of their barren labour fall 
From their tired hands, and rest 
Never yet comes more near. 
Gloom settles slowly down over their breast; 
And while they try to stem 
The waves of mournful thought by which they are prest, 
Death in their prison reaches them, 
Unfreed, having seen nothing, still unblest." 

Similarly in The Scholar- Gipsy he speaks of the strong " infection 
of our mental strife, Which, though it gives no bliss, yet spoils for 
rest." 

120. u p c u r l ' d , shrivelled up. 
123—124. Cf. Arnold's dramatic poem, Empedocles on Etna—the 

Greek philosopher who is said to have sought refuge from the baffling 
problems of life by plunging into the crater of Etna—where Empe
docles (in Act II) speaks of " fulness of life and power of feeling " 
as resei-ved only for the happy, for the souls " who dwell on a firm 
basis of content " ; while " joy and the outward world must die to 
him " who has outlived his prosperous days, or finds the world of his 
old age a different world from that of his youth. 

" But, in a world he loves not must subsist 
In ceaseless opposition, be the guard 
Of his own breast, fetter'd to what he guards. 
That the world win no mastery over him," 
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127. Compare Hamlet's words to Horatio {Hamlet, III. ii. 69—72).. 
" Give me that man 

That is not passion's slave, and I will wear him 
In my heart's core, ay, in my heart of heart, 
As I do thee." 

134. G u l l s , dupes, cheats. The noun " gull," = " dupe," was 
similarly used, especially in the 17th century. It is doubtful whether 
the noun sprang from the verb, or the verb from the noun, and the 
derivation is uncertain. (1) 'The noun " gull " may be derived from 
" gull," an unfledged bird, and especially a gosling. (A simpleton is 
still popularly called " a goose"). (2) The verb may be the old verb 
" gull," to swallow, and figuratively, to eat greedily. Cf. the noim 
" gullet" and, in the same sense, the obsolete " gull " ; also the old 
French " gole," the throat ( = mod. French gueule). We still speak 
of " stuffing '" or " cramming " any one with false or ridiculous news, 
which the victim is said to " swallow." (Murray). 

140. A recurring thought in Arnold, specially dwelt upon in the 
exquisite lyric, A Southern Night, which commemorates his brother, 
William Delafield Arnold, Director of Public Instruction in the Punjab, 
who died at Gibraltar on his way home in 1859, and Mrs. W. D. 
Arnold, buried at Dhurmsala in the Punjab :— 

" Strange irony of fate, alas. 
Which, for two jaded English, saves. 

When from their dusty lives they pass. 
Such peaceful graves! 

In cities should we English lie, 
Where cries are rising ever new, 

And men's incessant stream goes by— 
We who pursue 

Our business with unslackening stride. 
Traverse in troops, with care-fill'd breast. 

The soft Mediterranean side. 
The Nile, the East, 

And see all sights from pole to pole. 
And glance, and nod, and bustle by, 

And never once possess our soul 
Before we die." 

p o s t i n g . (1) Literally, to traVel with post-horses, i.e., horses 
:kQpt to forward travellers with speed ; (2) hence, to travel i-apidly. 
Milton's sonnet on this blindness has charged the word with poetic 
associations:— 

" Thousands at his [i.e., God's] bidding speed. 
And post o'er land and ocean without rest." 

142. A reads " Can never end their tasks, arc hard to please." 
C revised to "Are fretful with themselves, and hard to please." 
" Furious " first appeared in E. 
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143. t h a t b a l d CSBsar, Julius Caesar. The anecdote is 
recorded by Plutarch and Suetonius. Plutarch says {Life of Julius 
Ccesar, North's translation)—'• Another time also when he was in 
Spain, reading the history of Alexander's acts, when he had read it, 
he was sorrowful a good while after, and then burst out in weeping. 
His friends seeing that, marvelled what should be the cause of his 
sorrow. He answered them, Do ye not think that I have good causp. 
to be heavy, when King Alexander, being no older than myself is 
now, had in old time won so many nations and countries : and that 
I hitherunto have done nothing worthy of myself." This occurred 
in 68 B.C., when Cassar received the province of Farther Spain as 
his appointment for having discharged the duties of quaestor. 
Suetonius {Life of Ccesar, Ch VIII .) varies the story, saying that 
Caesar, while on circuit to administer justice, came to Gades, the 
modern Cadiz, and was stirred to his expression of regret seeing by 
there a statue of Alexander in the temple of Hercules. 

b a l d , the reading of A, is replaced by " b o l d " in C, D and E, 
but " bald " is revived in F and appears to Oe Arnold's final reading. 
Yet in the editions published since his death " bold" is again 
printed. It is difficult to settle a text which oscillates in this way. 
" Bold," if not a printer's error, is a vaguely complimentary epithet 
to balance the reference to Alexander. Julius Caesar was pre
maturely bald, and he is said to have combed his hair forward to 
hide the defect ; for similar reasons he is represented on his coins 
as wreathed w^th laurel. On textual grounds " bald " is more likely 
to have been altered to " bold " than rice versa. 

146. m i r r o r o f c h i v a l r y , one in whom all brightly deeds and 
graces are reflected. A common phrase in 17th century English ; 
thus Shakespeare calls Henry V " the mirror of all Christian Kings " 
{Henry V, prologue to Act I I ) . 

The line appears to scan 
" Or that I ren6wn'd | mirror | of chi'v | airy "— 

the inversion of the third stress causing a sudden jerk which spoils 
the rhythm. 

147. A l e x a n d e r the Great, king of Macedon in northern 
Greece, 356—^3 B. C. For the tone of the reference, cf. the words 
which William Morris, in the prologue to The Earthly Paradise 
puts on the lips of Edward III of Efiigland :— 

" For you the world is wide—but not for me. 
Who once had dreams of one great victory 
Wherein the world lay vanquished by my throne, 
And now, the victor in so many an one. 
Find that in Asia Alexander died 
And will not live again ; the world is wide 
For you I say—for me a narrow space 
Betwi«t the four walls of a fighting place." 

XCVIII 5 
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149. S o u d a n , an old English form of " Sultan." " Sowdan ot 
Sur rye" = "Su l tan of Syria" in Chaucer, Tlie Man of Law's Tale, 
177, and Malory, Morte UArtMir, Book V, Ch. viii. Wordsworth in 
Ecclesiastical Sonnets (No. 38) and Tennyson in Columbus revived the 
form " Soldan." 

The " Soudan " referred to is Darius, King of Persia. T h u n d e r ' d 
on. The phrase suggests continuous onward movement and loud 
sound, e.g., the ru.sh of a chariot or the crash of a cavalry charge. 

154. T h e o t h e r s i d e , i.e., the East of Brittany. 

166. B r o c e - l i a n d e , so pointed to be pronounced as three syl
lables. Tennyson in Merlin and Vivia,n correctly makes it four : — 

And in the wild woods of Broceliande. 

Arnold probably did not know that the French form of tiie word 
was Broceliande. This forest in ancient times occupied the centre 
of the Breton peninsula, and is mentioned as existine in the Ifth 
century. A small portion of it survives in the forest of Paimpont in 
lUe-et-Vilaine. 

157. c r e e p s , works its way in through openings in the screen 
of leaves. 

158. M e r l i n , the enchanter of the Arthurian legend, fellow-
worker with King Arthur. , 

159. f a y , fairy. Der. through Old French / r i^ ( = fee)Uom Latin 
fatum, " fate." 

162. p a l f r e y , a saddle-horse as opposed to a knight's war-hor.se, 
and especially used of a woman's horse. 

163. s y l v a n , an epithet so overdone in the classical landscape-
poetry of the last century that " woodland " has almost taken its 
place in verse. Tennyson commented on " sylvan scene " in Paradise 
Lost, IV. 140, and ib. 157, as " undoubtedlv commonplace now, but 
Milton introduced the style." (See his Meitwir, II. p. 519). 

168. l o c k s , F : A to E read " curis." 

179. ' h a v i o u r = aspect, demeanour, as in Hamlet, II. i. 81, " the 
dejected haviour of the visage." The word is a shortened form of 
" behaviour" (commonly used as = ' conduct'). 

180. A line worthy of Wordsworth, and illustrated by his entire 
poem, " Three year.s she grew in sun and shower," especially bv the 
lines— ^ -̂  •' 

" And beauty born of murmuring sound 
Shall pass into her face." 

http://war-hor.se
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The late Greek poet Theocritus has to express the fresh bright 
beauty of a girlish face, the exquisite phrase ear horoosa " with the 
spring in her face." 

181. w i g h t , cf. I. 107 n. 

184. e m p i r e , paramount power: cf. the adj "imperious." So 
Shakespeare, All'.i Well that Ends Well, I i. 54. 

" [May] thy blood and virtue 
Contend for empire in thee ! " 

u s e . The construction is " L e t her use,"/.e., " however she may 
use." 

187. b r a w l i n g b r o o k . Shakespeare, As You Like It, I I . i. 32. 
" The brook that brawls along this wood." 

192. T h r o u g h l a s t y e a r ' s f e r n , F ; A to E read " Through 
the green tern." The fern here mentioned is a tall variety called 
" bracken," very common in Great Britain, growing in poor soil from 
one to two feet high, and in rich soil from eight to ten. In spring 
it puts forth green curled shoots which rise into solitary stems 
with three principal branches. The time of this portion of the poem 
is April cf. line 160) —a date for too early for the full growth of 
the bracken. 

193. f a l l o w - d e e r . " Fallow " = of a pale brownish or yellowish 
colour, and is now used only of the coats of animals. I t distin
guishes the smaller species of yellow deer from the stags or " red " 
deer. 

194. w h o . [Earlier editions have ' which.'—M.H.] 

195. s q u i r r e l s , nimble reddish-brown rodents with bushy tails, 
to which they owe their name. Dtr. through Old French from Low 
Latin scurellus, diminutive of Greek sciouros, " shadow-tail." [" The 
explanation of the Gk. word may be due to popular etymology."— 
Skeat, 1901.] 

197. d i n g l e s , deep, closely wooded dells or hollows—a sense 
which the word appears to have derived from Milton, Comus,'Sl\—312. 

" I know each lane and every alley green. 
Dingle, or bushy dell, of this wild wood." 

The word is of uncertain origin. " A single example meaning 
' deep hollow, abyss ' is known in 13th century; otherwise, the word 
appears to have been only in dialectal use till the 17th century, when 
it began to appear in literature. In the same sense dimble is known 
from the 16th century." It is " according to Ray and in modern 
Yorkshire dialect, the name of a deep narrow cleft between hills " 
(Murray). 
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198. -vvoird, E ; " light" in eariier editions. " Weird " is derived 
froim the Anglo-Saxon wyr<i, "fate," also found as the name of one 
of the " Norns " or goddesses of Fate. Originally then it was a noun. 
!But Shakespeare used it as an adjective in Macbeth, where he calls 
the witches " the weird Sisters," i.c., the Sisters who minister to fate. 
From this association with witchcraft, the word comes to mean 
" supernatural," and so, as in the present line, " wild," " unearthly." 

w o o d p e c k e r , a bird with hard, chisel-like beak, making its 
nest in the holes of trees or wood, which it hollows out by the strokes 
of its bill. Naturalists tell us, in the case of several species of this 
bird, that the sharp sound of its tapping or " chipping " is heard for 
half a mile. 

202. l i ght , F : A to E read " green." 

203. g l i s t er ing , cf. 40 n. p l a y s , F ; A to E read " lay,' 

207. w h i t e a n e m o n e s , the wood-anenome or "wind-flower" 
(Der. Greek a«««to.v, "wind"), so called from an old fancy that it 
opened only when wind was blowing. It is a flower of early spring, 
with delicate white petals set oft* by the dark green of its finely-cut 
leaves. • 

208. pr imroses , a pale yellow flower, common in woods and 
hedgerows anrl by the banks of streams. Poets have specially as
sociated the iiowcr with spring. 

" Primrose, eldest child of Ver, 
Merry spring-time's harbinger,'" 

says the opening song (perhaps by Shakespeare) in the old play of 
The Two Noble Kinsmen. 

The name, in its present form, which is a popular blunder, is traced 
to the French prime rose and Latin prima rosa, " first rose." Really 
it is a corrupted form of the Middle 'ElngWsh primerole and Low Latin 
jwmwZa, a diminutive of the Latin primus, "-first," i.e., the first flower 
of the year. 

209. R a n out . Cf. 15 n. 

213. s a t e , an archaic form of the past tense of the verb •' sit," 

216. w i m p l e , a covering of silk or other material laid in folds 
over the head and round the chin, the sides of the face and the neck. 
Women used to wear it out of doors; it is still a marked feature of 
a nun's head-dress. 

218. b l o s s o m ' d , coveied with blossom. So Chaucer, Parlia
ment of Fowls, 783— 

" A garden saw I, full of blossom'd boughs." 
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Cf. "da is ied" (221), covered with daisies. B>lh adjectives are 
rare in prose 

219 - ' 2 0 . Tiie occult studies roughly L;roupi-'l under the name of 
" magic '" were once supposed to confer upoii a human being familiar 
with them the gift of working wonders by the aid of spirits or by 
mastering the secret forces of nature. The fate of Merlin is an 
instance. In Shakespeare's Tempext the spirit Ariel is similarly shut 
up in a cloven pine-tree; in Ben Jonson's Sid Sheplcerd the shepher
dess E'cirine in H hollow oak, as Merlin is in Tennyson's version of 
the legend. 

The spell here enployed is waving the wimple in accordance 
with a magic formula ; in Tennyson it is effected by mystic steps 
and waving of the hands :— 

" Then, in one moment, she put forth the charm 
Of woven paces and of waving hands." 

With the latter we may compare the " passes "'of the mo lorn 
mesmerist. 

Tne wimple is waved " nine times." Three is a magic number, 
and nine, being three times three, has even more mysterious proper
ties. 

224. The poem ends with a faint echo of Malory's account of 
Vivian :—" And she was ever passing weary of him, and fain would 
have been delivered of him, for she was afeared of him by rause he 
was a devil's son." 


