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ABSTRACT

Most critical studies of Ford are largely general in nature,
mainly because of the comprehensive, 'pioneering' positions critics
have tended to adopt in order to show that Ford is indeed worthy of
our attention. As a result, the major novels and romances -- the

three volumes of Fifth Queen (1906, 1907, 1908), The Good Soldier

(1915), and the four volumes of Parade's End (1924, 1925, 1926, 1928)

-- still need the kind of close, textual analysis that would
demonstrate their value as subtle and intricate works of art. In this
study, I have attempted to provide a detailed examination of these
works.

Perceiving an additional 'flaw' in most evaluations of these
fictions, whereby form and content are discussed as separate entities,
I have focused, instead, on the "rhetoric" of the novels -- on the
ways in which we are made to see Ford's fictional worlds. Seen
through the perspectives afforded by Schorer's "Technique as Discovery",

Booth's The Rhetoric of Fiction and Lodge's Language of Fiction, this

theoretical framework is discussed in the opening chapter. By focusing
upon rhetoric as being an integral part of the process by which we are
moved to a unique view of experience, I try to illuminate some of the
"enigmas" surrounding the selected fictions, as well as counter many of
the negative criticisms that have hitherto appeared.

In my chapter on Fifth Queen, I argue that the rhetoric Ford
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there employs is designed to fully explore the romance form. By
focusing upon the range of effects in the trilogy, we see that,
contrary to its general reputation, Fifth Queen is not a structure
without unity, but a unified "song" of the romance heroine who seeks

to give a shape to experience through a faith in something outside the
self. The other characters in the trilogy fail to respond to
Katherine's qualities, and the rhetorical effects Ford employs bring
out their failings and Katherine's triumph of selfhood. These failings
are especially noticeable in Henry VIII who is incapable of the kind of
love which would take him beyond his own limitations. In many ways,
‘the contrast between Henry's imprisonment in his "passions" and
"prides", and Katherine's freedom through a love for something outside
the self, is a pattern repeated throughout Ford's work.

Any consideration of the rhetoric of The Good Soldier must deal

with the narrator Ford uses to tell his "Tale of Passion". I show how
the values or norms we are made to see as of importance in the novel

are precisely those which help the narrator tell his tale. This is
particularly true of the most important value, passion. Passion enables
Dowell, as faith does Katherine, to transcend the self in order to
escape 1its constraints; as a consequence, he can see things from another
point of view. It also allows him to give experience a form, and,
through this creative act, he finds a degree of self-awareness and
freedom. Passion is the value he comes to see as being the sentiment
that Edward Ashburnham tried hardest to express. It is the sentiment
that Leonora fails to understand. However, Dowell does understand
passion and the "affair" as a whole; as a result, he comes to align
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himself with the "passionate' who are destroyed by a "garrison"
mentality that denies anything exceptional in life.

Passion is also the subject of Parade's End, and the value

which lies behind its telling. Approaching the novel through its
rhetoric, I show how the tetralogy is a unified work, of which the

much maligned fourth volume, The Last Post, is an integral part. The

sequence of volumes is structured in such a way that it explores
various kinds of passion: those that are destructive and imprison the
characters involved, and those that are creative and are seen as a
source of life. We, as readers, experience these passions, and the
shaping of our experience depends upon Ford's successful handling of
his medium -- especially his use of character, point of view,
juxtaposition, language, time and setting. I analyse these aspects of
the novel's rhetoric by tracing them through the entire fabric of the
tetralogy. There emerges an excellent depiction of passion which is

the equal of The Good Soldier.




A NOTE ON REFERENCES

With the exception of The Last Post, all references to Fifth

Queen, The Good Soldier and Parade's End are taken from the highly

selective The Bodley Head Ford Madox Ford, edited and introduced by

Graham Greene (London: The Bodley Head, 1962, 1963). The works

included in this edition are arranged as follows:

Volume One: The Good Soldier

Volume Two: Fifth Queen (The Fiith Queen, Privy Seal

and The Fifth Queen Crowned)

Volume Three: Parade's End (Some Do Not . . .)

Volume Four: Parade's End (No More Parades and A Man

Could Stand Up)

Volume Five: Memories and Impressions (selected and

introduced by Michael Killigrew, and

published in 1971)

In all these cases, the works are cited by their individual titles,

and the page numbers refer to the above edition.

There is no satisfactory edition of the whole of Parade's End.

(In this connection, see Arthur Mizener, The Saddest Story: A

Bilography of Ford Madox Ford (New York, 1971), pp. 586-587.) 1In a

compromise between availability and accuracy, I have used the Bodley
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Head for the first three parts of Parade's End, and have supplemented

it with the first edition of The Last Post, published by The Literary

Guild of America in 1928.

Ford Madox Ford wrote his earlier works under the name of
Ford Madox Hueffer. To avoid confusion, the name Ford Madox Ford is

used throughout.

Enlarging upon the method adopted by Frank MacShane, editor

of Critical Writings of Ford Madox Ford (Lincoln, 1964), I have

decided to indicate all omissions from quoted material by the use of
three asterisks, regardless of the author of the quotation. Such a
procedure was necessary in order to avoid possible confusion arising
from Ford's own prolific and cavalier use of three or four stops
(periods) in succession to indicate, among other things, an unfinished

piece of conversation.

Because of the widespread duplication of important articles
and essays in various collections, I have included the original date
of publication in brackets after the title, when referring in a foot-
note to a reprint of an essay or article. For example:

Mark Schorer, "Technique as Discovery" (1948), in The Novel:

Modern Essays in Criticism, ed. R. M. Davis (New Jersey, 1969),
pp. 75-92.

Fuller details of the date and place of first publication may be found

in the list of works consulted.
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You have, if you want to know how a certain great writer gets
his effects, to go to his works of the imagination, not to his
criticisms; you have, if you want to get at the mainsprings of
his cosmic theories, to go, neither to his autobiography, nor
to his letters -~ but again to his works of art. You must
study these word by word; cadence by cadence and paragraph;
and then, going back again to the beginning of each paragraph,
you must read it through swiftly so as to get the general
effect . . . And still more, you must ask yourself over and
over again: Why did this writer think out these words, these
vowel colourings, these rhythms, these cadences? He thought
them out of course, so that he might please the Reader. But
why did he think that they would please the Reader? . . . If
you find the answer to this last question you will have
discovered the secret of your author's technique.

Ford Madox Ford, Thus to Revisit: Some Reminscences.




INTRODUCTION

i

Posterity will quite rightly make its own choices * % % .
In the meantime, Ford requires a special effort of the
critical imagination. He keeps evading us. All the
insight and palaver of current criticism, all the
machinery and abracadabra of current research, as valuable
as much of it is, has fallen short of achieving really
useful definition and appreciation. 'He is at the moment',
Richard Foster writes, 'a kind of submerged leviathan,
discernible only as an airy spout above a vague, vast
ground of surrounding shadow.' Ford, it seems, still
resists literal and direct explication. Like his
contemporaries seeking to explain his personality, we

will probably have to resort to the accuracy of metaphor
in order to define and appreciate the complexities and
contradictions Ford and his work offer us.

For the initiate in Ford's fiction, this statement, by one of

the leading critics on le jeune homme modeste, may appear somewhat

extraordinary, considering that the past decade has seen a substantial
volume of criticism claiming to reveal the qualities found in the Fifth

Queen, The Good Soldier and Parade's End. In addition to two

biographies by Frank MacShane and Arthur Mizener,2 there have been full~

length critical studies produced by Cassell, Ambrose Gordon, Jr.,

1Richard A. Cassell, "Introduction" to Ford Madox Ford: Modern
Judgements (London, 1972), p. 28.

2F. MacShane, The Life and Work of Ford Madox Ford (London,

1965).

A. Mizener, The Saddest Story: A Biography of Ford Madox Ford
(New York, 1971).




C. G. Hoffman, Robert Huntley, Norman Leer, R. W. Lid, John Meixmer,
Carol Ohmann and Paul Wiley,3 together with many articles and mono-
graphs offering readings of individual novels, particularly The Good
Soldier. Yet, as Cassell points out, not only does Ford himself retain
an air of mystery, but this is also true of his novels and romances:

"« % % the enigmas [The Good Soldier] still poses to its critics warn

us we have much to learn and understand."4

Given the quantity of criticism, one wonders how such a
situation can have continued to exist. On the one hand, it could be
due to the poor quality of the commentaries that have hitherto appeared,
an opinion not entirely supported by the evidence. Alternatively, this
predicament may have been caused by several related factors. There is
the sheer complexity of the works themselves, marked by Ford's ability

to multiply the parts to madness, as James says of Balzac;5 his capacity

3R. Cassell, Ford Madox Ford: A Study of his Novels (Baltimore,

1961).
A. Gordon, Jr., The Invisible Tent: The War Novels of Ford
Madox Ford (Austin, 1964).
C. G. Hoffman, Ford Madox Ford (New York, 1967).
H. R, Huntley, The Alien Protagonist of Ford Madox Ford
(Chapell Hill, 1970).

N. Leer, The Limited Hero in the Novels of Ford Madox Ford
(Michigan, 1966).

R. W. Lid, Ford Madox Ford: The Essence of his Art
(Los Angeles, 1964).

C. Ohmann, Ford Madox Ford: From Apprentice to Craftsman
(Middleton, 1964).

P. Wiley, Novelist of Three Worlds: Ford Madox Ford (New York,

1962).
These studies will be referred to and discussed in connection with the

individual works under analysis.

4R. Cassell, "Introduction", p. 23.

SH. James, "The Lesson of Balzac' (1905), in The Future of the
Novel, ed. Leon Edel (New York, 1956), p. 1lll.




for weaving endless strands into wholes for which Meixner's image of
"cat's cradle", taken from the Fifth Queen trilogy, serves adequately.6
Concomitantly, there is an apparent tendency among critics to simplify
the artifact they are examining, a failure to respond to its intricacy
through a thorough and painstaking analysis. This is undoubtedly the
result of having attempted to cover too much ground in too short a
space, a procedure that, in the early stages of the recent Ford revival,
can be explained by the need for a pioneering or championing stance.
Thus, the typical study has chapters on Ford's art, his world view, his
life, combined with individual sections on the early novels, The Good

Soldier, Parade's End and the late novels, all in the course of a three-

hundred-page examination. Considering the number of novels and romances
Ford wrote, together with his notable 'extra-curricular' activities, the
outcome of this kind of survey is, to say the least, general. Or,
conforming to the dictates of academic survival, the critic has been
forced to compress his or her findings into the fifteen-page article
demanded by the modern scholarly journal. Again, the results have been
generalized attempts to place Ford into an accessible category from
which he fortunately escapes.

For example, Richard Cassell confesses that his book "is frankly
not an exhaustive analysis, but a survey % * =* ."7 So does Paul Wiley:
"Since moreover, the scope and general bearing of Ford's effort are

neither widely known nor fully appraised, I have tried to do some

6Ford Madox Ford's Novels, pp. 8-9.

7Ford Madox Ford, p. xi. .




justice to the bulk of his novels without giving special weight or

assigning a pivotal function to The Good Soldier or to the Parade's End

tetralogy."8 Conversely, John Meixner introduces his study in the

following manner:

The full appreciation of Ford's superb and complex art can be
meaningfully felt, of course, only through close examination
of the specific novel, for it involves his masterly handling
and modulation of many matters: of exposition, point of view,
character, narrative treatment and sequence, mood, style, tone,
rhythm, and the variety with which these are fitted together.
(And such elucidation will be one of the major tasks of this
book, notably in the sections on The Good Soldier and Some Do
Not and to a lesser deggee on the Fifth Queen trilogy,

Mr. Apollo and A Call.)

However, his commendable declaration of intent is not fully realized in
the main body of the text; in the three-hundred pages of his book, only

sixty-seven are devoted to Parade's End, a work whose first three

volumes stretch to eight-hundred and twenty-six pages in the Bodley Head
edition. Though quantity by no means rivals quality, such an examina-
tion can hardly lay claim to being exhaustive. On the other hand
studies, like Norman Leer's, that take a particular slant towards Ford's
work tend to be more preoccupied with that bias than with a thorough
analysis.

As pointed out previously, at the time the initial surveys
appeared, there was perhaps a need for an overview of Ford's literary
career, allowing us to see connections between the major and lesser-

known works. But, for all their efforts, the attempts to make a case

8Novelist of Three Worlds, p. viii.
9

Ford Madox Ford's Novels, p. 10.




for the minor novels have not been successful. Indeed, they have teaded
to draw our attention away from what matters in Ford's major productions.
It still seems right to say, with R. P. Blackmur, that '"when we speak of

Hueffer as a novelist" we are talking about The Good Soldier and Parade's
10

End, with a few notable exceptions like the Fifth Queen trilogy.
Though posterity may reverse Blackmur's estimate, and while no critical
judgement can or should ever hope to be more than tentative, it appears
difficult, at this time, to make any claims of greatmess for the

majority of Ford's oeuvre. To repeat the evaluation made by Ezra Pound:
"His own best prose was probably lost, as isolated chapters in unachieved
and too-quickly-issued novels."11 For the most paft, Pound's criticism
is all too sadly true.

Bearing in mind these assessments in the light of the number of
surveys that have been published, there is no longer a need for a study
of Ford that takes into account everything he wrote. However, because
a good many existing studies are far too general in nature, Ford's major
fictions still deserve and require the kind of attention that might be

deemed exhaustive, involving a close analysis of such books as The Good

Soldier, Parade's End and the Fifth Queen. Directing our interest
towards this end, to borrow Meixmer's terminology, will involve
demonstrating in detail how well Ford handles "many matters",

particularly if we are to reinforce the still tenuous judgement that

loR. P. Blackmur, "The King over the Water: Notes on the Novels

of F. M. Hueffer" (1948), in Modern British Fiction, ed. M. Schorer
(New York, 1961), pp. 138-139.

11Ford‘s obituary by Ezra Pound (1939), in Ford Madox Ford: The
Critical Heritage, ed. F. MacShane (London, 1972), p. 218.




these works are indeed major. For specific reasons, that will be
discussed subsequently, my emphasis upon Ford's handling of the medium
with which he is involved will stress the rhetoric of his fiction. That
is, our attention will be focused upon the process by which Ford
involves his readers in the creative world he fashions, as he seeks to
guide them to a unique view of experience. Through such an examination
of the rhetoric of the selected novels and romances, it will be possible
to show how far they warrant as much praise as many of those novels that

are now valued as “classics".

ii

It is because this study aims at a thorough examination of the
process of Ford's major novels and romances that the term "rhetoric" is
peeferred to "technique" or "techniques": the former implies a degree
of control and persuasion, of making the reader, not contained in the
latter; while it can also enable us to overcome the distinction that has
been drawn between artistic and moral interests. Hitherto, Ford's
critics have tended to differentiate between these two concerns, to deal
with "Ford's Theory of Fiction" and "Ford's Vision of His World" in
separate sections or chapters -- a proclivity that is alded by the

ready-made counters of Ford's own critical statements: "le mot juste”,

“"progression d'effet" and so forth.12 These terms can serve a purpose,

but they can also seduce the critic into a position where he

121n this connection, see the studies by Cassell and Meixmner.



compartmentalizes effects under these headings without showing how they
have been achieved, and how they relate to the way in which Ford controls
our vision of his fictional world. In other words, too great an
emphasis has been placed upon a false dichotomy between form and content
~- a situation that has been encouraged by Ford himself. While paying
due attention to the skills of "rendering'", and the other tenets of
Impressionism outlined in his books on Joseph Conrad and Henry James,l3
Ford tended to underplay the moral import of his fiction and the way it
is controlled by the process of "rendering'. Thus, at one point, he
declares: "x % % 1 am interested only in how to write, and * * % I care
nothing -~ but nothing in the world! -- what a man writes about. 1In the

end that is the attitude of every human soul -- only they don't know

it."14 wl5

Yet, he could also write books of 'propaganda and detest
Cervantes for having destroyed the idea of chivalry.16

Such vacillation on Ford's part is reflected by those critics
who are eager to remain true to the spirit of some of their mentor's
statements. To use Ford's terminology, they have divorced the "how"

from the "what', have left the "how" for a general consideration under

convenient headings and have consequently dealt with the "what" as an

13In addition, see Critical Writings of Ford Madox Ford,

ed. F. MacShane (Lincoln, 1964), pp. 33-103.

14F. M. Ford, Thus to Revisit: Some Reminiscences (London,

1921), p. 32.

Lryid., p. 18.

16F. M. Ford, The March of Literature from Confucius' Day to

OQur Own (New York, 1938), pp. 680-681.




igsolated entity. This has resulted in a noticeable readiness to launch
into moral judgements that overlcok the inseparability of form and
content, the way in which the "how" and "what" are united. By focusing
upon the rhetoric of Ford's fiction this error can be avoided, as an
understanding of the concept involves an awareness of the delicate
balance that exists between these two entities.

One critic who has attempted to deal with the problems arising
from an erroneous distinction between form and content is Mark Schorer,
whose judgement of John Dowell my discussion, ironically, will oppose.
The initial propositions of his article, "Technique as Discovery", are
well worth examining, since they outline a general fault in recent
criticism of Ford's fiction.l7 Schorer argues that, with the "exacting
scrutiny of literary texts" typical of much of the "New Criticism”, we
have come to see that in poetry form and content are not divisible:
"Modern criticism has shown us that to speak of content as such is not
to speak of art at all, but of experience; and that it is only when we
speak of the achieved content, the form, the work of art as a work of
art, that we speak as critics. The difference between content, or

experience, and achieved content, or art, is technique."18

A definition
as broad as this one should make it difficult to continue with the
fracture between form and content that has been prevalent among critics

of The Good Soldier -~ the inclination, that is, to deal in moral

17M. Schorer, "Technique as Discovery" (1948), in The Novel:

Modern Essays in Criticism, ed. R. M. Davis (New Jersey, 1969),
pp. 75-92,

181p1d., p. 75.

—————




judgements about the narrator without paying due attention to the form
in which the story is told. In addition, an understanding of Schorer's
point of view would help us avold the superficial criticisms of the
Fifth Queen trilogy that overlook the kind of effects for which Ford is
reaching, given the genre he is dealing with.

Using the term "technique", as expounded by Schorer, can assist
the critic in overcoming these problems by its emphasis upon the process

of fiction:

When we speak of technique, then, we speak of nearly everything.
For technique is the means by which the writer's experience,
which is his subject matter, compels him to attend to it;
technique is the only means he has of discovering, exploring,
developing his subject, of conveying its meaning, and, finally,
of evaluating it. And surely it follows that certain techniques
are sharper tools than others, and will discover more; that the
writer capable of the most exacting technical scrutiny of his
subject matter, will produce works with the most satisfying
content, works with thickness and resonance, works which
reverberate, works with maximum meaning.

If we are not able to '"regard as seriously intended criticism of poetry
[that] which does not assume these generalizations",20 then, Schorer
argues, a case should be made for the same conditions to apply to
criticism of the novel. We should seek to avoid the view that treats
the novel "as though its content has some value in itself", where
technique is discussed as a "supplementary element" that acts as an
"embellishment" and is something "given". Instead, technique should be

thought of as "the means of exploring and defining the values in an area

rpid.

2OIbid.
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of experience which, for the first time then, are being given."21

It 1is clear that, in his definition of technique, Schorer
includes 'nearly everything", even though he confines his use of the
phrase to point of view and language "as used to create a certain
texture and tone which in themselves state and define themes and
meanings."22 (We may also include less obvious concerns such as the
writer's handling and use of character or imagery.) Approximating his
interpretation with T. S. Eliot's term "convention'" -- "any selection,
structure, or distortion, any form or rhythm imposed upon the world of
action"” by which "our apprehension of the world of action is enriched
or renewed" —- he enlarges upon his all-encompassing definition as
follows: "In this sense, everything is technique which is not the lump
of experience itself, and one cannot properly say that a writer has no
technique or that he eschews technique, for, being a writer, he cannot
do so. We can speak of good and bad technique, of adequate and
‘inadequate, of technique which serves the novel's purpose, or
disserves."23 Schorer's argument encourages us to think of all aspects
of "technique" as an integral part of the artistic process, as the
writer guides his readers towards their apprehension of the novel's
"achieved content". We watch and take part in this process, keeping our
eyes forever on the way in which our responses are moulded. For his

part, as Ford himself points out in an article entitled "Techniques",

2l1p14., p. 76.

22Ibid.

231p44., p. 77.
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the author must "have [his] eyes forever on [his] Reader. That alone
constitutes . . . Technique!"24 Or, to use an argument put forward by
Henry James and Wayne C. Booth, the author must be aware of the way in
which he "makes" his readers, deciding how much he should give them or
how far they should be left to make their own inferences from a
particular scene. It is this sense of control that is implied by
Schorer's use of the term "technique", Eliot's word "convention", and
Ford's idea of the author keeping his eyes upon the reader. The
critic's task is to determine how well the artist has achieved his
goal.

In a discussion of the elements of control in Ford's fiction,
"technique" might indeed have been a suitable expression, were it not
that it does carry connotations of embellishment and is often dealt
with, by critics, in a fragmentary manner. Schorer's own preoccupation
with the function of language and point of view in fiction exhibits
such a tendency to move away from seeing 'technique’ as "nearly every-
thing". Consequently, he ends up by making too radical a judgement of
works that do not practise these two concerns in the way he desires.25
His narrowing of interest illustrates the dangers of using a term like
"technique", since it is generally thought of in a more limiting context
than that which is covered by Schorer's originally broad definition.

Wayne C. Booth, however, is fully aware of the difficulties that

confront a critic who is about to deal with the subject of "technique"

2I‘F'. M. Ford, "Techniques" (1935), in Critical Writings of Ford
Madox Ford, p. 71.

25"Technique as Discovery", pp. 76-77.
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in its widest sense:

% * * 'technique' has at times been expanded to cover all
discernible signs of the author's artistry. If everyone used
'technique’ as Mark Schorer does, covering with it almost the
entire range of choices made by the author, then it might very
well serve our purposes. But it is usually taken for a much
narrower matter, and consequently it will not do. We can be
gatisfied only with a term that is as broad as the work itself
but still capable of calling attention to that work as the
product of a chggsing, evaluating person rather than as a self-
existing thing.

Booth confronts the problem with a critical vocabulary based upon a
concept of "rhetoric", which, in many ways, is a synonym for Schorer's
term "technique'": "My subject is the technique of non-didactic fiction,
viewed as the art of communicating with readers -~ the rhetorical
resources available to the writer of epic, novel, or short story as he
tries, consciously or unconsciously, to impose his fictional world upon

the reader."z7 His argument, in The Rhetoric of Fiction, has undergone

later challenge and refinement, a process clearly visible in an article
carried in Novel as one of its "Second Thoughts Series".28 Here, Booth
enlarges upon the thesis of his original book:

The Rhetoric of Fiction asks, as Kenneth Burke had been doing
in a different way, that we think of the poem not primarily as
meaning or being but as doing. In place of analyses of poetic
form, descriptions and interpretations of types of action or
plot (with their power to produce an effect indicated, but not
exclusively dominant), I look at effects, at techniques for
producing them, and at readers and their inferences. In place
of a classification of literary kinds, I give an analysis of

26wayne C. Booth, The Rhetoric of Fiction (Chicago, 1961),

p. 74.
27"Preface" to The Rhetoric of Fiction.

28wayne C. Booth, "The Rhetoric of Fiction and the Poetics of
Fictions", Novel, I (1968), 105-117.




13

interests and (as in the Emma chapter) manipulations of

interests. In place of an analysis into the poetic elements

of the internal structure (plot, character, thought, diction)

nmy elements become identical with the three that one finds in

all rhetoric, author, work, audience: authors and their

various surrogates and spokesmen; works, and their various

arrangements for effect; audiences, and their preconceptions

and processes of inference.
One need not agree with everything Booth says here, especially in the
latter part of the quotation. Yet, stated briefly, it can be seen that
he is attempting to undermine the commonly-held notion that artistic
success is necessarily defined in terms inherited from the novels and
criticism of Henry James.3o As the regular occurrence of the word
"Jamesian" illustrates, modern critical assumptions taken from James's
theoretical asides have been given the status of an unquestioned dogma
that implies a superior value without examination of first principles.

Booth tries to show that there are many ways in which to write

'good' novels, and that our considerations of value must always be alive
to this possibility; so that our appreciation of the genre becomes
descriptive rather than prescriptive. His argument attempts to force
some of the admirers of the so-called "Jamesian" school to shed their
quasi-religious fervour in favour of a more exacting and open-minded

analysis of novels both by their champion and other writers. Booth

makes his challenge by examining "'rhetoric", that is, the "“doing"

291b44., 113.

30Killham and others argue that ideas about artistic success
are largely matters of taste. See J. Killham, "My Quarrel with Booth",
Novel, I (1968), 267-272. Needless to say, Killham's argument, if
supported, would lead us to a position where English Studies resembled
the Stock-market, as James's value sagged and boomed. While, in many
respects, this situation may appear to exist, it is not one with which
we should remain content.


http:inference.29

14

element in fiction which he defines more clearly in his article in
Novel. Of equal significance, in so far as my examination of Ford's
major novels and romances is concerned, is Booth's argument that all
novelists utilize "rhetorical resources" in order to make us see their
unique fictional worlds, and that they must therefore be engaged in
forms of judgement, no matter how objective each novelist tries to be.
Booth pursues his argument about rhetoric and the moral
dimension of fiction by arguing that the traditional distinction between
"showing" and ''telling" is an arbitrary one: "Everything [the author]
shows will serve to tell * * x . In short, the author's judgement is
always present, always evident to anyone who knows how to look for
it. * * * we must never forget that though the author can to some
extent choose his disguises, he can never choose to disappear."31 His
realization stems from a query as to how an episode ''told" by Fielding
can appear more vivid than one ''shown" by many poor imitators of Henry
James.32 He continues: "Such questions force us to consider closely
what happens when an author engages a reader fully with a work of
fiction; they lead us to a view of fictional technique which necessarily
goes far beyond the reductions that we have sometimes accepted under the

T "33

concept of 'point of view. His solution is to treat all artistic

31Ibid., p. 20. Also: '"The author cannot choose whether to use
rhetorical heightening. His only choice is of the kind of rhetoric he
will use'" (p. 116).

32For an interesting discussion of Fielding in the light of what
Booth calls '"'the rhetoric of character and event" see Sheldon Sacks,
Fiction and the Shape of Belief: A Study of Henry Fielding (Los Angeles,
1964). This book was found helpful for the chapter on the Fifth Queen.

33The Rhetoric of Fiction, pp. 8-9.




15

‘

flourishes as, in some sense, rhetorical: "the rhetoric of titles",
"the rhetoric of ficelles", "the rhetoric of character and event", to
name but a few. It is an argument that allows him to deal with the
rhetorical "manner" even of Henry James, as he sees it, for instance,

in The Portrait of a Lady:

Thus we have the other main characters invented to reveal
Isabel, and the ficelle invented to help reveal all of them.
When we add such 'friends of the reader' to the explicit
commentary -- in the opening paragraph, for example, with its
ornate and personal description of 'afternoon tea' -~ we find
a large share of the book falling on the side of rhetoric
consciously directed to the reader; almost nothing ex&ept
Isabel's character is left on the side of 'subject.'3

Booth's insights allow him to conclude The Rhetoric of Fiction

with a statement that, in many ways, could serve as an epigraph for my
study:

The author makes his readers. If he makes them badly -- that
is, if he simply waits, in all purity, for the occasional

reader whose perceptions and norms happen to match his own, then
his conception must be lofty indeed if we are to forgive him for
his bad craftsmanship. But if he makes them well -- that is,
makes them see what they have never seen before, moves them into
a new order of perception and experience_altogether -- he finds
his reward in the peers he has created.

341p1d., p. 103.

351bid., pp. 397-398. Booth's conclusion owes a great deal,
ironically enough, to James's essay ''The Novels of George Eliot" (1866),
in A Century of George Eliot Criticism, ed. G. S. Haight (London, 1966),
pp. 43-54. James's words are: 'In every novel the work is divided
between the writer and the reader; but the writer makes the reader very
much as he makes his characters. When he makes him ill, that is makes
him indifferent, he does no work; the writer does all. When he makes
him well, that is, makes him interested, then the reader does quite
half the labour" (p. 48). It is a debt Booth partially acknowledges
in The Rhetoric of Fictiom, p. 302.
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Certainly, the passage has acted as a stimulus for my analysis of Ford's
major fictions. It has enabled me to take the technical resources Ford
employs in a way that will allow for seeing an individual work as a
shaping medium which moves the reader to an awakened serise of experience,
where every brushstroke is directed towards this goal. The ensuing

discussion of the Fifth Queen, The Good Soldier and Parade's End will

therefore make substantial use of Booth's argument that 'the whole art
of fiction" should be '"viewed in the rhetorical mode."36 In doing so,
it is hoped that many of the errors found in previous criticism of Ford,
such as the dichotomy between form and content and the absence of

detailed analysis, may be avoided.37

i1ii

The concept of the rhetorical dimension of fiction can, there-

fore, contribute towards a further understanding of Ford's major

36”The Rhetoric of Fiction and the Poetics of Fictions', 110.

37Another critic who has exercised a significant influence on

the present study is David Lodge, in his book Language of Fiction
(London, 1966). His emphasis upon the importance of language and his
ability for close readings of novels are of particular value. It is
worth recording that, as indicated by the following statements, Lodge
is aware of his own debt to both Booth and Schorer: "In the criticism
of fiction we have learned, notably from Wayne Booth, to use 'rhetoric'’
as a term for all the techniques by which a novelist seeks to persuade
us of the validity of his vision of experience, a vision which cannot
usually be formulated in abstract terms" (p. 147). 'In short, what I
am suggesting is that in literary discourse, the writer discovers what
he has to say in the process of saying it, and the reader discovers what
is said in responding to the way it is said" (pp. 64-65). These two
quotations underline much of what has been said in this introduction.




productions, as it can help us see "how a certain writer gets his
effects", how he pleases his readers and allows them "to get at the
mainsprings of his cosmic theories'. It is an interesting coincidence
that this is the kind of study of fiction Ford himself recommends:

"You must study [the artist's work] word by word; cadence by cadence

and paragraph % * % ."38

What 1is required, then, is an analysis that
takes into account the unique character of the individual work being
considered, through looking at the way in which the writer gets his
effects by the use of, for example, language, landscape, colours, myth
or the delineation and juxtaposition of characters. For the latter is
as important a part of the novelist's rhetoric as the more readily
perceivable concerns which have generally been thought of under the
heading of "technique'". Thus, the following discussion of the Fifth
Queen will pay close attention to Ford's handling of characters within
the context of romance -- which is what that trilogy is. It is hoped
that my approach will raise our appreciation of not only the Fifth

Queen, but also of the other novels under scrutiny.

17

38F. M. Ford, Thus to Revisit: Some Reminiscences, p. 85.




II

RHETORIC AND ROMANCE IN THE FIFTH QUEEN

% * % the worst historical novelist is better for giving you
a sense of vicarious experience than the most industrious of
compilers of scientific evidence., And the novelist is there
to give you a sense of vicarious experience. What without
him would you know? A Little Less Than Gods

With regard to the Fifth Queen, any answer to Ford's question

must take the form of a defence of the trilogy in an effort to enable
an understanding of the 'knowledge' the work possesses and the way in
which we are brought to see it. PFor past critics of this series of
historical romances have generally been impervious to its qualities,
largely basing their derogatory comments upon erroneous assumptions
about the genre to which the Fifth Queen belongs, many holding to the
tacit belief that, as novels, these volumes should conform to
undisclosed, unanalysed canons of realism. This chapter will attempt

to counter these arguments by paying close attention to the kind of work

with which we are dealing, "A Romance", as Ford calls The Fifth Queen

Crowned, and the type of effects and techniques available to the author
and how these are utilized -- that is, its rhetoric. By dealing with
these two concerns, it is hoped this analysis will detail the kind of
'knowledge' the trilogy provides.

It is worth glancing at some of the previous criticism of the

18
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series 1n order to isolate and avoid the pitfalls into which critics
have fallen. On the whole, discussions of the Fifth Queen have been
limited to a preoccupation with seeing the trilogy as novels. Given
this, it is only to be expected that the result will be negative judge-
ments about the "stock sentimental heroine"1 and the "unconvincing world,
too black and too white to resemble the one that really turns on its

2

axis.”"® In a "historical novel of manners", Katherine Howard becomes

% % % divine, not human, and her end not a rounding off of

the novel's vision of reality but an apotheosis. This is the
price Ford has to pay in order to get an image of 'justice' into
a fiction wholly committed to 'reality.' Having committed him-
self to this kind of ending, he wrote it eloquently. But it is
impossible not to wish that he had not ignored the full implica-

tions of the human,situation he so beautifully imagined in the
body of the novel.

These evaluations might have been very different if the critics concerned
had paid more attention to the kind of work with which they found them-
selves confronted. An awareness that the Fifth Queen is a romance would
have required an effort to escape the prevalent "General Rules” attacked
by Wayne Booth.

One critic who does make the effort is Samuel Hynes, though he
too finally judges the Fifth Queen series as being "properly novels“.4
However, some of the distinctions he draws about Ford's earlier fictions

can help us to arrive at a point of departure that will enable a more

1John Meixner, Ford Madox Ford's Novels, p. 62.

2C. Ohmann, Ford Madox Ford, p. 31.

3A. Mizener, The Saddest Story, pp. 476-477.

4S. Hynes, "Ford and the Spirit of Romance", Modern Fiction
Studies, IX (Spring, 1963), 22.
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just reading of the trilogy. In particular, Hynes wishes to focus our
attention upon the term romance which, though 'one of the trickiest of
literary terms", will allow the reader to avoid simply "[calling] all
works of prose fiction of an appropriate length novels, and [judging]
them by a single system of critical standards."5 He acknowledges that
"this kind of fiction is nourished by falsehood" since:

Fictional romance alters the world as we know it, and creates
in its place a 'world-of-the-work' which is simpler, and less
abrasive than our own, and which consequently appeals to the
human will to escape (as the novel, presumably, appeals to

our will to know). The romantic escape is most readily
achieved through physical removal * # * . But one may also
remove in time, and write historical romance, or simplify the
present, and write contemporary romance % * * , Of the two
most popular modern forms of romance, one -~ the Western -- is
removed in time and space to an American 'Green World', while
the other -- the detective story —-- remains in a 'world-of-the-
work' which is apparently a model of the real world, but is in
fact morally rigged. Both are properly romances, for both
offer us simplified worlds with simple problems, in which we
can unerringly ally ourselves with right and innocence, and in
which pure~and-simple justice is invariably done.

One might wish to question whether it is only the novel that "appeals to

our will to know'", and suggest that, as Booth has shown, all works of fiction
are in some sense ''morally rigged'. However, Hynes does enable us to

see Ford's earlier productions in a more sympathetic light, as romances.

In addition, Ford emerges, in Hynes's view, as a '"romancer' whose

“"romancing habit of mind" found its fulfilment in "impressionism'':

Ford's impressionism is his theory of subjective reality applied
to literary form; it is the method by which experience, trans-

formed by romancing memory, may be rendered -- the method, in
5Ibid., 18.
6

Ibid., 18-19.
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short, of his major novels, But it is also the method of his
autobiographical writings, his discursive books, and even his
literary criticism *# * * . Impressions are the appearances of
things, subjectively recorded; memories are past Impressions,
colored by romance; neither has any necessary relation to
verifiable fact, but together they compose what is valuable
for an artist.

As John Dowell and most of the characters in Parade's End illustrate,

the memory of experience is as important as the experience itself, for
it is within the shaping context of memory that the event begins to
find its full value. In the absence of memory, experience remains a
series of fragmented pieces, without form or meaning.

Hynes shows that the idea of romance and the form of romance are
central to an appreciation of Ford's early fictions, as well as being
important contributors to his later and more widely-acclaimed novels,

The Good Soldier and Parade's End. It is to be regretted that he did

not pursue his insights into the Fifth Queen, choosing instead to define

the series as '"properly novels':

For one thing, the world of these novels is not rigged; passions
are complicated, motives complex and obscure, evil a powerful
human reality. Ford's major themes —- the need for love, the
need for money, and the need to behave well under pressure —-
are all there, and all treated without the simplification of
romance. The books have the texture of actuality, a realized
and vividly particular Tudor England of mud and cold, as well

as of crowns and royal splendour. Ford was always at his best
in dealing with conditions of human deprivation, and the storyvy
of Katherine Howard, as he tells it, was 1deal for his talents.
*# % * [It] is worth noting that history did not provide him with
a queen who was piously Catholic, but thgt he made her into one,
and in doing so made romance into novel.

7Ibid., 24, This statement provides an answer to critics, like

Leon Edel, who deplore Ford's '"myth-making" abilities. See L. Tdel,
Henry James: The Master. 1901-1916 (London, 1972), pp. 38-45.

8

"Ford and the Spirit of Romance", 22.
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It 18 curious that Hynes should denote the making of Katherine into a
religious figure as being the singular talent of the novelist rather
than the romancer. One would have thought the opposite would have been
the more accurate assertion. In addition, as will be discussed, the
moral framework is not as complex as Hynes would have us believe.

Certainly, when placed beside The Good Soldier, the lines are more

clearcut, the characterization more stylized, the use of myth more
pronounced and more essential to the structure of the trilogy than in
the later novel. All in all, we would do the Fifth Queen a greater
service by seeing it as a romance. This does not mean that there is any
need to apologize for the work, or to make undue allowances. Instead,
we should be prepared to meet the trilogy on its own terms, and judge it
accordingly,

Yet, as the majority of criticism on the Fifth Queen shows,
readers do tend to view the idea of romance as evoking thoughts of
"escapism, fantasy and sentimentality".9 But, as Richard Chase has
argued, "in the very freedom of romance from the conditions of actuality

there are certain potential virtues of the mind, which may be suggested

»10

by such words as rapidity, irony, abstraction, profundity. In the

context of the American tradition, the romance could allow the writer
to introduce "dark and complex truths unavailable to realism", often

resulting in "romantic nihilism, a poetry of force and darkness."ll

9Richard Chase, The American Novel and its Tradition (New York,
1957), p. x.

0rp1d.

Yrpid., p. xi.
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These "virtues" are the result of our being aware of the kind of
rhetoric open to the romancer, the various effects he has at his
disposal. As Chase points out, the romance

% % % must signify, besides the more obvious qualities of

the picturesque and the heroic, and assumed freedom from the
ordinary novelistic requirements of verisimilitude, develop-
ment, and continuity; a tendency towards melodrama and idyl;
a more or less formal abstractness and, on the other hand, a
tendency to plunge into the underside of consciousness, a
willingness to abandon moral questions or to ignore the
spectacle of man in societz, or to consider these things only
indirectly or abstractly.l

While the last part of Chase's definition undergoes some subsequent
modification, it is nevertheless a view with which several writers

would appear to agree. In his Preface to The House of the Seven Gables,

Hawthorne tries to make his readers aware of the "assumed freedom"

allowed a romancer:

When a writer calls his work a Romance, it need hardly be
observed that he wishes to claim a certain latitude, both as
to its fashion and material, which he would not have felt
himgsel: entitled to assume had he professed to be writing a
Novel. The latter form of composition is presumed to aim at
a very minute fidelity, not merely to the possible, but to
the probable and ordinary course of man's experience. The
former -- while, as a work of art, it must rigidly subject
itself to laws, and while it sins unpardonably so far as it
may swerve aside from the human heart -- has fairly a right
to present that truth under circumstances, to a great extent
of the writer's own choosing or creation. If he think fit,
also, he may so manage his atmospherical medium as to bring
out or mellow the lights and deepen and enrich the shadows
of the picture.13

12044, , p. ix.

13Nathanie1 Hawthorne, "Preface'" (1851) to The House of the
Seven Gables (New York, 1961), p. vii.
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The freedom to '"claim a certain latitude" is also a principle Henry
James sees as being a primary one of the romancer's art:

The only general attribute of projected romance that I can see,
the only one that fits all its cases, is the fact of the kind

of experience with which it deals -- experience liberated, so

to speak; experience disengaged, disembroiled, disencumbered,
exempt from the conditions that we usually know to attach to

it and, if we wish so to put the matter, drag upon it, and
operating in a medium which relieves it, in a particular
interest, of the inconvenience of a related, a measurable state,
a state subject to all our vulgar communities. The greatest
intensity may be so arrived at evidently -- when the sacrifice
of community, of the 'related' sides of situations, has not

been too rash. It must to this end not flagrantly betray
itself; we must even be kept if possible, for our illusion,

from suspecting any sacrifice at all. The balloon of experience
is in fact of course tied to the earth, and under that necessity
we swing, thanks to a rope of remarkable length, in the more or
less commodious car of the imagination; but it is by the rope we
know where we are, and from the moment that cable is cut we are
at large and unrelated: we only swing apart from the globe —-
though remaining as exhilarated, naturally, as we like,
especially when all goes well. The art of the romancer is,

'for the fun of it,' insidigusly to cut the cable, to cut it
without our detecting him.1

In one sense, it is to Ford's credit that the majority of his readers
have not nnticed how the romancer has "cut the cable".

In viewing the trilogy as being properly romances, we should
therefore be prepared for this "latitude", for '"the kind of experience"
with which the romancer is dealing. The rhetoric of his art, the way
in which he makes us see his fictional world and the fundamental values
operating there, deals in larger effects than those commonly adhered to
by the novelist concerned with questions of possibility or probability.

As already pointed out, in a romance there can be a more readily

14Henry James, "Preface" (1907) to The American, in The Art of
the Novel, ed. R. P. Blackmur (New York, 1934), pp. 33-34.
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perceivable moral climate; the issues may be dealt with in black and
white terms, and the hero or heroine is not as likely to be found amid

the ambiguities of experience as his or her counterpart in the modern,
realistic novel. As in the charges of incredibility levelled at Katherine
Howard, critics have revealed their unwillingness to deal with this
rhetorical dimension of the Fifth Queen. Therefore, it is well worth
making some preliminary comments about Ford's heroine, particularly the

role she plays within the context of romance.

11

To use Richard Chase's description of Isabel Archer, Katherine
Howard is engaged in a "romance of the self" which involves the
discovery of identity. Katherine shares some affinities with James's
heroine: '"[Isabel] believes that the self finds fulfilment either in
its own isolated integrity or on a more or less transcendant ground
where the contending forces of good and evil are symbolized abstractioms.

She sees her fate as a spiritual melodrama."15

Unlike Isabel, Katherine
remains within the framework of romance, and does not face the kind of
self-doubt and self-questioning undergone by the former, especially in

chapter forty-two of The Portrait of a Lady. In short, there is not the

confrontation with the memory of experience undergone by Isabel, as well
as John Dowell and characters like Mark and Christopher Tietjens. For

Katherine's memory, her storehouse of experience, is firmly planted in

15The American Novel and its Tradition, p. 131.
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the soil of the Ancients and in the Catholic faith. Neither of these
sources of values is severely questioned, other than by characters,

like Throckmorton, whose moral fibre is challenged by them, which is not
quite the case with Isabel's earlier, American notion of selfhood.
Though rejected by the world, comprised of many individuals who lack
faith, Katherine emerges triumphant, her original notion of identity
intact, her self having matured into the kind of unity of being that
reflects harshly upon those around her. Unlike Isabel, Katherine has
achieved this, not through a democratic notion of freedom, but through
the subjugation of the self to an external order, one that is ultimately
gsymbolized by Catholicism. Only by controlling the limited goals of
gelf-interest -- greed, wealth, power for its own sake -~ and by
believing in someone or something outside the self can the individual
characters ever hope to be free. It is a challenge so many of them fail
to make during the course of the trilogy.l6 Their failure leads to
Katherine's death, an end she chooses as being the only one where she
can retain her integrity and sense of being. In this, she is a romance
figure operating wholly within the medium of romance. The rhetoric of
the work, dealing as it is with the possibilities of the romance genre,
is predominantly concerned with the framework Katherine provides, with
her faith. The techniques of the romance are preoccupied with high-

lighting her character, with celebrating the qualities of her being. As

16This argument is in sharp contrast with that advanced by Carol
Ohmann, who insists upon seeing two Katherines, one who tries to subject,
the other who tries to liberate individualistic impulses from ideal
values. She overlooks the essential unity of Katherine's being. See
C. Ohmann, Ford Madox Ford, p. 30.
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the section headings of The Fifth Queen Crowned suggest, the trilogy is

a song of the self, a work designed to make us see the virtues of the
kind of heroism Katherine embodies.

It is a pattern that recurs throughout Ford's fiction. Yet
nowhere is the design so clearly drawn as in his portrait of the fifth
Queen. In the novels of the contemporary world, Ford's heroes are with-
out the solid background provided by the Catholic faith, and are more
susceptible to the ambiguities that surround them. However, as in so
many of the novels of Henry James, there are elements of the romance
present, making a sympathetic and close reading of the Fifth Oueen
a worthwhile prelude to the later novels, as well as for its intrinsic
rewards.

Yet some readers may wonder why Ford chose to write a work that
includes such a heroire as Katherine Howard. While not directly
answering this query, it should be peinted out that Ford is not the only
writer, in this century, who has depicted a figure of Katherine's

stature. T. S. Eliot's Murder in The Cathedral, several "entertainments"

by Graham Greene, and especially Robert Bolt's A Man For All Seasons,

these examples show writers concerned with the subject of heroism, and
the attendant problem of its questionable existence in a modern world
that does not have a universal structure by which the hero may be judged.
Noticeably, Eliot, Bolt and Ford turn to historical figures for subjects,
utilizing the techniques of church ritual, epic theatre and romance as
methods by which they could create a framework that would permit their
central figures to act with honour, integrity and faith. In addition,

Thomas Becket, Thomas More and Katherine Howard are all Catholic figures,
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thus allowing their creators an added dimension of order with which to
create a sense of heroic stature. But, unlike Eliot, Ford and Bolt
cannot be considered as devout Catholics. In this connection, it is
interesting to quote Bolt's reasons for choosing to write about More,
since they have a direct bearing upon our understanding of the Fifth

Que en:

But I am not a Catholic nor even in the meaningful sense of
the word a Christian. So by what right do I appropriate a
Christian saint to my purposes? Or to put it the other way,
why do I take as my hero a man who brings about his own death
because he can't put his hand on an old black book and tell
an ordinary lie?

For this reason: A man takes an oath only when he
wants to commit himself quite exceptionallv to the statement,
when he wants to make an identity between the truth of it and
his own virtue; he offers himself as a guarantee. And it
works. There is a special kind of shrug for a perjurer; we
feel that the man has no self to commit, no guarantee to offer.
Of course it's much less effective now that for most of us the
actual words of the oath are not much more than impressive
mumbo~jumbo than it was when they made obvious sense; we would
prefer most men to guarantee their statements with, say, cash
rather *han themselves. We feel -- we know —-- the self to be
an equivocal commodity * * * . But though few of us have any-
thing in ourselves like an immortal soul which we regard as
absolutely inviolable, yet most of us still feel something
which we should prefer, on the whole, not to violate. * * %

It may be that a clear sense of the self can only crystallize
round something transcendental in which case, our prospects
look poor, for we are rightly committed to the rational. I
think the paramount gift our thinkers, artists, and for all I
know, our men of science, should labour to §et for us is a
sense of selfhood without resort to magic.1

Bolt's interest reflects upon the kind of concern that lies very much at
the heart of the Fifth Queen. Interestingly enough, he is faced with

the same kind of problems that confront Ford in so far as the central

17Robert Bolt, A Man For All Seasons (New York, 1960)., pp. xiii-

xiv.
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figure is concerned. He chooses to operate in a style that is "larger
than life', with a "historical setting” that would allow him to treat
his "hero of selfhood" in a 'properly heroic, properly theatrical
manner."18 Though he was later to reject the notion of a hero as being
inappropriate for his fiction dealing with the contemporary world,19
Ford, like Bolt, looks to the past -- in the way Katherine looks to the
Ancients -- where some form of order might have existed that would give
his idea of heroism a meaningful context. Above all, it is a situation
where his heroine's ''sense of selfhood" is not subject to so great an
equivocation as might be the case in the modern world. The reign of
Henry VIII gave Ford the proper historical location, and the romance
genre presented him with a medium that would allow him the necessary
freedom and range of effects in order to create a figure like Katherine
Howard. As the ensuing discussion will show, the result is a successful
portrait or song of a character who embodies a strong 'sense of
selfhood".

The rhetoric of the Fifth Queen is preoccupied with making us
see this portrait, and the remainder of this chapter will be concerned
with isolating the techniques and effects that are present in the
composition of Ford's picture. But, as Paul Wiley says: '"Like most of
Ford's better work the fabric of the trilogy is too close, the workman-

ship too minute, to be systematically analyzed."zo However, it is

181b1d., p. xvii.

19F. M. Ford, It Was the Nightingale (Philadelphia, 1933),

pp. 217-227.

20Novelist of Three Worlds, p. 101.
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possible to examine the Fifth Queen in such a way that will indicate the
rhetorical dimension of the romance, particularly in so far as Ford's
use of myth, landscape, colours, objects and characters is concerned.
For, here, his effects are far larger and bolder than in the later
novels, and it is worth illustrating them in this context. As Hugh
Kenner has observed, Ford made everything count. He insisted upon

(1) the adequation of language to the thing perceived or the
sensation undergone rather than to an overriding concept of
'style'; (2) the importance of making every episode, sentence,
and phrase function -- carry forward the total effect
("progression d'effet'); and (3) the principle of juxtaposition
without cupola chapter with chapter, incident with incident,
character with fharacter, word with word as the mainspring of
poetic effect.2

Though it is difficult to illustrate the relevance of every phrase, the
present writer intends to create a framework and a climate in which this
is possible, where we can see that each brushstroke has a rhetorical
function in our vision of the completed canvas. A view of the rhetoric
of this romance should help us to extend our appreciation, thus enabling
us to reject the opinion that the Fifth Queen is the work of

"a conscientious but uninspired craftsman who chooses an uncongenial

medium and finally fails to explore his subject."22

21Hugh Kenner, '"Remember that I Have Remembered' (1951), in his
Gnomon (New York, 1958), pp. 145-146.

22C. Ohmann, Ford Madox Ford, p. 23.




31

i1
'But success or failure,' Tietjens said, 'have nothing to
do with the credit of a story. And a consideration of the
virtues of humanity does not omit the other side. If we
lose they win. If success 1is necessary to your idea of
virtue -~ virtus -- then they provide the success instead
of ourselves. But the thing is to be able to stick to the
integrity of your character, whatever earthquake sets the
house tumbling over your head. . . .' No More Parades
'It's the quality of harmony, sir. The quality of being in
harmony with your own soul. God having given you your own
soul you are then in harmony with heaven.' Ibid.

As previously stated, Ford uses the landscape in his trilogy for
rhetorical purposes. The setting, the season and the climate act as
reflectors of spiritual and physical states of being, with the latitude
allowed a romancer like Hawthorne. Thus, the first volume, The Fifth
Queen, opens in Winter, a season of death, coldness and hunger, yet with
the promise of rebirth and regeneration implicit in the arrival of the
New Year. The trilogy follows the cycle of a season, ending in Autumm,
corresponding to the growth that takes place with the "sunburst"
Katherine Howard provides for Henry and England, which is lost with her

rejection, in The Fifth Queen Crowned, as the land moves into Winter

once again. In the opening chapter of The Fifth Queen, this movement

has not yet begun. Here, we encounter the figure of Nicholas Udal,
whose spiritual poverty 1s reflected in the landscape: "MAGISTER
NICHOLAS UDAL, the Lady Mary's pedagogue, was very hungry and very cold.
He stood undecided in the mud of a lane in the Austin Friars. The
quickset hedges on either side were only waist high and did not shelter

n23

him Udal is typical of his fellow countrymen, preoccupied with the

23The Fifth Oueen, 11.
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limited goals of self-interest, or with the short-lived rewards of the
senses. Indecision 1s one of the attributes possessed by those
characters, like Udal, who either lack Katherine's sense of selfhood or
her devotion to a vision that transcends self-interest. This hesitancy
extends to the monarch, and is the result of the absence of spiritual
"shelter" that the monasteries used to provide, which was subsequently
replaced by Privy Seal's secular order.24

The mud that clings to the pedagogue is the medium of those
characters who, like him, lack an identity and have no self to commit.
It is an image of entrapment that also extends to royalty, as Lady Mary
observes: '"'We, that are royal and sit in high places, have our feet

1u3

in such mire. The weapons of these characters, by which they

pursue their self-interest, are cunning, deceit and the lure of money.
Cromwell sees this and uses this medium and its weapons in an attempt to
fashion an Utopia, his efforts also being reflected in the landscape:

The little houses all round him of white daub with grey corner
beams had been part of the old friars' stables and offices.
All that neighbourhood was a maze of dwellings and gardens,
with the hedges dry, the orchard trees bare with frost, the
arbours wintry and deserted. This congregation of small
cottages was like a patch of common that squatters had taken;
the great house of the Lord Privy Seal, who had pulled down
the monastery to make room for it, was a central mass. Its
gilded vanes were in the shape of men at arms, and tore the
ragged clouds with the banners on their lances. Nicholas Udal
looked at the roof and cursed the porter of it.26

24As Katherine points out in The Fifth Queen Crowned, 497.

231p1d., S18.

26The Fifth Queen, 11.
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Here, the contrast between past and present focuses around these efforts
by Privy Seal, who has not only challenged the previous religious order,
symbolized by the monastery he has pulled down, but is also trying to
defy the cosmos itself, as in "tore the ragged clouds". The new order,
with its accompanying images of barrenness and dryness, is based upon
fear and power. Cromwell's beliefs put man's spiritual and physical
well-being second to the need for "order and peace'. Thus, it is
noticeable that he later asserts his willingness, should lenry so
desire, to re-establish the old faith: "'I tell thee, silly knave,

that I be friend only to them that love the order and peace I have made,
under the King's highness, in this realm. If it be the King's will to
stablish again the old faith, a hammer of iron will I be upon such as
27

do raise their heads against it.

Therefore, in the opening paragraph of The Fifth Oueen, we are

prepared for the vision of an England under Henry VIII and Cromwell, As

in Eliot's The Waste Land, the world awaits the rebirth and regeneration

of the spirit. Meanwhile, there are Cromwell's efforts to create a
secular order, an attempt to frame, divide and subdivide the universe
into manageable proportions. The prime example of this is the

description of 0ld Badge's home:

Badge's dwelling had been part of the monastery's curing house.
It had some good rooms and two low storeys ——- but the tall
garden wall of the Lord Privy Seal had been built against its
side windows. It had been done without word or warning.
Suddenly workmen had pulled down old Badge's pigeon house, set
it up twenty yards further in, marked out a line and set up
this high wall that pressed so hard against the house end that

2Tprivy Seal, 303.
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there was barely room for a man to squeeze between. The wall
ran for half a mile, and had swallowed the ground of twenty
small householders. But never a word of complaint had reached
the ears of the Privy Seal other than through his spies. It
was, however, old Badge's ceaseless grief. He had talked of
it without interlude for two years.2

Here, in miniature, Ford presents an image of the intentions, methods
and effects of the man whose 'bible' is Machiavelli's Il Principe:
"'x % # there is none other book like it in the world. Study of it well:
read it upon your walks, I am a simple man, yet it hath made me.'"29
In this example, Cromwell's Machiavellianism is marked by the additional
motifs of the exclusion of light, with its associations of warmth and
growth, the impersonality of his power, as in the workmen who descend
without warning, and a general absence of compassion and charity, an
indifference to people's grief. All these are things Katherine tries to
rectify, with her vision of the Golden Age. However, as we shall see,
Cromwell's attempts to give the land a sense of order are not to be
construed in a wholly negative manner -- one cannot use the word light.
In contrast to these early impressions of Cromwell's power, there
is the shifting figure of Nicholas Udal, the hesitant creature who does
not wish to hurt anyone with his imaginary pieces of information: "Udal
hesitated before the closed door; he hesitated in the lane beyond the

»30

corner of the house. But, like Rochford, Udal will do little to

change this state of affairs, a position Katherine severely criticizes.31

28The Fifth Queen, 13.

29Prixz Seal, 386,

30The Fifth Queen, 12.

3lprivy seal, 282.



http:years.28

35

Mirrored in one of the many bird images Ford uses -- suggesting, as
Katherine later argues, man's tendency to be blown here and there,
incapable of asserting any faith or belief32 ~~ Udal is like the
woodpecker, peering cautiously "out of a hole in a tree.”" Unlike
Katherine, the morality of Tully or Plautus and the direction provided
by a firm faith in a Christian God take second place to the attractions
provided by other 'deities': 'But what among the day's purchases
pleased him the most was a medallion in silver he had bought in
Cheapside. It showed on the one side Cupid in his sleep and on the
other Venus fondling a peacock. It was a heart-compelling gift to any
wench or lady of degree."33 The vain and self-centred kind of behaviour
pictured in the image of Venus and the peacock will eventually lead to
Udal's downfall, through his marriage to the Widow Annot and his
eventual disgrace.

The interest shared by Udal and Katherine in Tully and Plautus
is one indication of the way in which Ford's rhetoric involves a
juxtaposition between Udal's 'career' and that of Katherine Howard, each
reflecting upon the other. This contrast and comparison between the two
characters is established when they are first introduced. Both respect
classical knowledge. But, whereas Udal's medallion depicts Cupid and

Venus, Katherine's is of a different sort: '"A woman, covered to the

face in a fur hood and riding a grey mule, was hit on the arm by the

32The Fifth Queen Crowned, 588.

33The Fifth Queen, 12-13.
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quarterstaff of a Protestant butcher from the Crays, because she wore a

crucifix round her neck."34

Both eventually fall as a result of the
'religions' symbolized by their medallions, both enter into marriages
which they later regret, in circumstances where the other party insists
upon the match. As an example of Ford's rhetorical "juxtaposition",
Udal's limited sensuality contrasts sharply with Katherine's vision of
the Golden Age and her assertion of selfhood.

Thus, in the first three pages of the trilogy, Ford has
presented and suggested, with great clarity and precision, many of the
subjects with which this work is concerned. In addition, it should be
noted that, even in a narrative where a definite authorial presence may
be felt, Ford does not judge or moralize directly. Instead, the
rhetoric of the trilogy is advanced by the way in which he renders the
subjects, using parallels and contrasts, images, scenic deseription,
even the repetition of language to create our view of his fictional
world. Though possessing a deceptively smooth style, which seduces the
reader into the course of events, Ford does make every word count, and,

by doing so, answers Ohmann's negative criticisms.35

iv

The remainder of the opening chapter is taken up with the events

that occur at Badge's house, detailing the results of Cromwell's rule in

341p1d., 36.

35Ford Madox Ford, pp. 25-36.
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terms of an atmosphere of intense distrust. This is particularly true
of the younger generations. However, in 0ld Badge, Ford creates a
figure who has become hardened to change, a character who possesses a
wisdom attained by men like Father Consett, the Greek Priest in A Call,
or Katherine in the final phase of her life. Rather like the character

presiding over Aziz's trial in A Passage to India, 0ld Badge sits apart:

The old man sat quavering in the ingle. The light of the low
fire glimmered on his silver hair, on his black square cap two
generations old; and, in his old eyes that had seen three
generations of changes, it twinkled starrily as if they were
spinning around. In the cock forward of his shaven chin, and
the settling down of his head into his shoulders, there was a
suggestion of sinister and sardonic malice. He was muttering
at his son:

36 'A stiff neck that knows no bending, God shall break one
day.'
His comment finds its fulfilment in Katherine's fate. Here, 0ld Badge
is isolated by his saint-like detachment from his son who shows his
concern when he "[frowns] his heavy brows'", and "frowningly" compares
two proofs: ' [0l1d Badge] was too old to care whether the magister

reported his words to Thomas Cromwell, the terrible Lord Privy Seal,

and too sardonic to keep silence for long about the inferiority of his

present day."37

Hig wisdom finds its expression in a criticism of Udal,
the emphasis falling upon the word "held", which takes us back to the
mud of "a lane of the Austin Friars": '"'His servant? See how we are

held ~- we dare not shut our doors upon him.since he is Cromwell's

servant, yet if he come in he shall ruin us, take our money that we dare

36716 Fifth Oueen, 14.

37Ibid., 15.
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not refuse, deflower our virgins . . . What then is left to us between
this setter up of walls and his servants?'"38 And, as he observes,
Cromwell's walls serve an added function besides that of division:

"'We know not what walls have ears.'"39 Through 0ld Badge's
perspective, we are given further insights into the nature of Cromwell's
control of the land.

It is to this central figure, Cromwell, that Ford now turms,
after reminding us of the ''good, easy days in Lord Edmund's house".40
The shift to the river introduces the creator of this modern state:

"He stood invisible behind the lights of his cabin; and the thud of

oars, the voluble noises of the water, and the crackling of the cresset
overhead had, too, the quality of impersonal and supernatural phenomena.
His voice said harshly: 'It is very cold; bring me my greatest cloak.'"l‘1

Using colours for their rhetorical effects, something found in both the

Fifth Queen and The Good Soldier, Ford shrouds Cromwell in blackness.

As the portrait suggests, Cromwell's power is of the darkness and the
night, having little concern for the individuals it involves, its
machinations remaining impersonal and invisible. The characteristics
and dimensions of his rule are suggested by the figure of Throckmorton,

one of Privy Seal's seven-hundred spiles, as the aide is found "hidden in

381p14., 21-22.

391b14., 21.

401p44., 24.

AlIbido . 24-25.
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the deep shadow beside the cabin-door."42 Throckmorton's first gesture
is to obscure what light there is, an indication both of his present
employment and a presage of his subsequent move to 'extinguish' his
mentor.

In the Chancellor's quivering form, Ford demonstrates the
extent to which so many of Cromwell's followers depend upon him for
their position, another example of the nature of Privy Seal's might.
This description also underlines how far Cromwell's rage for order has
a universal significance, how far it represents a challenge to the
heavens: 'k % % he was so much the creature of this Lord Privy Seal
that it seemed as if the earth was shivering all the while for the fall
of this minister, and that he himself was within an inch of the ruin,
execration, énd death that would come for them all once Cromwell were

dawn."43

The shivering earth emphasizes the boldness of Cromwell's
scheme, as he attempts to bring a pattern of stability that will commit
a wavering King, in whose hands remains the final decision as to whether
Privy Seal should fall or not. But, it is the King's barge that is
visible, one source of light that Cromwell cannot completely dominate
or extinguish: '"The flare of the King's barge a quarter of a mile ahead
moved in a glowing patch of lights and their reflections, as though it

were some portent creeping in a blaze across the sky. There was nothing

else visible in the world but the darkness and a dusky tinge of red
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where a wave caught the flare of light further out."44 Though caught
in the Winter and the night at this time, Henry's desires can and do
change. In the rejection of Anne of Cleves, and with Throckmorton's
own thoughts of desertion, there is the origin of such a movement.
However, Cromwell is too firmly entrenched to be easily removed.

His whole being is committed to the preservation of power, something
reflected in the minute attention he pays to details, such as his
concern with the fishermen whose lights strike him as a possibly
treasonable intrusion into his darkness.45 He dominates the landscape
and generates fear and hatred wherever he walks:

A corridor ran from under the great tower right round the

palace. It was full of hurrying people and of grooms who

stood in knots hbeside doorways. They flattened themselves

against the walls before the Lord Privy Seal's procession of

gentlemen in black with white staves, and the ceilings seemed 46

to send down moulded and gilded stalactites to touch his head.
Subsequently, upon entering his rooms, there is perhaps an image of
where Privy Seal's religious sense really lies when Hanson places the
Seal "on a high stand between two tall candles of wax upon the long
table",l‘7 in imitation of the church altar, its candles and the cross.
Here, Ford pays close attention to details, as Cromwell pushes back the
flaming fragment, possibly representing himself, amid a background that

reveals his future challenger: '"The January wind crept round the

shadowy room behind the tapestry, and as it quivered stags seemed to
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leap over bushes, hounds to spring in pursuit, and a crowned Diana to
move her arms, taking an arrow from a quiver behind her shoulder."48
As an example of Ford's rhetorical use of mythology to form our view of
his heroine, who is soon to appear, it should be noted that Katherine is
later referred to in conjunction with Diana, when Lady Mary says:
"' [Throckmorton] shall be to you more a corslet of proof than all the
virtue that your life may borrow from the precepts of Diana.'"49
Katherine is also a hunttess,so and "professed to be able to ride well,
to be conversant with the terms of venery, to shoot with the bow % # »* ."51
In addition, as goddess of the moon, Katherine's ascendancy was perhaps
presaged at Cromwell's birth: '"And pondering upon the wonderful destiny
that had brought him up from a trooper in Italy to these high places, he
saluted the moon with his crooked forefinger -~ for the moon was the
president at his birth."52
While too much can be made of a mythical dimension in the
trilogy, it is a necessary part of Ford's handling of the romance genre.
Myth acts as a structural device, giving the work its shape, while also
allowing the writer to build up multiple allusions that help to make our

understanding of a particular character and of the romance as a whole.

Not solely confined to this genre, an obvious example being James Joyce's

“81p14.
49
The Fifth Queen Crowned, 518.
50The Fifth Queen, 55.
SlIbid., 58.

52Prigz Seal, 386.
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Ulysses, the use of mythology is one of the devices that allows the
author to deal in effects that are "larger than life", to create an air
of stylization for his characters. As will be shown, this part of the
romancer's rhetoric is especially important in formulating our view of
the heroine.

Here, in chapter two, there is the beginning of Ford's portrait
of Katherine as a figure of virtue, as well as the first indication of
the source of Cromwell's downfall. The myth of Diana, with its
associations of chastity and virtue, acts as a means of focusing these
concerns, of giving a concrete form of expression to the differences
that exist between Katherine and the Lord Privy Seal. The tapestry
symbolizes the virtue which Katherire will try to bring to England, a
quality Cromwell has hitherto chosen to ignore. It is possibly the lack
of it in his secular order that results in the 'face of a queen" looking
down like the moon "just above his head with her eyes wide open as if

she were amazed, thrusting her head from a cloud."53

His final signal
to the moon could be taken as an acknowledgement of the power by which
he has been defeated. For, it is the attraction of virtue that leads
Henry to demand Cromwell's execution.

Such is the suggestiveness that Ford manages to obtain from his
handling of various myths that the level of association is not confined
to this one interpretation. Thus, the later reference to the moon may

also be seen as indicative of the coldness that has marked Cromwell's

reign. More importantly, a connection between the face on the tapestrv

>3the Fifth Queen, 29.
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and the moon that presided over Cromwell's birth can also point to a
strong element of romance in his character, which, as in the case of
Udal, makes him a figure who must be understood in comparison with
Katherine. To use Hynes's description of Ford himself, Cromwell is a
"romancer"”, a figure who wishes to transform the world, to give it a
form and a sense of permanence. As Throckmorton later observes, in
this Cromwell shares some of Katherine's simplicity, a character who
could be the only good man "in this quaking place“.SA The implication
of Throckmorton's argument would appear to be that "'# % * a man may be

most evil and yet act passing well for your good.'"55

It is a point of
view that Katherine partially endorses in seeing Privy Seal as the
betrayed and Throckmorten as the betrayer: "With her woman's instinct
she felt that the man about to die was the better man, though he were
her foe."56
As a romancer, Cromwell uses weapons such as man's greed, but
acts 1ir. this way from a basically simple belief: the desire to transform
the world. Thus, he makes a crucial distinction about Katherine that
reveals his own predicament: '"Going back to his friemds in the window

Cromwell meditated that it was possible to imagine a woman that thought

so simply; yet it was impossible to imagine one that should be able to

541h1d., 174-175.

531b4d., 174.

Sprivy seal, 298.
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act with so great a simplicity."57

(My emphasis). Cromwell is perhaps
the only character who can imagine the simplicity of Katherine's
personality, for it is something that marks his owmn. But, unlike the
fifth Queen, Privy Seal thinks with a degree of simplicity, but does not
act in the same way. Instead, he chooses to use the complexities
inherent in any system based upon spies, lying and deceit. For her part,
Ratherine chooses to act as she thinks. It is an important and telling
distinction between the two characters.

However, both are romancers in the sense that thev wish to
transform experience, to give it a definite shape or form, using the
attributes each possesses. Though the two differ immensely in the
values they bring to the task, and in the methods they employ, both
characters attempt to give an order to life, and both come to respect,
if not agree with, that aspect in each other. This 1s the quality that
distinguishes them from the other characters in the trilogy. Like the
romancr who has created the Fifth Queen, they have fuith in their
ability to transform the "mud", in which Udal finds himself caught, into
some structure -- a faith not shared by the other characters: "'If ye

have faith of your cause I have the like of mine.'"58

It is this sense
of order that is more important to them than personal survival. Thus,
when Cromwell is betrayed, he does not appear to be as concerned with

his own fate as with discovering the imperfection in his structure, the

flaw in his art:

371h44., 301.

Salbid., 300.
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But for Privy Seal the problem was not what to do, a thing

he might settle in a minute's swift thought, but the discovery
of who had betrayed him -~ for his whole life had been given
to bringing together his machine of service. You might
determine an alliance or a divorce between breath and breath;
but the training of your instruments, the weeding out of them
that had flaws in their fidelities; the exhibiting of a swift
and awful vengeance upon mutineers -- these were the things
that called for thinking and long furrowing of brows.

This concern with the perfection of the 'Machine of service" sets him
apart from men like Henry who vacillate according to their limited
whims. Finally, though we may judge Cromwell adversely, because he has
little sense of the importance of truth or virtue and allows the
country to wither spiritually under his control, he does share with
Katherine this concern for order and an ability to create it. In terms
of the rhetoric of the romance, Cromwell is employed as a means of
comparison and contrast with Katherine, a reminder that there is a need
for order, but a warning that this must include spiritual and religious
values, as well as a love of truth, if the land is to flourish.

Through Cromwell, Ford explores one example of the possibilities that
exist for order, in a manner that may not be available to the writer of
a more realistic mode. The romancer can develop images of form without
recourse to canons of probability.

Critics have perhaps over-emphasized the idealism of these
characters, at the expense of the process each undergoes in an attempt
to fashion experience into an order. The gestures both Cromwell and
Katherine make to mould the "mire" are what matters, efforts that

demand faith in oneself, while also requiring great imagination. 1In

391b1d., 374.


http:brows.59

46

Cromwell's salute to the moon, there is an acknowledgement of the role
he has played as a romancer, employing an imaginative faculty that is
shown most clearly in the following passage:

His mind rested luxuriously and tranquilly on that prospect.

He would be perpetually beside the throne, there would be no
distraction to maintain a foothold. He would be there by

right; he would be able to give all his mind to the directing

of this world that he despised for its baseness, its jealousies,
its insane brawls, its aimless selfishness, and its blind furies.
Then there should be no more war, as there should be no more
revolts. There should be no more jealousies; for kingcraft,
solid, austere, practical and inspired, should keep down all the
peoples, all the priests, and all the nobles of the world.

'Ah,' he thought, 'there would be in France no power to shelter
traitors like Brancetor.' His eyes became softer in the contem—
plation of this Utopia, and he moved his upper lip more slowly.60

It is such a vision that matters to him above all else:
'T will have this land purged of treasons and schisms. Get you
gone before I advise further with myself of your haughty and
stiff-necked speeches. For learn this: that before all creeds,
and before all desires, and before all women, and before all men,

standeth the good of this commonwealth, and state, and King,
whose servant I be,'6l

A 'religion' with its own transcendant principle, the giving of oneself
to the ideal of a stable state, it is nevertheless one that is without
the values associated with a traditional faith like Christianity:

virtue and charity. Thus, in Cromwell's final speeches, the language he
uses takes on quasi-religious overtones, particularly in his dialogue
with Lascelles: '"'But greater joy than any were mine could I discern in
this land a disciple that could carry on my work. As yet I have seen

none; yet ponder well upon this book. God may work in thee, as in me,

60The Fifth Queen, 30-31.

61Prigz Seal, 376.
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great changes by its study . . But, as Katherine earlier observed

about Cromwell: '"'Ye speak no word of God.'"63 For those values which
lie very much at the heart of the romance we must turn to Katherine
Howard.

Discussion of Ford's heroine has been delayed in order that she
may be understood more fully in the context of the trilogy as a whole,
especially the way in which other characters are designed to reflect
and bring out her essential qualities. She is introduced in a climate
of rumour, which begins with the first reference to her and subsequently
proves to be one of the slanders contributing to her final undoing:

"'She was a Howard, and the Howards are all whores.'"64

Like Privy

Seal, Katherine emerges as an example of the transforming spirit, the
one character who can fully regenerate life through her faith and
imagination. It is an immense task, as indicated by the chaos and blood-
shed that surrounds her entry: ''She covered her face and shrieked
lamentably. A man in green at the mule's head, on the other side,

sprang like a wild cat under the beast's neck. His face blazed white,
his teeth shone like a dog's, he screamed and struck his dagger through

the butcher's throat."65 Dressed in Katherine's colour