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The study of the chivalric romances of Emanuel Forde

--P ismus, Parismenos, Montelyon and Ornatus and A;tesia--

is important if for no other reason than because of the

enormous popularity they enjoyed for two hundred years fol-

lowing their publications in the late 1590's. His books

reflect the tastes and values of late Elizabethan and seven-

teenth century merchant society, and particularly the young

women for whom his romances were probably intended.

But more importantly, Forde's books are well done.

They are the Elizabethan and Jacobean descendants of the

great interlaced romances of the Middle Ages and early Ren-

aissance. Interlace is a romance structure characterized

by a great maze of characters and episodes which appear to

be interrupting one another according to no observable plan

whatsoever. Far from being meaningless confusion, however.

interlaced plots are systematic and designed to entertain

the reader with a myriad of ”digressions” and ”irrelevancies“

which ultimately prove to be an integal‘ part of the whole.

Interlace is more than simply a method of organizing the
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plot. In the long run it reflects a view of the world and

interpretation of character. To Forde and his readers events

are not imposed upon characters by petulant gods as they

are in Greek romance, but arise from the knights' own need

to test themselves and to act morally in a moral world.

A knight's behavior in even the most seemingly insignificant

situation ultimately is important in achieving his quest.

Readers took great pleasure in the convolutions of Forde's

interlace, as is indicated by the fact that his only non-

interlaced book, Ornatus and Artesia, was also his least

successful.

There are two principal factors in Forde's interlace:

fragmentation and unification. In the long run, the romances

are far more unified than fragmented, but fragmentation is

at first the most obvious feature. Events and characters

seem constantly to be scattering in all directions. Never-

theless, the author sets himself the task of drawing;together

all the divergent elements of the story into one, vast,

unified whole. Interlace is the art of suggesting relation-

ships between apparently unrelated elements of plot. Forde

does this by various means. Episodic and motif interlace

is the most readily recognizable. This employs various plot

devices which make up basic blocks of interlace. These

blocks are threaded together with more episodic and motif

interlace. This time, however, the interlace is not confined

to a single block, but threads episodes and motifs through

two of more blocks. At the same time interlacing characters
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--most prominently villains, but also many minor characters

--work their way through separate episodes and draw them

together. The treatment of time differs as well among his

non-interlaced and interlaced books, as well as within a

single book, and setting also figures in extending the

patterns of interlace.

Once one begins to enjoy Forde's plotting, he can

perceive features more to the modern taste. Forde is sup-

erior to his pOpular romance-writing contemporaries in

characterization. His heroines are especially lively, charm-

ing, and intelligent. His heroes are also more individual

than usual and all his characters' behavior proceeds from

their continual choice between action for good or evil.

Forde's handling of themes (such as the relationship of

fate and Providence and the meaning of love) is consistent

and often sophisticated.

Forde's treatment of love, and his female characters

suggest that Forde wrote chiefly for young women, partic-

ularly when his books are compared with the other p0pular

romances of the period. Forde took the structure and mo-

tifs of the courtly, elite romances then available, and

gave them a middle class interpretation congenial to his

feminine readers' point of view. Perhaps because of his

efforts to please this particular audience as well as his

choice of sources, Forde was indeed distinctive among the

English popular romance writers in his avoidance of the gloom

so common in the popular romances of the period.
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Always the conscious craftsman, he never indulges in

meaningless details or digressions. Every event, every

description, is meant to further the rapid flow of the

narrative. Far from being juvenile trash, Forde's books

can still capture the interest of readers today.
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Chapter I: Introduction

"As for such as eyther rashly condemne

without iudgement, or lauishly dislike

without aduise, I esteeme them like the

downe of Thistles, inconstantly dispearst

with euery blast, accounting their dis-

content my content: not caring to please

those that are pleased with nothing.”

--Emanuel Forde, "To the Reader,”

Ornatus and Artesia

The premise behind this study is my belief that the

chivalric romances of Emanuel Forde--Parismus, Parismenos,

Ornatus gag Artesi , and Montelyon--are still worth read-

ing. They are evidence of the continued vigor of medieval

interlaced romance during the Renaissance and the ability

of an artist to give contemporary freshness to old forms.

Unfortunately, the few critics who have discussed

Forde's work have generally discouraged any potential read-

ers by condemning his books without attempting to describe

how his romances operate. The fine nineteenth century

critic J. J. Jusserand attributed Emanuel Forde's popular

success to his “licentiousness” and ”heroic adventures,"

both of which came to be “the chief delight of novel-

readers in the seventeenth century.” 2 For Ernest A.

Baker, Forde was by far the most popular of all the Eliz-

abethan and Jacobean romancers mainly because he was

1
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”incapable of anything superior," and his popularity ”shows

how easy it was for a novelist without a spark of genius

to satisfy, by mere industry, and continue to satisfy, the

cravings of a certain large segment of the reading public.“ 3

In his otherwise excellent book. .I_d_9_§ pad 4g; 13W

£19332!- Walter R. Davis complains that Forde's “wooden her-

oes never fail, are never embarrassed, external action re-

places any psychological analysis (even in the love scenes),

and dialogue expressing ideas or principles of choice is

entirely excluded.“ I} Q. D. Leavis states that “Forde and

his kind can be trusted never to exploit an emotional or

even a pathetic scene: they coolly proceed with the busi-

ness of getting on with the plot (the intricate meaningless

web that Sidney popularised). 5 Nai-tung Ting complains

that the worst examples of the seventeenth century chivalric

romance (including the "novels“ of Emanuel Forde and

Richard Johnson) retain "the medieval crudities.‘ 6

Because these are often very fine critics (particularly

Davis and Jusserand), we cannot dismiss their opinions as

”the downe of Thistles.” It seems to me, that the major

obstacle to their proper appreciation of Forde's books lies

in an insistence on viewing them from a nineteenth and

twentieth century viewpoint as novels and not romances.

Ting's references to “the medieval crudities'f in Johnson's

and Forde's “novels.“ would make any medievalist's blood

boil. Leavis‘ remark that Forde perpetuated the
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“meaningless web that Sidney popularized“ ought to do the

same to every Renaissance specialist. The sad truth is

that it does not, and this is chiefly because (mountains

of scholarship to no avail) we persist in reading Renais-

sance romances as if they were novels. NorthrOp Frye's

comments on this tendency are often quoted, but too easily

fprgotten:

The literary historian who identifies

fiction with the novel is greatly embar-

rassed by the length of time that the world

managed to get along without the novel, and

until he reaches his great deliverance in

Defoe, his perspective is intolerably

cramped. He is compelled to reduce Tudor

fiction to a series of tentative essays

in the novel form, which.works well enough

for Delaney but makes nonsense of Sidney.

He postulates a great fictional gap in

the seventeenth century which exactly 7

covers the golden age of rhetorical prose.

Forde's books, and those of his fellows, are not novels.

They are romances of the chivalric mold, and our own prejudice

against the medieval 'crudities' keeps us from seeing that

they are simply the Jacobean.generation of a very old and

respectable family. Instead, we seem to think that because

the romance preceded the novel, it is somehow incomplete,

or abortive. 8 It would be no more absurd to say that Homer

was groping toward :3; gaggig.gggggg. This habit of thought,

if carried to the extreme, has it that Chrétien de Troyes

and the gm Poet were not so much successful at fulfil-

ling the romance form as in overcoming it.
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a

Perhaps some of the trouble lies in the fact that

romance in many ways is precisely the apposite of the novel.

Characterization dominates the novel, while characters in

romances very often appear no more than “bright little fig-

ures in the design” of a lovely and ornate tapestry. 9 Re-

mance emphasizes action, something we are taught is less

important than characterization. But if, as Forster sug-

gests, we can accept the possibility of novels with no action

and much characterization, 10 we ought to be at least theo-

retically able to accept the opposite. For,,as Frye says,

romancers do not want to create "real pecple' as much as

stylized figures which expand into psychological archetypes.

It is in the romance that we find Jung's libido, anima, and

shadow reflected in the hero, heroine, and villain respect-

ively. That is why the romance so often radiates a glow

of subjective intensity that the novel lacks, and why a

suggestion of allegory is constantly creeping in around

its fringes“ (p. 30“).

Even leaning psychology aside, romance still offers

rich rewards. We enter a bright and fascinating world, one

in which “fantastic encounters and perils present themselves

to the knight as if from the end of an assembly line.“ 11

Interestingly, although Auerbach uses this metaphor with

approval in discussing the masterful work of Chrétien de

Troyes, Baker uses much the same kind of analogy to dispar-

age Forde's.§ggi§ggg‘by calling it “mechanical“ (p. 123).
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5

The difference between these two critics lies in the fact

that Auerbach realizes, while Baker does not, that although

”these perilous encounters called gygntures . . . commonly

crop up without any rational connection, one after another,

in a long series, we must be careful not to be misled by

the modern value of the term adventure, to think of them

as purely 'accidental." We normally think of adventure

as something “unstable, peripheral, disordered . . . some-

thing that stands outside the real meaning of existence.“

The truth for romance readers is quite the apposite: "trial

through adventure is the real meaning of the knight's ideal

existence“ (p. 135).

The world of knightly proving is a

world of adventure. It not only con-

tains a practically uninterrupted series

of adventures; more specifically, it

contains nothing but the requisites of

adventure. Nothing is found in it which

is not either accessory or preparatory

to an adventure. It is a world spec-

ifically created and designed to ive

the knight opportunity to prove h mself.

(p. 136)

loreover, what seems to readers raised on novels to

be a.'meaningless web"was enjoyable to readers in the

middle Ages and Renaissance. Eugene Vinaver recounts

the experience of the modern reader coming to the mammoth

Vulgate Cycle, a series of Old French romances which had

an almost incomprehensibly great influence on the writers

of the middle Ages and an indirect influence for centuries

after:
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. . . In its most advanced cyclic form [it is]

a work so complex as to defeat at first every

attem t to discover any semblance of rational

princ ple behind it. The knights errant who

indefatigably make their way through a forest

--that ancient symbol of uncertain fate--are

apt to abandon at any time one quest for the

sake of another, only to be sidetracked again

a moment later: and when such things happen

they behave as though their apparent vagaries

were part of an accepted mode of living, re-

quiring no apology or explanation. They

speak as though they were involved, not, as

we would imagine, in a series of unhappy

accidents, but in an enviabli pursuit to

be sought after andenjoyed. 2

Nineteenth century criticism, Vinaver goes on to explain,

could not quite take in this “maze of adventures, quests,

and battles,“ and wrote the cycle off as an unexplahnable

medieval aberration. Gaston Paris, for example, “found the

narrative 'incbherent,' 'obscure,‘ 'hollow,' and even 'absurd,"

and Gustav Grbber “thought that there was nothing there ex-

cept an.accumulation of stories 'without shape or substance'“

(pp. 69-70). We now see the remarkable organization behind

these and other long medieval narratives. Far from rambling,

episodic and dreamlike, the branches of the cycle, the epi-

sodes within these branches, and the themes and motifs

‘which appear within.the episodes, are carefully interrelated.

As the weayer of a huge tapestry, the artist carries a

single theme or motif like a thread underneath the design,

then brings it to the surface to give a bit of form and color

to the picture, then pushes it below, carrying it unseen

beneath, only to pull it up again when it is needed. 13

This narrative method, variously called entgglggeggnt
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(or interlace), tapestry technique, or polyphonic narrative, 1”

is in fact what Leavis called “the intricate meaningless web

that Sidney pepularized.' Sidney and his contemporaries

(most notably Spenser) were still using this thirteenth cen-

tury device in the sixteenth century, and profitably. Only

in the late seventeenth century did readers begin to lose

their taste for this type of construction. 15 Modern scho-

lars reflect this later taste in their preferences for the

more straightforward, original Agggdig to the revised, inter-

laced one, 16 or the first two more conventionally unified

books of m Mi; 33931;.

These works were initially saved for scholars by the

extraordinary’beauty of their poetry and prose (much as

was the Vulgate Cycle), and Renaissance critics have taken

the time to re-educate themselves to the manner in which

they were constructed. No such happy fate lay in store for

the popular romance writers, whose prose hardly equalled

Sidney's or their poetry Sponsor's. Few bothered to read

their works at all, and those who did usually only commented

on the “meaningless web.” One writes, for instance, of

Elizabethan and Jacobean chivalric romances:

Everything seems to be happening simul-

taneously, the author freely interlacing

episodes and dropping one whenever he

pleases. Of coherence, in the sense that

one episode depends upon another, there

is little. Each seems to be a separate

entity,'which could easily be dispensed

with. The reader would feel a sense of
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relief if the conclusion of an adventure

advanced the conclusion of the plot. But

it does not. It merely frees a knight for

another adventure more fantastic, and so

the episodes run to the end of the book,

whereupon the author adds a sequel by intro-

ducing the next generation of heroes, who 17

continue in the tradition of their ancestors.

The description of the "freely interlacing episodes,” each

seeming to be a “separate entity, which could easily be

dispensed with,“ sounds precisely like the nineteenth cen-

tury criticism leveled at the medieval romance writers, and

with good reason. TheW Cycle. Media 919. Easels.

Egg giggggz‘g; Knighthood, and many other popular transla-

tions available to Renaissance England are heavily interlaced

works, and were immensely influential on the English papular

romance writers. 18

The popular romances of men like Emanuel-Forde, Anthony

Munday, and others are not in any way equal to Spenser's.

Still, it is wrong to discount their works totally, and espec-

ially to do so because of the narrative method they chose.

As O. S. Lewis remarks:

. . . when we know that this technique

dominated European fiction both in prose

and verse from the thirteenth to the seven-

teenth century, that civilized audiences in

so many different countries went on demand-

ing it, and that Tasso's father (also a

poet)ilost all his popularity when he wrote

a narrative poem without it, common sense

will surely make us pause before we assume

that it was simply wrong and that the tech-

nique of modern fiction is simply right.

The old polyphonic story, after all, enjoyed

a longer success than the modern novel has

enjoyed yet. We do not know which will
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9

seem the more considerable literary phen-

323°25'33f successes;sance;.
us to give the old technique, at least,

a fair trial. Perhaps, if we have patience,

:30:;%:r:?§3n to charm us as it charmed our

Once one begins to enjoy Forde's plotting, he can begin

to perceive features more to the modern taste. Forde is

superior to his popular romance-writing contemporaries in

characterization. His heroines are charmingly human, spir-

ited ladies-even intelligent. Their servants play their

traditional roles with a piquancy comparable to that found

in the contemporary drama. Heroes like Parismus may seem

a bit overpoweringly perfect for our modern tastes, but they

are outnumbered by heroes like Pollipus, whose policy is to

think first before acting. (Like Roland and Oliver, Paris-

mus is fierce,and Pollipus is wise.) Montelyon has a lively

sense of humor and Parismenos even makes mistakes. Forde's

villains are not villainous simply because the story demands

it of them, for their evil usually stems from some character

weakness. One very proud young man, for instance, starts

a.war because he would rather lie to his father about a

pretended slight at a foreign court than admit that a prin-

cess found another knight a more attractive suitor. Nor is

Forde devoid of descriptive abilities. After hurtling

head-long through the action we come screeching up to a

sleepy-eyed maiden lying under a tree, her head resting in

her hand, her other hand toying lazily with a flower: or
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10

we see a white castle on a green plain, the brightly-colored

tents of the besieging armies splashed around it.

Frankly, Forde's romances are good. That is why peeple

bought them. We must not, like Edmund Wilson, attribute

their popularity to a British preference for “juvenile

20 or to an audience “whose tastes were somewhat

21

trash,"

retarded culturally.“ As Merrit Lawlis points out, "Ren-

aissance readers loved romances, fresh or stale . . . One

doubts that the elements of medieval romance became 'archaic'

during the Renaissance, except in the sense that many of them

are old in origin: 'outward trappings,‘ such as 'tournaments

and the like,’ constitute merely the familiar sequences of

action through which the author may say whatever he has the

ability to say.“ 22

Forde is remarkable among authors of the period in

Openly claiming that his “intent [is] to please,“ 23 and

that his books are meant solely ”to bee read for recreation." 2"

Compare the title page of Henry Robarts'. pepularm,

a book ”wherein the gauer may take delight, and the valiant

youthfull be encouraged by Honourable and worthie Aduentur-

ing to gaine Fame. " 25 In an age which genuinely treasured

the didactic in literature, Forde is unusual. He remained

true to his words his intent was to please, and please he

did. His long romance m, and its equally long se-

quel mm, were the most pepular chivalric romances

of the century, running to nineteen editions and five



abridgesent:

1599. Ford

beginning i

certain the.

last. 31:;

Iith three

the most-re

then we con

icing the

and Mary

of 30rde'a

have gained

rcrk is One

ml P0835

past critit

“who

than that.

cuties f0



ll

abridgements by 1700, after their appearances in 1598 and

1599. Forde's Montglyon had twelve documented editions

beginning in 1633, and since Forde died in 1607, it seems

certain.that at least one edition, and probably more, are

lost. my adM went to a mere eight editions

with three abridgements. Emanuel Forde was, quite simply,

the most-read chivalric romance writer of the century. 26

When we consider that Q93 9311.89.19. only had seven editions

during the seventeenth century (including all translations),

and Malory only three, 27 we begin to understand something

of Forde's impact on his century. This along ought to

have gained him some kind of scholarly attention, but his

work is one of those rare areas of literature where it is

still possible not only to cite but to quote nearly every

past critic on the subject. Forde has been relegated to

one or two paragraphs in literary histories, and often less

than that. Occasionally he will be singled out by later

critics for his use of the plot of Greek romance, 28 and

some influence is undeniable. Yet to see only that influ-

ence and.not the stronger tradition of the great wovon

tapestry of medieval romance as well, inevitably leads us

to accept the idea that “in Forde's romances we can see

the inevitable consequences of the late Greek presentation

of action divorced from.character or ideas, of action over

which states of mind have no control . . . “ and that

Forde accepted absurdity as the way of the world, and
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12

consequently his absurdities became meaningless.“ 29

The reader familiar with gntzglagement will not find

Forde's world absurd. Certainly it is not a.profound world,

in the sense that Shakespeare's or Spenser's are. Action

is primaryb-as in romance it must be--but we seldom feel

that it is absurd. Action is rarely unrelated to character.

and though Providence takes a hand in events, the heroes

and heroines are firm-minded and as self-directed as possible.

They are certainly not the helpless pawns of_fate that char-

acters so often.appear to be in Greek romance. 30 Rather

it seems to me that Forde accepts 333332;; as Auerbach

describes it as the way of the world.

Aside from Thomas Seccombe and J. W. Allen, who devote

one sentence to Parismus ('a.wonderful tissue of amorous

31 only two scholarsadventures and impossible wonders").

have to my knowledge admitted they enjoyed reading Forde.

Philip Henderson's introduction to a collection of seven-

teenth century prose fiction which includes Qgggtgglgngmgrtr

lggig, devotes only a.pageeand-avhalf to Forde. 32 Ironically,

while Henderson sometimes calls Forde a romance writer and

sometimes a novelist, he seems to have no confusion in his

mind, and his» groups Forde, one of the “novelists of merit,”

along with Greene and Sidney, although he had ”neither

Gremne's vigour . . . nor Sydney's genius“ (p. 1). He

admits his affection for Forde's “gentle and decadent spirit”

and the “certain pleasing lyricism” of an otherwise common-

Place mind. More importantly. he recognizes without





13

condemnation Forde's ability to make romance conventions

work for him ”with uncommon adaptability” (p. xi). Helmut

Bonheim's brief study of Omflus Egg m; 33 is generally

excellent. Bohheim is hindered only slightly by his dis-

like of interlace, which shows itself in his preference for

0mgtgs (Forde's only non-interlaced romance) over the

“primitive“ m; andW and the “tedious“ 143n-

EH23 (#3, 50). Benheim, like lienderson. is attracted to

Forde's most novel-like work.

There is a breadth and depth to Forde's other books

that is worth experiencing—-the same breadth and depth con-

men to allW. 6.. S. Lewis sums up the reader's

eXperience with polyphonic narrative when he describes how,

because one improbable adventure is quite likely to be cut

short at any tine by another equally improbable adventure,

”there steals upon us unawares the conviction that adventures

of this sort are going on all round us, that in this vast

forest (we are nearly always in a forest) this is the sort

of thing that goes on all the time. that it was going on

before we arrived and will continue after we have left . "

Soon we forget that these improbable tales are improbable.

”On the contrary, we are sure there are plenty more [inci-

dents] which he has not had time to show us. We are being

given mere selections, specimens: instances of the normal

life of that wooded, faerie world. The result of this is

an astonishing sense of reality.“ 31"

It is the purpose of this study to examine the works
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of Emanuel Forde. with as little pro-novel bias as possible.

The following chapter deals with the identity of Forde's

audience. Various elements in Forde's romances suggest

that Forde wrote chiefly for young women. particularly when

his books are compared with the other pepular romances of

the period. Forde took the structure and motifs of the

courtly. elite romances then available, and gave them a

middle class interpretation congenial to his feminine readers'

point-of-view. Perhaps because of his efforts to please

this particular audience as well as his choice of sources,

Forde was indeed distinctive among the English pepular ro-

mance writers in his use of interlace. and his avoidance

of the gloomy touch so often found in his contemporaries'

books.

The third chapter deals with the crucial subject of

Forde's narrative technique. A.plot which at first glance

appears to hate been the result of a confused mind turns

out in fast to have been structured with extraordinary care.

In Chapter IV, I hope to demonstrate that Forde extends

similar care to his handling of theme and character. Forde's

characters are often delightful, rarely boring. and far more

individual than they have been given credit for. Forde's

handling of themes (such as the relationship of fate and

Providence, and the meaning of love) is consistent and

sephisticated.

The final chapter concerns Forde's over-all narrative

skill. Always the conscious craftsman. he never indulges
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in meaningless details or digressions. Every event, every

description, is meant to further the narrative. Far from

being ”juvenile trash." Forde's books can still capture

the interest of readers today.
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Chapter II: Fords and His Audience

" . . . the work [is well done, that pleaseth

all: and that very h that none liketh. "

«Emanuel Forde, “To the Curteous

Reader. " 2.21m

When kennel Forde began writing in the late 1590.14: ,

the medieval chivalric romance had undergone a. number of re-’-'

cent and important changes. Not the least of these was the

development of a distinctively middle class readership and

the subsequent appearance of mglish romances dosimed for

them; romances distinctive in technique and outlook from

their medieval predecessors and from the work of contemporary

elite artists like Sidney and Spenser. The purpose of this

chapter is to characterise the developing relationships of

popular romance writers to their audiences during the six-3‘:

teenth century; and especially Forde's relationship to his

readers. 1 '

In 1575 the library of a middle class craftsman like

Captain Cox. mason of Coventry; would likely contain " . . .

King Arthurs book,‘ Huon of Burdeaus; The foour suns of

Aymon. Beuis of Hampton, The squyre of le degree; The knight

of courtesy: and The Lady Paguell, .' . . Syr Eglamoour,‘

Sir Tryameour: Sir Lamwell,’ Syr Isenbras,‘ Syr Gwyn,

20
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Oliuer of the Castl, Lucres and Eurialis, . . . The castl

of Ladies . . . " with "many moe then I. rehearz heere.“ 2

Assuming that Captain Cox's library is typical of his class

and time, 3 certain facts become clear. The first is that

the tastes of this Coventry mason might easily be mistaken

for that of a man of a century earlier, since none of the

listed romances was written any later than the late fifteenth

century, and many are a good deal older. # Second, all of

these medieval romances-"prose and verse-«were written for

aristocratic readers, not stone masons. Third, although

the catalogue reveals some interest in prose translations,

Cox still possessed a healthy number of the most popular

English verse romances. (No doubt the ubiquitous gay 5;;

W was among the “many moe").

Between 1475 and 1575. romance readers fell largely

into two groups. William Caxton and Wynken do Words pub-

lished prose redactions and translations from 'certeyn bookes

of Frensshe:" 5 books like 1.3mm, 21;; W.

simmnafm- Qlinnsfihagastlsandhaauaf

mappeared in magnificent (and costly) folio editions

appealing to aristocratic and/or wealthy buyers. In addi-

tion, De Words and William Copland made shorter, less soph-

isticated verse romances readily available in inexpensive

quarto editions more appropriate to their middle class mar-

kets 6

of expensive prose works, especially in later sixteenth

Members of the bourgeoisie certainly owned copies
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century editions, as Cox's library indicates, but seemingly

the taste as well as the pocketbook of the middle class

reader leaned toward books like 13am a; _L_c_>_v_:_ De ,

as Cox's list also indicates. But by the 1570's the and

had just about come for the English romance as readers had

known it, at least in part because of the increasing strange-

ness of the language, deepite some printers' attempts at

modernizing it. 7 Over the years increasing middle and

lower class literacy had aided the spread of the metrical

romance among not only prosperous London tradesmen, but even

less cultured readers. 8 ”Shows mee King Arthur, Beuis or

Syr Guys,“ Henry Parrot's farmer demands of a bookseller,

"for “Those are the Bookes he onely loues to buys.“ 9 The

result seems to have been that, when these action tales at

last became too difficult for their devotees to read pleas-

urably, enterprising writers, realizing the demand for

easy-to-read, brief versions, condensed and modernised the

stories into ballads and plays. Sip,m thus became

“Courage Crowned with Conqest: or A Brief Relation, how . . .

Sir Eglanore bravely fought with . . . a Dragon,“ and 93,:

a;W reappeared as "Was snort-man soe test in 1oue." 10

What began in the fourteenth century as aristocratic enter-

tainment had by 1600 found its way to the ditties hummed by

chambermaids. Writers also attempted to take advantage of

the current market by issuing new, more easily digestible

versions, and in this spirit Samuel Rowlands boiled Cam's

original seven thousand lines down to a brief twelve
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cantonpoen. The losses iii—118W 2:. 99.! .LEle 2.1; hamlet (1609)-11

Old medieval heroes picked up new Elizabethan manners. Guy

even took to addressing skulls in churchyards. 12

So while of the metrical romances only Ma 3; M93

continued to be printed after the seventies, the English pub-

lic had by no means lost its taste for knightly heroes. Far

firom settling for 'debased renderings of the old legends,“

after ”romance had come to an end and had been buried with

a stately funeral by Malory,‘ 13 the new romance-buying pub-

lic consumed the old and demanded new ones. By 1600 a Lon-

doner could stroll through the stalls of Paul's Churchyard

and buy a wide variety of inexpensive books, no small por-

ll: but romances whichtion of which were still romances,

were unknown to Captain Cox.

As they had since the thirteenth century, English

translators had turned to European chivalric fiction in

hepes of cashing in on the English public's increasingly

voracious romance appetite. What they found were the sprawl-

ing, seemingly endless late medieval cycles of Mia 93

gage” We and 1133m a; Knigajaood. Although all

were originally Spanish or Portuguese, only Th9, we; a;

Knigaphog was translated directly from the original. 15

The others showed the signs of their long wanderings through

Europe. Not unlike the knights of the Arthurian cycle,

Amadis of Gaule and Palmerin d'Oliva picked up sons, grand-

sons, greatgrandsons, brothers and nephews, each assured

of generating at least one additional long sequel to the
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story as it passed through the hands of successive Italian,

German, and French redactors and translators. Consequently,

in contrast to the Middle English verse romances, and many

of the older translations, not only are the cycles very

long, but individual books are maddeningly (or to the Renais-

sance way of thinking, delightfully) intricate. Obviously

the conglomeratinn of authors believed with Ariosto that

The wider here and there my story ranges, 16

It will be found less tedious for its changes.

The Renaissance must have found these books far from

tedious. The first five books of Mia alone contain some

two-hundred-forty-eight characters, 17 and as new books

were added the story snowballed. Not until Book XXI (of

twenty-three books) does any simificant male character

die. 18

stituting a more four books divided into ten long volumes,

whileingiaamgiwincMacaw is a

maze of separate parts issued between 1578 and 1601, and

bearing such titles as age limit; 3m 9;; 311ama;

W(1601).

Today we usually lump all these books together,

especially Mania and Mia. Nevertheless, Mia

alone enjoyed something of a prestigious edge among the

Wis neither so long, nor so complex, con-

aristocracy during the short period when they found it

acceptable and even fashionable reading. They read it
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in the excellent French redaction, however, since Anthony

Munday's translations never did find much following among

the gentle classes. 19 It is significant, though, that

Munday issued his translations of the first four books of

Nicholas de Herberay‘s.aaagia in two folios of very high

20 Roman type by 1600 was usedquality, set in roman type.

only for the elite romances, which emphasized “the courtly

and sentimental in action and speech.“ 21 The middle class

romance, crammed with blood-and-thunder action, invariably

appeared in black letter. Although letters, songs and formal

speeches from Ma appeared in 2.1.1.9.W 9_f_’ Mia 9;

.§I§222.88 early as 1568, 22 no narrative edition was avail-

able to the general public before Munday's expensive folios

of Books I through IV between 1590 and 1619. Perhaps because

of its late appearance, aaaaia did not make a deep impres-

sion on most pepular English chivalric literature. The evi-

dence for the influence of the French version on the great

writers of the day, however, is overwhelming. 23

‘aQaaia'exerted a.considerable influence on Sidney and

the others with its comic spirit and humor, in contrast to

its sober-sided contemporaries,W and 3333 E1122: 9.;

W. 2"

the ironies 0f.2£l§922 Furioa .25 In fact, the courteous

and good-humored mood 03.52aé1§ is far older than the

square-Jawed, melodramatic seriousness 0f.2§lfl££§£- Chive

alric romance has never quite taken itself seriously since

and even paved the way for acceptance of
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Chrétien de Troyes chuckled over Lancelot's misadventures

in 14.9.W 9.9. isW1‘ t .

Nevertheless, it was not Amadis, but the comic-strip

heroes ofW and Th3 31.122212 p_f_ gaigathood who first

made their impression on English writers of the eighties.

The translations hit the late seventies and eighties with

stunning force, and Anthony Munday, the tireless translator

of theW and later the Mia cycles, scrambled to

take advantage of their pepularity. He began the new trend

in English romance in 1580 with Ze u o: _1_‘1_1_a Fomtaiae a;

gage. Like the modern author who tries to come up with a

best-seller by including as many selling-points as possible,

no matter how diverse, Munday combined such widely-ranging

ingredients as ”euphuism, chivalric romance, the pastoral,

courtly love, the jestbook, and the novella resultEing]

at times in an almost fantastic disunity of style, tone,

and theme. " 26 Although Hunday's book impressed the six-

teenth century almost as little as it impresses us today,

it is still important in several respects. Munday tries

at first to exploit the contemporary 3.223339% mania, which

had been going full-tilt since the publication of m:

gagma; up in 1578: he describes his book as

'Giuen for a freendly entertainment of Euphues, at his late

ariuall into England" (p. 1). Nevertheless, he soon recog-‘

nizes that he has tackled the inpossible task of joining the

strongly narrative chivalric romance to the equally strong

anti-narrative euphuistic style. Clearly, one or the other
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would have to go, and after a few pages of euphuistic ded-

ication and preface, Munday gives up and settles into the

story, which is hung on the structure of chivalric romance. 27

W, though it was a failure, still heralded the future

course of much of Elizabethan romance. With elements of

plot and character generously lifted from W, 3.9.3.3352

begins the trend of English authors to combine various diver-

gent sources and influences within the frame of chivalric

structure and motifs. Ultimately, of course, this would

result in works on the order of Tag 339112 Qaaaaa and m,

but also Emma and Montelyon as well. More important is

Munday's early infatuation with euphuism and his subsequent

abandonment of it in favor of a style more in keeping with

telling a story. Other English authors (most notably Greene)

made similar changes in their style, probably in response

to concurrent changes in the public is taste as it quickly

tired of Euphues and his awful friends.

3.211332 demonstrates that an author cannot use an

ornate style for a romance as interlaced asm or

Mia, except in an occasional set piece. Moreover, the

more intertwined and intricate the plot, the more necessary

it becomes for the style to be subservient and functional.

There are exceptions: one thinks immediately of the m,

but even harem-in a book meant to be slowly savoured, not

gulped down-'-the style becomes noticeably less elaborate in

later parts as Sidney devotes more attention to the plot. 28
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Henry Robarts uses long speeches, ornaments and rhetorical

devices in flashing out Ph d , but his plot is extremely

simple. Johnson encrusts the straightforward plot of Tag a

Wwith stylistic embellishments, but in the seemingly

more couplesm Chaapioaa he quickly abandons six heroes

to concentrate his aux-eats powers on St. George. Forde,

the author who most completely imitated the interlaced struc-

ture of Spanish romance, also had the plainest style of any

romance writer of the period. O'Connor suggests that the

similarity of Forde's prose style toW and 2112m

a; Knigathood (Forde, he says, reads like “the English trans-

lation”) results from his immersing himself so thoroughly

in his material that ”not only has he taken over the stock

ingredients, but he to some degree has absorbed the prose

style as well" (p. 224). To a point this is true, but it

does not explain why such a style was necessary in the first

place, or why Forde is the only writer of the many who read

2% to adapt it. A more satisfactory answer lies in

the stylistic requirements that the interlaced structure

imposes on an author. 29 i

I have already pointed out that printers of the century

before 1575 tried to satisfy two divergent groups of readers:

the aristocracy and the very affluent tradesmen had a large

group of prose romances (often translations) to choose from,

while the vast majority of middle class readers still enjoyed

the English metrical romances and later the ballads and plays
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from these stories. The audience after 1575 was also diverse

and much harder to characterize, but the relationship of the

popular artist to his readers is an important one, and worth

examining.

Nearly everyone, of whatever station, liked romances in.

some form. In this blanket statement, we ignore the aber-

rant voices of men like More, Vives, Ascham, and Francis

Mares. 30 (In our own time, there are those who publicly

worry because television may be turning us and our children

into murderers or zombies, and yet their voices are small

when compared to the millions who watch even the least pep-

ular program.) Not every one liked the same kind of romance,

however. Romance types again fall into two major categories,

roughly the equivalent. of the prose and metrical distinctions

of the preceding century. Mish calls the first category

"the crude and old-fashioned story of open-mouthed wonder, " 31

which was distinctively printed in rather old-fashioned

black letter type. Mish includes in this groupm gm-

91.223 9.:W."w.W. Henry Robert-'-

mc 13h. 3101173033 31.3.5.9: 9.; 33.2 §2§0 W0W0

w.my. 32 and m. He finds these stories

characterised by “wild martial action, unfettered by any

consideration of probability or possibility, and related

in a high-flown, fustian style . . . " (628). At the same

time another kind of romance was appearing, “artistically

and culturally more advanced . . . exciting admiration
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rather than wonder“ (628). This type of romance appeared

in roman type, and is exemplified by such works as mafia,

Barclay's Argenig, Cervantes'WandW (1619),

Lape de Vega'sm of. Casteele (1621 and 1623), Biondi's

W(1632) and Donzellg Destengg (1635). and Desmaret's

m (1636).. '.' . . . These romances, in apite of the per-

sistence .of fighting as a. motif, display both some elemen-

tary care for probability and an interest in the courtly

and sentimental in action and speech” (628).

Although we may disagree with Mish's characterization

of some romances, we must certainly agree that printers did

not choose type faces arbitrarily. Some rather important

differences do exist between Arcadia and 939352 1.3g; m-

Mg. Mish says that these differences arose largely out

of “something of a cultural retardation“ (628) among the

middle class, which was “indifferent to the claim or direc-

tion of the develOpment of fiction [and] continued to con-

sume stories not only old-fashioned in content but old-

fashioned in appearance.“ He concludes that “black letter

then must have come to be a symbol of time-tested material

and therefore a guarantee of either respectability or the

satisfactory meeting of expectation, or both“ (629). It is

true that one of the hallmarks of modern pepular literature

is the reaffirmation not only of cultural morés but of

traditional literary forms as well. “Predictability is

important to the effectiveness of popular art: the
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fulfillment of expectation, the pleasant shock of recogli-

tion of the known, verification of an experience already

familiar . . . ' 33

But in a broader sense, Mish's statement is not true.

The notion of a static genre for readers who were “indiff-

ferent to the claim or direction of the deve10pment of

fiction . . . " is not born out by the books themselves.

The pepular romance had changed a good deal in the twenty-

five years from 1575 to 1600. If readers had been completely

satisfied with the old medieval stories, the new ones would

have been very similar. The popular romance had headed off

in its own direction, seemingly unconcerned with the require-

ments of elite romance. To be successful, popular liter-

ature must be sold to large numbers of people, and there-

fore it must confirm the beliefs of a considerable portion

of its potential market, in contrast to elite art which can

afford to explore new areas of art and philosOphy. There-

fore popular art is a far better barometer of the immediate

feelings and values of the general public than is elite art. 34

Predictably, in English middle class fiction, middle class

characters become more important and there is increasing

emphasis on middle class values. When Queen Katherine in

MgM is deposed by usurpers, instead of patiently

enduring her fate in genteel poverty, she opens up a prac-

tice as a physician, soon acquiring “great masses of golds

and siluer . . . through her 1earnedskill." 35 English
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patriotism plays an important role in Robarts' and Johnson's

books, and a good ruler comes to mean one who takes the ad-

vice of Parliament, as in Forde 's Mogtglyog and Robarts'

PM. 36 Phegdez devotes an entire chapter to a session

of Parliament and its advice to a wise queen (obviously

modelled after Queen Elizabeth), who is properly apprecia-

tive of its help ("Honourable Lords, and you our louing

Commons,“ Sig. YBV). In accord with gradual changes in

popular beliefs, 37 English writers consistently eliminated

or reduced the fantastic and magical elements in their med-

ieval sources. They corrected any deprecatory references

to tradesmen, and generally attempted to provide models

which were Renaissance, bourgeois, and Protestant, rather

than medieval, aristocratic, and Catholic. Phggndgz's

hero is a merchant who becomes the commander of the queen's

am, saves her country from invasion, is knighted, and

finally marries her. 01' course, he turns out to be a prince

in disguise, but for Roberts, who wrote M 523;W

to flatter the guilds, 38 there is no shame in being a mer-

chant, as there is for Gauvain in Chrétien's m.

Pheander's example, moreover, provides a lesson for every

London 'prentice, that by “honourable trauailes, " the “val-

iant youth, " may, like Pheander, ”gains Fame'm-something

indeed, 'wherein the grauer may take delight” (Sig. A2).

Black letter romances of the early seventeenth century,

however, are not all alike. They vary in technique, quality,
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and attitude. Then as new, popular authors felt somm need

to vary and adapt the material they worked with. Their sources

also guaranteed diversity; the foreign romances, chiefly

‘Amggig and‘gglmgzin, differed in style and point of view,

and both were markedly different in structure from most native

English romances and ballads. A successful writer must be

sophisticated enough to direct his work not simply at the

“popular audience,” or the I'middle class audience,“ but at

the particular section of readership he wishes to capture.

So we are left with a large body of popular romances, many

at first glance having little in common with others. We

are forced to qualify generalizations concerning the “pep-

ular romance” so often as to reduce their usefulness tremens

dously. For example, if we take Mish's descriptions of the

black letter romance as a story characterized by"wild mar-

tial action, unfettered by any consideration of probability

or possibility, and related in a.high-blown fustian style

. . . ' we do not need to go far to find examples. I§gn§g

gm2; CMigtendogg, although by no means an extreme

instance, will do nicely. Battles and wars are carried out

on such a grand scale as to put to shame the Allied invasion

of Normandy. The hero, St. George of England, bored with

two years of peace, perks up with news of impending war,

since ”there was nothing in all the world that more reioyced

his heart, than to hears the pleasant sound of warres, and

to see Souldiers brandish forth their steeled weapons.” 39
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Since this and other books spend so much time in the loving

description of warfare, from single combat to the detailed

accounts of battles involving several hundred thousand men,

we can easily conclude with Mish that the readers of this

very popular book (fourteen editions by 1700) liked very

much the ”wild, martial action“ it contains. It certainly

is related in a "high-blown fustian style.“ But it is a

mistake to assume that Mish's characterization applies to

all seventeenth century chivalric romances, or even the most

popular ones. What does this bombast have in common with

Forde's low-keyed style? Forde is not interested in battles.

Ornatus and Agtesia avoids wholesale wars completelygigagig-

mpg, Parismenog, and especially Montglngjpare down battle

scenes to the bare minimum necessary for furthering the plot.

There are no endless accounts of which captain led what charge

against what regiment, or how the hero single-handedly turned

the enemy's flank by killing hundreds of Saracens. £93.99.

Chggpiong describes one battle between Saracens and Chris-

tians in which the Moslem army totals 2,##9,#00. Needless

to say, the fate of Christianity is in some peril (p. 117),

but St. George saves the day by single-handedly killing

five hundred knights and untold numbers of common soldiers

(p. 117).

Forde's heroes are of course expected to be valiant

warriors, but he rather surprizingly sees war much differ-

ently from most authors of the period. Uninterested in
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the long battle scenes that so delight Johnson and bore us,

Forde generally avoids giving anything but the most cursory

descriptions, focusing on the dangers his hero encounters,

how his courage inspires his men, which side wins, and usu-

ally ignores the rest. In one instance a battle goes on for

several days, but Forde summarizes it from the limited view-

point of one of the heroes, Persicles, and concludes the

battle after two pages, #0 instead of devoting a chapter to

each day‘s battle as is the customary sixteenth century prac-

tice. Besides this reluctance to devote much space to the

finer points of military strategy, Forde evidently thinks

St. George's attitude not only foolish, but dangerous.

Villains and inexperienced young knights are the only ones

eager for war. Men.of "great wisdome and gouernment' do all

they can to avoid it. “1 0f King Maximus' refusal to talk

peace with his enemies, Parismenos says, "it is not valor,

but wilfulnesse, that maketh him resolute . . . " “2

does might always make right: trial by combat can easily

and with the defeat of an innocent man at the hands of a

guilty but more skillful knight. “3 Fordels books are filled

Nor

with much physical action and danger, but on a far less

grand scale, and demonstrations of a hero's military abil-

ities are generally forced from him. Usually it is not the

fighting itself which is important to the hero, but its

objects rescuing a lady, defending himself against a.maraud-

ing giant, or serving his prince in a.war against an



36

an invading army.

Wise printers realized the difference between books of

this type and Johnson's and placed apprOpriate emphasis in

the title page. Thus Seggg;Chgpp;ons is advertised to con-

cern the knights'

Honorable battailes by Sea and Land:

their Tilts, Iousts and Turnamcnts

for Ladies: their Combats with Giants,

Monsters, and Dragons: their aduentures

in forraine Nations: their inchayn-

ments in the holy Lands their Knight-

hoods, Prowesse and Chiualry, in

Europe, Affrica, and Asia, with

their victories against the enimies

of Christ.

Only once does the printer mention anything even approaching

a love theme--'Turnaments for Ladies'--and there the inter~

est clearly is more in the “Turnaments” than the “Ladies.”

Forde's readers wanted more love and courtliness, as the

title page from Montglyon indicates:

His strange birth, vnfortunate Love,

Perilous Aduentures in Armes, and

how he came to the knowledge of his

parents Interlaced, with much variety

of Pleasant and delightfull Discourse.

If we were to give a general title to the chief motivation

behind his books, we could not do better than Dryden's.Al;

‘fgg Love, because love, not military adventure or the oppor-

tunity to ”gains Fame,“ #4 is what prompts Forde's knights.

We can account for this attitude with a hypothesis

concerning the identity of Forde's principal audience.
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Much evidence seems to indicate that, in contrast with many

of the other chivalric romances, Forde's books were written

to appeal chiefly to women and girls. This is hardly a new

phenomenon. medieval romances owed much to the patronage of

great ladies, such as Chrétien's Marie de Champagne, and

romance itself may have evolved from a “feminization' of

the subject matter of the more militaristic epics and Egan:

ggngflgg‘gggtg. #5 It is not coincidental that Sidney addresses

his Argggig to “my deare ladie and sister,“ or that in 1617

William Webster, in dedicating his C , g Elli-99.2 3:; gang},

ggguthg‘;gyzg ggigcessg Azgentile to ”The Fair. Reader Of

The Fayrer Sex,“ announces that it was written solely for

them, “6 or that Nashe refers to Greene with a.sneer as “the

Homer of women." “7 We may be taken aback at first by

Wright's statement that“Women in general have never subscribed

to realism.[in literature],' “8 but he is probably right.

Despite increasing independence, the life of an Elizabethan

middle class wife or daughter was still apt to be pretty

restricted, and her increasing literacy might well have

served as a.way of temporarily escaping into an exciting

world of dangerous and amorous adventure. Forde, more than

any other author of chivalric romance seems to have capi-

talized on this. Unlike Johnson, whose heroines exist as

vacant-eyed prizes to be won by knightly valor and then to

disappear until such time as the plot requires they be car-

ried off and rescued again, #9 Forde's heroines occupy a
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good deal of the plot, and their characterizations receive

much attention from their author. Forde's characterization

itself will come in for closer scrutiny in Chapter IV; I

shall point out that he not only gives careful attention

to female characters, but even makes significant use of middle

class girls in chivalric situations. This combination results

in his finest heroine, Violetta of Pagismus and Pagismenos. 50

Violette, a merchant's daughter who falls in love with

Parismus after he makes love to her in a casual one-night

affair, and follows him disguised as a page. Subsequently,

she takes an active role in his adventures, and falls in

love with Parismus' friend and companion, Pollipus, who has

loved her faithfully all the time. This is no minor sub-

plot, nor are Violetta and Pollipus minor characters. Their

stories dominate the entire second half of Pagismgs and the

first part of Pagismenos covers their furthertadventures.

There is much in Violetta's story, moreover, that is similar

to elements of the uniquely feminine appeal of the modern .

gothic romance in its potential attraction to middle class.

women..51 We have for instance the way in which a hereto-

fore quite ordinary girl suddenly finds herself in a situ-:

ation which catapults her into dangers and delights she

could never have seriously expected in her life. Nevertheless,

she turns out to be capable of handling the dangers and she

is completely deserving of the delights. Thus the unexs

pected appearance of a handsome and mysterious prince
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in Violetta's bedroom one night could happen to any girl

reading the book, since Parismus arrives there entirely by

accident. Once given the Opportunity, the middle class girl

is quite at home in noble surroundings: ”though she [is]

no kings daughter” Violetta is superior to a real princess,

Freneta. 52 Another gothic motif is the fidelity of the

high-born hero to his middle class sweetheart. Violetta's

position is assured and her personal worth emphasized when

her aristocratic lover and future husband, Pollipus, rebuffs

the beautiful princess' offers of love, because the ”remem-

braunce of [Violetta's] perfections, together with his loue

hadde so much bounds him in the inuiolable bonds of true

friendship to his first beloued, that for euer after he

eschued all occasions to come in Frenetaes sight . . . ”

(Sig. Eez). Interestingly, it is Pollipus-4not Parismus--

who is the object of so many powerful ladies! propositions

(e. g., the Circe-like Bellona, Sigs. W3-X#),_and the unwav~

ering devotion of this highly desirable knightly hero to a

merchant's daughter who (as he thinks) spurns him, is really

an extravagant compliment to Violette.

Not typically gothic, but still on the order of wish-

fulfillment, is Violetta's amazing selfbsufficiency and

bravery: in an attack upon a castle she is the first one

to reach the walls (Sig. mm. After marrying Pollipus in

P is en , she meets more conventional situations (giants,

kidnappers, and rampaging bears) with a spirited courage
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and resourcefulness very much in contrast to the typically

passive romance heroine, who rarely does more than wring

her hands and faint. We can picture the delight with which .

Violetta's adventures were read by girls like Overbury's

chambermaid, who is ”so carried away with 2113m p_f_

Qighthood she is many times resolved to run out of herself,

and become a lady-errant.” 53

There are other indications of Forde's female audience.

He raises the question, for instance, of whether the man or

woman declares love first. In Forde, the true mistress never

does. Occasionally another lady will offer love to the hero,

but this represents a threat to the heroine and a trial of;

the hero's love, as with Pollipus, with Praxentia's declara-

ation to Montelyon (Ch. 33). and Venola's "high fauours . . .

bestrewed in vaine on Parismenos" (Sig. 02). The hero's

true love never pursues him: instead, she is pursued in an

elaborate and elegant game of love. The lady may be won

over immediately (W and Montglygn) , or she may at

first be hostile (W), but she is always courted in

some distinctive and romantic manner, as when Parismus

declares his love to Laurana in a masque which he writes,

produces and performs in (Ch. .3).

Parismus is precisely the kind of attentive, witty, and

gallant lover which St. George so detects inMW.

There an elegant lover, the Earl of Coventry, is disliked

for his oily manners (Ch. 15). Tom a Lincoln's son, the
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Black Knight, says of courting: ”this Carpet kind of pleasure

I like not, it disagrees with my young desires: the hunting

of vntamed Tygers, the Tilts and Turnaments of knights, and

the Battels of renowned Warriours, is the glory I delight

in . . . ” (Sig. K3). When Johnson's heroes fall in love

(and the Black Knight never does), it is afterIEQQy have been

pursued by ravishingly lovely maidens who leave theirfamilies

and risk their lives to follow their heroes. Even so, men

like St. George remain remarkably unimpressed by the whole

affair, and love motivates only a small portion of the story.

St. George could only feel contempt for Parismenos' and Per-

sicles' slavish declarations of love (“pardon my presumption

. . . to trouble your sacred eares . . . "), and Ornatus'

disguise as a.woman to be near his lady. 5“ It becomes increas-

ingly more obvious that Forde was exploiting the fantasies.

and aspirations of girls while Johnson sought to gratify

the imagination of boys. 55

Another indication of Forde's audience, aside from a

fascination with the subject of love, is a concern for the

obstacles a romantic young lady must endure. Not the least

of which, and certainly one of the most interesting, is her

father. There is not one heroine who is not hindered by some

prosaic father convinced that his daughter should marry for

”sensible“ reasons, and certainly not for love. Maximus in

P smenos even rises to real villainy, but the other fathers

are quite nice peOple who usually are won over to the lovers'

side by the end of the book, although not before their meddling
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causes a lot of trouble for the young couple. The fathers'

principal problem seems to be a combination of materialism,

insensitivity to love, monumental stubbornness, and a pen-

chant for picking the worst possible husband. Thus Constantia's

father takes an immediate liking to Helyon (the villain) and

wants her to marry him despite the fact that she is in love

with Persicles. Constantia weeps, wrings her hands, and

”like one in a dead trance, ouercome with griefe,” throws

herself on the floor, with the only result being her father's

assertion that 'whatsoeuer he will haue, must be performed,

' 56 Laurana runsthough equity would perswade the contrary.

into much the same problem with her father Dionisius. He is

a somewhat indulgent father, and tells Laurana's suitor Sicanus

(a treacherous pepinjay) that his daughter must agree to any

marriage, never dreaming that she would ever refuse her father's

choice. When she does, he ”began to waxe somewhat angrie .

with her, and tolde her that it was his pleasure she should

marrie with him, and he would haue it so.“ 57 Later, when

he finds out what Sicanus is really like, Dionisius learns.

his lesson, and decides marriage must rely 'vpon his Daugh-

ters choyse“ (Sig. P3V). One comes away from these books

with the feeling that whoever read them was apt to be of

the cpinion (as girls usually are) that daughters--not

parents--know best.

It is not surprising in view of Forde's apparent

readership, that his books, in comparison with most
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contemporary popular romances, contain a much greater

“interest in the courtly and sentimental in action and

speech,“ a feature Mish correctly cites as characteristic

of elite romances. They resemble works of their genre,

moreover, in their gentle mockery of lovers. The courtly

romance in one of its earliest forms is marked by good humor

and a healthy sense of enjoyment. This element of romance is

most completely represented in Chrétien de Troyes, but appears

also among the works of thelggggig poet, and Ariosto. Nothing

is more vital to this type of romance than a state of mind

which allows laughter. Out of this tradition come such works

as Nicholas de Herberay's Amadigfldg‘ggglg and Sidney's Old and

New Arggdig. 58 One of the greatest disservices we can do to

this type of literature is to read it with a totally straight

face. This does not mean, of course, that Chaucer, Chrétien,

or Sidney do not have serious major themes, or that they do

not use comedy for ultimately serious purposes, but it does

mean that we must make an effort to receive certain elements

in this brand of courtly narrative in the spirit in which ,

they are given. The modern reader who thinks Chaucer in

Troilgg‘ggd Cgiseyge means everything he says about the

“doctrine“ of courtly love, runs the danger of missing the;

point entirely, as these do who fail to realize that the

Elizabethan Knight‘g£.§hg‘§gg_ is a burlesque. 59

Forde's books follow the example of‘Agggig and the

.Agggdig in relying on a higher than usual degree of
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situational comedy for their humor, rather than relying on

wit and word-play. His books are typical of the courtly

romance tradition also in that most of the humor still arises

from the very thing the courtly romance celebrates--love.

Readers of this type of romance could laugh at what was dear

to them.

The brunt of the comedy falls on the hero or heroine

in love. For example, one night when Parismus hears Laurana

singing, he determines to go to her window, but unfortunately

he falls off the garden wall he is climbing, and into the

jaws of a.neighbor's guard dogs. Bitten and humiliated;

he must make a quick retreat to the house and bang on the

door for help. 60 Constantia, unlike most romance heroines,

can only go a short while without sleep, and having spent a

restless night thinking of Persicles, she must spend the day

in bed, recovering. 61

the old mistake of considering himself immune to love. To

62

The hero or heroine sometimes makes

Artesia, love is 'vnsauourie to my stomachs.“ Later on,

however, she receives a love letter from Ornatus, which she

wants desperately to read, but which, 'striuing to ouer-

master her Affections,’ she tears apart. Curiosity at last

gets the best of her, though, and piecing thelletter together

again on her bed, she reads it. Satisfied, she rips the

letter into "a thousand pieces.’ As she goes to bed she

tells herself she is resolved to ”enorease her disdaine”

for Ornatus, but secretly she is very pleased with his
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attentions (Sigs. CZ-sz).

Forde parodies serious love in his books by pairing

scenes which depict love in two different lights. Parismus'

contemplation of Laurana's “diuine . . . perfections“ 63 is

followed by his fabliau-like encounter with Violetta (Ch. 12).

After the pastoral dignity of Persicles' and Constantia's

wedding night comes the “merry Iest~ of Helyon's night with

Selia. 6“

Forde often takes an important situation and lightens

it with a humorous incident. Parismenos, after searching .

for months for the unknown lady revealed to him in a vision

as his future wife, at last sees her as she travels through

the forest with a train of attendants. Instead of speaking

or going to her, he is so struck with her “beautie and sud-

daine presence" that he stands staring at her “like one in

a trance.” 65 The lady (Angelica) sends a servant to see

if he is dead. When she is told that he is not dead, but

simply in a wide-eyed, open-mouthed trance, she continues

on her wayb-no doubt wondering about the sanity of this

strange knight. When Parismenos comes to his senses “rapt

into a heauenly conceit of icy," he must rush after her

until he catches up with the train, where he at last blurts

out the story of his vision and her role in it. “You are

66
deceiued,' says the confused Angelica, and moves on.

Forde occasionally uses broad comedy, as in Montelyon's

escapade in Fra Bernard's cell. 67 Here the hero frees
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his imprisoned lady, breaks up an enemy alliance, halts

the invasion of his country, and takes revenge on his enemies

by masterfully arranging for two adulterous couples and one

naive courtly lover to unknowingly switch bed partners.

The ladies think they are coming to Fra Bernard's cell for

an assignation with Montelyon, while the men imagine they .

are meeting with the heroine Philotheta. Thanks to Montelyon's

ability as a confidence man and the extreme darkness of Fra

Bernard's rooms, the hero pairs off the unsuspecting couples,

and manages to reveal the substitutions at just the right

moment. Thus the king of Armenia discovers his wife in bed

with his ally the king of Macedonia. The Queen of Armenia's

shrieks and the battling of the two kings wake up the emperor

of Almaigne, who has been sleeping with the queen of Macedonia.

Here is indeed a ”Jape of malice in the dark,“ as Chaucer's

Cook joyously observes of the 'Reeve's Tale.“ 68 Every-

thing soon is in such an uproar that the real Montelyon and

Philotheta can slip away in disguise, confident that the

three kings now have more on their minds than the Joint

invasion they had been planning into Montelyon's Assyria.

In fact, when Montelyon attacks the Armenian city the next.

day, the kings of Armenia.and Macedonia are still going at

each other, oblivious to the invading forces around them,

(Sig. Bb3).

On the whole, though, Forde's comedy is designed to

lighten the mood rather than to make the reader roar with
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laughter. Its presence at even the most serious momemts

indicates that while Forde's readers enjoyed romance, they

did not take it too seriously. His lightness and humor

differs markedly from the solemnity with which most of his

popular contemporaries treat their stories. The second

part of the romance Egg 5 Lincoln; sometimes resembles

nothing so much as one of the grimmer Jacobean revenge trag-

edies, complete with a ghost of the hero's murdered father,

the hero's slaying of his mother and her lover, and numerous

over-long soliloquies and speeches. Robarts' upbeat story

of Prince Dionicius' love for the princess of Thrace, ghggn-

dgg, contains only one remotely humorous episode, when Prince

Dionicius, while suffering acutely from the lover's malady,

plays chess with his rival Cariolus, who 'tooke his Queens,

and gaue checke to his King," wherupon Dionicius hits him

over the head with the chessboard. 69 Despite this prom?

ising start, the rest of the book is more sober than‘gglgrl

‘ggin. In fact, Dionicius' peevish treatment of Cariolus is

the only example of comedy-~verbal or situational-~that I

have been able to discover among the English popular chiv-

alric romances published during the first twenty years of

the seventeenth century, except in Forde's romances, and the

two burlesques, Thg‘ggightugf‘thg‘§ggnand Mogiomaghig. 70

Perhaps this difference stems in part from the relas

tive lack of interest by other writers (and, one presumes,

readers) in what can best be described as romantic
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eroticism. Much of Forde's humor arises from his Amadisian

sense of both the sublime and ridiculous nature of physical

71
love. ”Chivalric dignity can scarcely stand the test of

leaping naked into the arms of a mistress--even if she is

a princess.” 72

Although not as graphic in his sexual depictions as

the Amadis authors, Forde does not blush. His books contain

heroes who spy on half-clothed ladies, 73 fabliau-like bed-

74
fellow substitutions, willing country girls and merchant's

daughters, 75 romantic wedding nights (with and without bene-

76 as well as an eSpecially generous assort-fit of clergy).

ment of illegitimate births, attempted rapes, casual liasons,

lustful villains, and seductive enchantresses. This differs

sharply from the usual tendency among Renaissance English

popular romance authors to avoid any questionable material.

Thomas Middleton took offense at Lancelot and Guinevere's

adultery, and so paired off Lancelot with a French princess

instead of Arthur's queen in Chinon 2; England (1597).

Sexual indiscretions crowd the pages of 22m g Lincolne, but

so do the punishments visited upon their perpetrators with

wearisome regularity. Johnson's book barely touches on what

Arthur calls the ”delightfull sinne,” and instead dwells on

the characters' ”publike miserie” (Sigs. Huv, 13).

There is no reason why an author could not include

comedy which excludes the erotic, and there is certainly no

reason other than the preferences of the audience why wit
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and badinage must be eliminated. The readers of Forde,

‘Aggdig, Ariosto and Sidney enjoyed the comic touches: other

readers did not. Pheande; and §gggg Champions are intended

to please another audience. They are consistent with the

mood of the only two medieval verse romances to remain p0p-

ular during the era,‘ggy g; nggick and especially.§gx;§‘g§

flagptgg. Both are atypically grim and contabn several themes

which came into wide use--murder of a knight by his faith-

less wife, betrayal of the hero into oriental slavery, con-

version of a Saracen princess by her love for a Christian .

knight, the bearing of a letter by the unsuspecting knight,

instructing the receiver to imprison him for seven years,

and the rise of a low-born hero to high achievement. Johnson

in fact takes over most of‘ggxig for the main plot oflggggg

Chgmpions, and uses other elements in 223‘; Lincoln .

Earlier I cited Mish's statement that the popular

romance is characterized by "wild, martial action . . .

related in a high-blown fustian style,“ while the elite

romance is typified by its interest in the “courtly and

sentimental in thought and speech.“ Now we can see that the

major difference between popular and elite romance is not

the popular interest in battles, military regalia, and

bombast as apposed to the elite interest in the ”courtly

and sentimental." nor is it the fact that elite romances

are generally interlaced while popular romances are not.

Forde is too significant an exception to both of these



50

statements. Rather, the difference lies in the audiences'

expectations and the artists' attempts to fulfill them. Gen-

erally speaking, elite romancers wrote to please an aristo-

cratic and/or cultured audience which was more aware than

popular audiences of the individual nature of any single

piece of art. This does not mean that seventeenth century,

readers were not intensely aware of the demands of conven-

tion on works like Egg Egggig.gggggg or Agggdi . They were.

What it does mean is that in works like Parism s, Palmegig,

or Faukonpridge far more attention is given to the work as

an entertaining fulfillment of its type than as a solitary

artistic creation.

A good deal of importance rests on theword ”enter-

taining." Characteristic of popular literature from the

sixteenth century to our own time have been the two motions

that reading ought to either be an entertaining escape from

drudgery or a means of self-improvement. 77 Many Renaissance

writers tried to furnish both, as the author of Albion;

‘ngggg does when he invites readers to ”recreate themselues

with pleasant discourses” of ”The Vertues of a chast Queens,

and the loyaltie of a faythfull Subiect; the triumphes of

an honorable minde, shrowded vnder the habits of a ielous

King” (Sig. At). Forde evidently was sensitive to criti-

cism from men like Meres who found his books ”hurtfull to .

youth“ (Fol. 268), and weakly defends them as stories

"wherein neyther the lewde can finds examples to sute
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their dispositions, nor the well-affected any cause of

offense.” 78 But these are rare moments. Most of the time

Forde emphasizes entertainment value. He states that Qggae

‘tgg and Agtesia (“this silly present”), ”beeing but a Fan-

cie . . . though not agreeing with your grauitie, yet [it

is meant] to bee read for recreation” (Sigs. ABV, A3). In

each preface, Forde emphasizes that “my intent [is] to

please,” 79 that his stories are “delectable,” Ppleasant,“

80
and “delightfull” and that his story ”Fauoureth more of

81 In fact, Forde is saying thepleasure then Eloquence.”

same thing as a nineteenth century advertisement: “This

story is for easy reading. It does not require any effort

82 Although other authors were more care-to understand it."

ful in their prefaces to claim that moral instruction was

their principal purpose, their works (except in sexual mat-

ters) were little better than Forde's. Of all of them,

Forde was the most Open in his purposes.

What Forde did was to reinterpret the elite romance

in terms that a large segment of middle class readers could

enjoy. We have seen that his subjects and their treatment

often have more in common with certain elements of elite

romance than pepular ones, but that the total reference

is ultimately middle class, just as the elite romance is

ultimately aristocratic. By using common sources-~perhaps

Aggdig‘gg‘ggglg, and in the case of the Apgggig, the elite

romances themselves-~and by treating them within the
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requirements of popular literature, Forde wrote a series

of books suitable to readers who desired ephemeral liter-

ature which was ”genteel" and “romantic" but who were them-

selves still fundamentally middle class in outlook. In con-

trast, most of the other papular writers develOped their

works around the mood and structure of the English heroic

metrical romances papular during the preceding century,

particularly.§gx;§.g§ Hgmpton and guy 9; Warwick. All

writers, pepular and elite, generously incorporated motifs

from the Pglmerig series, discarding those things they found

less congenial to their purposes. Forde disregarded its

earnest solemnity: Johnson and the others ignored the 23323-

lacement.

Nevertheless, in all its guises romance continued to

be what it had always been, "a.world of knightly proving,”

where ”trial by adventure is the real meaning of ideal

existence.“ 83 Whether that trial is a test of physical

prowess or the more well-rounded ideal of Fords and Sidney,

ultimately it is the manner in which a knight lives that

is important:

But vertue stirring vp their noble minds . ... 84

Hath caused them seeke aduentures forth to find.

How Forde devises his knights' adventures, and how he organ-

izes them into a complex, unified, and above all, enter-

taining world, is the subject of the next chapter.



Chapter II: Notes

1 I have made no attempt to provide a complete history

of popular romance writers for the period covered in this

chapter (lh75 to 1600). The best overviews are not found

in general literary histories (which slight the subject

or are inaccurate), but in Louis B. Wright's Middle Class

Culture 'n Elizabethgg En land (Chapel Hill: University

of North arolina Press, 193 , esp. Ch. 11; in Mary Patchell's

Egg Palmegin Romances i3 Elizabethgg Prose Fiction, Ch. 5:

and in John J. O‘Connor's Amadis‘gg Gaule gg§.Lt§ Influence

pg Elizabethan Literature, Ch. 11. The last two, deepite

their apparent specialization, provide good general discus-

sions. More specialized, but helpful, is Walter R. Davis'

Ideg‘ggg‘ggt‘;g,Elizabethan Fiction, Chs. 5-7. Still

invaluable after more than fifty years for medieval and

continental backgrounds are R. S. Crane's The Vogue 2;

Medieval Chivalric Romance gugigg thg English Renaissggce

and Sir Henry Thomas' Spanish gag Portuguese omances g_

Chiv r . My debt to all of these, but particularly to the

heroic early efforts of Wright and Crane, as well as O'Connor's

more recent work, is more than mere footnotes can express.

2 Robert Laneham, "A Letter,” in‘QgptgigHQgg'g‘ggllggg

5%; Boo 3, ed. F. J. Furnivall (London: Ballad Society,

1 7185 SE. #3-#63 quoted by Wright, Middle giggg Cult 8,

pp-

3 Wright, Middle C1g§s Cult e, p. 84.

4 The prose works are: "King Arthurz book” (Malory;

Caxton, 1#85), 'Huon of Burdeaus“ (13th century French:

Engl. De Words, 1534), "The foour suns of.Aymon” (14th century

French: Engl. Caxton, l#86),”Oliuer of the Castl' (Philippe

Camus, 15tg centgiy Branch; Engl. 3e Words, 1518), agd i

'Lucres an Euri us” Eu; glue Lucr ce Aeneas ylv us

Piccolomini,lgg duobgs gmggtibus, atin 15543 Engl., 1515).

The Middle English verse romances arez- 'Beuis of

Hampton" (Beuve g; ngmtong Anglo-Norman c . 1200; Bayes

3 Words, 149#): The squyreof H toun 1 th century:

'3? lo degree" (14th century; De Words, pro-1520), "The
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Knight of Courtesy and The Lady [of] Faguell " (ltth cen-

tury: Copland, fire-1568), ”Syr Eglamoour“ (15th century:

De Words, 23. l 94), S Tryamoour' (14th century: Pynson,

1503), ”Sir Lamwell" (1 th century} De Words, 93. 1520),

“Syr Isenbras“ (S Isumbggg, 14th century: De Words or

Copland, c . 1530 , ”Syr Gawyn' (The geggte g; Sy; G w e,

15th century: Butler, ca. 1529).

Bibliographical information chiefly from Crane, Th3

Vogug‘gf Medieval Romance, pp. 30-#8 (checklist of pub-

l shed medieval romances), and‘A Manual 9; Egg Writings

of Midd e En lish, 10 0-1500, gen. e . J. Burke Severe,

Fasc. I (New Haven: onnecticut Academy of Arts and Sciences,

1967).
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Bohemia (London: Creede, 1598), Sig. G .

“2 Parismenos, Sig. Dd2.
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ence in his own treasonous plots.

44 Pheand , Sig. A2.

45 See W. W. Comfort, “Introduction,“ Chrét‘en‘gg

Tro : Agthurian Romances (1914: rpt. London: Dent,
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ed. R. B. McKerrow (19557 rpt. 0 03353 ackwel ,'l956), .

I. 120

“8 Wright, “The Reading of Renaissance English Women,“

147.

#9 E. g., Sabra in §gggg thgpiggg, who in contrast

to her husband St. George, is remarkable for the number

of times she can appear in the book while never giving us

a shred of evidence that she is anything more than a

lovely automaton.
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include the lovely and courtly merchant's daughter Lucida,

who is loved by Alprinus, a knight (Orn tus, Ch. 9): and

Dulcia, who marries Prince Marcellus, and of whom the

principal heroine says, “ . . . what though shes bee not

of kingly race, her vertues are such as may beseeme the

best Ladie in the world” (Parismenos, Sig. Aa4). This is

in addition to women like Adellena, Artesia's confidante,

“of means birth and small living, yet of good education,”

who occupies the traditional role of the heroine's friend,

but is not a heroine herself (Orn tu , Sig. B3). There

are no middle class heroes.
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are analysed by Joanna Russ in "'Somebody's Trying to Kill

Me and I Think It's My Husband:' The Modern Gothic,"

Journal‘gf Populg; Cult e, 6 (1973), 666-91.

52 ngismus, Sig. Ee2.

53 Sir Thomas Overbury, ”A Chambermaid," from §i§

Thomgg Overbury‘gig Wife . . . 32! News and Divers More
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Harcourt Brace, 1963), p. 200.
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of John Cawelti's discussion of the possible psychological

forces behind the modern adolescent male's attraction to
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(Bowling Green: Bowling Green University Popular Press,

1971). pp- 14-15-

56 Montelyon, Sigs. C3, C2v.

57.£arisaue. Sig. E2-
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Chapter III: Interlace and Structure

”Meseems that I have many threads to clear

In the great web I labour evermore.”

_-0r1ando F 1030, XIII. 81

In 1549 the Italian critic Giovambattista Giraldi

Cinthio wrote that it was the habit of romance-writers “first

to speak of one person, then to interpose another by inter-

rupting the first subject and entering upon the deeds of

the other. and on this design to continue the matters to the

end of the work. This,“ he says approvingly, “they have

done with marvelous art.“ 1 The pleasure that Giraldi Cin-

thio took in this method is by no means universally felt

today, and as we have seen, Forde's work seems to some mod:

ern critics to be merely “the business of getting on with

the plot (the intricate, meaningless web that Sidney papu-

larized.') 2

I hope to show that such recent Opinions of Forde's

work are unjust. Far from being meaningless, Forde's plots

are instead “systematic confusion,“ 3 designed to entertain

the reader with a.maze of ”digressions” and 'irrelevancies”

which ultimately prove to be an integral part of the whole.

4
Interlace is more than simply a method of organizing the‘
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plot. In the long run it reflects a view of the world and

interpretation of character. To Fords and his readers events

are not imposed upon characters by petulant gods as they are

in Greek romances, but arise from the knights' own need to

test themselves and to act morally in a moral world. A

knight's behavior in even the most seemingly meaningless

situation ultimately is important in achieving his quest. 5

This subject will be dealt with at length in the following

chapter in a discussion of ”fate,” Providence, and the hero,

but it should be emphasized here, before we embark upon a

long consideration of Forde's structural method, that med-

ieval and Renaissance readers did indeed find a great deal

of pleasure in the convolutions of interlace, and they did

not find them indicative of a sterile or absurd system.

With these admonitions in mind, we turn in this chap-

ter to the structure of Forde's books, and in particular

to the nature of interlace in Eggigggg, Pagismenos, and

Montelygg, his three most successful romances. Ornatus

gagiggtggig,*while certainly not a failure, did not approach

the others in pepularity, and represents Forde's only non-

interlaced book. I do not think this is coincidental: it

suggests that to his audience he was at his best when he

used an interlaced structure.

I have proceeded from the premise that Forde knew what

he was doing when he wrote these books, and I think that

careful examination of their narrative structure confirms
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this assumption. There are two principal factors at work

in interlace: fragmentation and unification. In the long

run, the romances are far more unified than fragmented, but

fragmentation is at first the most obvious feature. Events

and characters seem constantly to be scattering in all dir-

ections. Nevertheless the author sets himself the task of

drawing together all the divergent elements of the story

into one, vast, unified whole. Interlace is the art of

”forging significant and tangible links between originally

independent episodes: it [is] aimed at establishing, or at

least suggesting, relationships between hitherto unrelated

themes . . . ' 6 Forde does this by various methods. Epi-

sodic and motif interlace is the most readily recognizable.

This employs various plot devices which make up basic blocks

of interlace. These blocks are threaded together with more

episodic and motif interlace. This time, however, the inter-

lace is not confined to a single block, but threads episodes

and motifs through two or more blocks. At the same time,

interlacing characters-~most prominently villains, but also

many other minor characters--work their way through separ-

ate episodes and draw them together. In addition to these

two elements of narrative structure-~large separate blocks,

long, linking character threads, and repetitive motifs and

episodes--there is another element of organization: chapter

organization.

I have included an examination of the kinds of time
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used in Forde's romances, and how the use of time differs

among his interlaced and non-interlaced books, as well as

within a single book. The chapter concludes with a discus-

sion of setting and its influence on narrative and an analy-

sis of Forde's use of setting to heighten the patterns of

interlace.

That Forde cannot touch Ariosto's art goes without

saying. Still, what Fords and Ariosto do not share in

genius, they do share in their pleasure in this ancient and

honorable form of narrative. Forde, no less than Ariosto,

sets out in his own workmanlike way to clear his many threads

”in the great web” on which he labors ”evermore."

i. Episodic and Motif Interlace

1
In chapter 22 of Montelyon, the two knights, Montelyon

and Persicles, set out in search of Persicles' mistress, Con-

stantia, who disappeared over eighteen years earlier. Un-

known to either one of the knights is the fact that Montelyon

is Persicles' and Constantia's son. After many days of

"tedious trauell:“

. . . they arriued in a pleasant Valley,

through the middest where of ran a most

pleasant Riuer, whose chrystall streames

ran with great swiftnesse, washing the

Peble stones in her bottome so cle e

that they might easily be discerned :j

riding along by the Riuers side, they

beheld a farre off two Damzels all in
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white on horsebacke, crossing the Medow

with such swiftnesse, that they were both

soone out of sight [:J Montelyon desiring

to know what they were, desirengersicles

to stay his return. With that he spurd

his Steed, who ranne so swiftly, that the

earth seemed to shake vnder him: he rode

a mile before he could ouertake them,

but so scene as they espyed him, they turned

backs, and before he could asks the ques-

tion, one of them sayd: as you are a

Knight and a fauour the distresse of wronged

Ladyes, pitty vs, and vouchsafe your ayde

to redeeme our Mistresse, that euen now

was taken from vs by three mighty Giants.

Fairs Virgins, quoth he I professe

Armes, and to my vttermost will I ayde you,

else were I not worthy the name of a Knight.

(SigSe P‘Pv)

For those who hate romances, this interruption of Montelyon's

search for Constantia illustrates nearly everything that is

wrong with Forde's writing and with romance in general: it

is further evidence of the author's devotion to a method

of organization which seems to Cervantes' Canon to be like

constructing a Frankenstein's monster from as many incon-

2 The reader mutters ”not again,”gruous parts as possible.

and grimly settle into what he knows will be just one more

ridiculous irrelevant adventure.

For the reader who loves romances the situation is

very different. He recognizes that the very fact that the

author sees fit to mention that the knights have travelled

“many dayes iourney without aduenture' is evidence that

something is about to happen. The sudden arrival in the

“pleasant Valley” may seem like nothing more to the
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uninitiated, but the veteran knows that the stage is being

set for action: authors never describe knights arriving in

strange valleys without some adventure coming their way.

Thus when the two damsels suddenly pop up and gallop across

the meadow, the romance-lover is no less eager than Montelyon

to follow them and learn their story.

The romance-hater will argue, on the other hand, that

Montelyon must either be very stupid or very shallow to

rush off after these two damsels. ”What about Constantia?

At this rate they'll never find her.” The preper answer is

that right now we really do not care about Constantia: the

search for Constantia is in itself not what keeps us reading,

and right now we are happy for the Opportunity for another

'digression:' indeed, the "digressions' are what make the

story fun. One must have a taste for such things, however,

and if we do not no amount of analysis is going to change

that.

We can, however, show that the digression is not

meaningless, that there is a pattern in the handling of

an interlaced plot, and that what seems to be occurring by

change or as a digression from the main plot is in fact part

of a cohesive unit which would collapse should that portion

be removed. The sympathetic reader does not concern himself

with the fact that Montelyon has put off Constantia's rescue

to embark on one more adventure: he knows that ultimately

Constantia's rescue in some way depends on what Montelyon
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does in the ”pleasant Valley." ”Everything leads to every-

thing else, but by very intricate paths.“ 3 In Montelyon's

case this adventure leads to the rescue of Philotheta, who

will become his wife. Philotheta's story itself reaches

back to the betrayal many years before of her father Delautus

by his “friend“ Amphiador when Amphiador hired the sorcerer

Penthrasus to imprison Delautus in an inchanted hut in a,

deserted land far from Delautus' duchy, whereupon Amphiador

married his duchess and became duke (Ch. 22, pp. ABS-A36).

But the story did not end there: shortly before his own

death, Penthrasus told Delautus that the only way to over-

come the magic which imprisons him is through the destruc—

tion of Penthrasus' Enchanted Castle (Ch. 22, Sig. Q, p. A37).

The reader should immediately remember that Penthrasus'

Castle was originally built to imprison Constantia and that

the only one who can overcome the magic powers of the castle

and release Constantia is her son (Ch. 9, Sig. H3v, p. A37).

Securing the connection still further is the fact that Ila

(who is Penthrasus' widow and a powerful sorceress in her

own right) eventually steals Philotheta from Montelyon and

thus brings him at last to the gates of Penthrasus' Enchanted

Castle where he overcomes the castle's magic spell, releases

his mother, and ultimately Delautus. Noneof this happens,

however, before one more digression at the Oracle of the

Hesperian Nymphs (Chs. 23, 25, pp. A43-A45).

This “digression” therefore is vital to the story's
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resolution since it not only introduces the hero to his lady,

but also leads him to Penthrasus' Castle, and to the knowledge

of both his parents. Removing it would seriously damage the

4 This is episodic interlace,entire fabric of the plot.

the ”intricate jungle of adventures which cross each other,

interrupt and begin themselves again in accordance with the

caprice of the narrator . . . ' 5 Although at times we may

become confused, we know that in the well-constructed romance

the author nevers loses his way and eventually will bring

all the divergent elements back together again in a satis~

factory conclusion. There is a pleasant awareness on the

reader's part of a vast design being woven from events which

seem at first to be haphazard and meaningless, but which

eventually prove to be related and necessary.

In many ways episodic interlace (”interruption”) is

easiest to understand because its importance is most obvious:

if we read on long enough we will know Forde's narrative

purpose, in this case leading Montelyon to his lady and his

mother. Forde is extraordinarily competent at this kind of

structure. Unconcerned with great themes or high literary

purpose, he is free to devote himself to a plot which is

carried out with a logic apprOpriate to its genre. While

his method is (I think) pleasurable in itself, it does

require some effort on the reader's part. In doing research

for this study, I kept the time-charts which form the

appendix. Often I thought I had caught Forde in some
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small structural error-~a knight returning after having been

killed, some thread of plot dropped and then forgotten, some

flashback for which too little preparation had been made--

only to discover after I had gleefully traced the offending

portion of the chart that I was the one, not Forde, who was

mistaken. As yet I have only found one serious structural

inconsistency: Forde's assertion in Montelyon that Constantia

and ”Selya likewise . . . [were] great with child . . .

both Conceiuing at one instant, the one in the Persian

court, and the other in the Shepheards cottage” (Sig. G2),

when in fact it seems they conceived on successive nights

(Chs. 4, 5, Sigs. E-Ev, E4, p. A31). Even here it is diffi-

cult to be sure of the error because references to time when

the couple is in the forest are somewhat hazy. I have been

unable to discover any other significant way in which Forde

fails to handle the interweaving of episodes in a wholly

competent and consistent manner. This flaw nevertheless,

suggests the importance of interlace to Forde. It is typical

of Forde to occasionally correct himself as he goes along.

Thus in Montelyon Persicles is first said to have spent

”many dayes, and many yeares” in the woods as a.wild man

following Constantia's disappearance (Ch. 7, Sig. Gv, p. A32),

while later on he is said to have "wandred Vp and downe those

Woods, the space of three moneths” (Ch. 11, Sig. I). (This

inconSistency, though it seems major, actually makes no

difference in the time-scheme of the book.) The reason



70

for the change is Forde's later realization that Pisor, one

of Persicles' knights, would be coming out of his enchant-

ment in the same forest after three months (Ch. 7, Sig. F4,

p. A32), thus enabling Persicles and Pisor to leave for

Assyria together. Forde elsewhere indicates little interest

in Pisor or in developing a long Pisor-thread in the plot.

Still, his own plot-sense will not allow him to abandon him

in the forest, and he arranges for Persicles and Pisor to

end their exile in the woods and return to Assyria (by way

of Persia) together. There Pisor assists in a minor way in

Persicles' wars against the Armenian invaders during the_

following years. If indeed Forde did change the time of

the conceptions of Constantia's and Selia's babies, it is

because of a similar sense of romance decorum, a feeling

that events ought to fit into an observable design. There

is a neatness of thought about an author who arranges matters

so that a minor character is not forgotten in the forest,

or so that his heroine and villainess become pregnant en the

same night. We ought to expect, therefore, that an author

with these mental habits will reward the reader who care-

fully tries to follow his plotting, and we are not disappointed.

As I have said earlier, one of the features which

distinguishes Forde's interwoven plot from a story which

merely has a multiplicity of characters and episodes is the

manner in which his ”episodes" are dependent upon one another.

The title of Johnson's Seuen Chgmpions g; Christendome
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implies seven main characters, but six of them could easily

be removed from the book, with no harm done. Each of the

six has his own individual adventure, and a chapter in

which to perform it (Chs. 6-10): then each disappears until

the final chapter when he plays an insignificant role in

St. George's battle against the Saracens. Eliminating any

or all of them would not alter the book's conclusion in any

way.

Episodic interlace, however, cannot be undone in this

manner. It usually follows two patterns. The first, and

simplest, is that of alternate sections with some linkage,

as in the work of Boiardo. The second, and far more inter-

esting, is the more complex interweaving practised by Ariosto. 6

Most later interlaced romance narrative makes use of both.

Interlace which uses alternate sections may easily be

confused with the method practised by Johnson and many other

authors of multiple-plot narratives. They simply drop dis-

cussion of one knight for another (“Here must my weary Muse

leaue Saint Dauid, trauayling with Ormondines head to the

Tartarian Emperor, and speak of the following aduentures.

that happened to Saint George . . . ') 7 This method results

from the simple fact that an author has no other way to indi-

cate actions which are happening at roughly the same time

8
in his story. Events are entirely separable in a multiple

plot story. Interlace, on the other hand, though it may

have some of the same plot characteristics as multiple
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plot stories, is formed from interdependent events. Both

methods, for example, are apt to drop one character's story

just as he has reached a particularly sticky situation in

order to increase suspense. 9 The difference lies in the

relationship between the two or more stories, in the impor-

tance of one to the other.

Johnson's episodes concerning the six minor champions

(Chs. 6-10) seem to occur only in order to suggest the pas-

sing of time during the seven years St. George spends in the

Persian dungeon (Sig. Ezv): this results in some suspense

but little more. As the bridges (transitions) between epi-

sodes indicate, Forde depends even more than Johnson on this

technique to increase suspense. Each bridge is calculated

to remind the reader of the perilous circumstances in which

he is leaving the character(s). For example:

Thus for a time we will leaue Pollipus

returned to the Court with Parismus,

Violetta very sicke and weeks in Archas

Castle, and many of the Bohemian and

Thessalian Knights in her search, to

turne my sences to write of an other

Subiect, long time buried in forget-

fulnesse, the cheefest sufaect whereon

this Historie dependeth.

For Forde, however, suspense provides only part of the reason

for interrupting one story line and beginning another. The

introduction of Parismenos in the above passage provides the

opportunity not only for new adventures, but for adding the

final and most important thread to the tapestry, the one
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which will eventually make the picture complete.

Told by means of straightforward narration, flashbacks,

nesting stories and enframed autobiographies, the first

twelve chapters of Parismenos represent Forde's most intri-

cate use of episodic interlace. These chapters are somewhat

influenced by the late medieval and early Renaissance love

for “fine-fabling,“ a love for entrelacement at its most

confused, and a love shared by Boiardo, Ariosto, and the

Amadis authors. 11

By reading the time-chart for these chapters (PP. A4-

A7), we can get something of an idea of the interruptive

nature of the narrative. Even so, the reader of the chart

has an advantage over the reader of the book. It initially

becomes apparent, for instance, that these first chapters

are roughly divided into two principal story lines-~the

relatively simple enfggces and early adventures of Parismenos

when he receives the visionary knowledge of his noble birth

and the sight of the lady destined to be his wife (Ch. 7.

Sigs. HZV-HB, p. A5), and the second and far more entangled

story of Pollipus' search for Violetta. Forde binds these

two stories together in the beginning by the fact that we

know that Parismenos is Parismus' and Laurana's son, taken

from his mother in infancy, and he links them again in chapter

10 by Parismenos' arrival at Brandamor's Castle in time to

rescue his father, though neither knows the true identity

of the other (Sig. L4v, p. A7). The chart also eliminates
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the mystery of how Parismenos got from the court of the king

of Thrace, where he had won Phylena's hand in a tournament

only to turn her over to her true love, the pleasant but less

martially talented Remulus (Ch. 7, Sig. H4v, p. A5), to his

nick-of—time appearance outside Brandamor's Castle in chapter

10, because it places the explanatory flashback of chapter 12

in chronological position. The reader of the book has none

of these artificial aids, and one must assume that the Renais-

sance reader enjoyed being led through a labyrinth of adven-

tures, and that for him if two seemingly unrelated plots are

good, ten are better. He also must have liked keeping a

sharp eye out for relationships between seemingly unrelated

incidents.

Every adventure in these first twelve chapters, no matter

how irrelevant it may seem at the time, is directed at either

the reunion of Parismenos with his parents, or his discovery

and winning of his future wife, Angelica. The book opens

with the two static situations: Parismus, Laurana, Pollipus,

and Violetta are happily established at the Bohemian court,

while Parismenos is being reared on the Iland of Rockes by

his nurse. The reader can assume (since it is the way of

romances) that after suitable travails Forde will reunite

12 The reader's plea-Parismenos with Laurana and Parismus.

sure comes in seeing just in what ingenious manner the

author is going to bring it about. He starts off by separ-

ating Pollipus and Violetta in the forest. 0n the face of
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it, it seems a very odd way of reuniting Parismus and Paris-

menos, but Forde is not after a simple resolution. In fact

he is not really after a resolution as such at all. Instead

he is like the inveterate jig-saw puzzle worker, who carefully

breaks apart any pieces that come from the box already fitted

together, mixing them up thoroughly so he might more enjoy

the job of fitting the pieces into a sensible picture. Forde

expects the same attitude on the part of the reader.

With Violetta captured, Pollipus suffers an emotional

breakdown, is incapable of purposeful action and runs hyster-

ically into the forest alone (Ch. 5, Sig. E, p. A5). Paris-

mus and the other knights are therefore forced to begin a

separate search for both Violetta and their irrational friend

Pollipus. Disregarding Parismenos for the moment, instead

of one original situation, we now have three: Violetta's

situation, Pollipus', and also that of the search party

made up of Parismus, Barzillus, and Tellamor. Soon, however,

Parismus' party splits into three directions (Ch. 6, Sig. Gv,

p. A5). Now there are five plot lines, and no apparent way

of joining them unless by some overwhelming coincidence all

five characters stumble onto one another one day. Not only

would that be a very artificial means of solving the problem,

it would be a very dull one.

Forde provides a means for the reunion with the creation

of the giant Brandamor and his castle. Brandamor is one of

those romance creatures who exists solely to make life
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miserable for knights and their ladies. Every morning either

he or his brother Argalt steps outside their castle walls to

look for a likely candidate for imprisonment in their dungeon.

They have nothing else to do except that: this is the peren-

nial “custom of the castle.“ The custom's rationale-~no,

matter how far-fetched--is always accepted, not only for its

own sake, but also because it is recognized as a means of

developing the greater design of the story as a whole. 13

By killing Tyrides, Brandamor provides the first tentative

link with Parismenos, who is at the moment conducting his

life without a thought to either Brandamor or any of the,

other characters. When Venola'a damsel tells Pollipus that

the dead Tyrides was the son of Duke Amasenus of Thrace

(Ch. 6, Sig. F2, p. A5), that information has no meaning

for him, beyond the fact that the knight was noble, but it

has meaning for us, because we remember (or should) that

Duke Amasenus is also Parismenos' benefactor (Ch. 4, Sig. C4v,

p. A5). After giving us this brief indentification, the author's

attention turns to Venola's imprisonment and Pollipus puts

aside for the moment his search for his wife to try to free

the princess. He fails, and is locked up in the castle,

where he berates himself for having taken time from his search

for Violetta to help rescue Venola (Ch. 6, Sig. F4v, p. A5).

Since Pollipus cannot now rescue Violetta, Forde has Violetta

rescue herself, thereby freeing another member of the Bohem-

ian court to wander the Forest of Arde, as if in compensation
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14 The search for Violettafor removing Pollipus from action.

is in fact only an excuse to get everyone out into the forest,

and Forde lets his heroine escape at the first opportunity.

Violetta encounters Clarina, another lady with a sad

tale to tell. Clarina's story seems like another irrelevant

digression until we learn that her family has also fallen

victim to Brandamor (Ch. 8, Sigs. I4-I4v), p. A5). Violetta

cannot be aware of the connection, but again the reader should.

Clarina's mother, the lady Madera, must indeed be a fellow

prisoner of Pollipus' and Venola's, and we have a small link

between Panuamus' and Clarina's story and Pollipusz' The

link becomes firmer when Panuamus returns home and meets

Violetta and hears her story, for it just so happens that he

met another knight in the forest that day, Sir Tellamor,,who

was also searching for Pollipus. Panuamus told Tellamor of

seeing Pollipus' defeat and imprisonment in Brandamor's castle

(Ch. 8, Sigs. K-Kv, p. A5). The web now closes more tightly,

as many of the characters themselves become aware of the

presence of the others in the same forest. Forde typically

first establishes very weak connections between his story

lines, and mikes the connections more and more firm until

he brings all the characters physically together. In this

case he does it by firSt making the reader aware of the

presence of the others, and finally he reunites the separ-

ated characters. If we keep in mind the analogy of entre-

lggemgnt to a tapestry, these links between plot threads
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are like knots. Some knots are fairly tight, as when the

characters and story lines come together at some great cere-

monial occasion. 15 Some knots are very loose, and have

significance only to the reader, as in Violetta's meeting

with Clarina, or Pollipus' encounter with Tyrides, or when

Cothanes, Montelyon's foster father, shows Persicles, his

real father, the swaddling clothes and jewels which were

found with the infant hero. 16 These recognition tokens

have no meaning to Persicles, since he was not with Constantia

when she sent the baby off with the nurse (Ch. 8, Sig. G3v,

p. A34), but this kind of knot gives the story a sort of

hide-and-seek quality in which elements of the final reunions

surface and submerge themselves again, teasing us with our

knowledge of the truth of the characters' situations. These

knots lend a playfulness to the narrative as "the convolu-

tions of patterns seem alternately to seek and to avoid each

other, captivating sight and sense in a passionately vital

movement." 17

From the time of Panuamus' return to his castle, the

knots become tighter and tighter as the threads rapidly begin

to draw together. When Panuamus catches up to Tellamor, on

the way to Brandamor's Castle, and tells him that Violetta

is safe at the Sorrowful Castle, two plot threads (Violetta

and Tellamorg' have for all practical purposes been brought

together through the means of a new thread, Panuamus. As

Panuamus and Tellamor are on their way to find two more
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elements (Madera and Pollipus), they encounter Barzillus

locked in combat with an unknown knight (Ch. 9, Sig. KZV,

p. A6). Forde has here simultaneously rejoined the long

absent Barzillus to the narrative and introduced a long new

plot thread just when matters seemed to be clearing up so

nicely.

Now we have another problem: who is the knight and

what are he and Barzillus fighting about? The answer comes

in a rather complex combination of flashbacks and nesting

stories. The flashback, although familiar to us, was not

widely used by English Renaissance pOpular chivalric romance

authors, but Forde employs it fairly often. Here it has the

two-fold purpose of rejoining an old plot line (Barzillus)

and introducing a new one (Angelica). At other times he

will use it chiefly as a means of providing background inform-

ation important to the meeting of plot threads and charac-

ters, as he does in the explanation of how Parismenos came

to Brandamor's castle. 19 The arrival of Tellamor and Panu-

amus upon this puzzling situation seems to trigger the flash-

back as if in natural reaction to the reader's question of

“how did Barzillus get in that predicament?“ The flashback

itself includes another means of going back in time by means

of the ”nesting stories” or ”enframed autobiographies“ told

by the knight of the Tent to Barzillus (Ch. 9, Sigs. sz-Kfiv,

K3v). ”Nesting story” is the more general descriptive term

of the two, and refers to any event or story related by one
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character to another either set off from the rest of the

narrative formally, as it is in‘Thg Arabian Nights or in

Lancelot's tale of Dulcippa and Valentine in 2933 _a_. Lincolne, 20

or told more casually as in the Knight of the Tent's explan-

ation of the origin of the Golden Tower (Sigs. K3-K3v). The

enframed autobiography is simply a Specific form of the nest-

ing story and involves one character relating ”how I got in

this situation.” Structurally, the two techniques are iden-

21 The nesting story (including the enframed auto-tical.

biography) adds immeasurably to the complexity of the narra-

tive. In addition to providing follow-up information on

22 it enables the author to verycharacters we already know,

quickly add story lines to ongoing narrative, even story lines

which, should they be develOped in a straightforward narra-

tive, would require many pages. Thus Maximus' reaction to

the prOphecy at the birth of his daughter Angelica and his

subsequent construction of the Golden Tower to imprison her

need occupy only two pages of the book. The reader is being

prepared for the future rescue of Angelica by Parismenos but

23 andthe rescue itself will not come for quite a while,

too long an interruption would unduly disturb the rapid

coming together of the threads of this portion of the romance.

This last assertion may seem to contradict my description of

the ”interruptive” nature of episodic interlace, but not

when we consider that once Forde begins to pull all the

elements together, he does so quite rapidly, as if to
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demonstrate how suddenly he can turn confusion into order.

Consider, for instance, that in the beginning of chapter 8,

none of the separated characters has yet found any other,

while by chapter 10 they are all together, including the long-

lost Parismenos (pp. A5-A6). That Forde does choose to intro-

duce a new twist here just as he is preparing to bring this

portion of the plot to a climax is itself significant. Like

the writer of soap-Operas or movie serials, Forde never wants

the reader to reach a point where he has no more problems

to be solved--in other words, where the reader can put the

book down with no pressing need to pick it up again to find

out what happens next. So while Forde is solving problems

by freeing Violetta, Madera, Venola and Pollipus, and bringing

Parismenos to Parismus, he is also reminding us that there

is more to be done. The reader should expect that Angelica

will be rescued (though her importance to Parismenos is not

yet clear), that Parismenos will be revealed as Parismus'

son, and that he will find the lady destined to be his wife.

It is not coincidence that the lady turns out to be Angelica,

because that is why Forde is introducing her story, and in

the back of his mind the reader is aware that Forde has some

reason for the story of Barzillus' clash with the Knight of

the Tent. That feeling is confirmed when Barzillus is

quickly killed in the battle at Brandamor's Castle (Ch. 10,

Sig. L4v, p. A7). His sole purpose as a character seems

to have been to hear and then tell the story of Angelica,
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Maximus, and the prophecy.

Once Forde has prepared his readers for future adven-

tures by inserting the nesting stories, he again delays

what had earlier looked to be a quick resolution of events

by the romantic encounter between Tellamor and Clarina

(Ch. 9, Sigs. L-L2, p. A6). The story of the Golden Tower

was not immediately related to the problem at hand, but it

was full of action and it was brief. Here, however, Forde

has pulled the onrush of events to a full stop. Just when

we are prepared for a pitched battle between knights and

giants, the author inserts a comparatively lengthy interlude,

a pastoral courtship between two rather shy young people:

But Violetta leaning her selfe vpon her

elbow, fell fast asleepe, and left Tella-

more onely to comfort Clarina, for she

heard not what he said: which he per-

ceiuing, left off his talks a while, and

in short space after, fell into a deepe

studie, from which he suddainely reuiued

himselfe (thinking Clarina had noted the

same) and casting his eye vpon her, he

sawe how busie she was cropping the

sweete flowers, and collecting diuers

of them togither, began to frame a

nosegay.

Tellamor seeing her so busie, was

unwilling to interrupt her quiet content,

withall, viewing her sweete beautie and

prettie gesture, his minde was affected

with great pleasure to behold her, and

her carelesse nipping the flowers with

her white hand, exceedingly gracst her

perfections, that his heart inwardly

panted with a suddaine motion of delight,

and his fancie beganne so much to commend

her sweete behauiour, that euen then his

affections entertained a secret motion
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of loue. Whilest he viewed her thus

precisely, she suddainely cast her eye

vpon him, thinking he had been still in

his dumpes, but perceiuing how stedfastly

hee beheld her, a suddaine blush attainted

her, that there with the sweete rosiate

colour glowed in her cheeks . . .

(Sig. L)

The scene has a purpose, though: its very leisureliness empha-

sizes the explosion of activity at Brandamor's castle in the

next two chapters, activity which would not be as effective

were we not given this contrasted pause immediately before

leaping into the fray.

Chapter 10 is the climax of this particular block of

interlace, and its action is self-explanatory. Readers may

criticize Forde for what seems to be the unlikely coincidence

of having Parismus (Sig. L4) and then Parismenos (Sig. L4v)

arrive in time to win the battle. The careful reader, how-

ever, has been prepared by the two considerations. The first,

and ultimately the most important, is that Parismus and Paris-

menos are both good men (like Montelyon, they are knights who

24 and will drOp”fauour the distress of wronged Ladyes“).

what they are personally involved in to help someone else.

Thus it is by ”good fortune" only that Parismus arrives at

that particular instant, but his decision to come to help

was motivated by his "hearing of a knight, of Venolas impris-

enment” and therefore by the goodness of his character (Sig.

L4). Parismenos has the same motive--the rescue of Venola

--and an additional one. At first his arrival (Sig. L4V)
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is the most confusing of all, but we have been prepared for

it if we were alert enough to notice that Tyrides was iden-

tified in chapter 6 as Duke Amasenus' son (Sig. F2, p. A5).

In case we missed that, Parismenos reminds us in chapter 11,

when he greets the newly-released Princess Venola:

Most noble Lady, my comming to this place,

was to set you at libertie, and also to

reuenge the death of the courteous knight

Tyrides, sonne to the good Duke Amasenus

of Thrace, vnto whom I am infinitly bound:

that had I a thousand liues, I would ven-

ture them all in his behalfe that is now

dead.

(Sig. M39 p0 A7)

The flashback in chapter 12 provides information as to how

Parismenos heard that Tyrides was dead, learned who killed

him and where the murderer lived, but the original reason

for Parismenos' appearance had already been discreetly men-

tioned in a casual remark during the “digression” of Polli-

pus' attempted rescue of Venola. Even though Parismenos'

arrival at first seems to be the most unlikely event in

chapter 10, but the time it has been explained, it is really

among the most probable. 25

With the feast of the trumphant heroes in chapter 11

(Sig. M3v) we have for practical purposes completed this

portion of the narrative with the conventional coming

together of the interlace in a great social, or ceremonial

occasion. Almost at once, however, Forde reminds us that

there are many other matters to be resolved: chiefly

Parismenos' problems concerning the location of his parents
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and the lady in his vision:

. . . that vision cannot prooue fallible,

neither can I account it any labour, if

I indure a thousand more miseries in her

search, so that in the end, I may obtains

her heauenly sight. How should I come

to any knowledge of her abode? which way

shuld I direct my steppes in her search?

Shall I first seeks my Parents, or shall

I giue ouer my care for them, and imploy

all my indeuours to find her?

(Sig. Mav)

So we are soon off again on another series of adventures.

The next block is very brief and uncomplicated (an

excellent feature after the preceding twelve chapters),

involving the return and capture of Brandamor and the long-

delayed arrival of the king of Libia. The pattern of inter-

lace is nevertheless still the same, and holds true through-

out Forde's interlaced romances: the separation of charac-

ters with their individual adventures, the further incor-

poration of loose threads (Brandamor, the king of Libia),

the insertion of a new plot complication just before the

climax of the block (Venola's budding love for Parismenos),

the climax and ceremonial event (Brandamor's execution in

the great hall of the castle), followed by an immediate

reseparation of characters and beginning of a new and more

complex block (Chs. 13-14, Sigs. Nv-Ov, pp. A7-A9).

I have indulged in a very detailed discusSion of tech-

nique in the opening chapters of Parismenos because it seems

to me to be vital to the understanding of the discipline



86

and economy involved in writing them, and the craftsmanship

which it reveals on close inspection. It is, I h0pe, now

apparent that the reunion in chapter 11 could not have been

accomplished without the digressions of the other chapters:

that Parismus never would have met his son had Violetta not

become lost in the woods, or Tyrides been killed, or Venola

imprisoned, that Violetta would never have found her husband

if Clarina's mother had not been captured or her brother had

not failed in his early attempt to rescue her.

Forde continues to add blocks of interlace, each evolving

from new threads begun in previous blocks, each dealing with

special, limited problems (such as Violetta's kidnapping,

Pollipus' imprisonment, Parismenos' love for Phylena),

until the final episodes of the book, which are told in a

straightforward manner and represent a coming together at

last of all threads of the book in complete order and harmony. 26

This is consistent with the comic endings of all Forde's

romances, which feature a return to lawful rule, marriage,

and the banishment, death, or absorption of villains into

society, They are occasions, of course, for the most grandly

ceremonial and joyous celebrations:

Where there were infinit numbers of

peOpls with ioyfull hearts gathered

togithsr to welcome them: expressing

such ioy as is not to be described.

And afterwards Parismenos and Angelica,

in the presence and assembly of Bar-

cellus, Remulus, and King of Hungary,

the King of Sparta, and diuers other

Noble psrsonages, were with most

exceeding royaltie affianced togithsr.
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And after Dionisius was dead, Parismenos

was Crowned King of Thessaly, and liued

all his life time in great quiet and

blisful content, with the fairs Angelica:

Increasing the honourable fame and dig-

nitie of the Kings of Thessaly: hauing

one onely sonne and daughter, Whose

fortunes and aduentures, fillgg the

whole world with their Fame.

Blocks of interlace can be very large indeed. Montelyon

manages to keep story lines going without a major knot until

chapter 32 and the long-delayed wedding of Constantia and

Persicles and the signing of the temporary cease-fire between

Assyria and Armenia (Sig. Xv, pp. A46-A47). It is an indi-

cation of Forde's increasing Skill that he is able to main-

tain the interlace for so long without bringing it together

in at least partial resolutibn. More commonly, blocks are

about the size of the first twelve chapters of Parismenos,

or the first sixteen of Parismus. 28

Large blocks of interlace must be bound one to another,

just as they must be organized internally, and the author

has numerous ways to do both. One method of unifying the

various parts is through motif interlace. Another is through

a similarity of episodes. In Parismenos good knights and

bad knights disguise themselves in green armor, a color _

which for Fords has its traditional association with mys-

tery, danger, and at times the supernatural. 29 We could

say that Forde is implying that the identity of good and

evil is unknown, but I think his main purpose is to provide

another set of motifs to further knit up the narrative. 30
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Although motif interlace may seem to merely be a type

of internal allusion, it serves an important structural

function, and is similar if not identical in structural

effect to the repetition of motifs and events which pervades

chivalric romance. The fact that we seem to have seen all

this before is an intentional device to further units a

31
mass of divergent material. This may be as simple as

the motif of the green armor, and the unfortunate tendency

of Angelica's suitors to hold her hand in a vice-like grip

32
despite her efforts to free it. More commonly, however,

it involves a similarity of episodes which has irritated

some scholars. 33 Certainly incidents and motifs recur with

startling regularity. If we give Fords the benefit of the

doubt and assume that he had some purpose for what he did,

we see that the use of similar adventures draws together a

structure that would otherwise have been unmanageable. In

Montelyon the fabliau-like adventure at Fra Bernard's cell

(Ch. 45, p. A50), the bedfellow-substitution that enables

Montelyon to escape with Philotheta from the Armenian city

and destroy the enemy alliance, is reminiscent of earlier

substitutions, but more complex. It recalls the "merry

Test” of Selia's substitution for Constantia in order

to trick Helyon and allow Constantia to escape with Per-

sicles (Ch. 4, Sigs. D4v-E2v, p. A31), and Palian's pretend-

ing to be Montelyon when he comes to Praxentia's chamber at

night (Ch. 20, Sigs. 02v-03, p. A41). These episodes
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provide unity to the story simply by means of their very

similarity. 34 Nevertheless, Forde's use of these episodes

goes beyond simple repetition. The Selia-Helyon episode,

though it starts off as a ”merry Iest” (Sig. D4v), results

in misery, since Selia's and Helyon's romance directly causes

the capture and imprisonment of Constantia (Ch. 7, Sig. F4v,

p. A33), Montslyon's separation from his mother (Ch. 8, Sig.

G3v, p. A34), and Helyon's long and painful incarceration

in Penthrasus' Castle (Ch. 9, Sig. H4, p. A42). The Palian-

Praxentia incident causes some embarrasment for both char-

acters (Ch. 21, Sigs. O4-O4v, p. A42), and results in Mon-

tslyon's sudden disillusionment with love and women and his

resolution ”neuer to set his fancy on any Ladyss beauty, which

did but disquiet the minds,“ and he devotes himself to the

search for Constantia and his parents (Ch. 21, Sig. 04v,

p. A42). Eventually the incident results in Praxentia's

accusation of rape against Montelyon (Ch. 35, Sig. Y3, p. A48).

But soon after he makes his vow never to love again, he meets

and falls in love with the virtuous Philotheta, and neither

Palian nor Praxentia suffer any permanent harm from their

embarrassment. They even secretly love each other, although

pride will not let Praxentia admit it and she has to be

ordered on the final page of the romance to marry Palian,

who has always loved her. 35 And as for Praxentia's even-

tual accusation--its only consequence is the breaking of

a peace which was shaky to begin with, and eventually the
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reinstatement of a permanent peace (Ch. 35, Sig. Y3v, p. A48:

Ch. A46, Sig. Bb3v, p. A50). The final ribald adventure at

Fra Bernard's cell, however, does not contain even these

unhappy consequences, and instead provides for Philotheta's

escape and the end of the Armenian war. This is thematically

significant since Montelyon plays no part in the first spi-

sode, a minor role in the second incident, and completely

controls the third: the two episodes in which he does play

a part are the only ones which do not have catastrOphic

results. Montelyon in fact depicts the healing power of

36 and particularly of the new hero..the new generation,

Montelyon, and his victory over the forces which kept his

country at war and caused the separation of his parents. It

is particularly apprOpriate not only that he should arrange

a far more complicated bedpartner switch to free his lady

than his parents arranged to free his mother (Ch. 3, Sig. D3,

p. A31), but that he should carry it out so that there are

no unhappy results, as Constantia and Persicles did not.

There are countless parallels of this sort throughout

Parismus, Parismenog, and Montelyon. Parismenos' reunion

with his parents following Violetta's second escape from the

villain Archas (Ch. 21, p. A12) and Archas' execution (Sig. X)

are reminiscent of his earlier encounter with his father at

Brandamor's Castle in chapter 14, where Brandamor was also

executed for similar crimes in the presence of the same

characters (Sig. O, p. A8). Both executions take place

because the villains have repeated their earlier crimes
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(Ch. 13, Sig. N4, p. A7: Ch. 21, Sig. U3v, p. A12) and both

take place during celebrations for the safe return of the

heroes and heroines to court (Ch. 13, Sigs. N4v-O, p. A8:

Ch. 21, Sigs. xzv-x3, p. A12). The difference is that the

second meeting is made more meaningful by Parismenos' aware-

ness that Parismus and Laurana are his parents.

Recurring episodes also link the two longest books,

Parismus and_Parismenos. While Pgrismenos can be read with-

out reference to the earlier work, it is clear that Forde

intends the reader to link the two. One of the ways he does

this is by having the heroes and heroines of each book encoun-

ter similar incidents. Both Laurana and Angelica are kid-

napped practically on their wedding days. 37 Parismus and

Parismenos both are asked by outlaws to join their bands. 38

A shipwreck first separates Parismus from his wife and unborn

son and a shipwreck is responsible for the final reunion of

Parismenos with his parents. 39 Angelica is held captive

by the good outlaw Iconius in Parismenos (Ch. 32, Sigs. Ee4-

Ff, p. A16), just as Dina is detained by the good outlaw

captain who rescues her and becomes her lover in the

early chapters of Parismus (Ch. 6, Sig. F4, p. Al). The

reader who recalls this is not likely to be as worried about

Iconius as Parismenos is, and will not share his complete

surprise when Iconius proves honorable, as Dina's outlaw

proved to be a good friend to Parismus, and ultimately died

in his cause. 40
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Relationships of this type between episodes (both in a

single work, or linking parts, as in Parismus and Parigmenos)

support the idea that Forde's repetition of motifs often

has more behind it than an inability to devise any new adven-

tures for his heroes. Disguises, storms and shipwrecks, kid-

nappings and rescues, secret births and infant exposures,

providential upbringings, recognition tokens, reunions, helpful

hermits and enchanted towers-~all appear and reappear in the

lives of different knights, as if to suggest that for all

their individual differences, the trials of great heroes are

likely to be much alike, and that ”the familiar motifs, which

obliterate place and time,” unify romance structure. #1 But

while similar experiences work to ”bring heroes closer toge-

ther and make the ladies sisters under the skin,“ 42 they

also point out the differences, as we have already seen with

Montslyon's handling of the bed-partner substitution.

ii. Character Interlace

Thus far we have chiefly devoted attention to episodic

interlace. the technique "first to speak of one person, then

to interpose another by interrupting the first subject and

entering upon the deeds of the other,” in an effort to snap

1yze a few of its characteristics and to see that the frag-

menting effect of both the seeming irrelevance of many
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episodes and the multitude of incidents is in many ways bal-

anced not only by the interdependence of one episode upon

another, but by the very sameness of motifs throughout the

books. Another way to impose unity is through interlacing

characters who provide continuity by their intermittant

encounters with the heroes and heroines. One of the most

remarkable instances of this type of interlace is ”liflghgx-

gliers ggzgé” in the Vulgate Lancelot, who, severely wounded,

charges the young Lancelot to avenge him. Another adventure

intervenes and “after an interval which in any modern edition

2 Lancelot has his firstwould occupy about a hundred pages”

battle on the wounded knight's behalf. 3 The theme of Lance-

lot's efforts to avenge the wounded knight briefly surfaces

in the narrative and then submerges, until, some eight hun-

dred pages after we first met the wounded knight, he comes

forward again, and identifies himself with the words, ”g;

fus ;; chevgiiers navré” and we finally learn he is named

# "The assumption is not only that theTrahans ls Gai.

reader's memory is infallible, but that the exercise of such

a memory is in itself a pleasurable pursuit which carries

with it its own reward.” 5

Villains provide one of the most obvious ways in which

to connect the various experiences a knight undergoes, and

their recurring ”arabesque-like" evil conspiracies are

nothing more or less than entrelacement. 6 It is a weakness

of Forde's that he never creates a character approaching

the malevolence and staying power of Morgan ls Fay, but he
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makes frequent use of returning sorcerors, enchantresses,

giants and tyrant kings and princes. Some, like Brandamor,

return after they have supposedly been killed, 7 or like

Palian, Amphiador, Penthrasus, Archas and Camillus, continue

off and on to cause trouble for the heroes. 8 Montelyon in

particular makes use of a large number of interlacing vil-

lains. Parismenos uses a good many less, and Parismus none

at all. Significantly, of his three interlaced romances, M23-

telyon (1607?) is superior structurally to the earlierlgggig-

‘ggggg, which in turn surpasses the still earlier Parismus

(1598). As Fords grew more competent at entrelacement, he

learned how to better unify his narrative by employing this

technique, among others. Neither Parismus nor Parismenos

has anything like the unity provided by Montslyon's devious

king of Armenia, whose evil schemasagainst three generations

of Assyrian royalty are only ended with Montslyon's ”thrust-

ing his Sword quite through his body” (Sig. Bb3). And cer-

tainly nothing illustrates the superiority of Forde's

romance to Sgggg Champions more than Johnson's frustrating

avoidance of a recurring villain even when he creates the

perfect character for it. We cannot resist the feeling that

the witch Kalyb, who is St. George's foster mother in §gggg

Chggpions, should have returned in the final chapters of

that book to provide the hero with his original and still

most deadly adversary. The dramatic possibilities are

certainly evident in the story: although an evil sorceress,
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she is still capable of raising the infant St. George with

love and care, even teaching him her magic spells, because

he was “the apple of her eye” (p. 6). St. George repays

her by magically locking her inside a rock once he has learned

enough to accomplish it. Her emotional agony at her betrayal

is only surpassed by her rage, and should she ever escape

she would provide a ferocious adversary. But Kalyb's part

in the enfances of St. George is over, and Johnson has her

torn to pieces by hellish spirits (p. 12).

Characters who are not villains also serve as a means

of interlace. Tellamor and Osiris weave their way through-

out Parismus and Parismenos and help to link the two books.

Tellamor is first mentioned very early in Parismus, but not

by name, when an outlaw knight attacks the lady Dina because

of the ”iniury thy brother hath done me" (Ch. 2, Sig. CV,

p. Al). Over two hundred pages later, Parismus and Pollipus

meet Tellamor among a gang of pirates who have captured

Laurana. Tellamor helps them release the lady, and tells

them that:

. . . himselfe was of Salmatia, who

trauailing in search of a Sister that

hes had lost, was taken by those Pirates,

rehearsing the whole truth, whereby

Parismus knewe him to bee brother vnto

the damosell, in whose rescue Osiris 9

was hurt as hath beene before declared:

which caused him make greater account

of him, then before he had done, and

enter into a deepe insight of his

former courteous behauiour, and with

all the kindnesse he could, yeelded

him thankes for the friendship hee

had shewen him, and his friend Pollipus,
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since their arriuall: telling him

that he needed not make any further

search for his sister, for that she

was in the Coist of Thessalie, in good

health . . .

Tellamor continues to appear here and there throughout Paris-

menos, as we have seen, and the uneventful story of his love

for Clarina offers a pleasant rest from the more hectic loves

11 Clarina and Tellamor are noof the other characters.

doubt included in the Bohemian court when it returns to the

court of Thessaly for a final grand reunion at the close of

the book (Ch. 35, Sigs. Kk2-Kk4, p. A19).

Remulus returns in chapter 31 at the head of an army

to aid the Bohemians (Sig. Dd4v, p. A16). Since the battle

is over, there seems no purpose for his return other than

as a progress report on how he and his wife Phylena have

fared since we last saw them on their wedding day in chapter

12 (Sig. M4gvp.“A5)L*;And they have fared very nicely indeed:

Remulus has since become king of Thrace and is still in love

enough with Phylena to be grateful to Parismenos for aban-

doning his claim to her (Ch. 31, Sig. Ee, p. A16).

The last chapters of Parismenos are interesting struc-

turally, since Forde seems to have had the intention of

bringing to the surface as many of the threads from Parismus

as he could to end Pagismenos. Here we meet Dionisius,

Laurana's father who played an important role in Part One,

for the first time since the first page of Part Two, when

he saw Parismus and Laurana off on their journey to
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Bohemia. 12 We learn that Osiris has recovered from the

wounds he suffered from the battle against the Persians, 13

has since married the lady Udalla and has settled into a

happy life with her on his estates. 1“

Perhaps there could be no better proof of Forde's efforts

to tie Parismus and Parismenos together than the apparent

inconsistency in the character of the king of Libia. In

chapter 14 of Parismenos the king and Parismus were the best

of friends, and Parismus visits amiably at the Libyan court

(Sig. 0v, p. A8). When next we see the king, however, his

apparent friendliness towards Parismus has vanished. Now he

is delighted to answer Maximus' call for help against the

Bohemians, because he is:

. . . thirsting for reuenge of the Knight

of Fame, as he supposed he had done for

him, and also to reuenge some part of the

grudge he bare Parismus, euer since his

being in Thessaly, and the ouerthrow he

had receiued at his hands: which he was

in minds to haue done, when he had him in

his Court, but that it would haue bene

too great a blemish to his honour:

therefore he now mustred all his forces

togither, End by sea conueyed them into

Natolia. 1

His hatred for Parismenos is understandable: the unhappy

Venola was his daughter (Ch. 12, Sig. N, p. A5), but Forde

will not leave it at that. He insists upon upsetting the

entire develOpment of the king's character throughout Pagig-

menos. In chapter 14, together with his nobles, the king

”applauded [Parismus' and the Knight of Fame's] victorie
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with great praises, and deuised all the meanes they could

to increase their entertainment . . . In requitall of their

kindnesse . . . were feastings, banquettings, maskes, and

triumphes performed by the knights there assembled . . . ”

(Sig. 0v, p. A8). For someone who is trying to cover feelings

of hatred, the king succeeds admirably. A more likely explan-

ation, though, is that Forde reached back into Parismus to

find someone who could appear in battle against the Bohemians

and provide one more link with the earlier book. In Part

One Parismus did unhorse the "King of Licia" who, "enraged

to see hisoowne shame . . . would haue murthered himselfe,

but that his knights hindred him.” 16 Forde's search for

more material for entrelacement leads him to combine these

two otherwise very different figures from Parts One and Two,

even if consistency suffers in the process. Certainly his

return is not necessary to the resolution of the plot in_

Part Two. It is one of those things which are important.

"less in explaining the action in so many wOrds than in ,

forging significant and tangible links between originally

independent episodes: [they are] aimed at establishing, or

at least suggesting, relationships between hitherto unrelated

themes.“ 17 Because of Forde's clumsiness, we can see that

forging those links is more important to thiswritsr of -

interlaced romance than consistency of character.

Character interlace must of course be related to

episodic interlace, since a character can only exist within
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the plot, and many characters appear and reappear neatly

with only one story line (as Ila does in Montelyon). But

more interesting structurally are the characters who wander

in and out of various story lines, often playing only an

unimportant role in each, but serving as a familiar link

between plot elements. Tellamor is a fairly important char-

acter who is handled in this way, as we have seen, and so

is Montslyon's Penthrasus, who is hired by nearly every villain

except the king of Armenia. But characters of the most minor

sort also pop up here and there to give us glimpses of them

before they disappear to return briefly at some other time.

Portellus is such a minor character in Parismenos that it

is easy to miss him at the first reading, and yet he does

surface now and again and the careful reader can follow his

adventures with some precision. His only actions worth

including in the time-chart come in chapter 24 when he leaves

the Natolian court to check the veracity of Venola's allega-

tions against Parismenos, thus enabling Marcellus to disguise

himself in Portellus' armor while he is gone (Sig. Aa3v, p. A13).

Later in the same chapter Portellus returns and is immedi-

ately dispatched to Bohemia to get help for the heroes

from Parismus (Sigs. Bb-Bbv, p. A14). As characters go,

Portellus is very unimportant, and could easily be replaced

by someone simply called ”a knight” or ”a messenger,” but

by giving us his name, and giving him some individuality, 18

Forde manages to suggest a much richer fabric than he
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actually describes. The many intertwining characters and

plots leads to a feeling on the reader's part that he is

only viewing a very small part of an extremely large pano-

rama, that ”this is the sort of thing that goes on all the

time, that it was going on before we arrived and will con-

tinue after we have left.“ 19 Perhaps nothing so distin-

guishes Ornatus gag Artesia from Forde's other books than

the reader's sense that Ornatus' characters do nothing in

between their appearances in the romance. There are few

characters to keep track of and they seem to have no lives

of their own beyond what they do in the book. They never

seem to have just come from anyWhere, nor do they hurry to

leave so they can go somewhere else. They always seem to be

either onstage or waiting in the wings. Interlaced romance,

however, provides rich allusions to lives lived beyond what

we see. Characters progress between appearances. The inter-

lace rarely picks them up at precisely the same point at

which it left them. Thus Osiris acquires a wife and Oristus

is seriously wounded between appearances. 20

The movements of major characters are handled with more

precision and usually involve pairs. The most frequent are

pairs of lovers, the hero and his companion (Parismus and

Pollipus, Parismenos and Marcellus), and the lady and her

faithful servant (Angelica and Anna, Laurana and Leda, Prax-

entia and Lanula, Constantia and Dela). This is only the

beginning, however. Every hero is also part of a father

and son "set” comparable to a similar pair of villains, or
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a villain and a non-villain. Parismus features Parismus

and his father, the king of Bohemia: their enemies are Sicanus

and his father, the king of Persia. Parismenos has Parismus

 

and Parismenos, Maximus and Marcellus, Amasenus and Tyrides,

Panuamus and his father, the king of Barbarie and Sanco-

delordoro. In Montelyon, fathers and sons include Pius and

Deloratus, Helyon and Petus. Montelyon includes a striking

contast between these balancing pairs of heroes and villains.

Helyon and Persicles are both called home from love affairs

at the Persian court by the deaths of their fathers, for;

example, but while Persicles is genuinely grieved by ”the

sorrowes that cause my departure” (Ch. 1, Sig. B4, p. A29),

Helyon hears of his father's death and ”for a time he lamented

of common course, not of pietie of affection . . . ” (Ch. 8,

Sig. Gv, p. A33). Their “wedding" nights occur at the same

time, but Helyon's is a ”merry Iest" at court with a coarse

”Countrey Mayden' he does not know (Ch. 4, Sig. D4v, p. A31),

while Persicles spends the night with his beloved princess

in a shepherd's cottage, ”enioying content without controll:

Loue without lust: and pleasure without pride . . . The Byrds

without, singing their sweete Dytties in stead of Musicke,

and the sweet Philomela, hard by the Wall, with a merry

note reioycing at their pleasure" Ch. 5, Sig. E4, p. A31).

Persicles' and Helyon's sons, Montelyon and Petus. are born

on the same day (Ch. 8, Sig. G3, p. A33). Other parallels

between pairs of fathers and sons can be found throughout
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Forde's interlaced romances. 21

Other characters come in pairs as well, including vil-

lains who are not part of a father and son set, such as

Druball and Bellona, Adamasia and Andramart in Parismus,

Sorana and Archas, Argalt and Brandamor, Irus and Iconius

in Parismenos, Selia and Helyon, Penthrasus and Ila in Egg-

telyon. Usually, as in the case with the father and son com-

binations, one member of the pair is more villainous than the

other. Thus the king of Armenia must be killed at the end

of Montelyon, but his son Palian joins in the final cele-

bration (Ch. 46, Sig. Bb4, p. A50). The more villainous mem-

bers of each pair are Druball, Andramart, Archas, Brandamor,

Irus, Selia, and Penthrasus: the better members (or sometimes

the more timid) are Bellona, Andramart, Sorana, Argalt, Icon-

ius, Helyon, and Ila. Iconius turns out to be very nice

ones he isssparated from his friend Irus, and Ila, though a

foil for the hero, seems ultimately to be a moral force. 22

Forde's purpose seems to be more than the symmetry which

this two-by-two grouping provides. As he does with the major,

episodic interlace in the first twelve chapters of Parismenos,

Forde repeatedly splits, combines, resplits and recombines

various pairs, adding another dimension to the already com-

plex goings-on. Sometimes the interweaving of the pairs

exactly corresponds to the episodic interlace that is occur-

ring at the same time, as in the case of Violetta and Pollipus

in the early parts of Pagismenos. At other times the
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redistributions happen during parallel episodes and are

meant to imply relationships that have no direct episodic

link. The villainous sorcerors Bellona and Druball capture

Pollipus, Parismus and Violetta: the enchantress Bellona

falls in love with Pollipus. At the same time Druball is

gleefully tormenting them, and Bellona uses Druball's mis-

treatment of the trio to try to convince Pollipus to love

her. Eventually she destroys Druball out of lust for Pollipus,

but Pollipus, in love with Violetta, and knowing Bellona,

would make a dangerous lover, strangles her. 23 In the very

next chapter, Laurana's love for Parismus undergoes similar

tests because of a pair of villains. She has been captured

by Andramart, who has her put in the care of his sister Adam-

asia, who tortures her as Druball did Pollipus (Ch. 22, Sig.

Y4v). Again the other, lustful member of the pair angrily

destroys his partner because of her cruel treatment of his

beloved and, again, the beloved refuses to surrender to his

proffers of love, although she is grateful to him for his

help (Ch. 24, Sig. Z4v). A kind of thematic interlace is

achieved by the similar relationships of pairs (Laurana-Par-

ismus, Andramart-Adamasia, Pollipus-Violetta, Bellona-Druball)

and the similar splitting of those pairs so that Pollipus

is wooed while he is away from Violetta, and Laurana while

she is away from Parismus, and so that Andramart hates and

destroys Adamasia, as Bellona does Druball. In Pagigmgggg

Forde had split and reunited two pairs of characters at
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24 The result is a very minor con-roughly the same time.

tribution to the overall sense of regularity. But in Mpg-

telyon Forde again uses the wanderings of divided pairs to

provide symmetry and in a more complex manner than is first

apparent. The Persicles and Montelyon threads in chapters

22 and 23 contain a remarkable number of narrative links and

in fact each thread provides the reader with information he

needs to understand the other episode. At the same time the

lost daughter and son are meetinggsso are the two lost fathers,

Delautus and Persicles (Ch. 22, Sig. PV, p. A42). Both

members of the fathereson pair, Montelyon and Persicles,

meet hermits who give them information vital not only to their

own immediate problems, but to the solution of their rela-

tionships as well. Persicles' hermit is Philotheta's father

Delautus, who tells him of Philotheta's background at the

same time that Montelyon is rescuing her. 26 While giving

him this background Delautus also mentions that he will not

be freed from Penthrasus' magic until Persicles' son frees

Constantia (Sig. QO. Montelyon's hermit tells him of Amphi-

ador's approach (Amphiador is a major character in Delautus'

27 and Montelyon alsostory), and of Penthrasus' Castle,

learns of the Hesperian Nymphs who eventually give him the

arms he needs to take the castle (Ch. 25, Sigs. R4v-Sv, p. A44).

The separation of Persicles and Montelyon is the final

pair Split to occur in the book and triggers the reunion of

all the other separated pairs, including the reunion of
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Persicles and Montelyon in the knowledge of their relation-

ship to one another, and also the reunions of Alsana and

Delautus, Philotheta and Delautus, Montelyon and Constantia,

Persicles and Constantia. and Constantia and her father the

king of Persia. In addition, a new pair is formed with the

love of Philotheta and Montelyon, so that we leave the book

not only with all rightful relationships restored, but with

a new relationship arising out of the troubles.

Forde continually breaks up old pairs and creates new

ones in this way, with the practical result that characters

are constantly getting entangled in other characters' lives

and troubles. The Amphiador-Delautus quarrel soon involves

Montelyon and Persicles, but because Forde establishes a.

link between Delautus and Constantia through Penthrasus, Mon-

telyon not only reunites his own family, but his lady's family

as well.

iii. Episode Transition and Chapter Organization

Forde's transitions between episodes represent an advance

over his romance-writing colleagues. The most common method

of moving from character to character and scene to scene is

the rather cumbersome ”bridge”--usually some variation on

“Now turn we from . . . to . . . ” Those authors who use

multiple plots are prone to use bridges as a method of
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cueing the reader that a transition is about to take place. 1

Forde also frequently uses bridges:

Where we wil leaue them within the Citie,

making all the preparation that might be,

to withstand the enemy, and Sicanus at

the walls begirting the same, to speaks

of Parismus, who all this while being

in the Caue amongst the Outlawes, still

deuised how he might haue further triall

of Lauranaes constancies, and therefore

determined still to conceals himselfe,

untill he might hears newes of Dionisius

returns, and also to know whegefore was

such preparation for warres.

As he became more adept at interlace, and as his use

of the technique increased, Forde seems to have realized that

constant interruption and movement from one plot thread to

another could not be satisfactorily accomplished by so clumsy

a method of transition as the bridge, and his use of it be-

comes less pronounced as entrelacement becomes more complex.

Instead Forde substitutes other methods which are all present

in his earlier works, but which were not put to so much use.

One of the most effective methods Forde uses when he

is juggling the deeds of two or more characters at one time

is to eliminate the bridge altogether and to cut back and

forth between scenes with alternating paragraphs or short

groups of paragraphs. This works especially well when each

scene contains some activity which is related to the other.

In chapter 24 of Parismenos (pp. A13-Al4) Forde depicts the

escape of Dulcia and Marcellus to Panora's house and Maximus'

frantic search for them throughout the castle almost
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entirely in this manner. The following excerpts consist

of the last sentences of a paragraph and the beginning of

the following paragraph from that chapter and illustrate the

abruptness of scene transition:

1. And Marcellus] the next day spending

his ime in much pleasure and kinds sort

with Dulcia, whome hee loued most exceed-

ingly, but without any blemish or thought

of intemperancie.

Earlie in the morning came the two

Nobles from Maximus to arrest Marcellus,

thinking to haue found him there, but

comming to his chamber, he was not there,

nor in all the Court to be found. Which

caused an other tumult for his absence . . .

(Sig. Aa2v)

Maximus continued many daies at the.

maiden Tower, calling togither all

the knights of the land, commaunding

them to make all diligent search . . .

This businesse was so speedily and so

exactly performed, that it was impos-

sible for them to escape unknown or

undescried.

Marcellus the next night after

all the tumults, hauing by many per-

swasions and intreaties wonne Dulcia

to stay with Panora, . . . armed him-

selfe in the armour hee had gotten and

departed from thence . . .

(Sig. Aa3v)

[Iabine] thought it their best course

0 stay there still untill Maximus were

out of hope to finds them, and had giuen

ouer his search, or at the least untill

Marcellus were returned, whose counsell

they both allowed and followed.

Maximus still remained in the maiden

Tower, fretting his heart with vexation

and griefe . . .

(Sig. Aa4v)
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4. [Maximus] protested if he had his

children againe, he would not restraine

them so much of their libertie, but

that he would let them make choise

according to their own fancies: and in

this heauis estate we will leaue him:

deuising what meanes to works by gen-

tlenesse to call them home againe:

Marcellus all this while con-

tinued with Dulcia in Panoras house,

and now hearing that Maximus was

returned from the maiden Tower, and

had giuen ouer search . . .

(Sig. Aa4v)

Only in the final example is a bridge used, and it is brief.

The result of eliminating the bridge is an almost cinematic

economy in the narrative. The use of rapid shifts between

stories is noticeable even in Forde's early work, partic-

ularly in comparison with other romance writers. In chapter

19 of Parismus he cuts from Parismus and Pollipus as they

bewail the loss of Laurana to the Tartarians who left them

stranded on the Desolate Iland (Sigs. S-SZV), to the king of

Bohemia, who becomes a hermit at the news of Parismus' "death”

(Sig. 82v), to the court of Thessaly, where the “sorrow they

made, was such as the like was neuer heard of in any age”

(Sig. 82v), to the Tartarians' joy at their booty and Laur-

ana's subsequent imprisonment there (Sigs. S4-T). With the

beginning of chapter 20, we are back again with Parismus and

Pollipus (Sig. T). As with many of the other transitions,

this last one seems to invite comparison between Laurana in

miserable but luxurious captivity at Andramart's Castle, and

Parismus, who is free but without food and water, and is
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deeply grieved by Laurana's loss while on the Desolate Iland.

Yet only in Montelyon and the latter parts of_Parismenos does

Forde virtually eliminates the bridge from transitions.

Forde is at his best, however, when the transitions

between plot lines are motivated by the preceding events

themselves, when there is some link between the two. In Mon-

tel on, for example, Montelyon is reunited with his parents

(Ch. 29, p. A45). The public celebration at his return has

barely subsided when he is thinking of Philotheta, whom Ila

had earlier carried off from Penthrasus' Castle. Immediately.

the scene shifts to her and her thoughts of him, providing

a very nice transition into events which happen to her:

Notwithstanding this ioy, the knight

of the Oracle left some sparkes of

discontent which troubled all his

sences, and turned his quiet into

disquyet, which was with remembrance

of Philotheta, whose mishap pincht

him to the very heart: who likewise

was not free from the like disquiet, 3

fearing neuer to see him againe . . .

Chapters in Forde's romances vary widely in organization.

The simplest kind involves one character over a fairly short

period of time, and usually is organized around a limited

event or brief series of events. 4 A similar kind of chapter

combines the deeds of several characters and alternates back

5
and forth between them, using transitions, as we have seen.

In the latter parts of Parismenos and in Montel on,

however, Forde develops two other kinds of chapter organ-

ization. The first kind, which develops in Parismenos, is
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by far the more effective and considerably strengthens the

internal organization of the books and heightens the narra-

tive's suspense. The chapters usually contain several plot

threads (and the author's usually smooth transitions between

them) with each hero or heroine facing some immediate prob-

lem or danger which he or she resolves or escapes during the

course of the chapter. When each character has avoided some

disasterous fate or other, he or she is immediately faced

with some new problem, and at that point the chapter closes

but not before the author, in true "to be continued in our

next installment” fashion, has given us a brief picture of

all the characters facing all-but-csrtain death, maiming,

or life imprisonment. The escape or solution may come in

the next chapter, or the character may be held in suSpended

peril for a number of chapters. Chapter 22 of Parismenos,

which partly deals with Parismenos' learning from Marcellus

of Angelica's imprisonment and their resolution to rescue

her, ends with a view of Angelica sitting dejectedly in the

Tower, certain she will never see any of her friends or her

brother again (Sigs. sz-Y3, p. A12).

Very often the use of a “multi-peril" chapter which in-

cludes new dangers and problems for a number of heroes and

heroines is preparation for the dispersal of characters

into new interlacing branches. Chapter 18 of Parismengg

ends with brief views of the dire situations which face the

characters originating in that chapter. Parismenos is in

the lions' den where Maximus has ordered him thrown:
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Marcellus is in trouble with his father Maximus for killing

Collimus while visiting his sister Angelica, who is impri-

soned in the Golden Tower: Parismenos' rival Camillus with

his army is on his way to the Tower, determined to take An-

gelica for himself “either with force, or fairs meanes . . . “

(Ch. 18, Sigs. 33-S3V, p. A18). In the next chapter Paris-

menos escapes the lions' den and the Tower, but in doing so

he is separated for a long time from Angelica and Marcellus,

whose troubles continue. Parismenos, ”with a heauis heart,

for that he went to vndertake a new trauell, which might

detains him long from returning to Angelica,“ decides to

begin again his search for his parents (Ch. 20, Sig. U3, p. A12).

Near the end of Montelyon, Forde began to use another

type of chapter division, which closely corresponds to scene

division. Chapters are very short, and in fact represent

quick changes of location, which in previous books Forde

handled within one chapter. Like the earlier chapters (and

like dramatic scene divisions), the chapters are often tied

together by similar actions or moods of the characters. For

example, chapter 42 of Montelyon ends with the statement that

”the souldiers hearing of Montelyons departure, seemed to

haue lost their former courage, and to haue beene without

comfort” (Sig. Aav, p. A49). The next chapter switches with-

out a bridge to the Armenian camp where Montelyon is, and

begins: ”Montelyon being likewise no lesse sadde to haue

left them . . . “ (Sig. Aa2, p. A49).
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The effect of these short chapters is much the same as

the effect of the chapters which briefly survey the actions

of many characters. They lend a breathlessness and urgency

to the unfolding action, and greatly increase the speed of

the narrative in contrast to the more leisurely pace achieved

by devoting a long chapter to one or two characters. There-

fore it is particularly appropriate that these kinds of

chapters--the short, "scene-division,” and the longer com-

bination of the brief actions of many characters--are more

frequent in the latter parts of the romances, particularly

in Montelyon, when events seem almost to be tumbling down—

hill to a conclusion. 0r Forde uses them often when he

wishes to quickly begin a series of adventures which form

6
a new block of interlace.

iv. Time and Setting

In the most rich and famous Countrsy l

of Thessaly, raigned one Dionisius . . .

In the rich and renowmed Country of

Phrygia, in Prouinces not farre distant

from neere neighbourhood, dwelt two

aunCient Knights e e 0

An ancient King named Pius, ruled 3

the Land of Assyria in great peace . . .

With these opening sentences from Parismus, Ornatus and

Artesi , and Montelyon, we at once find ourselves in the
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romance world of long ago and far away. Exotic locales and

"once upon a time" moods characterize interlaced and non-inter-

laced romance alike, and Forde is no exception. His knights

roam through Armenia, Bohemia, Persia, Barbary, Arabia and

Italy with an ease that suggests these lands are no larger

than city blocks, and contiguous ones at that. Forde is

different than most chivalric authors in not giving a mytho-

logical or historical frame of reference for his tales. Pius

or Dionisius could have ruled in A. D. 1500, 1000 or 500: it

is really unimportant. But Amadis ggwggglg, for instance,

begins “Scone after the passion of our Sauiour Iesus Christ

. . . " 4 and another romance takes place ”About three hundred

yeeres before the royall name of great Plantaginet possessed

the imperial Diadem of this Mayden Land . . . ” 5 Yet these

books are no more set in a definite historical period than

are Forde's books: chivalric romance always takes place "when

knighthood was in flower.”

There are some differences, however, among Forde's inter-

laced books and Ornatus ggg Artesia in the use of time. In

the interlaced romances time often is "empty,” as it is custom-

arily in medieval romances. 6 For example, time is often

mentioned-~“certaine dayes," "a few dayes,“ or "some moneths“--

but it is unimportant. It makes no difference whether Per-

sicles remains in the forest “many dayes, and many yeares” 7

or ”the space of three moneths” 8 because time really has

no importance when he is in the forest. In the many years
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that Ila keeps Constantia imprisoned, or that Argalt “issue[s]

foorth of the Castle, intending as his custom [is], to search

if any knights were in the Forest,” 9 time seems to have

stood still. Constantia is still young and beautiful enough

when her grown son's mistress meets her that she thinks Con-

stantia the most beautiful woman in the world--after years

of captivity. 10

Time in the beginning chapters of Parismenos is especi-

ally confusing. The two principal story 1ines (p. A4) seem

to operate on entirely different rules of time. We have

been led to believe that the wedding of Pollipus and Violetta

in chapter 1 occurs at most only a few months after Paris-

11 Yet Archas' abduction of

. 12

menos' birth and kidnapping.

Violetta happens “many dayes after her arrival in Bohemia,

which is only some ”fewe daies"after her wedding. 13 Suc-

ceeding events require that during those “many dayes“ Paris-

menos grow from infancy to maturity. 14 Nevertheless Vio-

letta is still a lady of “exceeding beautie, and sweets de-

liuery of speech . . . gracious moouing and disposition of

her eyes, which had power to pearce millions of harts . . . "

(Sig. B3v).

Other, more ordinary characters seem to live in “full”

time. Things happen to them as the years pass by. Remus

16 Theseand Isabella marry, 15 as do Osiris and Udalla.

are often the interlacing characters discussed in Part ii,

the characters whose threading lives work to pull together

the narrative.
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One feature of characters like Remus and Osiris which

may account for this difference in time is that they live

usually at court as opposed to villains like Archas, Andra-

mart, Irus and Penthrasus who inhabit magic castles, forests

and desolate islands, or like the heroes and heroines, divide

their time between both. For while a character is at court,

we measure time accurately enough. It is only when he moves

out into the forests, the wild and enchanted places, that

time ceases to have importance. (One principal difference

between the interlaced romances and Ornatus is that time in

Ornatus is always precise. 17)

Settings become zones of action which dictate the mood

of both the reader and the characters. Forests are scenes

of uncertainty and mystery. Naturally, it is in a forest

where Violetta is attacked by a wild bear and encounters

Archas, 18 where Osiris is wounded by mysterious outlaws while

coming to the aid of an unknown lady, 19 where Philotheta

20 and where Ornatus is attacked

21

is carried off by giants,

by a boar and later by a strange knight in green. Forests

are filled with outlaws, pirates, marauding villains, and

witch's castles. They are the scenes of uncertain adven—

tures and sudden encounters.

There are other settings which determine the mood and

action. Montelyon in particular has distinct zones of

action (this is true also of Parismus and Parismenos to a

more limited extent.) It has its share of mysterious

forests and enchanted castles, as well as a shepherd's
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cottage (Chs. 5-7, pp. A31-A32), where events take on a pas-

toral mood. When the narrative moves to Assyria it follows

an epic, or more accurately a ”chronicle-like“ course. It

is a place of bloody battles, mass murder, rebellions and

palace coups, a place where the peOple are swayed by prOpa-

ganda, good counsellors are murdered, and where after years

of war "the beauty of the Land are destroyed.” 22

In the Persian Court (Chs. 1-5, pp. A29-A3l), we have

not so much romance (and certainly not chronicle) as we have

novellarnarrative dominated by a single plot line. In this

case it is comic. The Arabian court (Ch. 8, pp.A33-A34),

however, is entirely different from the golden Persian one.

Here courtiers are cunning, debauched and devious, rulers

cruel and tyrannical, and courtly life is Opulent and degen-

erate. Selia at the Persian court was simply a too-willing

peasant girl, but once she breathes the infected atmOSphere

of the Arabian court, she becomes evil, and even wants to

murder Constantia's baby (Ch. 8, Sig. G3, p. A34). This

mood is fairly interesting for a few pages, but it quickly

begins to grow thin: moreover, it is not a prOper place to

imprison a princess, and Forde removes Constantia to the

familiar enchantments of Penthrasus' Castle, which Helyon

constructs especially for her (Ch. 9, Sigs. H2-H3v, p. A35).

The differing characteristics of various settings make

them natural aids to interlace, and Forde never uses them

23
more skillfully than in the first six chapters of Parismus.

One of the first things to become apparent from the
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episode list (PP. A51-A54), is the rhythmic alternation be-

tween story lines-~the regular movement back and forth be-

tween Osiris' story and Parismus' and the references of a

character in one story line to the happenings in another,

as if the author is conscious of the importance of never.

allowing the reader to forget at any point what is going on

in another part of the story. Moreover, the two story-lines

have different tones, dictated in part by their locale. The

difference is most marked in the earlier chapters when there

is as yet no connection between the two narrative lines.

The main plot features Parismus, his love for Laurana

and the obstacles to their love. The second plot deals with

Osiris and the outlaws in the forest. If we identify spec-

ific incidents in chapters 1 through 5 as belonging to one

or the other element, the episodes are arranged as follows:

Parismus-love story: episodes 1-3, 5-12, 17-26.

Osiris-outlaw story: episodes 4, 13-16.

The Parismus-love episodes are ”courtly:“ they are filled

with concern for manners and elegance as well as love. They

are highly predictable, almost ceremonial, as they move slowly

forward in a stately and conventional manner. The opening

paragraphs establishing the ideal qualities of the court

illustrate this pleasing predictability:

In the most rich and famous Countrey of

Thessaly, raigned one Dionisius, whose

discretion in gouernment, and Singular

wissdome in ruling so mightie a Nation,
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made the splendant fame of his renowne

to spread it selfe to the vttermost con-

fines of the world: and most Countries

made continuall traffique thither, by

reason of the good andequitable lawes he

had instituted for the quiet of his Coun-

trey. Amongst the rest of his externall

blessings whereof he enioyed abundance,

his Court was much renowmed by the ex-

ceeding bewtie, and vertuous gifts of

Oliuia his Queens, by whome he had one

onely daughter named Laurana, whose

bewtie so farre excelled all other Ladies

that she was esteemed (in those parts of

the world) the onely paragon for bewtie.

Besides, the vertuous quallities, and

pretious giftes of nature, wherewith

her minde was abundantly adorned, did

so much extoll her high commendations,

that many Princes of farrs Countries,

did trauell thither to attains her loue.

Insomuch that by continuall accesse of

many strange Knights, the Court of Dion-

isius, daily increased in dignitie, who

gaue most courteous entertainment to all,

as fitted to their honour, and accorded

with his wissdome.

(Sigs. B-Bv)

From the outset each character is quickly recognizable as a

courtly type. Parismus' case of lover's malady, Laurana's

indecision, the faithful servant intermediary, the stylized

love-letters, the garden meetings, and the vows of secrecy

are all familiar elements. All work together as if part

of some elaborate antique dance. Parismus' choice of as

formal a device as a masque to declare his love for Laurana

is thus quite apprOpriate. When imagining Dionisius' court,

we visualize a place where behavior is firmly guided by

ccnwvention and readily understood laws: hence the love

story comes to look like a bright and lovely little pan-

tomifim which the audience has seen a score of times.
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Thrusting itself into this self-evident plot is the

puzzle of the Osiris-outlaw story, which at first seems

nothing more than a tangle of succeeding mysteries. Where

the love story takes place in the splendor of the court, the

Osiris-outlaw story begins in the shadows of the forest:

where the love story unfolds in a clear-cut, forward-moving,

single narrative line, the Osiris story is told by means of

flashbacks and enframed autobiographies. Although the Osi-

ris-outlaw story is as conventional as the love story, its

structure provides that nothing is fully revealed until near

the end of the sixth chapter, while events in the love story

are self-explanatory. The Osiris story begins in danger

and ends in relative saftey: the love story begins in safety,

and by the sixth chapter is involved in uncertainty and even

danger. The two stories which seemed so separate in the

first chapter become inseparably intertwined in the sixth,

so that most episodes in chapter 6 involve both the Parismus-

love and the Osiris-outlaw plots. Ultimately, danger--

first associated only with the forest--shifts to the court.

It is hard to imagine Forde having used any other method

but interlace to gain this effort.

v. Forde, Interlace, and Ornatus and Artesia

Entrelgcement is an acquired taste, like olives and

escargots. While I cannot make anyone enjoy it, I have
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tried to increase appreciation of Forde's craftsmanship. In

the process, I have been forced to neglect his only non-in-

terlaced and far more ordinary romance, Ornatus gag Artesia.

Ornatus avoids interlacing characters, episodes, and motifs:

it severely limits the number of its flashbacks and charac-

ters. It has no "digressions,” or different kinds of time,

and the narrative takes place over a very brief space of

time. Compared with his other intricate romances, Ornatus

is structurally rather hum-drum.

Forde himself seems not to have thought very much of

his briefest creation. The sloppiness of the narrative in

the final chapters indicates either a pressing deadline,

flagging interest, or both. His “Epistle to the Reader” in

Ornatus expresses fears lest "this my summer fruits bee gath-

ered before it be ripe," and in compensation he promises

“amends with olde fruits, that hath been a years in ripen-

ing, and in the beginning of the next Winter comming foorth.”

1 In the preface to his finalThis probably is Parismus.

book, Montelyon, Forde does not even think Ornatus worth

mentioning when he repeats his past successes in assuring

the reader that he “shall perceiue nothing inferiour“ in

Montelyon to “Parismus and Parismenos, my elder offsprings."

If Parismus, Parismenos, and Montelyon were his fav-

orites, Forde was a good judge of his own work. Anithough

Ornatus was well-received, the other romances greatly sur-

passed it in popularity. 2 We are justified in thinking

that Forde's skill at interlace had something to do with
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that popularity.
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1 Girgldi Cinthio 23 Romances: Being g translation
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Leavis, p. 90.

3 “Qfest 3g enchétrement systématigue.” Ferdinand Lot
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sur lg Lancelot 23 prose (Paris: Champion, 1918), p. 17.
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"interlace.”

5 Thus I am in disagreement with Davis, who agrees with

Leavis that Forde's plot is a ”meaningless web” in which “we

can see the inevitable consequences of the late Greek presen-

tation of action divorced from character or ideas, of action

over which states of mind have no control . . . Forde accepted

absurdity as the way of the world, and consequently his ab-

surdities became meaningless” (p. 166).
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Parismenos, Ornatus, and a simplified verSion of the first

slxchapters of Parismus may be found in the appendix:

”rims-Charts of the Works of Emanuel Forde“ (pp. Al-A50).

They are called time-charts because events are organized

as they occur chronologically, rather than in the order

in.‘which they occur in the book.v In the case below, the

reierence is: Ch. 22, Sigs. P-P , p. A42, indicating

that the proper reference is to be found on page A42 of

the appendix section.
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Don guijote, ed. Clemente Cortején, III (Madrid: Suarez,

1%? . 293.

 

 

O
T
:

 

3 C S Lewis The Discardgd pg

bridge: Cambridge'Univer51ty Press, 1970). p. 194.

4 ” . . . pp pp peut découper dans lg Lgpcelot g3 vraies

trgpches g'histoipe, pp pg peut supprimer pp; 'aventure' sans

pp; cette suppression pg; ggg petentissements proches pp

laintgin . On pg pep , sags coupir les plus gpands risgues

fig lgg voir d nonces, introduire gg§_3pisodes nouveaux."

Lot, p. 2?. Cf. Patchell's discussion of Palmerin's (and

Lancelot's) episodes: ”Each seems to be a separate entity,

which could eaSily be dispensed with . . . Like most med-

ieval romances, they succeed better in details than in

construction“ (p. 72, 73).

5 “ . . . hgy una intrincad eelva de aventuras gue

cruzan ungg con otras, se interrumpen y se reanudan con-

fo me a1 c richo del narrador . . . Pero nuestro utor
__ _§2_____ __T._____.._ ____l__

g2 pierde nun g‘g; hilo g; pp cuento,a Marcelino Menendez

 

y Pelayo, Or enes g2 lg novelg, I, 2nd ed. (Madrid: Bailly-

Bailliere, 1925 , p. ccxv.

6 Allan Gilbert, "Introduction” to Orlando Furioso

(New York: S. Vanni, 1954), I, xviii-xix.

7 Seuen Champions, p. 100.
 

8 Rosamond Tuve, Alle orical nggggy (Princeton: Princeton

University Press, 1966), p. 362.

_ 9 Tuve does not believe that this constitutes true

ln‘terlace: “though we cannot play on several strings

Sixnultaneously, we accept the convention that we can

Show the polyphonic nature of what we have to tell by

ju:xtaposing separable persons' stories. But events
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connected by entrelacement are not juxtaposed: they are

interlaced, and'when we get back to our first character

he is not where we left him as we finished his episode,

but in the place of psychological state or condition of

meaningfulness to which he has been pulled by the events

occurring in the following episodes written about someone

else” (pp. 362-63). Miss Tuve's remarks, though probing,

are, I think, a bit extreme and not totally borne out by

the works themselves. (See Vinaver, p. 92n.) Nevertheless,

when interlace as she describes it does occur, it is inter-

lace at its most sophisticated. See Chs. 1-6 of Parismus,

pp. A51-A54.

10 Parismenos, Sig. 02v.

ll ” . . . the tradition which deliberately created an

impression of confusion and emphasized the vagaries of knight-

errantry, the pell-mell of odd adventures distractedly fol-

lowing one another,“ Vinaver, p. 94.

12 The assumption is inherent in the genre itself,

but Forde leaves nothing to chance, and in the conclud-

ing paragraph to Parismus he previews Parismenos, "wherin

shall be shewen thefimanner of his bringing up by his nurse,

that fled with him from Andramarts castle, in the Iland of

Rocks, with the rehearsall of many strange aduentures, he

atchieued, before he came to his parents“ (Sigs. GgZ-ngv).

13 The "custom of the castle” can always provide new

problems for the hero, and does yeomaneduty in all chivalric

romance. Tuve briefly discusses the motif as a means of

advancing plot, p. 365.

1“ Chs. 5, 8, Sigs. F-Fv, Iv, p. A5. Now it becomes

apparent why Forde selected Violetta for the kidnap-victim

instead of Laurana, since Laurana is too passive and unim-

aginative to have shown Violetta's initiative and courage

in her escape from Archas (Sig. F).

15 E. g., Parismenos, Ch. 11, Sig. M3v, p. A7. Knots,

of course, are strongest at the end of the book when all

the characters are together, all relationships are under-

stood, and all adventures completed.

16 Montelyon, Ch. 17, Sig. M3v, p. A40.

17 Lamprecht on Romanesque design. Quoted by Vinaver,

p' 780
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18 Barzillus was last seen parting from Parismus and

Tellamor in chapter 6, Sig. G, p. A5.

19 Ch. 12, Sigs. M4-Nv, p. A6. See also other examples

of this last use of flashback: Parismus, Ch. 6, Sig. F4 ,

p. A1: Montel on, Ch. 15, Sig. L3, p. A39: Ornatus, Ch. 13,

Sig. N2“, p. A25: Ch. 16, Sig. P4V, p. A27. (Flashbacks of

a simpler kind, which merely pick up a character's story

where it was last left are rare in Forde, but can be found

in Montelyon, Ch. 4, Sigs. D4V-E2, p. A31.

20 Richard Johnson, Tom g Lincolne, Sigs. 13-112".

21 I have not been able to locate where (if anywhere)

I first read of the "nesting story“ in chivalric romance

narrative. Schlauch briefly mentions the enframed auto-

biography (pp. 172, 180). Both the nesting story and the

enframed autobiography can be identified on the time-charts

in the appendix by the parentheses bracketing the entire

description of an episode. Double parentheses [(( )) in-

dicate that the story or autobiography is being told y

someone who first heard the story or autobiography from

someone else (“I'll tell you what he told me . . . '

22 E. g., Delautus' information concerning the final

years of Penthrasus' life in Montelyon, Ch. 22, Sigs. P4-

Q". pp. A36-A37.

23 The Angelica story does not re-enter the romance

until Ch. 17, Sig. P4, p. A9.

2“ Montelyon, Sig. Pv.

25 Parismus' and Parismenos' arrivals also serve a con-

ventional purpose related to the depiction of father-son heroes.

The hero-father is always surpassed in virtue and prowess

‘by his son. Thus Parismus arrives in time to rescue Tel-

lamor, Barzillus and Panuamus (knights of only ordinary abi-

lity), but must himself be rescued on the following page by

his son (Sigs. L4-L4v).

26 See pp. Al8-A19, A50.

27 Parismenos, Ch. 35. Sig. Kk4, p. A19. See also

.Montelyon,"'Ch. ES, Sig. Bb4, p. A50.
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28 In Ch. 16 of Parismus Sicanus dies, peace comes to

Persia and Thessaly, Parismus and Laurana are married, a

tournament follows with a general celebration, reward and

amnesty for the outlaws who saved Parismus' life. Pollipus'

and Violetta's love story begins in Ch. 17, and a new block

is under way.

29 The heroes Pollipus (Ch. 5, Sig. E, p. A5) and Paris-

menos (Ch. 7, Sig. GZV, p.A5) and the villains Argalus and

Themides (Ch. #, Sig. D3 , p. A5) all disguise themselves

in green armor within a relatively short space of time. See

also the green armor of the preternatural "knights“ in the

service of the sorceress Ila, who seems to be ultimately a

force for good, but whose powers threaten the heroes never-

theless (Montelyon, Ch. 23, Sig. R3V, p. A43).

30 A bear causes Pollipus and Violetta's separation and

also.starts Parismenos on his search for his parents (Paris-

menos, Sigs. BZV-BB, C3, p. A#.

31 "Though Amadis may be viewed as a work in which var-

iety has run wild, it is marked also by familiarity, monotony,

and repetition . . . the authors' habit of building the nar-

rative upon itself. No alert reader can wade through many

books of Amadis without being aware of the recurrence of

themes, episodes, and motifs. Since the episodes most free

quently repeated are derived from such distinguished liter-

ary works as the Iliad, Odyssey, and the Aeneid or from well-

known medieval and Renaissance books, readers are likely to

experience a nagging sense of the familiar. The repetition

or parallelism in Amadis is so constant that it represents

a habit of composition and indeed establishes an underlying

unity. The surface variety, the wild and whirling narrative,

the wonders, the diversity of style, the tragicomic approach--

all are in a sense counterbalanced by an underlying similarity

. . . The repetitions set up mnemonic echoes in the reader

and help give an impression of purpose and form that is

[at first glance] belied by the rambling structure of the

work.” O'Connor, pp. 105, 116.

32 Irus will not release her hand (Parismenos, Sig.

Gg2v), just as Parismenos would not earlier (Sig. RZV).

The motif prompts further comparison between Irus, the vil-

lain, and Parismenos.

33 E. g., C. C. Mish prefers Seuen Champions to both

arts of Parismus because of “its greater variety in con-

Enut"--”Best SeIIers in Seventeenth Century Fiction," 362.
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3# “ . . . The various authors of Amadis seem to feel

that motifs that work on one occasion are bound to improve

with repetition. What Sir Henry Thomas calls the 'poor exag-

gerations of their originals' serve as cohesive elements in

the vast, apparently structureless books that comprise the

romance.” O'Connor, p. 124.

35 Montelyon says to Praxentia, following her declar-

ation of love to him: ”I haue long since knowne of your

good will to me, which Palian by his subtilty increased, of

whose loue and proceedings I know so much, that I thinke I

shall wrong him to fulfill your request: my selfe was the

man that should haue ioyned your hands, wh n he tooke my

habit and name vpon him” (Ch. 35. Sig. Y2 , p. A48). Pal-

ian and Praxentia are ordered to marry, though Praxentia is

still not c00perative (Ch. #6, Sig. Bb4, p. A50).

36 The idea of the son succeeding where the father has

failed is found in Parismenos as well. This is a feature of

Greek and medieval romance, e. g., the relationship of Lance-

lot and Galahad in the Grail stories.

37 Laurana on her honeymoon (Sig. R#V)Vand Angelica on

the day before her wedding (Ch. 31, Sig. Ee , p. A16).

38 Parismus joins the outlaws in the Thessalian forest

and is elected their captain (Ch. 6, Sig. F4v, p. A3) as

Parismenos becomes captain of a group of pirates (Ch. 3,

Sig. 04, p. A#) and later is asked by Iconius to join his

band of outlaws (Ch. 33. Sig. Hh-Hhv, p. A17).

39 P . . v . .

arismus, Sig. R# : Parismenos, Chs. 3#, 35, Sigs.

Ii2", KkZV, pp. A18,Al9.

40 Parismenos pretends friendship to Iconius, who has

offered to help him return to Bohemia, but says to Angelica

”not withstanding my shew of credence, I giue no trust to

Ico. trueth, but wil trust him so far as I haue tryall of

his loyaltie, and not otherwise” (Sigs. Hhh-Hhhv). While

distrusting the “honest” outlaw Iconius, he places immed-

iate trust in the outwardly upright, but inwardly depraved

Arenus, and counts on him to help him against Iconius,

while Arenus all the time is planning to murder him and

carry off Angelica. No wonder Forde describes Parismenos

as "with a ioyfull heart going towards [his] miserie . . .

(Sig. 112). Parismus also fears his outlaw friend “whom

hee durst not trust“ (Parismus, Sig. G), but his doubts

are needless, and the outlaw dies helping Parismus wifiu

Laurana (Sig. 02V).
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“1 O'Connor, p. 124. O'Connor, without specifically

discussing entrelacement, gives a thorough discussion of the

simultaneous employment of variety and repetition in Amadis

which applies to Forde and other interlaced romance. His

principal point is that des ite the apparent “'confused mul-

titudinousness'“ of action p. 88), recurrent motifs ive

unity to all twenty-three books of Amadis (pp. 85-129§.

“2 O'Connor, p. 119.

ii.

1 The Vulgate Version 3; the Arthurian Romances, ed.

H. O. Sommer, III (Washington: Carnegie Institution, 1910),

199 ff.

2 Vinaver, p. 82. This summary relies upon Vinaver,

pp. 82-83, as well as Lot, pp. 17-18.

3 Vulgate . . . Arthurian Romances, III, 174-75.

4 Vulgate . . . Arthurian Rom ces, IV, 95-96.

5 Vinaver, p. 83-

6 Vinaver, p. 90.

7 Parismenos, Ch. 13, Sig. N4, p. A7.

8 .
Palian: Montel on, Ch. 6 (p. A 2), Chs. 13-16

( g. A38-A39), Chs. 18-21 (pp. A40-A42 , Chs. 34-36 ( p. A47-

AE ): Amphiador: Montel on, Ch. 22 (p . A35-A37, A423, Ch. 23

(pp. A43-A44), Chs. 29-31 ( p. A45-A463: Penthrasus: ‘Mgg-

tel on, Ch. 9 (pp. A35, A37 , Ch. 22 (pp. A36, A37): Archas:

Parismenos. Chs. 2, 5, 8 (pp. A4-A5), Ch. 21 (p. A12): Cam-

illus: Parismenos, Chs. 16, 18, 20 (pp. AlOTAll), Ch. 31

p. A16). Camillus is not a true villain, in the sense that

he means Parismenos any harm, but his presence--intention-

ally or not-~always causes trouble for the hero. Ila also

has many of the characteristics of the villainous sorceress,

but she is unique and seems aware that by her machinations

she is serving destiny through her workings against the
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heroes and heroines. She hates killin and is “unwilling

to be any way guilty of bloud“ (Sig. PE). Holding nothing

against the hero or heroine personally, Ila is content to

play out her role against them and then escape mysteriously.

Thus she is an interlacing villain structurally, but not

thematically. Ila: Mpntelyon, Ch. 9 (pp. A35, A37-A38),

Chs. 26-29 (pp. A42-A45).

9_Earismus, Chs. l, 2, Sigs. 32, cV-cz, p. Al.

10 Parismus, Ch. 26, Sig. Dd2v.

v 11 Parismenos, Ch. 9, SigS. L-L2.VP- A63 Ch° 14' Sigs.

O , O3U-P, pp. A8-A9: Ch. 24, Sig. Bb , p. A12.

lzifiggigmgggg, Ch. 1, Sig. B, p. A4: Ch. 35. Sig. Kk2.

13 Parismus, Sig. N3v.

14W9 Ch. 359 Sig. Kkp Po A180

15 Parismenos, Ch. 28, Sig. Cc2v, p. A15.

16.2§£1§EE§. Sig. M4v: he appears again as the “King

of Libia.” Sig. Q2.

17 Vinaver, p. 68.

18 Portellus is eager to volunteer for any job which

will help Marcellus and Parismenos, but though he is totally

loyal to them, he tends to argue, and so cannot come to an

agreement with the two on what to do to help free Angelica

until Iabine settles the matter (Sig. Bbv).

19 Lewis, p. 98.

20 We discover in Parismus, Sig. N3v, that Oristus and

Osiris were ”greeuously hurt“ in battle against the Persians.

21 E. g., the good Parismus compares with the evil

Maximus: Parismus searches for his son: Maximus hides

his daughter from searchers. Sicanus is vain, willful

and cowardly, and even his father grows weary of him (EQE'

ismus, Sig. K) while Parismus proves his worth to his father

and the others over and over again. Montelyon is busy

taking an enemy city while Palian is still asleep, and the
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hero surprises Palian "euen in his Bed, who seeing one in

Armour besmeared with bloud, with his sword ready drawne,

being exceedingly affrighted . . . cryged] out treason

treason, I am betrayed, helpe, helpe" Ch. 15, Sig. L23,

p. A39).

22 See above, note 8.

23 Parismus, Ch. 21, Sigs. U3-Xv.

2“ Marcellus' Dulcia joins Parismenos in the Bohemian

camp and Angelicavis with Marcellus at the Natolian camp

(Ch. 28, Sig. 002 , p. A15). The four lovers are reunited

at the same time in chapter 30 (Sig. Ee, p. A16).

25 Philotheta and Montelyon, Ch. 23, Sig. 02, p. A42.

v 26 Ch- 22. SiSS- PZ-Qv. pp. A42-A43: Ch. 23, Sigs. oz-

Q3 ' pp. A42-A430

27 Ch. 24, Sig. R3, p. A43: Ch. 23, Sig. R, p. A43.

iii.

1 E. g., ”In whose trauailes my Muse must leaue them

for a season, and speaks of the Thracian mourners, which

by this time had watered the earth with abundance of their

ceremonious teares, and made the elements true witnesses

of their sadde laments, as hereafter followeth in this

next Chapter,“ Seuen Cham ions, p. 63.

2 P ismus, Sigs. I-Iv.

3 Montel on, Ch. 29, Sig. UV, p. A45. A somewhat v

similar tranSition can be found in Parismus (Ch. 6, Sig. G ,

p. A3) where Parismus at the outlaw camp worries about Lau-

rana's impending marriage to Sicanus, so that “he could

not fully recouer his health. Where we will leaue him to

speaks of Dionisius who . . . beganne to conferre about

the marriage of Laurana . . . ' Therg are other instances:

e.g., Parismenos, Chs. 11-12, Sig. L2 , pp. A7, A5-A6, and

Ch. 21, Sigs. U3-U3V, p. A12.
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4 E.g., Parismenos, Chs. 4, 7, 12, pp. A5-A6.

5 Parismenos, Ch. 24, pp. A13-Al4: Ch. 29, p. A45:

Parismus, Ch. 19, Sigs. S-T.

6 Parismenos, Chs. 18 ff.

iv.

Parismus, Sig. B.

Ornatus, Sig. B.

3 Montelyon, Sig. B.

Amadis, I, l.

S‘Algignspggeene, Sig. B.

Auerbach, p. 130.

Montelyon, Ch. 7. Sig. CV.

Montelyon, Ch. 11, Sig. I.

Parismenos, Sig. L2.

10 Montelyon, Ch. 21, Sig. 82v, p. A44.

11 Parismus, Sig. 22.

12 Parismenos, Ch. 1, Sig. 82, p. A4.

13W. on. 1. Sig. B. p. A4.

1” p. A4. This may not have been as long as we might

think since Parismenos seems to have matured rapidly. When

he is only a few days old, "Notwithstanding his infancie,”
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he tries to save his nurse from an attacking lion (Ch. 3,

Sig. 02V, p. A4).

15 Parismus, Sig. Ee4v.

l6 Parismenos, Sig. Kk.

17 I have tried to include references to time when they

occur in the time-charts. Court scenes contain countless

references to ”next day,” ”that night,” “two days later,”

and so forth. Scenes which take place in forests or enchanted

places are much vaguer and more confusing in time references,

except in Ornatus.

18.3arismenos, Ch. 1, Sigs. B2v, B3v, p. A4.

19 w, Chs. l, 2, Sigs. 132, Cv-CZ, p, Al.

20 Montelyon, Ch. 22, Sig. Pv, p. A42.

21 greeting. Ch. 9. Sigs. 113-H3". p. A23.

22 .

MontelEon, Chs. 6, 11, pp. A30-A34. Quotation:

Ch. 15, Sig. , p. A39.

23 The time-chart for these chapters is on pp. Al-A3.

In order to examine the interlace in these chapters more

closely I have rearranged and numbered these episodes in a

separate list according to the order in which they are

related in Parismus, pp. A51-A54.

1 There is no need to hypothesize, as Bonheim does,

"an.earlier work, presumably something he wrote shortly

after leaving Trinity College Cambridge, where he had

been matriculated in 1585 (47). In the preface to M-

.‘telyon, Forde refers to Parismus and Parismenos as “my

elder off-springs,“ and I see no reason not to take him

at his word.
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2 Ornatus went to eight editions by 1700, with three

abridgements: Parismus andlgggismenos had at least nineteen

editions by 1700, with five abridgements: Montslyon's first

extant edition is dated "1633,“ with eleven more seventeenth

century editions and several eighteenth century editions.

It seems certain, however, that since Forde died in 1607,

that at least one edition prior to 1633 has been lost. See

the appendix: "The Publishing History of the Works of

Emanuel Forde.”



 

Chapter IV: Theme and Characterization

i. Fate and Providence

"[1 am] by misfortune forced to wander

through the world, to seeke that which

I haue not yet found, nor scarce knowe

if I meet withall, being onely fortun-

ate to arriue in this place, to make

some triall in your defense . . .

--Parismenos to Parismus,

Parismenos, Sig. M3

It has been said of the Palmerin series that “the char-

acters live in a world in which they must constantly strive

to attain to that which is already ordained for them.“ 1

Thniss. should not be taken to imply helplessness on the char-

acters' parts, and certainly it does not imply that the

World in which they move is absurd. 2

Forde's heroes often complain against fortune's vaga-

I‘ies . and at first, events seem to hear them out:

Was euer man so vnfortunate as I am, to

be toste with so many miseries, and dri-

uen from place to place, yet can attaine

no harbour of quiet?

--Parismenos, Sig. Ii3v

Now it happened (according to the vnfortun-

ate resolution of hard destine). . .

--Parismenos, Sig. Bb2

134
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Since the destines haue allotted vs

this mischaunce . . .

--Parismus, Sig. R4

By misfortune [Helyon and Selia past by

the place where Constantia lay ast a sleepe.

--Montelyon, Sig. F4v

The heauens ordaining him to endure some

misery . . .

~~Montely0n. Sig. Y2

Fortune not contented with the misery he

endured already, sent him another afflic-

tion . . .

--Ornatus, Sig. H2v

Fortune once again shewed her mutabil-

itie . . .

--Ornatus, Sig. H3

Destinies do allot many to exceeding misfor-

tunes . . .

--Ornatus, Sig. Q4

Theesse references to destiny are more than cancelled out,

h°“'€aver, by the fact that in most instances the view that

thfiizre is a capricious fate is shown to be short-sighted and

‘un1izrue. Parismenos' cry, "was euer man so vnfortunate . . .”

fol~ZILows his final shipwreck on the coast of Thessaly, a wreck

which actually saves him and Angelica from treachery. One

of the conspirators confesses just before his death that

t35’ 1the shipwreck ”both [Arenus'] wicked intent, and my

[:1b:]13eason is now by the diuine prouidence preuented, and

1115, selfe left to your mercie . . ." (Sig. 113v). The wreck

a‘:L$3<> returns Parismenos to his grandfather's kingdom and

b

‘ar‘lrlites him with his father and mother. Ornatus' encounter

k
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with the boar in the forest (”Fortune not contented with

the misery . . . ”) leads to no real misery on his part,

and in fact results in his meeting with another knight, whose

entrance is Spoken of as a similar misfortune: ”Fortune

once again shewed her mutabilitie . . .” But this knight

is not the villain he at first appears to be, and Ornatus

is able to help him win the hand of his lady. 3 The narra-

tor's statement that “Destinies do allot many to exceeding

misfortunes . . . ” is immediately followed with another

statement: ”some men are of dishonourable and unmanly dis-

position, that they account all meanes to attaine their de-

sires, lawfull: not regarding thesmame & perill will ensue

thereon. Of which nature was Lenon.” Forde places more

importance on the evil nature of one man than on any ill will

of Fortune. Nor is Montelyon's true identity revealed simply

because ”the heauens [ordain him] to endure some misery . . . ,“

but because Montelyon is not very good at disguises. 4 Phrases

like ”the vnfortunate resolution of harde destine,“ "by mis-

fortune,” and “since the destines haue alloted vs this mis-

chaunce . . . ' are more catch-phrases than serious expres-

sions of a belief in a malevolent fate active in the uni-

verse. 5 No proof of the benevolence of Forde's world is

more convincing than the fact that good triumphs and evil

is vanquished.

Ornatus, with its heavy borrowings from Greek romance,

is, however, guiltier than most of repeated references to

fate and Fortune's wheel. In the forest, Ornatus bemoans
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the fact that:

. . . contrary is nature to her subiects,

sometimes hoys[t]ing them to the t0p of all

felicity, and then with violence tumbling

them down head-long into the depth of ex-

treme misery.

Was euer more fortunate and suddenly

miserable than I am? Could euer any man

whatsoeuer, attaine more heauenly felicity

and happinesse then I did, by being possest

of Artesia? and now againe more accurst,

being thus farre absented from her, and ban-

ished my natiue soyle, into a strange Coun-

trey . . . ?

(Sigs. Hz-sz)

Fortune's wheel is an old feature in romance, 6 and the end

of Ornatus follows the typical pattern found in most romance.

The heroes and heroines are removed from the influence of

the wheel, and live happily ever after: "during the time

of both their liues, [they liued] in most pleasant, louing,

and vertuous sort: that most places of the World were filled

with the report of their vertuous life, and peaceable Gouern-

ment” (Sig. R4v).

Greek romance places a good deal of emphasis on the

cruelties of a capricious fate. The English Renaissance

produced several literary works, such as Pandosto,Pericles,

Cymbeline, Egg Winterflg gals, and‘Thg Tem est, which were

heavily influenced by Greek models, as well as new transla-

tions and editions of the Greek romances themselves, includ-

ing Heliodorus' Aethiopicg, the anonymous Apollonius‘gflgygg,

Longus' Dgphnis ggg‘ghlgg, and Achilles Tatius"gliggphgg
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gag Leucippe. 7 These romances feature the infliction of

a surprising number of horrible calamities, deserved or

(more commonly) underserved, upon a princely hero, followed

by fantastic adventures, partings, travels, and perils of

all sorts, until at last all the suffering parties are re-

united in sublime happiness. To be sure, Forde's romances,

especially Ornatus gag Artesig, but also Parismus, Parismenos,

and Montelyon, owe much to Greek romance motifs such as fam-

8 9
ily separations, infant exposures, and providential up-

10 In the romances of Forde and other late wri-bringings.

ters, however, one finds a concept of destiny quite differ-

ent from the Greeks. In Greek romance fate is at best capri-

cious and incalculable. We are always surprised by ”the

“ 11 But in the bestqueerness of the turns things take.

medieval and Renaissance works, the cruel fate which seems

to rule chaotically over the lives of men, turns out to be

only man's limited view of Christian Providence. Man is

expected to virtuously overcome the obstacles he meets. As

long as he strives for virtue, heaven will help him, and

all his sufferings in the long run will work to his benefit:

Although assail'd with fortune fierce and keen--

Virtue preserv'd from fell destruction's blast, 12

Led on by heauen, and crown'd with joy at last.

Storms and shipwrecks traditionally provide a natural

illustration of providential order behind apparent disorder.

The shipwreck in chapter 3 of Parismenos, for example, comes

just in time to prevent the youthfulipirate Parismenos from
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killing a noble Moor, while he is attacking the Moor's ship.

Parismenos is cast up on the shores of Thrace, where he meets

Amasenus, who inspires him to live a more virtuous life, and

where he has the vision of his parents and Angelica (Sig. C4v).

The shipwreck in chapter 35 saves Parismenos and Angelica

from Theoretus' treachery and reunites them with the rest of

his family. As it traditionally does, a shipwreck helps

the characters to understand that something which appears to

be the result of a whim of fate, is actually brought about

by ”diuine prouidence” (Sig. 113v):

Parismenos . . . desired her to bee of good

comfort, for that their estate was farre

better then they before thought it had beene:

whose heart was likewise reuiued in a sudden

disposition, to a comfortable affectation,

for whereas before shee was terrified with

the feare of drowning, possest with a wear-

isome conceit of further trauell, driuen

into a straunge and vnknown place, far from

her desire, and contrarie to her expectation:

and withall, sawe Parismenos sad & carefull

heart opprest with much greef, whi[c]h

greeued her more then all the rest. But now

being in safetie, and in Thessalie, where

she should soone meet Parismus and the Prin-

cesse Laurana, the thing she most desired,

and also seeing all her sadnesse turned to

ioy, and euerie thing fallen out most pros-

perously, euen according to her hearts con-

tent, shee seemed like one newly reuiued

from death to life. And with Parismenos

and the rest of that small companie reioyced

exceedingly, casting aside all further shew

of discontent, and Spending the time they

had to share there, in great pleasure, the

rather for that Angelica, Anng, and Iconius,

were now in perfect health.

Providence takes other forms to influence the narrae

tive and characters. During Parismenos' youth in the forest,
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his dead nurse comes to him in a dream and tells him to search

out Andramart's Castle. Her words have no meaning for the

youth, but on awakening, he spies a bear "whose sight made

him quite forget his dreame, and taking exceeding delight

to chase such beastes, he caught Vp his staffs and followed

her . . . ” (Sig. C3). By the time he catches and kills her,

he is hopelessly lost. Climbing to the top of a mountain,

he sees a castle in the distance and starts toward it:

”it chanced, one of the knights that Parismus had left to

keepe the castle, espied him . . . “(Sig. C3). Thus the

bear becomes the instrument by which Providence has Paris-

menos come to his father's castle, where he receives train-

ing in the social graces and from which he sets out on his

first adventure, an adventure which ends with the reunion

with his family. Using motif interlace, Forde also makes

a bear the cause of Violetta's and Pollipus' separation:

this separation, as we have seen in Chapter III, also begins

the long process which leads to the reunion with the long-

lost prince (Sigs. B2v-B3).

Wild chance, or capricious fortune, has no part in

theSe books. There is not one calamity befalling the hero

which does not eventually result in his greater happiness.

The basic literary assumption of the Renaissance is that

the circumstances of the book (or play) are working towards

God's ends, though Forde is never so heavy-handed as Shake-

speare, who has Jupiter descend from Olympus to admonish

those of us who fear for the characters: “Be not with
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mortal accidents Opprest,“ he warns. 14 Forde tries when-

ever possible to establish a mortal cause for both evil and

good events. He attempts to present a moral world in which

men ought, but are not compelled, to choose morally. Blind

fortune is almost totally eliminated and men become more than

puppets: they are creatures capable of acting on their own.

Man is not God's fool: he has a will and conscience of his

own.

Forde tries to qualify the direct effects of Providence

on the plot and still make the reader aware that the story

takes place in a moral universe. If the hero has visions

or sees omens of future events, then disbelieves and checks

them against solid evidence, the action then arises from the

hero's own efforts, not phantoms. For example, Venus appears

to Parismenos in a dream, tells him of his parents, and of

his future wife, and specifically tells him that the lady

he thought he loved, Phylena, loves Remulus instead. 15

Parismenos hesitates to believe any of it, but quietly checks

on the truth of Phylena's love for Remulus, and only when

he discovers its validity does he come to believe the rest

of the prophecy as well (Sig. H3v). We are told that Ornatus'

susPicion that Floretus murdered Arbastus ”was stirred in

his cpinion . . . by the Diuine Prouidence . . . " because,

we are told, “such murther is neuer vnreuealed, and though

neuer so closely done, yet GOd by some extraordinary meanes

16
or other reuealeth the same.“ Yet we are told on the

same page that by "comparing Floretus behauiour, countenance,
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and little inquiry for the murtherer, he plainely suspected

him" of the crime. Earlier Forde also shows Ornatus going

through the list of suspects as if he were a modern detec-

tive determining the motive and Opportunity of each. Flor-

etus publicly announces that Ornatus and Ornatus' father

are the most likely suspects. Ornatus knows his own inno-

cence, and though his father hated Arbastus, Ornatus knows

he is not capable of murder. Who else could it be? Who

stands most to gain? Ornatus was with Arbastus' daughter

Artesia at the time of the killing, so he is left with Flor-

etus. Floretus ”[is] the next Heire, if Artesia hind[er]

him not . . . " (Sig. F). Detective-like, Ornatus concludes

that Artesia is in danger, a suspicion which Floretus con-

firms when he confides his crime to "Sylvian" as well as

V) o "Dininehis plan to murder Artesia next (Sigs. F2-F2

Prouidence” may have had something to do with the revelation

of Arbastus' murderer, but Ornatus' good sense had more to

do with it. 17 i

In Parismenos Angelica dreams that the chapel where she

and Parismenos are sleeping is surrounded by her father's

armed knights.. She awakens, but she is So frightened by

the dream that she cannot speak to warn Parismenos (Sig. Bb2v).‘

Much earlier in the book Parismenos is on his way to join

Argalus in a hunt, while Argalus plans to ambush and murder

him. Suddenly, “some fiue or sixe droppes of blood suddenly

fell from [Parismenos'] nose.“ The knight worries:
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May not these fewe drops of blood deuine

some bad successe to my enterprise this

day? I am here in a straunge Country

amongst such as I know not how to trust,

for I see apparently many of them do enuy

me, which they manifest by their ligring

countenances, and Corus behauiour may

be a patterne of their dispositions:

therefore I were best not to go at all.

(Sig. DB)

But he changes his mind because he thinks, “Argalus and Them-

ides are my friends, then what needs I feare any mishap?”

(Sig. D3). We know, however, that at that moment Argalus

and Themides are plotting his death. Both these providential

warnings therefore fail to alert the characters to danger,

but they do indicate a divine interest in the affairs of

good men and women. In an age which took for granted the

possibility of direct godly intervention into men's lives,

such devices are surely allowable.

Forde in fact emphasizes that what appears to be super-

natural is often human. One character, for instance, on the

eve of battle states that the Thessalians’ trust in Providence,

but that their main hope lies in the good right arm of the

Black Knight, who is really Parismus in disguise. l9 Parismus

himself ruins the credibility of oracles for us early in

Parismus, when he sends the Lady Dina to Thebes dressed as

a forest nymph. There she delivers an “oracle” reassuring

the people that the Black Knight will defend them. Oracles

thus acquire an aura that is more that of the medicine show

20
than of Providence. Many supernatural motifs are “softened“

in this manner, as when a castle supposed by the country
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folk to be inhabited by demons and spirits proves simply to

be the home of very mortal villains who take advantage of

21 or when Montelyon denounces

22

their neighbors' superstitions,

interpretations of dreams as silly.

ii. The Hero

”Faire Virgins, quoth he, I professe

Armes, and to my vttermost will I ayde

you, else were I not worthy the name

of a Knight."

Romance relies upon the hero's choosing to actively

pursue virtue, often when it would be easier or more obvi-

ously “sensible“ not to. This is what Richard Johnson means

when he writes of knightly heroes:

Such Ladies sau'd, such monsters made to fall,

Such Gyants slaine, such hellish Furies queld:

That humane forces, few or none at all,

In such exploits, their liues could safely shield.

But vertue stirring vp their noble minds,

By valiant conquests to enlarge their fames,

Hath caused them seeke aduentures forth tolfind,

Which registreth their neuer dying names.

Chivalric romance is the continual trial by adventure of a

knight's virtue in both its senses,“goodness' and “valor.”

This is what Johnson means by ”vertue stirring vp their noble

minds . . . Hath caused them seeke aduentures . . . “ For
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a knight even the most seemingly trivial event is equal as

a test to the primary quest itself. This is because, as

Auerbach says, ”the world of knightly proving is a world

of adventure:”

It not only contains a practically unin-

terrupted series of adventures: more speci-

fically, it contains nothing but the requi-

sites of adventure. Nothing is found in it

which is not either accessory or preparatory

to an adventure. It is a world Specifically

created and designed to give the knight

Opportunity to prove himself.

(p. 136)

Significantly, Arbastus' ambush depends upon Parismenos'

virtue--his resolve “to succor distressed Damsels' (Sig. D3v).

Parismenos' goodness requires that he throw off any fears

of impending disaster in order to help the maiden. Thus

Pollipus stopped his quest for Violetta in order to rescue

the imprisoned Venola from Brandamor's Castle because he is

a good man whose goodness would diminish in our eyes should

he abandon Venola to Brandamor. Once he is caught and him-

self imprisoned, he is human enough to wish "he had not at-

tempted to haue come there" (Sig. F4v), but as we have seen,

he does come to find his lady because of this very willing?

ness to lay aside his quest and help someone else. In addi-

tion, all the other knights, including Parismus and Paris-

menos, abandon their separate quests (Parismus for Violetta,

Parismenos for his parents and mistress) when they hear of

Venola's danger, and then come to find and rescue their
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friend (Sigs. L4, M3).

Other incidents indicate that the actions of the major

characters result from choices which they make for good or

ill, not from a fate which is imposed on them. 2 Consequently,

I am puzzled by Davis' statement on Forde's “absurdity:“

Forde goes beyond the Greek romancers

in cultivating action almost to the

exclusion of ideas. Action in the

Aristotelian sense of deeds showing

moral states disappears entirely,

and mere activity takes its place.

This explains much of the dissatis-

faction that critics have always

expressed regarding Fords. Baker

found him ”mechanical,“ and Vic-

torian critics like Jusserand found

him licentious since adultery is

frequently depicted in his romances

with narrative approval andseven,

sometimes, with amusement. But it

is not merely a matter of immorality

or amorality in Forde, it is the com-

plete absence of care for mental

states at all . . . External action

replaces any psychological analysis

(even in the love scenes), and dia-

logue expressing ideas or principles

of choice is entirely excluded . . .

In Forde' s romances we can see the

inevitable consequences of the late

Greek presentation of action divorced

from character or ideas, of action

over which states of mind have no

control . . . Forde accepted absurdity

as the way of the world, and conse-

quently his absurdities became mean-

ingless.

(pp. 164, 165, 166)

Action is determined by character and/or states of mind

again and again in Forde's books, and it is hard to see that,

as Davis says, there is a "complete absence of care for
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mental states at all.“

Perhaps Davis is referring to the comic ending of

Ornatus, where the hero forgives everyone, including the

villain, allowing him to keep the prOperty and titles he

murdered his brother for (Sig. R4). But this is not what

Davis says is absurd (”action over which states of mind have

no control").

One of the romance hero's most important characteristics

is his desire to mercifully restore peace to his land and

family. He is always committed to reunion and reconciliae

tion-~chief features of comic endings. He is a healer more

than he is a lawgiver: that is, he is more merciful than

just. All the villains left standing at the conclusion of

the romances are forgiven. As Ornatus says, ”there shall

not a drop of bloud by our command be spilt" (Sig. R4v).

This attitude is linked to the returning fruitfulness of

the land, which has been laid waste under the strife-filled

rule of evil government. Forde makes his point weakly in

Ornatus gag Artesia, where the healing is superficial and

justice too much absent. Parismenos, however, ends chapter

30 with the accession of his father Maximus, the restora-

tion of peace between Bohemia and Natolia, and a return to

civil harmony. In this quintessential reconciliation,

princes and commoners are bound together in new ties of

friendship and duty. 7

Reconciliation and returning national vigor are fre-

quently accompanied by the ascendance of a younger and
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better generation of heroes and heroines. Not only is Mar-

cellus superior to Maximus (hardly a difficult achievement),

but Parismenos is superior to Parismus, particularly in com-

bat. 8 But generally it is characteristic of sons in romances

to be more merciful than their fathers, and thus they repre-

sent much stronger healing figures. The feud between Orna-

tus' and Artesia's families can only be ended by their love: 9

Montelyon and Palian both work very hard to convince their

fathers to agree to a two-year cease-fire, and to compromise

on the terms of a permanent peace agreement to end the war

which has laid waste to Persicles' country for almost twenty

years. They arrange for Persia and Macedonia to send peace-

keeping forces. Even so, the two fathers still hate each

other, and can barely force themselves to speak to one ano-

10 Parismus' mercy to the Natolians is an exceptionther.

to this trend, and results from Forde's own sense of charac-

ter consistency. Parismus was the hero of his own earlier

book, where he was the son who insisted on mercy. After

Parismus has saved Thessaly from invaders, his father, the

king of Bohemia,”willed him to aske what hee would, my lord,

said he, my sute is, that you wold forgiue Parismus enemies." ll

Evidently his convictions have not changed.

Montelyon and Parismenos, the two sons whose relation-

ships to their fathers are most completely described, are

also the two knights who are most closely related to the

supernatural. Both are foundlings: Montelyon is also

illegitimate. Both have their noble births revealed in
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distinctively supernatural ways: Montelyon is told by the

12 and inOracle Of the Hesperian Nymphs of his parentage,

Parismenos' recognition scene ”suddainly the place where

they were beganne to waxe darke, which they knewe not from

whence it should come, which said. Parismus welcome thy son

Parismenos, long time absent from thee: thou needest not

doubt of it, for none is so like thee in heroicall qualli-

ties: which said, the darknesse presently vanished.“ 13

Royal foundlings and bastards are frequent heroes in romance

because, while by their status they seem to be representa-

tives of disorder, they are able to restore order solely

14 Thus Montelyon isby the exercise of their own virtue.

able to bring about the reunion and marriage of his mother

and father, and Parismenos is able to reunite his family.

(At the same time the royal foundling's very virtue and suc-

cess are proof that cream rises to the tOp, and so are affirm-

ations Of providential order. 15) The world is a constant

struggle for the grown-up foundling, and through it all he

must keep in mind the high purpose of his quest. Sometimes

it seems to the hero as though he is wasting his time, but

he keeps on searching. More important, he keeps on demon-

strating his virtue at every Opportunity. Parismenos makes

a statement which is as accurate a description Of the hero's

role in interlaced romance as any:

I am] by misfortune forced to wander

hrough the world, to seeke that which

I haue not yet found, nor scarce knowe

if I meet withall, being onely fortunate
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to arriue in this place, to make some

triall in your defense . . .

Parismenos is unknowingly speaking to his father, one of the

people he is searching for. His feelings that he should

"make some triall” of his abilities in Parismus' defense is

what reunites them.

Parismenos and Montelyon might be termed Forde's “great”

heroes: they fulfill providential design by the force of

their own efforts and characters. While they certainly

achieve their final status on the basis of their own initia-

tive and desire for goOd--as do all the heroes--they are

distinguished from the rest by the scepe of their quests

and their relationship to the providential order.

.The other heroes--Parismus, Pollipus, Persicles, Mar-

cellus-~are not created on so large a scale, but they are

heroic. Forde has a preference for the quiet, sensible hero

who can withstand temptations. Halfway through Parismus,

he begins to tire of the square-jawed Parismus and increases

his emphasis on the wiser, quieter Pollipus. Pollipus had

been the one to counsel reason to Parismus when he had

exploded in helpless fury (Sig. S), and Parismus describes

him as a man of ”patience, wherewith [he] wontedly indure[s]

extremities.” 17 Nevertheless, when Pollipus thinks Vio-

letta is dead, he becomes even more hysterical than Paris-

mus. Ironically, Parismus must now try to calm him, and

to no avail: ”whereas in other mens afflictions he seemed

most patient and provident, by his owne, hee was quite
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bereft of reason." 18 Because he is good, Pollipus inter-

rupts his search for Violetta to attempt a rescue of Venola,

and because he is intelligent he feels foolish when he is

locked up in Brandamor's Castle for his efforts: he 'wisht

he had not attempted to haue come there.” But characteris-

tically “making a vertue of necessitie, he indured his im-

prisonment as patiently as might be . . . ' 19 Pollipus

begins Parismus as a supporting character, and ends the book

as a hero with the independent capacity to act, as well as

a lady of his own. In Parismenos he is given his own quest

(for Violetta). (In Parismenos Marcellus also seems to ac-

quire a separate heroic identity, though not nearly to the

degree that Pollipus does.)

All in all, Forde's romances emphasize the humanity of

the hero, even though his appearance, abilities and charac-

ter are always well above a.normal man's. Parismenos easily

defeats one giant, and holds his own against two at once: 20

Montelyon is so strong he keeps breaking his sword over his

21 Parismus is ”reserued by the almightie,

22

OpponentS' heads:

to be the death of twentie thousand Persians. . . '

Heroes traditionally are never specifically described: we

are told only of the hero's “gallant & comely Pr0portion," 23

24
”his exceeding valour and beautie,” "his tall and comely

prOportion and beautifull countenance,” 25 “his comelinesse,

valour, estate, and courtesie . . . ” 26 or his ”perfect

linements which [ladies] found to bee most exquisite, iudg-

ing none like him in comelinesse." 27 They are blessed
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with "extraordinary Wit,” and posses natural grace, even when

they have grown up untutored in the forest. Parismenos eas-

ily makes the transition between sauvage man and courtier.

Although he arrives "clad in the skinnes of such beastes as

he had slaine, and his hayre growne to a great length," the

members of the court note "his comely personage and stately

countenance," and are ”suddainly drawn into a great affec-

tion towards him . . . “ 28 When he greets a duke he dem-

onstrates this natural nobility:

Parismus beholding his reuerent age, and

the troupe of Knights that attended him,

rose from the ground, and with great hum-

ilitie bowed his bodie, making this aun-

swere. I am a miserable man, by crueltie

of the seas cast on this shore, hauing

lost my faithfull friend, drenched in the

spacious gulfes, beeing my selfe reserued

to further miseries, my name is hidden

from my selfe, neither know I certainly

in what countrie I was borne, nor where'

my Parents remaine, and now am cast into

an vnknowne place, and miserably left to

the wide world, to indure such hard for-

tune as my vnluckie starres haue alotted

me.

(Sig. D)

Whatever the situation, men immediately recognize the hero's

29 and they are the pep-superior character and abilities,

ular choice to lead whatever group they happen to be a part

Of. 30 They are modest, 31 merciful, 32 cautious, 33 and

usually sensible. 34

All these characteristics are typical of the conventional

chivalric romance hero, who is always described by a bundle
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of superlatives. Davis says of Montelyon: ”apparently the

very abstractness Of the characters could allow daydreaming

children to identify with them: Marshal McLuhan would call

chivalric romance a 'cool' medium which like the comic strips

invites a high degree of audience participation” (p. l65n).

In the case of Forde's heroes, this is generally accurate,

though Forde's heroes do have certain distinctive character-

istics. Parismus has a fiery temper: 35 Pollipus is patient,

gentle and wise: 36 Parismenos is a poor judge of character: 37

8 and Montelyon and Ornatus are

39

Persicles is stubborn, ?

shrewd and practical and have a good sense of humor.

But all in all, the hero remains the easily recogniz-

able paragalof medieval romance: ”the most gallantest knight

40

41

in the world." His single purpose is to ”make tryall of

that is, to ”make tryall of his valour,“ “2the Aduenture,'

both in search of some noble objective (peace, reunion with

his parents, wife, or lady), and in the day-to-day demon-

stration of knightly virtue. Parismenos says, "I do noth-

ing but that which euery knight is bound vnto: which is, to

defend Ladies wrong: neither do I know this Damozell, but

will defend her, for that she is a Lady . . . ” #3 Montelyon

affirms that this instinctive devotion to the preservation

of what is good comes from ”no desire of reward, hOpe of

praise, or wor[l]dly reSpect of nature, that hath effec-

tually engraffed the same in my heart . . . u 44
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iii. The Villain

" . . . and some men are of that dis-

honourable and vnmanly disposition, that

they account all meanes to attaine their

desires, lawfull: not regarding the shame

& perill will ensue thereon. Of which

nature was Lenon . . . ”

--Ornatus and ggtesia, Sig. Q4

The villain's purpose in romance is to block the hero's

achievement Of his quest. 1 Villains come in all shapes

and sizes: they are cowardly or brave, stupid or intelli-

gent, weak or resolute. With few exceptions, Forde tries

to explain human villainy through various character weak-

nesses (such as pride). To these are added to one consis-

tent villainous trait: the need to obtain one's desires

at all cost. Just as Forde's heroes are models Of knightly

generosity-~ever willing to sacrifice their own goals for

the good of others-~his villains are models Of selfishness.

Ornatus throws himself into the churning sea to rescue his

drowning Artesia when Luprates abandons her to save his own

life. 2 Parismenos releases Phylena from her obligation to

marry him when he discovers that she loves Remulus, 3 while

Archas kidnaps Violetta when he cannot persuade her to love

him (Sig. 33V).

Forde's villains are not always totally evil to begin

with. At first the hero's rival may appear to have many
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good qualities. Lendntells Floretus that he will marry

Artesia without a dowry. 4 When she becomes ill with worry

over Ornatus' banishment(while he is disguised as Sylvian)

for his own ”murder," Lenon hurries to her bedside. When

she tells him that Ornatus is still alive, Lenon rushes

back to court to save 'Sylvian” and Floretus from punish-

ment (Sigs. H-H2). But he is still 'Ornatus' rival, and

Artesia does not love him: he Opposes Ornatus' happiness,

so he must be turned into a complete villain. Serious rivals

for romance heroes' ladies can never be honorable, 5 and

Lenon quickly slips from tolerable rival to villain. He

begins to show pride in his worldly position and demonstrates

a tendency to threaten when he does not get his way. When

Artesia tells him gently that she cannot love him, he replies

angrily, ”My power is great, that whereas I sue, I might

command, and by authority compell you to consent: then be

not so ouer-conceited, as so obstinately to reiect your

good: and thinke, that if my loue were not constant, I might

use extreames, would soone alter your mind" (Sig. 13v). It

is not quite a threat, since Lenon is only telling Artesia

what he is apt doing, but it represents a change in tone

which Artesia is quick to pick up. "Were you the greatest

King in the world,“ she says, “you could not rule the

heart though you might by iniustice punish the body“ (Sig. I4).

Lenon, "ready to teare his hayre, his loues extremitie

making him rather mad then sober” (Sig. I4). There is no

such thing as a sympathetic rival--a good man who truly
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loves the heroine, but steps aside for her true love, the

hero. Such a situation would require more character ana-

lysis, and would eliminate the clear-cut Opposites which

form romance. The hero cannot make any one but villains

unhappy. Therefore a character who Opposes the hero is made

progressively more evil as the story unfolds. This is true

of Lenon, as well as Helyon (whom Constantia says she could

have loved) 6 and Parismus' Maximus, whose increasing vil-

lainy is linked to a progressive madness.

In the same way that heroes must continually prove and

re-prove themselves, villains are making evil choices. It

is their own villainy that undoes them. One of the best

examples is Maximus, Angelica's father, who at his daughter's

birth receives a prophecy that ”her beautie should set kings

at discord, and be the cause of her fathers death:“ 7

A childe is borne, whose beautie bright,

Shall passe each forme of other fame:

As doth the sunne in perfect light,

Each little starre fixt in the ayre.

For whom great Kings shall enter strife,

And warre shall shed Natolians blood:

Whose Ire shall spill Maximus life,

Yet wisdome oft hath harme withstood.

A mightie Prin[c]e her loue shall gaine,

Though vice do seeke to crosse their blisse:

He shall her winne with restlesse paine,

And she of sorrow shall not misse.

Much barbrous blood reuenge shall spill,

And all of warre shall haue their fill.

All this shall happen by degree, 8

Before this child shall wedded bee.

The key to the events which follow is in the eighth line of

the prOphecy: “Yet wisdome oft hath harme withstood.”



157

Maximus interprets this as meaning he may avoid death by

keeping Angelica locked in the Golden Tower, away from pot-

ential suitors, announcing publicly that he will marry her

only to “the greatest Potentate in the world“ (Sig. K3),

but secretly resolved not to marry her to any one (Sig. Q4v).

In fact the prOphecy implies that by showing true wisdom

Maximus can avoid death, but instead of interpreting it in

this manner, and thus avoiding violence, discord, and war,

Maximus chooses to sentence his daughter to a life of viré

tual imprisonment. Maximus is driven mad by his inability

to accept the inevitability of his own death, and is willing

to sacrifice the lives of his people and his children--his

true immortality-~in order to avoid death. 9 What makes his

obsession all the more unfortunate is the fact that Maximus

has many good qualities, among them a genuine love for his

children. When he drives them both away from him he is deeply

troubled:

. . . his owne conscience began to con-

demne himselfe, that now he repented the

seueritie he had vsed, and accused him-

selfe of follie, to giue such credit to the

enchauntresse speeches, that he protested

if he had his children againe, he would

not restraine them so much of their lib-

ertie, but that he would let them make

choise according to their owne fancies.

(Sig. Aa4v)

But Maximus promptly forgets all his good intentions once

he finds out where the lovers are hiding (Sig. Bb2v),

His constant fear that Angelica's lover will be the
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cause of his death overpowers his gentler qualities. When

he receives a letter from the king of Libia asking him to

throw Parismenos into jail because Of his alleged mistreat-

ment of Libia's daughter Venola, Maximus is half-inclined

to show mercy to the young knight, but when he sees Angel-

ica's and Parismenos' budding affection, his mood hardens,

and, "stirred in his heart by those false prOphecies,” he

throws Parismenos into a lions' den. His action against

Parismenos therefore becomes not a legal action dictated

by the request Of another government, but a fearful reaction

to what is still only a minor attachment between the two

young people. The fear grows, and when his son Marcellus

helps Parismenos elOpe with Angelica, Maximus shrieks that

Marcellus is a traitor for "conspiring with a straunger to

betray his life," and seriously contemplates executing his

own son (Sig. Aa2).

His obsession leads him to war with Parismenos, but

even here he could, if he wished, avoid the fulfillment

of the prophecy. When Parismus offered a truce on condition

that Angelica be released from imprisonment, “Maximus was

so inraged that he sware by heauen and earth, that he would

rather see his owne death, his countries wracke, and Angel-

ica's destruction, before shee should be giuen to his cus-

todie . . . ” (Sig. Dd2). All that happens, of course, was

predicted at Angelica's birth, but Maximus has become so

obsessed with avoiding the prOphecy, that it is he--not

Parismenos--who brings it about. As Parismenos comments,
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"Maximus is of that cruell disposition, that rather than

hee will bee contradicted, hee wil see the destruction of

himselfe and his posteritie, that it is not valor, but wil-

fulnesse, that maketh him resolute" (Sigs. Dd2-Dd2v).

His death is his own fault. In a night attack on a

Bohemian city, Maximus runs about madly, and will not with-

draw to safety, as Marcellus urges him to do, but possessed

of a "mad frenzie,” he rushes amongst the battling armies,

killing and wounding men who offer no resistance because

Parismenos has ordered them “not to laie violent hands on

him.“ Even under these conditions, Maximus manages to kill

himself, ”and his owne folly confirmed the prophesie that

he had long time feared: for most lamentably in a throng

Of Bohemian horsman, he was troden to death” (Sigs. Dd3-Dd3v).

Marcellus says of him: he ”was rather ledde and ouerruled

by rage then by aduice' (Sig. Dd3v).

Marcellus immediately arranges a peace, and under his

reign the land which had festered under Maximus' rule returns

to just and merciful government: ”and euery one notwith-

standing their former discontent, were by Marcellus highly

satisfied” (Sig. Dd4).

People who ”account all meanes to attaine their desires,

10 inevitably hurt other people. In Parismuslawfull“

Andramart at first does not seem dangerous, only ridiculous.

He has no sense of decorum and is alternately either too

proud or too obsequious:
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(Being a man of a most proud and

hautie disposition, and maiestically

seated in an imperial seat) [Andra-

mart] was so rauished at the first

view of Lauranaes bewty, that he stood

aduisedly beholding her: and last he

came to her to haue imbrast her tender

body in his rough arms, but she abhor-

ring him, thrust him from her with a

disdainfull scorne, wherewith he be-

gan to fawn vpon her, like as a dog

wil do on his master, when he hath

bin newly beaten . . .

(Sig. S4)

He loves Laurana, and though he imprisons her, he does not

wish to harm her, but his sister Adamasia misinterprets his

orders to care for her and tortures Laurana. When Andra-

mart learns what she has done, he kills Adamasia in a rage,

probably saving Laurana's life (Sig. 24v). When Parismus

and Pollipus arrive to rescue Laurana, however, Forde must

further blacken Andramart's nature in order to emphasize

the contrast between him and the heroes. So, using Laurana

and Leda as hostages, Andramart threatens to kill them

(Sig. Bbzv): then he tries to hide from Parismus and Pol-

lipus rather than fight them Openly (Sig. Cc2). But only

when Parismus and Pollipus finally capture the castle and

open up the dungeons is the worst part of Andramart's evil

nature revealed, justifying his death at the hands of Pol-

lipus (Sig. Cc2). Forde has laid the groundwork for the

condition of the prisoners several Chapters earlier, when

Laurana, newly arrived at the castle, hears the cries of

prisoners, ”some for want of food, some with paine of
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tortures" (Sig. 84v), but we have not seen any evidence of

Andramart's villainy comparable to what the heroes find in

the prisons:

. . . they came to the prisons, where

were manie straungers of sundrie Nations

lying in the most wofull and lamentable

miserie that euer eye beheld: their

ioynts and flesh beeing worne with the

waight of the Irons wherewith they were

fettered: who then beganne to feare

theyr vtter destruction, which they had

long expected: but contrarie to their

thought and expectation, they were set

at libertie, which greatly comforted

theyr dying heartes . . .

The Dungeons of the Castle, wherein were

manie distressed wights remaining, that

Of long time had not seene the pure

light, nor felt the comfortable heat

of the Sunne, and now to theyr ioy

were set at libe:[t]ie, who highlye

appalauded the v our and bountie

of these two most noble and courteous

knights.

(Sigs. Cc3v-Cc4)

Villains cannot govern their passions. Love in a vil-

lain is a 'mad:frantick affection that ouer-rule[s] [Lenon']

heart: which so preuayled with him, that hee sought by all

11
meanes he could [Allinus'] death.” After Parismenos

rejects her suits of love, Venola suffers fits of extreme

grief which turn "her former good will that was grounded

vpon vertue, to lust and mad desire.” Her mind is ”alwaies

readie by euery perswasion, to yeelde to worke any meanes

for to procure desired content . . . ' 12 Like the other

u 13

l4

villains, Venola's ”passions ouerwhelmed her heart.

Although all villains block the hero's quest,
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and although their principal characteristic is selfishness,

most of them fall into one of several smaller groups. The

courtier-villain occurs most frequently in Forde's books.

He is typified by such characters as Sicanus in Parismus,

Argalus, Theocretus, and Arenus in Parismenos, Floretus,

Lenon and Thaeon in Ornatus, and Palian and Helyon in M93-

telyon. The courtier-villain's world is the court and at

his most villainous he embodies the traditional court vices:

petty spite, pride, hypocrisy, sychOphancy, and cowardice.

Sicanus Offers one of the best examples of this type. He

is an oily, sneaky sort of man, jealous of Parismus' pOpu-

1arity at court and with the people: “hee sawe his vertues

of euerie man commended, and himselfe by the beauty of his

excellent gifts disgraced." Because Laurana prefers Paris-

mus to him, he resolves to take every Opportunity to cause

Parismus trouble. 15 His ”love” for Laurana is motivated

more by his resentment of Parismus than anything else. 16

His feeling of insecurity when he compares himself with

the hero is accompanied by an overbearing pride, particu-

larly Of his social position. Thus Sicanus thinks Laurana

ought to love him because of the greatness of his birth. 17

Once the courtier-villain has been rejected by the

heroine, he decides to take revenge on the hero and/or

heroine. 18 This type of villain is usually hypocritical

in his search for vengeance. Sicanus pretends friendship

for Parismus so that he will always be present when Parismus

is with Laurana. 19 Argalus, Themides, Theocretus and



163

Arenus also sham affection for Parismenos so they can catch

20
him off guard and murder him. The villain's hypocrisy

also includes Helyon's false grief for the death of his

21
father. It is illustrated further by Floretus' insistence

on a lavish funeral for his brother Arbastus, whom he mur-

22 and his courting of Sylvian, whom he plans todered,

murder after she has helped him kill Artesia (Sig. F3).

The courtier-villain is a coward. He only fights when

his men outnumber his Opponents. 23 His favorite tactic is

the ambush. Sicanus hires common thugs to murder Parismus

2“ When the Blackbecause he is afraid to fight him himself.

Knight (Parismus in disguise) challenges him to single com-

bat, Sicanus hires another knight to fight in his place.

“This cowardly last was so odious, that euer after Sicanus

was accounted the most recreant knight liuing . . . ' (Sig. 04).

When his part in the attempted murder of Parismus is revealed,

Sicanus flees the Thessalian court and joins his father,

the king of Persia. Because of his pride, or his fear of

telling his father the truth, he tells him that the Thes-

salians .tnxnped up the charges against him in order to break

the marriage agreement between him and Laurana (Sig. H4).

His trusting father promptly invades Thessaly, but a few

months later, the king has "lately growne into great dislike

Of him, and altogether fauoured his next sonne Lennilus

who farre excelled his brother Sicanus in vertuous qualities.“

Persia withdraws from the war, and Sicanus dies in a fit

25
of frustration and anger.
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Of the courtier-villains only Lenon is more than a

snivelling weakling, and his physical courage gains him

some sympathy, especially when his cowardly father Thaeon

abandons the badly wounded Lenon to Ornatus' approaching

armies. 26

There are several feminine characters similar in some

ways to the courtier villain, including the spurned ladies.

such as Praxentia in Montelyon, Venola in Parismenos, and

Freneta in Parismus. They share many traits with the cour-

tier-villain: they are products of the court, and are pot-

ential rivals to the heroine. 27 In each case, upon rejec-

tion, the spurned lady's love turns into a mad hatred. Ven-

ola and Praxentia spread lies about Parismenos and Montelyon, 28

while Freneta limits herself to denouncing Pollipus. 29 In

the long run, however, these ladies cause themselves more

unhappiness than they do the heroes and heroines. None of

them is ever punished, with the possible exception of Prax-

entia, who is told to marry Palian, the man she previously

30
loved when he was disguised as Montelyon. Venola remains

in Libia, still fuming over Parismenos' rejection. 31 Only

Freneta dies, and her suicide seems almost an afterthought

on Forde's part, as if to tie up a loose thread after Pol-

lipus has left her. (Forde does not forget about Venola,

but intentionally lets the reader know that she is still

in the same situation as when we last saw her, when she had

somewhat recovered from the extreme depths of her anger,

Sigs. S. 0030)
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Other villains resemble the courtier-villain in some

respects. As we have seen, Andramart possesses many cour-

tier-villain traits (especially in his cowardice and pride),

but there are enough differences to exclude him from the

group. He is not associated with the court, nor is he espec-

ially passionate. Andramart is more like a willful child

who hugs a puppy until he suffocates it. But in his own

way, Andramart is very dangerous.

More closely connected with the courtier-villain is

Cisor, who lacks the vanity, but deceitfully works on the

pride and hurt feelings of the courtier-villain Palian in

hopes Of persuading him to murder Persicles and Montelyon. 32

Because he is responsible for Palian's attack on Montelyon,

we can more easily accept Montelyon's forgiveness of Palian

at the end of the book (Sig. Bb4).

Another important sub-group of villains are the strong-

man villains. These include Archas and Maximus in Parismenos

and Amphiador and the king of Armenia in Montelyon. Aivil-

lain of this class, if he is a member of a court, is no less

than a king or a ruling duke. If he is not, he rules

over a great castle isolated in the forest, as Archas does.

These villains are not boorish, like Andramart, nor are they

silly, like Sicanus. Instead, they are cunning and deceit-

ful in a way which Sicanus or Palian are not, since usually

the courtier-villain is only fooling himself. Archas, for

example, can convice the intelligent Violetta Of his good

intentions, 33 but Andramart could never win over the more
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34
naive Laurana. These villains are charming. Amphia-

dor is a consummate confidence man who woos the wife of the

35
man he has imprisoned by magic.

Strong-man villains are not cowards. Archas, for in-

stance, fights bravely and capably against Parismenos, but

he is overmatched. He wants to die in combat, but Paris-

menos brings him to court for judgment and sentencing. Not

only is Archas not afraid Of death, but he brings on his

own execution because, conscious of his own guilt, he refuses

to be for mercy:

Then the King called Archas, commaunding

him to declare what mooued him to commit

that outrage to Violetta: but he assur-

ing himselfe Of no lesse then death, would

make no aunswere: whereuppon the King

commaunding him to be had in prison, which

was accordingly performed: who might per-

aduenture haue been pardoned, but that his

own conscience accused him more then those

whom he had offended. And so according

to his own folly, which brought him to

commit those wicked acts, euen so he was

his owne Iudge: for that his guiltie

conscience would not suffer him to aske

pardon. After this iudgement giuen,

euery mans minde was in quiet, hauing

sufficiently scand the gircumstance of

Violettas misfortune. 3

The serious tone here is unusual, and Forde may have crea-

ted too much admiration for Archas (who, after all, is

denying Parismus a chance to be merciful).

Forde corrects that fault in Montel on, where the king

of Armenia also cuts a firm, authoritative figure. 37 Mon-

telyon eliminates any chance the king has to achieve Archas'



167

dignity by making the king look ridiculous during the bed-

partner switch at Fra Bernard's cell (Sigs. Bb-Bbzv). Forde

similarly debases Amphiador, for he has the duke defeated,

bound, and left to starve by two ladies (Sigs. U4-U4v).

In some ways Forde's “fairy-tale" villains are his

most interesting. These villains form a group which is asso-

ciated with magic and the non-human characters of folk and

fairy tales, including witches, sorcerors, and giants. The

witch Bellona in Parismus is more properly a combination Of

spurned lady and strong villain, with a little Circe included

(Sigs. U-Xv), but Forde seems to take a more tolerant

view of the others.

The fairy-tale characters are not so much villains as

personages living according to their natures. The giant

Argalte attacks knights outside his castle simply because

38
that is his function, and he is perfectly willing to

fulfill his promise to release Madera and Pollipus in re-

turn for Panuamus' and Tellamor's sparing of his life,

though his brother Brandamor thinks he has lost his mind

(Sig. L3). The connection of Brandamor himself to folk and

fairy-tale is emphasized when, after his supposed death

(Sig. M), Pollipus spies him in the deepest part of the

forest, "bearing in his hand a strong young plant, which

he had plukt vp by the root, for his weapon”(Sig. N4).

Forde rather likes giants, even when they are up to

no good. In Montelyon he gives the dialogue of the giants

who have carried Off Philotheta a freshness and animation
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which is usually missing from the speeches of the other

characters. In one scene, the giants sit around their

campfire discussing Montelyon's earlier attack on them,

during which the hero lost his horse:

What shall we doe, qd. one of them,

shall we stay here, or no? Wee shall

wander I know not whether, a plague

vpon that white diuell that haunted

vs. I am sure he is no man, for we

are men, and one man should be as

good in fight as another, but you

two like Cowardly slaues, haue suf-

fered such wretch to haue aduantage

against you. Hold thy prating qd.

the other, thou couldest haue done

no more then wee: thou needest not

vexe me, I am vext enough with the

losse of mine arme. Let vs rest

here vntill it be day, and then we

will a way, for he hath worke enough

to find his horse.

(Sig. 02v)

Interestingly, to the giants, Montelyon is the "diuell that

haunted vs," while they are ”men."

The sorceror Penthrasus is a very pedestrian sort of

villain. His pride in his magic is childlike and relatively

harmless. When Helyon commissions him to build a magic

castle to imprison Constantia, Penthrasus is delighted for

a chance to ”practise his Art, which before he durst not

doe, for by the Lawes of the Land, the same was punished

by death. Which [n]ow he thought none durst contradict,

because the King was‘consenting thereto.” 39 He gleefully

names his castle ”Penthrasus Pallace” and holds Constantia

in luxurious imprisonment there (Sig. H3v). Because he
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stands in the way of the hero's and heroine's happiness, he

is a villain, but his selfishness is limited to a moderate

desire to spend money, to have his own castle, ”to practise

his Art,? and to gain Philotheta's love in exchange for rid-

ding Amphiador of Delautus (Sig. P4). He is afraid Of his

wife Ila, ”who had great knowledge of Negromancy, and Often

by her Skill, crost his practises” (Sig. P4). She would

be particularly likely to do so if she found out that he

was using his magic to win Philotheta. Penthrasus, at any

rate, is ”vnwilling to be any way guilty of bloud,“ 40 and

is a man of his word, as Delautus indicates when he tells

Persicles how he was imprisoned by Penthrasus:

I then intreated him to release me,

promising him to fulfill whatsoeuer

Amphiador had promised him: but no

perswasion could preuaile, for he

told me that he had bound himselfe

by a solemne vow to performe it,

which he could not breake, for if

he did, with that he should loose

the vertue of his Art.

(Sig. P4)

He is kind enough, nevertheless, to visit Delautus at the

enchanted cottage with news of the outside world.

The Oracle predicts Penthrasus' death and the fates

Of Ila and Constantia:

Many a knight of sundry straunge

Countries shall heare of the beauty

of Constantia, and shall come to

try their Aduentures to set her at

Liberty, but yet none shall performe

it: neither shall it be Reuealed,
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that shee is Daughter to the King

Of Persia: vntill which time, Ila

shall liue, and by our Directions

gouerne the Castle, vntill the En-

chantments by ended.

(Sig. HBV)

Ila is a worthier choice than Penthrasus to carry out

the wishes of the Oracle. She is much more powerful than

her husband, and she shares none of his faults. For one

thing, she cannot be bought, and when Helyon changes his

mind about imprisoning Constantia and tries to take her

for himself, Ila tosses him into her dungeon. Then, busi-

ness-like, she hangs Constantia's portrait over the gate

with a verse announcing her presence:

Within this Castle is inclos'd

The Daughter of a King:

Whose Beautie caus'd a Traytor fell

Her from her Countrey bring.

Here must she bide, vntill a Knight

By sword doth set her Free:

And by his valour end the date,

Of crooked Destinie.

The World shall Fame him for that deede,

And great shall be his gaine:

Her lasting Loue shall he enioy,

That rids her out of paine.

(Sig. H4)

Having encouraged the process which she knows will eventu-

ally deprive her of her luxurious life at the castle, Ila

withdraws into the palace, “staying the comming of the

first Knight for the Aduenture" (Sig. H4v).

Once Montelyon fulfills the Oracle and captures the

castle, Ila offers him no threat beyond the already
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established obstacles which all knights must face (giants,

lions, earthquakes, enchanted walls). She quietly leaves

the castle, and to ensure her escape she takes Philotheta

hostage (Sig. T3v). Once free, She immediately releases

Philotheta and is ”neuer seene of them againe“ (Sig. Uv).

Ila fulfills the function of the villain in blocking

the hero's quest, but in another sense she helps him achieve

his greatness. Ila serves the Hesperian Oracle, a purely

benevolent force: she curbs the petty vices of her husband,

and puts a stop to the greater wickednessesof Helyon. She

is the mistress of powerful natural forces (black mists,

wild animals, earthquakes) which cause more fear than act-

ual harm. These forces are not so much conquered by Montel-

yon as they submit to him as someone they have long waited

for. Montelyon's trial is the decision concerning whether

or not he should attempt the assault on the supposedly im-

pregnable castle, where failure means imprisonment or death.

v).His physical prowess is not tested (Sigs. T2-T2 For

example, Montelyon meets the lions:

The Knight of the Oracle attempted

to passe by them, expecting no

other but cruell resistance: yet

contrary to his thoughts, they laid

them selues downe at his feet (as

it were) reuerencing him: Which

when he beheld, of his own inclin-

ation, he loosed both their Chaines,

and they ran forth of the Pallace

with exceeding swiftnesse, which

amazed him to behold.

(Sig. T2v)



172

The lions' traditional recognition of Montelyon's

royalty parallels Ila's own recognition (Sigs. T2-T2v).

By providing a test of Montelyon's commitment, Ila has in

fact been an agent Of Providence. The inference is clear:

Providence (the Oracle) tests men's virtue, but it cannot

prescribe virtue. In rejecting “the fondnesse of those

Knights, that comming to make tryall of the Aduenture,

spent their time in priuate Quarrels" and fear to assault

the castle (Sig. T), Montelyon makes his own choice.

iv. Love and Its Effects

”Loue is a diuine and heauenly gift . . . "

--Parismus, Sig. Dd3v

Love is a deep and noble attachment and the realiza-

tion Of all that is good in a knight. It results from a

mutual recognition of virtue in a knight and his lady. Con-

sequently, Montelyon cannot love one lady when he learns

how passions ”disquiet [her] minde and make it vnapt to

1 Physical beauty is important only whenpractise vertue."

it is a reflection Of personal worthiness, as it is in

Montelyon's true love, Philotheta (Sig. RV). Love is ”farre

from anie thought of vnchastnesse,“ and is “grounded vpon

the most vertuous conditions that might bee . . . ” 2 For

a knight to love a noble lady is the natural expression of
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3
his own nobility.

Only lovers such as these can achieve the platonic

ideal of "the true substance of perfect pleasure.” 4 Their

love is accompanied by fierce fidelity. A hero or heroine

would endure torture, or overcome any temptation before he

or she would be unfaithful to the beloved. 5 Love therefore

is a Spur to courage, and this is no where more evident

than when a knight is in battle for his lady. 6 Forde is

somewhat unusual in that he also sees love as a Spur to

common sense as well as to bravery. Parismus at first wants

to die fighting his enemies, but knowing how much Laurana

loves him, and how his death would hurt her, he resolves

to overcome his enemies with intelligence and guile rather

than brute force. 7

Love is an overwhelming force acting on such noble

lovers as Parismus, Laurana, Pollipus, Parismenos, Ornatus,

Persicles, and Constantia. This type of lover falls in love

at first sight, and the result is a serious illness, as

when Laurana sees Parismus from the balcony of the palace:

. . . feeling a kinde of alteration

in all her parts, which seemed straunge

to her, for euen then loue began to

kindle in her tender heart which yet

shee did not well understand, but after-

wards grewe to a burning heate, as

shall be declared. She vsed sildome

to come abroad, but sometimes priuately

for recreation, for such was her chaste

resolue, that she delighteg in nothing

but vertuous meditations.

Love is so overwhelming that it Can lead to insanity
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unless the character is able to master his emotions. Venola

goes mad because of unrequited love, while in contrast, Paris-

menos respects Phylena's love for Remulus. 9

Just as the great force of love urges heroes on to

higher levels of achievement, it brings nothing but ill from

the villain, the hero's moral Opposite. Love makes the vil-

lain even more selfish and destructive than before, and adds

the element of lust. Bellona desires Pollipus, and is resolved

to get his love by ”faire meanes, or inflict such torments"

on Pollipus and his friends that he would shortly "Yeeld

by force to her lust: wherefore she secretly commaunded

her seruants to loade them with more Irons . . . ” 10

In the villain the extraordinary fidelity of the hero

and heroine becomes an equally remarkable inconstancy.

Helyon's former love for Constantia turns to hatred. Helyon

was “of such variable and inconstant Nature, that the least

occasion altered his wauering minde, either to loue or

hatred: which was vnfit for a man of so great a birth as

' 11 Forde's warnings of Helyon'she diriued himselfe from.

fickleness are borne out. The quick change in his feelings

toward Constantia, ”a signe of an inconstant disposition:

for true loue could by no meanes be altered” (Sig. E2), pre-

views his rapid falling-out-Of-lovawith his new wife Selia,

although this time Selia's nature gives him better reason:

Within short time, such discord beganne

betwixt him and Selia, that by meanes

thereof, the whole Court was in an vprore,

and he found such disquyet with her, that
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then he began exceedingly to dote

with remembrance of Constantia:

repenting him Of the euill he had

done her: and resoluing againe to

set her at Liberty, or else to ob-

taine of Penthrasus, to line for

euer With her in the Castle: and

by extraordinary meanes to attaine

her Loue.

(Sigs. H3v-H4)

Forde suggests in Pagismus that had the villain known

of the sincerity of Parismus' and Laurana's love, he would

not have tried to impede it (Sig. E4). But Sicanus did

spy on the lovers, and presumably recognized the depth of

their affection.(Sig. E3). (In contrast, Parismenos steps

aside gracefully when he learns that Phylena loves Remulus,

and not him. 12) The only conclusion seems to be that

villains are selfish and therefore incapable of true love.

Artesia admits that Lenon does love her after his own fash-

ion, but it is a selfish love. Insofar as he can love

13
and be selfish, Lenon loves her.

Nevertheless, love can have a favourable effect on

peOple other than the hero and heroine. For example, Lupra-

tes' evil intentions are transformed by his love for Art-

esia:

Now comming neere her, and beholding

her diuine forme, his minde was pres-

ently rauisht with that sight, which

tooke such efficacie, that whereas

before he intended nothing but her

dishonour, his minde was now altered,

& he in ended to vse her in most

reueren & decent sort, and not

by cruelty1 but courtesie, to win

her loue. 4
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Still Luprates is not virtuous, and in the crucial test,

he will not risk his life to save her.

Willingness to undergo a test of his love is an impor-

tant part Of the hero's ”trial by adventure," and distin-

guishes him from the villain. The villain is unwilling to

undergo a trial of his love. Luprates, kind as he is to

Artesia, does not possess as strong or noble a love as Orn-

atus, and even though he is willing to give up his share

of the pirate loot for her, he draws the line at risking

his life to rescue her from drowning, while Ornatus jumps

in unhesitatingly to save her. Thus the shipwreck becomes

a providential test of Luprates' love for Artesia, a test

which he fails. When Luprates selfishly wants Artesia

back from Ornatus, Ornatus dashes out his brains (Sig. Mv).

Luprates' love is too selfish and earthy for romance, where

the hero must be satisfied (for a time) only to be in the

service of his lady, content only with her sight. In this

manner Ornatus imagines "his delight to exceede all heauenly

ioy," and wishes "though Artesia could not loue him, yet

that she would alwayes grant him so to behold her” (Sig. D3).

The testing of love often involves the convention

of disguise. When Ornatus is rejected by Artesia he dresses

as a woman and continues to urge her to love her "absent"

suitor. In contrast, when Lenon is rejected by Artesia he

grows imperious, and escorts the lady off to the Green For-

tress where Flera tries to force her to love him (Sigs. 12v-

K3). To me this almost seems preferable to Ornatus'
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spending a third Of the book in a dress. But evidently

to the Elizabethan romance reader, it did not greatly de-

base the hero-~as the acceptance of Sidney's Arcadia would

indicate. 15 In books at least, true lovers are expected

to be prepared to abandon all pretense Of dignity in the

continual testing, pursuit and protection Of their loves.

When Artesia is urged by the Palmer (Ornatus) to love the

villain, it is merely Ornatus' trial of her love for him,

a test which she successfully passes. Behind these ”love

tests” is the romance assumption that the goal-~in this case,

love-~is not always as important as its continual trial.

Characters put on disguises partly to make, as Laurana

says, ”an vnfallible triall of the constancie" of the

lover: 16 for Violetta, however, disguise is really more of

a way to serve her lover Pollipus, as Parismus disguises

himself to serve and test Laurana (Sigs. sz-P3). The char-

acters who use disguise are always active characters, and

the act of taking on a new identity is an active way Of test-

ing, protecting, and serving the beloved. Consequently,

characters who assume disguises are characters who want

to act in some decisive manner to test, protect, or serve

their lovers. This holdstrue for heroes and heroines alike. 1?

Forde's characters frequently endure their tests good-na-

18
turedly, in contrast to Johnson's characters, who take

their tests very seriously.

Forde's conventional love motifs could easily fill a

volume in themselves. There is heavy use of convention.
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A few of the more prominent ones include the garden as the

setting for scenes involving love themes, 19 the person who

swears never to love, and promptly falls deeply in love, 20

the fears of the mistress to admit her love and risk her

21
lover's inconstancy, the formal complaint on the contrar-

ities Of love:

What should I doe to procure my Content:

when Miseries are one way great, and my

ones as exceeding: when my Despaire

exceedeth, and yet my Comfort aboundeth?

I enioy Artesiaes loue, yet she loueth

me not: I enjoy her sight, and yet not

her sight: I haue as much Comfort, as

fills me with on, and yet I am desper-

ate with Despaire. How can that be?

She loueth not Ornatus: Vnder the Name

of Syluian I enioy her sight, but not

as Ornatus, and so I am depriued of her

sight: I reape exceeding comfort, by

beholding her Beauty: but I liue in

despaire, that she would shun Loue, if

she knew what I were. Though I enioy

many things, by being Syluian: yet am

I depriued of all comfort, as I am

Ornatus: for she deemed him either

dead, or fled, hauing no hope euer to

see him: and if I should shew any signe

that he were liuing or neere, she would

presently eschew my company: which,

being as I am, I may enioy. And thus

I am void of a1 means Of attayning

her loue: yet liuing as I am I shall

still enioy her loue . . . 2

The traditional vow of secrecy is carried to its usual

extremes. There is no reason why Constantia will not de-

clare that she loves Persicles when her father announces

that he wants her to marry another. Her father likes

Persicles very much and his son has already married Persi-

cles' sister. Nor is there any reason other than the vow
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of secrecy why when Dionisius reveals his plans to have

Laurana.marry Sicanus, she does not inform him of her love

for Parismus. It is as if the characters were aware of their

own existence as romance characters. Convention is accepted

and even welcomed as an Opportunity to complicate and ex-

pand the plot. 23

Forde also gently satirizes some of the extremes Of

courtly love. For instance, Montelyon and Parismenos only

suffer from lover's malady when they are in love with the

wrong girl. Montelyon, thinking he loves Praxentia, is

”possessed with a troubled head, and a Loue-sick heart . . .“24

Entangled in the “snares of affection,“ he is ”troubled

with such contrarities, that he could not resolue himselfe

of any comfort: tyring his sences with meditation, wearing

his heart with griefe, and weakening his body with abstin-

ence, voyd of hope, meanes, or comfort, and yet neyther able

to dispaire, nor scarce daring to go forward, then he thought

to write, but he wanted a secret messenger: then he thought

himselfe to speake with her, but he feared a denyall would

be his reward, and that would be worse then death”(Sigs. O-Ov).

The ardor with which Parismenos slavishly declares his

love to Angelica embarrasses her, and causes ”an exceeding

blush [to] beautifie her cheeks, which added some splendour

to perfect bewtie itselfe . . . ” She tries to free her

hand from his loving grasp, as it begins "to sweate with

his strickt embrace . . . ' 25

The lover's malady has fallen into disrepute, as is
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Obvious from Ornatus' words to Artesia's friend, when he

disguises himself as his own servant. His master, he tells

her, has fallen in love with Artesia and is in such a state

"that vnlesse some meanes of comfort be found to ease his

torments, I feare mee it will endanger his life: whom you

onely may pleasure, by making his loue knowne to her . . . " 26

Obviously, since Ornatus' love is genuine, and since he is

healthy enough to think Of and execute his plan to meet

Artesia, the inevitability of a true lover's suffering from

the lover's malady is not taken seriously. The situation

in fact is an inside joke between Ornatus and the reader.

Archas makes a declaration of love to Violetta which

contains all the correct statements, including the almost

mandatory ”haue mercy, dear lady,” 27 but the vow of secrecy

has been reduced to a leering assurance that no:one--includ-

ing her husband--need ever know about their affair (Sigs. E3-

E3").

Forde uses the character of Delfurno in Montelyon to

poke fun at many love conventions. In most romances, Del-

furno would be the hero. He fights for right, not gain,

”being a Prince Of great valour . . . “ (Sig. 2v). As king

of Almaigne he tells ambassadors of the king of Armenia,

who have asked him for help against the Assyrians, ”I know

not Vpon what ground I should warre against Assyria and

Persia, that neuer did me wrong, yet I would willingly

assist your Lorde, not drawne thereunto by this present,

[Philotheta's portrait], that I esteeme not, but for the
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loue, I beare them, and to punish such dishonour as their

Foe hath showne . . . " (Sig. 22). Of course, the ambassa-

dors have lied about Persicles and Montelyon's "crimes,”

telling Delfurno that Persicles has invaded Armenia without

cause, and that Montelyon "in most dishonourable sort

deflowred Praxentia, and slew Thetus her Brother, [who was]

seeking her rescue . . . ' (Sig. Z2). Delfurno reacts

with proper repugnance, and when the ambassadors unveil

Philotheta's picture and offer her to him in marriage, he

falls immediately in love. He Spends the next few months

experiencing ”love in absence” by travelling around the

country disguised in unmarked armor, forcing all knights to

acknowledge the unsurpassed beauty of his ”lady,” Philotheta,

whose veiled portrait he carries with him. Having defeated

all the knights in his own country, he moves on to Armenia,

where he nails the picture (still veiled) to an oak, and

waits to defend her beauty before all comers (Sigs. ZZ-

Z2v). At last, with no more knights left standing, he comes

to the Armenian court, and finally sees Philotheta. He is

overcome. ”His heart was attainted with louing admiration,

euen then vowing his heart her thrall, and of that sudden

becomming so bounden a subiect to Loue, as his Heart, Hands,

Eyes, and euery Member, were deuoted to her seruice"

(Sig. 23v).

Delfurno is in love with love, in contrast to Montelyon

and Philotheta, who slowly grow to love one another. Yet
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Delfurno is a good man. When Montelyon engineers his bed-

partner switch, Delfurno is the only one who wants to marry

Philotheta before bedding her (Sig. Bb). When he finds out

what scoundrels the kings of Armenia and Macedonia are, he

is delighted to abandon their cause and join forces with

Montelyon (Sig. Bb3). Delfurno makes courtly love seem

the harmless product of a noble soul, but he makes it a

little ridiculous, too.

Forde Shares the belief found in the Spanish romances

that love leads-~or ought to lead--to marriage among men

and women Of good character, as, for instance, in Parismus,

where the lovers discuss marriage at their first meeting

(Sig. E). A married lover such as Amphiador or Helyon in

Montelyon is sharply condemned. Sexual relations before

marriage are not condemned if marriage is understood. In

fact, the characters behave as if the marriage has already

taken place. Persicles says to Constantia:

Therefore if my Opinion can preuaile

with you, we being without meanes to

vse the outward Ceremony, may confirme

as true and lawfull a Contract betwixt

53E: iii}???cistfi‘éeé‘h‘éiihTfibliShed bya

Marriage without love is no marriage at all: ”For where

true Loue is not, there can no perfect Marriage, though the

outward Ceremony be neuer so deuoutly performed" (Sig. E3v).

A distinctive feature of the Palmerin romances is the

submission of the lady to her husband. 29 Forde's ladies
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are likewise submissive. Laurana says to Parismus: "My

Lords . . . I wholie commit the matter to your wisedome,

whome I am bounde to Obey, by the Choise I haue made of you

to bee my Lorde and husband, therfore I desire you to vse

that prerogatiue ouer me, that by right belongeth vnto

you." 30 This attitude extends to the lover as well as the

husband, as when Constantia says to Persicles that she is

"ready wholly to be ruled and gouerned and ruled according

to [his] directions.” 31 Although he is probably writing

for girls, Forde evidently subscribes to the seventeenth

century belief that the wife should subject herself to the

husband's government. For his part, however, the husband

gives his ”plighted promise of perpetuall constancie . . . ”

As Persicles says to Constantia, “You shall finde me both

constant in Loue to you, faithfull, to deal honourably with

you, and Loyall, not to doe anything that Shall be disagree-

able to your Will” (Sig. D2). In an ideal marriage obedi-

ence comes freely and naturally from the woman Since She and

her husband and/or lover should then be in perfect harmony:

I haue dedicated my selfe to your dispos-

ition, and made my selfe all one with you,

both in heart, body and mind, that whatso-

euer pleaseth you, cannot displease me,

for I am your selfe: therefore I commit

all things to your wisedome, and rest to

be ruled, gaunselled, and ordered by

you...
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iv. The Heroine

” . . . daughter to Amphiador, Duke of

Ila, her name is Philotheta, for beauty,

vertue, modesty, shape, courtesy, humil-

ity, temperance, chastity, and wisedome,

not to bee equalled, therefore the more

to be pittyed and succoured in distresse.”

--Montel on, Sig. Pv

Forde's heroines provide examples of his best charac-

terizations, as he carefully balances individuality with

convention. The differences are most markedly distinguished

by the effects of love on each lady. Ultimately, love in-

tensifies character traits already there. Laurana is a

quiet, studious girl whose reaction to any stressful Situ-

ation is to Shut herself in her roOm to meditate. After

She knows she loves Parismus, she can hardly wait to be

rid of her mother so that she can reflect, and then decides

not to reveal her love to him till She can be surer of his

feelings. 1 After receiving Parismus' first love letter,

Laurana meditates again, and finally agrees to a secret

meeting with him, but only in the company of a chaperon

(Sig. D3v). Her reaction to any misfortune is to faint for

half an hour (Sig. G4). Laurana is troubled by her own emo-

tions and is cautious, asLis Angelica, who in one long

speech keeps changing her mind as to whether or not to love

Parismenos, and ends her initial meditation on a note of

indecision.
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Both Laurana and Angelica are timid. Angelica practi-

cally must be dragged from the safety of the Golden Tower

to join her lover because She is afraid of what her father

will do: "Therefore I thinke it best, that we neuer hazard

our selues, but rather be content with this quiet estate,

least a worse mischance light vpon vs thereby." At last

Marcellus, with great effort, persuades her to come, but

only after considerable exercise of his persuasive powers

(Sig. T3v). During the wars with the Persians, Laurana

thinks she ought to commit suicide Should her champions lose

the battle and she be forfeited to Sicanus: but characteris-

tically, she debates too long and finally puts Off the decis-

ion, thinking that "my destinies likewise haue alloted mee

a cowards heart, not daring to execute my will vppon my selfe

. . . “ (Sig. N4).

Violetta is not so hesitant. A firm and decisive char-

acter, She is not likely to spend time contemplating once

She has made up her mind. When she thinks Pollipus is dead,

she immediately tries to kill herself, only to be stepped

by the vigorous efforts of her keeper Sorana, who thereafter

leaves her ”not so much as a pinne about her, wherewith she

might do her selfe harme." 3

She soon realizes that Archas is up to no good, ”being

indued with an extraordinary wisedom,” (Sig. E) but instead

of huffily renouncing his attentions with “vertuous disdain”

4
as Laurana did those of Andramart, and thus bringing his

anger upon her, Violetta flashes her prettiest smile and
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promises, "next to Pollipus, to loue none but your selfe.“

But, she says, there is one dreary thing she must do before

they can begin their life of illicit bliss, and that is to

go to the Bohemian court to take part in the funeral services

for Pollipus. Would Archas please escort her there? Archas

cannot think quite what to say in reply. ”Nay studie not so

for that,” She says sweetly, “but aunswere me an other time,”

and She cleverly uses the time to escape the castle.

Philotheta is just as clever. When she is captured by

the Armenians, Montelyon Slips into the Armenian camp dis-

guised as an Arabianiknight, “Honorins,” and manages to be

placed in charge of his imprisoned lady. Though his disguise

fools everyone else, Philotheta suspects that there is some-

thing not quite right about him-~not because she recognizes

him but because she is a good judge of people. Determined

to trap the man she thinks was sent by the king of Armenia

to spy on her, she sweetly asks the PArabian" whose son he

is, since she knows all the notable families in Arabia. Mon-

telyon ”had not an answere ready, but stood silent, not car-

ing to be taken in a lye . . . ” Philotheta coolly replies,

“I see you are not of Arabia.” 5 She will not trust him

until finally, to win her COOperation, he is forced to reveal

his true identity to her (Sig. Aa2v).

For these ladies love is not a force which transforms

their basic personalities. Rather, it emphasizes charac-

teristics already there. The virtuous heroine, like the

hero, will be even more virtuous through the power of
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true love. Even more interesting are the heroines' traits

which have no relation to morality, but instead have to do

with their varying reactions to events. Naturally retiring

and indecisive characters like Laurana and Constantia do not

become dynamic, active characters by the power of love.

There is certainly no suggestion that their loves are any

less real than those of Violetta, Philotheta, or Artesia,

whose more peppery, dynamic natures are continually revealed

in their actions, whether they be in or out of love. Laur-

ana's quiet resolution is as genuine a result Of her love

as is Philotheta's ambush of the villain Amphiador.

Violetta and Philotheta react to love in much the same

way. For example, both feel inferior to the royal ladies

who pursue their lovers (Freneta in Parismus woos Pollipus:

Praxentia follows Montelyon). Philotheta is "despairing

with a conceit that Montelyon did not esteeme her according

to his speech, and her owne perswasion, but that he profé

fered his loue to her Of a customable common courtesie, to

try her, not of affection 7 . . . sometimes perswading her

selfe it was her selfe he loued that he was constant and

that not perswasions could alter him: yet she thought

Praxentiaes birth, beauty, & laments might ouercome him

. . . ” (Sig. X4v). But another character says of her

that ”for beauty, vertue, modesty, shape, courtesie, humility,

temperance, chastity, and wisedome, [she is] not to bee

equalled"(Sig. Pv), and Pollipus says of Violetta, "though

She [is] no kings daughter yet by reason of her exceeding
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beautie, She [is] much Spoken of in Thaebes, and nothing

inferiour to Freneta in giftes of minde . . . ” 8

Because Violetta is the kind of person She is, the

love which develOps between her and Pollipus is a more

mature affection than the courtly relationship of Parismus

and Laurana. Violetta outgrows her hopeless infatuation

for Parismus, during which she disguised herself as the page

Adonius that she might be with him. But during the trio's

journeys, Violetta/Adonius becomes aware of the sincere love

Pollipus feels for the (as he supposes) absent Violetta--

a love he believes will never be returned. Violetta “con-

tinuallie behelde the constancie that reigned in his heart

to her wardes, the noble gifts wherewith his mind was indued,

the comelinesse of his goodlie prOportion which might well

please a curious Ladies eye, his vnconquered valour and

prowesse, whereby hee atchieued incredible victories with

great fame, the friendship and courteous beauiour tha abound-

antly flowed from his gentle heart, wherby it was apparent

that hee did not disdaine the meanest persons . . . ” (Sigs.

Dd3-Dd3v). This last attribute is important because Vio-

letta is a merchant's daughter, and Parismus can-~or will--

only marry a princess (Sig. R2). 9' But during the long

course of her travels with Parismus and Pollipus as their

page, "beeing neuer from him in the day time, and his bed-

fellow at night . . . though she poore soule, neuer touched

his body . . . ” (Sig. Dd3v), she gradually outgrows her

love for Parismus, and comes to love the quiet, faithful
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Pollipus.

The character of Angelica in Parismenos represents an

individual growth in the perception of the meaning of love

from love as game to a mature attachment. When She is locked

in the Golden Tower away from Parismenos, she at first wor-

ries that he will be abused at court, where he has no friends

and many enemies (not knowing that her brother Marcellus has

defended Parismenos). She then smugly thinks that any suffer-

ings Parismenos might undergo will provide a good way to 'trie

his loyaltie” (Sig. R4v). Many chapters later, when she is

captured by the villain Irus, she has changed enough not to

worry about her own danger--which is great-~but rather about

Parismenos, who “may much indanger his health” with worry

about her (Sig. Gg4v).

Artesia is neither active like Violetta and Philotheta,

nor passive like Constantia and Laurana, but she is a marvel-

ous little prickle-pear, of whom it can be said, as it is

Of Shakespeare's Beatrice:

. . . nature never fram'd a woman's heart

Of prouder stuff . .

Disdain and scorn ride sparkling in her eyes,

Misprising what they look on, and her wit

Values itself so highly, thafoto her

All matter else seems weak.

When she is told that a young man has fallen in love with

her at first sight, Artesia snaps: "I account him a foole

that Will loue so deeply without hOpe of reward, & that to

bee rather fondnesse rather then true friendship, that
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placeth his affections with such inequalities“ (Sig. B4).

But like Beatrice, she meets her match. Ornatus, who is

dressed as the woman Sylvian, roughly berates her for having

causedthe disappearance and possible death of Ornatus by

lovesickness: Artesia's first angry reaction at criticism

is somewhat muted by nagging feelings of guilt and flattery

which She has experienced ever since She first heard of Orn-

atus' love for her. These thoughts secretly ”cause the

water to stand in her eyes" (Sig. Dv). She fights to regain

control of herself and accuses the supposedly absent Orna-

tus of devious lover's tricks to make her feel sorry for

him. (Her charges are justified.) Eventually, however,

She falls in love with him, and demonstrates the same fierce

determination in loving that she had exhibited in resolving

£23 to love:

. . . keep your counsels [of loue]

vnreuealed, for it will proue vnsau-

ourie to my stomacke, for be it far

from me to be troubled with the vain

sutes of doting louers.

(Sig. B4)

No I fear me, neuer shall I be so

happy as behold him, and though I

do not, yet shall my loue to him

remaine immouable. Therefore, now

will I arme my selfe to endure all

perils, to liue in care, and con-

tinuall lament, for want of beloued

Ornatus . . .

(Sig. HV)

But her common sense remains. Ornatus/Sylvian argues that

family feuds like those between her and Ornatus' families
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make love stronger:

Haue you not read the Histories Of

Pyramus and Thysby, Romeo and Iuliet,

and many other: whose loue was the

more constant, by so much the more

their Parents hatred was deadly?

(Sig. E)

Artesia's reSponse is sensible: “I remember such Histories

. . . but what was the end of their loue: was it not most

miserable?“ (Sig. E).

When captured by a villain, Artesia sensibly looks at

her situation and tries to make the best of it while deny-

ing her captor any satisfaction. She shows a capacity to

act logically in tight situations. At first when she is

captured she goes on a hunger strike, but her keeper, Flera,

chides her and argues in effect that she thought Artesia was

a smarter girl than that. She proceeds to logically point

out how unreasonable her actions are, and that she will

hurtr only herself. Artesia, as logical as always, has to

recognize that Flera is right:

Artesia hearing her speeches, began

to consider indeede what folly it was

to refuse her meate: and for feare

to shorten her life by distemperating

her selfe, which might be the meanes

to further Lenons intent, whom shee

knew would seeke her life, if he

could not winne her loue: she pres-

ently left off such desperate behau-

iour, and with well weighed consid-

eration, attended the euent of the

worst misfortune: that from that time

she both eate her meate, and did all

that shee could to comfort her meate,
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and did all that shee could to comfort

her selfe, still liuing in good hope

of Ornatus returne.

(Sig. KV)

Later, ”being indued with an exceeding wit,” She decides

it is smarter to be nice to her current captor, the pirate

Luprates, than to make trouble (Sig. L3v).

Though Forde's heroines are highly conventional, they

also have individual traits, and in the long run that is

what one remembers about them. Laurana's gentle and retir-

ing nature, Artesia's quick wit, and Violetta's courage

are intensified by love, rather than bestowed upon them or

modified by love. As of the heroes, it may be said of the

heroines that faithful love is simultaneously the natural

expression of a noble soul and an intensifying influence

on virtues which are already present.

In addition, they fulfill the heroines' traditional

romance role as the prize for the hero, and the reward at

the end of a long quest. To be worthy of his efforts, she

must therefore be the epitome of what is good. This involves

more than just "exceeding beautie, and comely statelinesse" 11

--though that is important as well. In addition to being

an individual, she is also an ideal, exemplary in every

virtue. When Philotheta is introduced into Montelyon, we

are promptly told she is unequalled "for beauty, vertue,

modesty, shape, courtesie, humility, temperance, chastity

and wisdome" (Sig. Pv). It is important that her ladies'
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words are spoken to Montelyon, the hero of the book, and

that they conclude with the damsels' statement that because

of these qualities she is ”therefore the more to be pittyed

and succoured in distresse,“ and that Montelyon offers to

help them, or ”else were I not worthy the name of a Knight“

(Sig. Pv). For the hero's pursuit and preservation of his

lady is more than simply his devotion to her as a woman,

or even to his knightly vows-~although it is that also. The

hero's efforts on her behalf are to realize and preserve

the ideals which she represents, and thus there is so much

emphasis on the platonic ideal of love and the lady, on the

visions where she appears SO ideal that “heauen nor earth

could not in his fancie frame a more diuine essence of pur-

. 12
itie, and on the platonic statement that the lady is

the "perfect substance,” 13 or ”the true substance” of

virtuous love. 1“

To emphasize her virtue, the lady usually is contrast-

ed with another lady who is not so exemplary and is generally

placed in conflict with her for the love of another charac-

ter, usually the hero. 15 Thus Violetta is contrasted with

Bellona and especially with Freneta: Angelica is compared

with Venola, Constantia.with Selia, and Philotheta with

Praxentia. In every comparison, the other woman is wanting.

For example, Praxentia goes to bed with the man she thinks

is Montelyon, while Philotheta is worried about whether

or not she will seem forward by Offering her arm to help

16
steady the just-fainted Montelyon. All this makes the
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hero's choice of his lady more than an individual attach-

ment, but a choice of moral qualities as well.

The lady-~beautiful beyond mere earthly beauty--is

traditionally never described, or she is described so gen-

erally as to deny individuality: there are only two descripe

tions of a mistress in Forde's books. This description of

Artesia could be of any unhappy mistress:

[Ornatus] found her setting in the

arkest corner of the Chamber, bewayl~

ing her misfortune, with salt teares

bedewing her purple cheekes: her

Ornaments disorderly put on, and her

golden Tresses hanging carelessly

downe, which added beautie to her

sweet beautie, and though disordered,

most comely: leaning her arme vpon

a Chaire, and her cheek? layd vpon

the back of her hand.

We have not previously been told she is blond, but it would

have been surprising if she were not. In this frozen, highly

stylized picture, it is not only Artesia who sits weeping

on the floor, but the ideal mistress as well. It is not

coincidence, then, that Ornatus sees her not as the very

individualistic girl She is, but as the conventional lady

of romance (a role which She fills no less adequately) for

when he enters, it is to find her at last after her abduction

by Lenon, and his persistence has won him "the perfect .

substance” of love.

The only other description of a lady-~that of Laurana

on the city walls before the battle of the champions in

Parismus--serves a Similar function. Drawing heavily on
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Petrachan imagery as well as the image of Gloriana, Forde

emphasizes Laurana as Thebes' greatest treasure, as well

as the prize to be lost or won by Parismus and his knights.

There is no suggestion-~nor Should there be--of Laurana's

individual timidity, or her contemplative nature. Here she

is solely an ideal:

. . . the beautifull Laurana, whose

splendour so darkened the beautie of

the rest, that shee appeared like golden

Scinthia amongst the twinkling Starres,

the crimson colour shining so fresh

in her christall cheekes, and as clarret

wine and milke mixt together, beeing

so comely, fayre, so vertuous and

chaste, so courteous and constant, SO

milde and mercifull, as shee was no

way to bee equalled, and yet bearing

a minde so farre from pride, that she

disdained not the meanest person in

Thessaly, whose royall personage seemed

an ornament to all the whole assemblie.

(Sigs. O‘Ov)

Forde uses the traditional heroines to good advantage,

but his heroines are also individuals. They reSpond to

situations differently, always acting according to their

own personalities. This is not to say that Forde is particu-

'larly brilliant at characterization, but many of his char-

acters, and particularly his ladies, show that he was con-

cerned with them as individuals as well as types, and his

books are the better for it.



Chapter IV: Notes

1 Patchell, p. 73.

2 “Forde and his kind . . . coolly proceed with the

business of getting on with the plot (the intricate mean-

ingless web that Sidney pOpularized)”--Leavis, p. 90.

3 Ornatus, Sigs. H3v-I3 (Alprinus and Lucida).

4 Praxentia and Philotheta know him immediately in his

servant's costume (the same one Palian sees, Sig. Y2), and

Philotheta perceives that he is not ”Honorius,“ on another

occasion, when he is pretending to be that Arabian knight

(Sig. Aa).

5 As in Persicles' statement: “My Fortunes bein

doubtfull as to whether I should deliuer this [letter]

(Montelyon, Sig. D).

6 “So uppon Trynyté Sunday at nyght Kynge Arthure dremed

a wondirfull dreme, and in hys dreme hym semed that he saw

uppon a chafflet a chayre, and the chayre was faste to a

whele, and thereuppon sate Kynge Arthure in the rychest

clothe of golde that myght be made. And the Kynge thought

there was undir hym, farre from hym, an hydeous depe blak

watir, and therein was all manor of serpentis and wormes

and wylde bestis fowle and orryble. And suddeynly the kynge

thought that the whyle turned up-so-downe, and he felle

amonge the serpentis, and every beste toke hym by a lymme.

And than the kynge cryed as he lay in hys bed . . . ”--Sir

Thomas Malory, Works, p. 865. ‘

7 Wolff, pp. 8-10.

8 Parismus, Sig. R4v (Laurana separated from Parismus):

Sig. 22 (Parismenos taken rom Laurana .

196
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Montel on, Sig. F4v (Constantia Separated from Persicles):

Sig. G3° (Montelyon taken from Constantia).

9 Parismenos, Sig. C2 (Parismenos): Montelyon, Sig. H4v

(Montelyon .

lO Parismenos, Sigs. C2v-C3 (Parismenos reared by lion).

Although the above motifs are often identified with Greek

romance, they are frequently found in Western medieval romance

as well. See O'Connor, pp. 118-19: Patchell, pp. 27. 39.

11 Wolff, p. 5.

12 Pericles, v. iii, 88-90.

13 Sig. Ii4-Ii4v. Other storms and Shipwrecks can be

found in Parismenos, Sig. R3v (storm only): in Ornatus, where

Ornatus, disguised as Sylvian, claims to be Shipwrecked in

order to account for ”her“ presence at the palace, which

leads to her position as Artesia's companion (Sig. C3)! and

the Shipwreck in chapter 12 (Sigs. M-MV), which reveals

Luprates' cowardice and ultimate unworthiness as he abandons

Artesia to the mercy of the sea, and makes possible Ornatus'

rescue of her.

1“ Cymbeline, V, iv. 99.

15 ngismenos, Sigs. H2v-H3.

16 Ornatus, Sig. F.

17 It is an accepted principle of pOpular culture study

that the growth of the modern mystery story was possible

only with the growth of pOpular awareness and acceptance

of scientific method during the nineteenth and twentieth

centuries. Poe's Dupin, Conan Doyle's Holmes, and Christie's

Poirot solve crimes by a rational analysis of clues which

the author makes available. Ornatus in many ways antedates

these detectives, but he also shows the influence of earlier

attitudes toward crime. “Murder will out” is more than a

proverb to the medieval author, who sees to it that justice

is providentially served. Chaucer also wrote a murder story

--”The Prioress' Tale.” Here he reveals the murderers of

the ”litel clergeon” by the child's miraculous singing,

which enables his mother to find his body, and informs

her and the other Christians of his murderers identities.

All this is done solely through divine agencies, the child

says:
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”This well of mercy, Cristes mooder sweete,

I loved alwey, as after my konnynge:

And whan that I my lyf sholde forlete,

To me she cam, and bad me for to synge

This anthm verraily in my dyyinge,

As ye han herd, and whan that I hadde songe,

Me thoughte She leyde a greyn upon my tonge.

“Wherfore I synge, and synge moot certeyn,

In honour of that blisful Mayden free,

Til fro my tonge of taken is the greyn:

And after that thus seyde she to me:

'My litel child, now wol I fecche thee,

Whan that the greyn is fro thy tonge ytake.

Be nat agast, I wol thee nat forwake.'"

--Canterbury Tales, VII, 656-69.

Ornatus

of both

18

from Am

and Artesia represents an interesting coming together

these attitudes toward the revelation of truth.

Corus openly resented the favor Parismenos enjoyed

senus and challenged Parismenos to combat. Corus

is severely wounded in the ensuing battle before Amasenus

stops the fighting. When Corus sees “his enimie still

mounted and in good estate, his heart was readie to burst

with inward greefe, which malicious rancour filled vp all

his sences, that cursing himselfe and his ill fortune, he

yeelded

19

20

21

22

1

2

vP his fainting ghost“ (Parismenos, Sig. D2V).

Parismus, Sig. K2v.

ngismus, Sig. N4v.

P ismus, Sig. R4v.

Montelyon, Sig. N2.

ii.

Seuen Cham ions, Sig. A2v.

Such as Montelyon's decision to give up the search
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for Constantia to rescue Philotheta because "else were I

not worthy the name of a Knight” (Montel on, Sig. Pv, and

POllipus' decision in Parismus to remain loyal to Violetta

despite the threats and seductions of Bellona (Sigs. U3-

XV), the temptations of Freneta (Sigs. EeV-Ee3v), and the v

likelihood that he will never see Violetta again (Sig. Ee3 ).

3 Baker, II, 123.

4

Jusserand, p. 198.

5 Although pre-marital sex is frequent, Forde's heroes

and heroines are never adulterers, and adultery is roundly

condemned.

6 But see Violetta's growing affection for Pollipus

at the expense of her infatuation for Parismus (Parismus,

Sigs. Dd2 -Dd4v), and Artesia's befuddled reaction to

Ornatus' suit (Ornatus, Sigs. CZ-CZV).

7 ”Marcellus comming to Parismus, with a kinde behauiour

said: Most Noble Prince of Bohemia, I beseech you staie

your incensed wrath, and seeke not the ruins and destruction

of this Citie and vs, for Maximus being dead, there is none

that will make resistance, but rather entertaine you with

willing: hearts, being alwaies vnwilling to haue moued

you to seeke this reuenge: but that it was not in vs to

contradict Maximus will: who was rather ledde and ouer-

ruled by rage then aduise: therefore we yeeld burrselues

to your mercy. Parismus being satisfied that it was Mar-

cellus whome loued Parismenos and was alwaies his deare

friend, said.

“Noble Prince, thinke that I sought no way to iniury

you, but to redeeme my sonne and reuenge his wrong: which

now the iust heauens haue executed in my behalf: but

what restitution can be made me for his losse, whose un-

timely death was acted by Maximus cruelty? I seeke not

your harme but his recouery: therefore be you assured

of peace, and that I will at your request cease all fur-

ther strife, vpon your princely promise of securitie.

Marcellus then said. I haue alwaies honoured your name:

much more doo I affect your presence, desiring nothing

more, then to bee well esteemed of you: that now Max-

imus is dead, and myself next to succeed in the kingdome,

whosouer shall offer to iniurie the worst Bohemian sould-

ier, I will hate him whilest I liue: therefore, I beseech

you rest in assurance, vpon my promise, and vouchsafe such

entertainment as this court can yeeld, too vnworthy to

giue you welcome. Which words Marcellus spake in the
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hearing and presence of all the Nobles and Peares of his

Land: who likewise (notwithstanding the slaughter the

Bohemians had made) willingly ratified his speeches, with

their vnconstrained con[s]ent. Parismus then alighted

and embraced Marcellus, and Pollipus did the like: first

appointed what the souldiers Should doo: and then went

into the court with Marcellus.

“The souldiers that were dispearced into euery corner

of the Citie, returned to the Camp, sauing a sufficient guard

of Bohemian knights that stayed to guards the Prince. Mar-

cellus sent out messengers to ather togither the scat-

tered troupes of the [Natolian Camps, and gaue them great

rewards: those that were maimed and wounded, hee caused to

bee brought to a place, where they were very dilligently

looked vnto by skilfull Phisitians. And euery one notwith-

standing their former discontent, were by Marcellus highly

satisfied.“

(Sigs . Dd3v-Dd4)

8 Parismenos, Sig. L4v.

9.9rnatus, Sig. E.

10 Montelyon, Sig. M2v.

ll Parismus, Sig. P.

12 Montel on, Sigs. R4v-S.

13 ngismenos, Sig. X2v. Cf. Matt. 3'17.

1“ Helen Hollingsworth, ”A Kindle of Hyrids: A Study of

Narrative Technique in the Romance and Tale of the Early

Seventeenth Century,” Diss. University Of Tennesse 1971,

p. 7.

15 Polixenes says of Perdita:

This is the prettiest low-born lass that ever

Ran on the green-sord: nothing She does or seems

But smacks of something greater than herself:

TOO noble for this place.

--Winter'§ Tale, IV, iii,

155‘- 390

16 Parismenos, Sig. M3.
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17
Parismenos, Sig. B4.

18 Parismenos, Sig. CV.

19
Parismenos, Sig. F4v.

20 Parismenos, Sig. L4v.

21 Montelyon, Sig. Y4v.

22 Parismus, Sig. I2v.

23 Parismus, Sig. B2v.

24 Pagismenos, Sig. CV.

25 Parismenos, Sig. D.

26 Montelyon, Sig. B3 (Persicles).

28 ngismenos, Sig. C3.

29 Other indicators of the unknown princes‘ Parismenos'

and Montelyon's royalty: homage done to them by lions (Paris-

menos, Sig. S : Montelyon, Sig. T2V): Montelyon's choice of

chronicles of the kings of Assyria for light reading material

(Sig. K3V), and the king of Thrace's comment that Parismenos

is SO generous, he must be royal (Sig. M4).

30 Ornatus, Sig. 32V: ngismusl Sigs. E4v, F4V, H:

Parismenos, Sigs. C4, Cc: Montelyon, Sig. AaV.

31 E.g., Parismenos, Sigs. Mv, U2v.

32 Parismenos is unwilling to kill his enemies, ”his

hands being yet neuer guiltie of bloud“--Parismenos, Sig.

Z 0 '

33 E.g., Parismus, Sig. M2v.

3“ E.g., Montelyog, Sig. T.
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35E
.g., Parismus, Sig. S.

36 Parismus' and Pollipus' reactions to imprisonment

by Bellona are contrasted, to Parismus' disadvantage:

“ . . . Parismus was SO inraged with extreame sorrow, that

he tare his haire, rent his garments, rayled on his misfor-

tune, cursed his Destinies, and vexed his owne heart with

extreame passions of sorrow, that his speech was turned

into bitter sighes, and his sences forgot their former

vertues, and he was so desparately sadde, that no grief

might be compared to that hee indured.

"Pollipus on the other side, continued his wonted manner

of enduring affliction, which was presently to studie howe

to ridde himselfe and his friends from the same, which

might be accounted the rarest vertue that euer was in a

knight, he only studied for his release, and neuer raged

nor railed against himselfe, nor other wayes distempered

his sences, but ouercame his inwarde sorrowes (which were

exceeding) with such patience, that Parismus would highlie

extoll him for the same.“ (Parismus, Sigs. U-UV: see also

SigS O S‘SZ ) o

37 Parismenos, Sigs. D3 (misjudges Argalus and Themides)
v '————-—-—-— a .

U (Marcellus and Angelica), Hh4-Hh4 (Iconius), 112 (Arenus).

38 Montelyon, Sigs. 12, M2v.

39 E.g., Montelyon scoffs at the knightly penchant for

fashionable quarrels and duels as ”fondnesse“ (Sig. T), and

thoroughly enjoys the ”merry Iest' he arranges at Fra Bern-

ard's cell (Sigs. Aa3-Aa4v).

40 P ismenos, Sig. U3v.

“1 Montelyon, Sig. T.

“2 Montel on, Sig. T.

#3 Pgrismenos, Sig. Hh2v.

44 Montelyon, Sig. Kv.
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iii.

1 Frye, p. 195.

2 . v

Ornatus, Sig. M .

Parismenos, Sig. H3v.

 

3

4 Ornatus, Sig. G2v.

5 Frye, p. 195.

‘MQntelyon, Sig. Cv: see also Sig. E2.

7 Parismenos, Sig. K3. Cf. Basilius in Arcadia, Bazil-

ique in Amadis, Book VIII.

8 Parismenos, Sig. K3.

9 Parismenos confirms this: “Parismenos was exceedingly

troubled when hee heard Maximus speeches, whom he knew to be

of so cruel a disposition, that he would rather indeede see

her death, then be crose of his will, that he continued in

great care and continuall torment of minde"--Parismenos, Sig.

Dd2.

10 Ornatus, Sig. Q4.

11 Orn tus, Sig. K4.

12 Pagismenos, Sig. R4v.

13 P ismenos, Si . 02v. See also Montel on, Sigs. E2

(Helyon): 04° (Palian .

1“ There is one exception: Ila blocks Montelyon's

quest but she is not evil. See below.

15 Sig. E3: see also Lenon in Ornatus (Sig. K4), Helyon

in Montelyon (Sig. E2), and Palian in Montelyon(Sigs. O4-O4V).
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16
Sig. E4v. See also Parismenos, Sig. D2v.

04 wizgfi: Fg- See also W. Sigs. G3v-G4 (Helyon).

"' ian .

18 ngismus Sig. E3 (Sicanus): Ornatus, Sig. I3v

(Lenon): Montelyon, Sig. C (Helyon).

19 Parismus, Sig. E3.

20.2%Elfifl252§o Sigs. D3 (Argalus and Themides), 11v-

Ii2 (Theocretus and Arenus).

21 Montelyon, Sig. CV.

22 Ornatus, Sig. E2v. With its mounds of flowers, pro-

cessions of mourners, and pious utterings by the murderer

Floretus, the ceremony is the seventeenth century equiva-

lent of the gangland funeral.

23 Parismenos, Sig. D3v.

2# Parismus, Sig. E4v.

25 Sig. P4v. Other examples of cowardice: Montelyon,

Sig. N2v (Palian): Ornatus, Sig. P3 (Thaeon).

26 Ornatus, Sig. P3. Thaeon inspires so little con-

fidence in his men that he can only keep soldiers with him

by paying them exhorbitant wages (Sig. P3V).

27 Freneta-Violetta, Venola-Angelica, Praxentia-Philo-

theta.

28 Venola's ”former good will that was grounded vpon

vertue, turned] to lust and mad desire: that seeing she

could no by faire meanes winne him to her loue, she thought

to leaue no meanes vnassayed, either by force to compell

him thereto, or else in some measure to be reuenged on him

for his discourtesie. The minde beeing alwaies readie by

euery perswasion, to yeelde to worke any meanes for to pro-

cure desired content: . . . One day finding fit opportunity

when the King was in his dum s, (for venolas sicknesse)

[Venola sent her maid Flavia vnto him, and told him that

the cause of his daughters Sicknesse, was procured by an

exceeding Slight shee had taken by the discourteous vsage
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Of the Knight of Fame, who for that cause was lately fledde

from the Court, . . . neither Should she euer recover her

selfe, vntill she were in some hope to be reuenged of him”

(Parismenos, Sigs. R4V-S.

Praxentia's love is declined by Montelyon: “To repeat

what manner of behauiour Praxentia vsed, and the words she

spake, would haue made any modest eare to blush to heare

of: but seeing that nothing would preuaile, rage and lust

so ouerruled her, that in bitter exclaimes she cryed out:

In humane, disloyall & dishonourable Knight, doest thou

requite my loue with this disdaine? or thinkest thou I

will liue to beare the blot of thy refusall? . . . Praxen-

tia . . . to Palian and her two brethren . . . cryed, Reuenge

my shame, and my brothers death on this wicked Knight, who

seeketh by violence to dishonour me” (Montelyon, Sig. Y3).

29 “ . . . a multitude of greefs and vexations, so

ouerwhelmed her carefull and tender heart, that for euer

after, shee continued in perpetuall exclamations, against

her cruell destinies, that with the extremitie of greefe,

she became lunaticke and quite bereft of sence, and so

ended her life“ (Parismus, Sig. Ee4).

30 Montelyon, Sig. Bb4.

31 Parismenos, Sig. Cc3.

32 “Are all the knights in Armenia too weake to cope

with him? doth not his behauiour shew that he scorneth you?

hath he not alone crost your good fortune, then I liue not

to be laught at, but to reuenge” (Montelyon, Sig. Y).

33 Parismenos, Sig. 83v.

3# Parismus, Sig. 84v.

35 Montglyon, Sig. Q.

36 Parismenos, Sig. X.

37 As in his council chamber, Sig. Y.

38 Parismenos, Sig. L2v.

39 Montelyon, Sig. H3.
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40 This must be what the Hesperian Oracle means when

it tells him that “by thine Art thou hast not attempted any

wicked Action,”(Sig. H3 ).

iv.

1 Montelyon, Sig. 04v.

2 v

Parismenos, Sig. E3 .

3 E.g., Parismenos, Sig. H2. See A. J. Denomy, ”Courtly

Love and Courtliness," S eculum, 28 (1953), 44, 49-50. In

Forde, the noble lady may be part Of the "natural ariStocracyj

--i.e., a middle class heroine such as Violetta. Neverthe-

less, the hero is always noble, both in being well-born, as

well as being morally worthy.

4 Parismus, Sig. E4. See also Montelyon, Sig. B3.

5 E.g., Laurana is tortured by Adamasia, Parismus, Sigs.

Y3 ff: Pollipus is tempted by Bellona, Si S. U3 ff: Violetta

is tempted by Archas, Parismenos, Sigs. B ff: Artesia is

tortured by Flera, Ornatus, Sig. K2 ff.

6 E.g., Parismus, Sig. 14v: Parismenos, Sig. Qv.

7 Sig. K3. See also Ornatus, Sig. K.

8 . .

Parismus, Sig. B3.

9 Parismenos, Sigs. H4-H4v.

1° Parismus, Sig. W3.

11 v

Montelyon, Sig. F .

12 Parismenos, Sigs. H4-H4v.

l3 Orn tus, Sig. M4v.
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14 Ornatus, Sigs. L3-L3v.

15 Pyrocles as Zelmane, in Prose Works, II.

16 Parismus, Sig. va: Philotheta also tries Montelyon

when she woos him for Praxentia in the guise of a palmer

(Montelyon, Sigs. X4-X4V).

l7 Disguise customarily mirrors aspects of the hero's

and heroine's own character (Davis, p. 61). Thus disguise

as a page enables Violetta to show bravery in battle

(Parismus, Sig. Bb4), and Philotheta to demonstrate cool

wisdom as a well-travelled palmer (Montelyon, Sigs. X4-

X4v, Yv-Yjv),

18 E.g., Ornatus' disguise as a woman, and his reactions

to the subsequent advances by Floretus, Sigs. C4 ff.

19 E.g., Parismus, Sigs. C, C4, D3v, etc.: Parismenos,

Sigs. K4V-L2, N2, D4V, 22, etc.: Ornatus, Sigs. B4, D-D3,

E3-F, etc.: Montelyon, Sigs. C~C2, D3-D3 , N-N2, N3-N3V, etc,

plus all the groves, hermit's cells, Shepherd's cottages

and other pastoral settings.

20.9;ggpgg, Sig. B4 (Artesia): Montelyon, Sig. 04v.

21.Eari§mggg§, Sigs. N3 (Clarina), R2v (Angelica).

22 Ornatus, Sig. D3v.

23 "Chrétien's object [in Cligés] was not to tell us

how such things normally happen, but to make a very Simple

story into one which develops simultaneously on two levels

. . . It is not contemporary morals or prOprieties that

dictate the structure and composition of the romance, but

the feeling that certain ways Of presenting even the most

straight forward issues are part of the kind Of artistry

that the reader expects and enjoys“ (Vinaver, p. 26).

24 Montelyon, Sig. O3.

25 Parismenos, Sig. RZV.

26 Ornatus, Sig. B3v.

27 P ismenos, Sig. E2.
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28 Montelyon, Sig. E3v.

29 Patchell, pp. 66-70.

30 Parismus, Sig. P4.

31 Montelyon, Sig D2.

32 Orn tus, Sigs. NV-NZ.

iv.

1 Parismus, Sigs. Dv-D2.

2 Parismenos, Sig. Q4.

3 Pagismenos, Sig. Ev.

4 Parismus, Sig. Y2. Laurana tells her keeper Adam-

asia, who tries to win her for her brother Andramart, that

. . . she esteemed his loue worse then his hatred, &

that she had rather indure the greatest force of his malice,

then the loathsome profers of his loue, and therfore willed

her not to prosecute any further her vnwelcommed sute, which

Should make her lesse welcome vnto her companie” (Sig. Y3).

5 Montelyon, Sig. Aa.

6 Montelyon, Sig. U3v.

7 Montelyon, Sig. U4v.

8 P ismus, Sig. Ee2.

9 Parismus also shows he is a bit Of a snob when he

advises Pollipus to return the love of the princess Fren-

eta instead Of remaining faithful to a mere tradesman' 8

daughter. Pollipus is properly horrified (Sig. Ee3).

1° Much Ado About Nothing, III, i, 49-54.
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ll Parismus, Sig. C3v.

12 Parismenos, Sig. H2v.

13 Montelyon, Sig. B3.

14 Parismus, Sig. E4.

15 ” . . . Every typical character in romance tends

to have his moral Opposite confronting him, like black

and white pieces in a chess game“ (Frye, p. 195).

16 Montelyon, Sig. Q.

17 Ornatus, Sig. M4.



Chapter V: Emanuel Forde's Narrative Skill

"I myself have been so great a

Lover of Books of this Nature,

that I have long since read them

all: and therefore shall give thee

some Account of my experience, that

may be both Pleasant and Profitable

to thee. As first, I tell thee be

thou of what Age, or Sex soever, it

is convenient for thee to read these

sorts of Historyes . . . “

--Francis Kirkman, Preface to

The Third Part of the Honour

9__f_‘ Chivalry (1673)”?

The study of the chivalric romances of Emanuel Forde

is important if for no other reason than because of the

enormous pOpularity they enjoyed for the two hundred years

following their publications. 2 His books reflect the tastes

and values of a goodly portion of late Elizabethan and seven-

teenth century merchant society, and a student of Renais-

sance English culture will get a better understanding of

popular literary trends during the age by reading Forde's

prose than he would through the poetry of Donne.

Certainly it is of some interest to the historian

(though hardly surprising) that popular middle class auth-

ors such as Forde approve of a monarch who courts the fav-

or of his parliament, 3 or that Forde wanted more merciful

treatment Of Old and maimed soldiers than what was

210
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customarily given those who were forced to beg in the

streets of London. 4 The probability that Forde's reader- %

ship consisted largely of women and girls also provides

some areas for exploration. What was the effect that

pleasing such an audience had on the works, or how did images

of women vary among different chivalric romances as well

as among other sixteenth and seventeenth century books?

More generally, Forde's romances provide an Opportunity to

Observe what happens to a previously ”elite“ literary genre =.

when it enters the middle class popular marketplace. 5 (”1. “I

I have not, however, dealt at much length with questions .c

of pOpular culture. This is not because such an examination

would not be valuable, but because I have wanted to empha-

size that Forde's romances are more than documents of soc-

ial and literary history. They are interesting in their

own right.

There is, to begin with, a comfortable familiarity

about Forde's stories that is most attractive to those who

have learned to like the predictable features of medieval

and Renaissance romance. When Montelyon and Persicles ride

into the mysterious valley, when Freneta dies of unrequited

love, or when Pollipus meets the weeping lady cradling the

body of a dead knight, they repeat the actions Of hundreds

Of other romance characters. These conventions and formulas Sgt

form a body of material which is shared and treasured by «

suCh excellent authors as Spenser and Malory, and as
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miserable a one as the author of Lord Faukonbridge. ”I am jiv

not of the humour of the new Fangling Taylor,“ writes Forde, a;

“that for euery new wrought suite frames a new fashion.” 6

C. S. Lewis sums up this attitude best when he writes that

”if you had asked La3amon or Chaucer 'Why do you not make

up a brand-new story of your own?‘ I think they might have

replied (in effect) 'Surely we are not yet reduced to that?'” 7 §L*

Since all the chivalric writers of Forde's era are i

conventional, however, conventionality is no more a guar- ;

antee that a romance will be good than it is that it must

be bad. But Forde alone Of the popular romancers seems to

have completely absorbed the conventions and added his own

touch. His characters, as we have seen, while highly conven-

tional, still manifest enough Sparks of individuality to

make them distinctively his own. Only Forde, for example,

would have his hero fake the lover's malady to gain the

lady's sympathy. 8

Forde shows a speed and economy in managing traditional

material which, if not unique (and it may be), is deft,

Spirited, and totally enjoyable. The complexities of inter-

lace could tempt a weaker-willed author in an ornate age

to slow his narrative where nothing would be gained by

dawdling. Forde never succumbs. Instead he takes advan-

tage of the reader's knowledge of chivalric convention and

works it to his purpose: to write a fast-moving, exuberant

romance. Thus he does not give the total stock description

of a fight between the hero and another knight, a
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description which one Scholar has found to contain at 4??

least forty-nine possible conventional elements. 9 Instead a;

Forde begins with the traditional confrontation of two

knights, and immediately cuts to what the reader knows

will be the eventual result:

Presently [Parismenos and Collimus] met

each other, the one with brauerie, the

3395.33: are: $2.229in

This brief but rather witty account of the battle serves

two functions. First, by cutting immediately to what must

be the outcome of any fight with a hero, it emphasizes the

hero's great valor. Almost before he knows what has happened,

Collimus is lying stunned in the dirt. The second and most

important effect is that Forde Spares readers, like myself,

who have no interest in how ”the sword bit well hard,“ how

the staves of the combatants shiver, how their horses stum-

ble, how the blood pours from the opponents mouth, or how

the hero methodically cuts away his adversary's arm, shoul-

der, leg and “all the flesh of his side to the bare ribs." 11

Even so, the poor man is still able to deliver a speech on

his ”fatall starres“ before he dies, at which time “the

whole company reioyce[s] and applaud[s] . . . “

Occasionally Forde cuts and compresses the action so

much as to make it almost cinematic, as he does when he

gives us a picture of Parismus going to bed one night, and

then writes ”In the morning Dionisius being early Vp, vsed
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his accustomed maner to visit his guests, and comming to

Parismus Chamber, he found him not there, but walking in

a gallery thereto adioyning . . . ” 12 We can almost see

the camera move from Parismus in bed, to Dionisius in the

doorway, to Parismus' empty bed, to Parismus strolling in

the gallery. It is a small thing, but shows technical soph-

istication. This structural compression carries over to

whole scenes, including very important ones. Forde is wil-

ling to cut out what could have been a major ceremonial

scene in Mgntelyon: Persicles' and Constantia's wedding.

The wedding and the accompanying tournament occur between

the end of chapter 32, when Persicles and Constantia go in

to be married, and the beginning of chapter 33, when Prax-

entia and Philotheta hear that Montelyon ”bare away the

prize” at the tournament following the ceremony.“ 13

Forde has a special fondness for occupgtio--Summariz-

ing for the reader in a few lines what he says he will not

14 He
tell him, and consequently Speeding the narrative.

writes of a wedding celebration that ”to recite euery

particular of theyr entertainements, greetings, riches,

and what gallant Ladies were with them, would be ouer-

tedious: but in briefe, there was such royall entertain-

ment as befitted such Personages, and such a multitude of

rare shewes, and fine deuices, as might euery way please

a curious beholder." 15 How much more pleasing this is to

the reader than the tendency of Forde's contemporaries to

include elaborate descriptions of every incident, no
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matter how trivial or boring. "My wearie Muse is bound to -t”

discourse“ all the elements Of “Tilts and Turnaments,“ h

writes Richard Johnson in §pppp Champions (p. 112). John-

son is quite aware Of the burden he places upon his muse,

and repeatedly refers to his ”wearie hand” (p. 40) and his

.
A
fl
—
J
'
.
"

“weary Muse” (p. 100). ”My weary Muse shall neuer rest,

till I haue finished the true Historie of these heroycall

Champions,“ he promises ominously in the middle Ofl§gppp :

Champions (p. 119), and he ends the bOOk with a threat that .

"my wearie Muse Shall take in hand the second part: wherein

is described the fortunes of Saint Georges children . . . ” 16

Forde,however, is anxious lest his writing become

"tedious:” “To relate the conference betweene them were

tedious . . . , " l7 and he eliminates it. He cuts out many

of the lengthy plaints, letters and songs so beloved by his

contemporaries, with by occu t'o,, or simply by eliminating

l8 Ornatus, with its heavyreference to them completely.

Arcadian and Greek overtones, is the most traditional of his

works in its use of rhetoric. Even Orn tus, however, is

much less tiresomely formal than romances such as Tpp g

Lincolne. 19

At first it seems paradoxical that narrative economy

and rapidity can be features of interlaced romance, yet

that is precisely the case with Forde. He accomplishes
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this by refusing himself any self-indulgence in any matter

of plot or style. Every episode is necessary to the whole

romance: 20 every description or speech is subordinate
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to the narrative. There are no "blind alleys" in his plots,

no useless details, and very little dead wood in his prose.

Forde's statement that the reader should "expect not

the high stile Of a refined wit, but the plaine description

Of valiant Knights, and the constant trueth of loyall

21
friends," is intended as an apology. Nevertheless, his

lack of a "high stile" could well be one of his virtues,

particularly when it is compared with the pitiful ornament-

ation Of contemporary popular romancers. Consider, for ex-

ample, this account (by no meanes extreme) of the death

Of a minor character in Henry Robarts' Pheander:

Here Gentlemen, the Story telleth vs,

that the Thracian King (as flesh is

mortall) vexed with an extreme sick-

nesse, was so oppressed therewith,

that nature failing through weake

age, all Physicke helpes were friu-

olous, so that perforce he must pay

his due to death which commau n]deth

all, whose breath [failing] a the

summon of this tyrant, which may not

be intreated, his soule departed

this earthly trunke, to see the ioyes

of the euerlasting kingdome, whose

death his subiects so with pittious

plaints bewayled, as might haue

changed the most hardest part into

a Caos Of lamenting sorrowes behold-

ing their teares, whose body was

most roially intombed amongst his

ancestry .

(Sig. S4)

Forde handles a similar event plainly and directly:

. . . there arriued Messengers from

Assyria, certifying him that his

Father was deceast, and that their

.
.

.
.
A

.
,

A
A

.
-

l
_
_

‘

‘
.
‘
.

.
_

.
‘

-

A
.
.
.
A
.
.
~
L
_
'
.
c
.
z
.
'
é
-
—
-
s
—
.
s
:
.
z
:
.
r
a
_
:
i
d
l
;
a
l
-
_

-
-
.
“
f
-

A
.

,
l
.
-
.

-
'

'.
-
.
.
.

-
‘

a



217

ancient enemy the King of Armenia

had entred his Land, and destroyed

many of his Subiects, desiring him

in all haste to returne: For in his

absence the Asayrians seemed like men

with courage.

Buried in Robarts' flurry of clauses is information which

Forde conveys in "his Father was deceast." Of course, if

the Thracian king were an important character, some of the

ghastly fulsomeness of the prose might be understandable.

The writer's prose, however, is just the same as Forde's:

in both books the king's death merely allows the hero (or

heroine) to ascend the throne in a time Of great national

trouble.

Forde is not afraid to use understatement or to say

nothing, when other writers would have embarked upon a set

piece. 23 Nor does he moralize his descriptions, as does

the author of Faukonbridgg, who describes the hero as

"mounted vpon a Spanish Gennet, as milke white and spotles

as were his thoughts, his Armor bright and glistering,

his Helmet of the fashion of a sunne sparkeling fire,

expressing both maliceand mercy." Naturally his Opponent

is dressed in black, "all agreeable to his blacke desires?

(p. 4). Forde lets the convention carry the meaning when

he describes his two heroes as ”both armed in white armour

of white feather, and [on] white steedes gallantly attired."

It is a Simple enough description: the virtue Of the two

knights is adequately suggested. Because it adds more to

the narrative than would a long ”set piece;" I personally

24
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prefer Forde's plain sensibleness to some of the more

extreme (though poup-gp-force) descriptions of knights in

Arcadia:

Himselfe in an armour, all painted

over with such a cunning of shadow,

that it represented a gaping sepul-

chre, the furniture of his horse was

all of Cypresse braunches: wherwith

in olde time they were woont to dresse

graves. His Bases (which he ware SO

long, as they came almost to his ankle)

were imbroidered onely with blacke

wormes, which seemed to crawle up

and downe, as readie to devoure him.

In his shielde for Impresa, he had a

beautifull childe, but having two

heades: whereof the one shewed, that

it was alreadie dead: the other

alive, but in that case, necessarily

looking for death. The word was, N2 25

gay pp p3 gid- from death, pp); py death.

When Forde does write long descriptions, he infuses

them with excitement and action, always seeking to suit

the description to the situation. Rather than presenting

a static picture of a tournament (as in Faukonbridge), he

concentrates on the bustling movement, and the country-

fair-like goings-on of the knights and observers just be-

fore the contest:

Amasenus hauing done his homage to the

king, pitched his Tent without the Court

Gates, vpon a litle hill hard by the

appointed place for Tryumph, where like-

wise hard by him were the Tents of Guido,

Trudamor, Drio, and the three valiant

Knights of Candie: Tristamus, Tennulus,

and Babulus, in whose company were a

number of valiant knights, that came

thither, some to make triall of their

valour, and some of purpose to winne
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the faire Phylena. Likewise there .Lr

were the Tents of the young King of

Aragon: who came accompanied with

a number of valiant Knights, hoping

to beare away the prize, that all the

plaines were filled with Tents. There

you might see knights breaking staues,

practising themselues against the day

of Triumph. Here might you see others

recreating themselues in martiall exer—

cises: there might you heare the

neighing of horses, clattering of Armour,

cracking of staues, and such companies

of Knights assembled, as if the richest 2

prize in the gorld had bene appointed i

for reward. 2 ?
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From the image of Amasenus pitching his tent, Forde pulls

back progressively until at last we get a vivid panorama of

pre-tournament activity.

Forde has many such scenes which appear to be captured

in motion--frozen, yet still alive with movement. Like a

written version of a baroque painting, the action swirls

around a single point, usually one character, as in this

account of a young man's arrival upon a scene of battle:

. . . he left the City, and iourneyed

toward the Persian Camps in Assyria:

Where he was no sooner come, but he

found the Battels ioyned in most cruell

Fight, and a number of Souldiers on

both Sides slaine, lying couered and

besmeared in Bloud: some with their

Swords fast grasped in their hands

threatning: Others with a hideous

noyse breathing forth their latest

gasp: then in the Camps beheld he

some flying, others pursuing: some

standing fast in cruell Conflict:

others with hideous cryes, animating

their fol.owers: Others with feare,

crying re ire, There did he behold

both Persians and Armenians, inter-

mingled slaughtering each other.
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Wherewith he a while stood as one

amazed, hauing neuer before beheld

such cruell Conflicts: At last he

beheld a gallant Knight, with his

Sword drawned, and all couered with

blood, hurling Vp and downe, amongst

the Armenians: performing admirable

deeds of Chiualrie, but at last en-

compassed with such a multitude of

his Enemies, that he knew that it 27

was impossible for him to escape.

(1
'

Such a style is admirably suited to the description

of an event such as a battle, or a storm and shipwreck, with

its crashing waves and swirling debris:

Some whelmed vnder the gaping water,

yeeld vp their ghostes: here three

at once are cast vppon the rockes,

and againe deoured by the waues:

there others sunke in the quicke

sands, and downe fals the Maister

headlong: then might you behold

men swim in their armour: here and

there striuing to make their death

tedious: there might you see one

seated vpon a planke, ouer thrown

with a waue: here another tumbling

with his heeles vaard. Parismenos

(by good fortune) was gotten vp to

the maste, whose length had some

power to indure the waues, with his

swoord still drawne in his hand.

Tyresus he was gotten on to a‘chest,

wherewith a while hee applied him-

self from drowning, but in the end,

the raging waues drenched him deep in

their spatious gulfes. Within a while

the raging seas began to cease and

waxe calme, the sunne began to Shine,

and the cloudes to vanish that dark-

ened the skies, and the maste whereon

Parismenos sate, beganne to slide

along with the calme tide: when hee

looked about him, and espied all his

fellowes drowned, an exceeding sorrow

ouerwhelmed his heart, especially for

his louing friend Tyresus, that had

.
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not the feare he was in reuiued his

sences, hee would haue waxt carelesse

of his own life. But the remembrance j

of his perill made him recall his bet- ;,J.

ter sences to their former vse, and to .

studie for his owne safetie, to whom

the seas were so mercifull, that with

a gentle and calme tide he was driuen

to shore, where getting to a sunnie ,

bancke, he sate him downe to refresh 2.

his wearied limmes, and ponder his hap- ;'

pie escape from drowning, drying his A

gaping wounds with such linnen as hee I,

had about him, who wit_ the salt water EA

smarted exceedingly. ' %

Forde's sentences may sometimes appear planless and

incoherent. Actually, this ”planlessness” and “incoherence”

is intentional, and aids the narrative--a1ways the case with

Forde. In the case above, when the danger and excitement

Of the storm and shipwreck have passed, and Parismenos is

safe on the ”sunnie bancke,“ the confusion of clauses and

sentences ends. The following passage starts out simply “'w

enough, with the queen quietly wondering why her husband

has not turned up for dinner. (The king has disguised him-

self’as a palmer and left his castle.) As her worry in-

creases, the clauses begin tumbling over one another, until

the whole court is in an uproar:

Dionisius was wanting, which made the

Queene to maruaile, for that hee was

not woont to be absent, but thinking

he was gone alone by himselfe, to med-

itate, made no great inquirie: but

after Dinner, going herselfe to seeke

him, could by no meanes finde him,

which made her make Open inquirie,

yet none could heare of him, that Vppon

thetsuddaine there beganne such an vp-

rore when they had searched all the
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Pallace, Gardens, Orchardes, walkes,

and euerie place, such acclamations, such

lamentations, and such outcries, that all

seemed comfortlesse, yea, rather madde

and lunaticke: some running this way,

some that way, euerie one carefull to doo

his best, yet all to no effect, which both

made the Queene, the King of Hungaria, the“

Prince of Sparta, and all the rest, in the

miserable estate of misdoubt, that they

neither could tell what to doo, nor what

to coniecture of his absence, fearing

least Sicanus had likewise by some villainie.

procured his death. Diuerse Knights went in

search of him, but could not find him, and

yet sawe him, but knew him not: for they

Often met with him in Palmers disguise, and

asked him for himselfe, which made him often

times in minde to returne, but yet his former

determination continued firme. 9

During the most frantic parts of the Search, the prose

is at its most chaotic (”all seemed comfortlesse, yea madde

and lunaticke: some running this way, some that way, euerie

one carefull to doo his best, yet all to no effect . . . ')

Soon, however, an organized search is mounted (”Diuerse

Knights went in search Of him . . . ”) and the sentences

become more orderly. At last we return to the Palmer/Dion-

isius, whose actions are desribed in a well-ordered manner.

This is appropriate: he is the only one who is not worried

about finding the king.

Forde is capable of giving elaborate and impressive

30
”set piece” descriptions when he wishes. Nevertheless,

his descriptions more commonly take the form of brief vig-

nettes or images which intensify the action: a girl bobbing

up and down in the sea, saved from drowing by the buoyancy

of her skirts, 31 an angry father “puffing with vexation“
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as he thrusts his daughter from the room so that he might

32
vent his anger freely on her brother: Parismus waving

his spear defiantly before the enemy's knights, 33 the

tents of the warring countries spread out in technicolor

on the green plain Of Thebes--a different color for each

nation: 34 the crowd of palmers in dark rags pressing around

the Princess Laurana as She moves among them distributing

alms, 35 or Artesia as She vigorously tears up Ornatus'

love letter. 36 Each description is a little point over

which the reader passes as he is hurried on through the

narrative by a skillful artist. Like the author of the

blurb to Parismus, I find his “stile (though plaine,) yet

so pleasing.” 37 It is admirably suited to carrying the

reader swiftly through the hubbub of the action, and to

revealing the liveliness of the characters.

And the characters ppp lively. They are highly conven-

tional, to be sure, but infused with their conventionality

is a sparkling vitality characteristic of Forde. His knights

and ladies do not act as wooden heroes and heroines do,

but with a freshness that makes conventional behavior seem

like the most logical action under the circumstances. Forde

:must have been so totally at home in the world Of Amadis and

Palmerin that chivalric cliches and formulas ceased to be

‘mechanical for him, as they remained for his chief compet-

itors, Robarts and Johnson. In his best books he seems to

'be able to see the original action behind motif, and makes
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it new again. Moreover, and again unlike Robarts' and

especially Johnson's characters, Forde's heroes and hero-

ines are quite likeable peOple. Their general perfection

is tempered with a few small, human weaknesses but they are

never ungrateful or petty--as is the case with Johnson's

heroes and heroines. This makes a difference, since no

amount of ingenious interlace, stylistic appropriateness,

or time-honored motifs could make a modern reader like a

book when he is indifferent to the fates of the central char-

acters. The reader almost immediately forgets Pheander, or

Seuen Champippg' Sabra, but not Montelyon or Violetta. One

remembers chiefly their worthiness. All heroes and heroines

of romance are virtuous, but we truly want good things for

Forde's heroes and heroines. They are nice people.

Did seventeenth century readers like him for these

reasons? We have no way Of knowing for certain, but I think

it likely that they did. They surely appreciated convention,

but that could be found in any romance. The reason must lie

then, in what distinguished Forde from his contemporaries:

the vigor and rapidity Of his interlaced narrative. The

‘technical sureness with which he tells his story has furn-

ished the subject for this chapter. The interlace itself

(listinguishes Forde from contemporary romancers. Except

for Sidney (whose Arcadig was also quite pOpular 38), Forde

was the only pOpular English prose writer of his time to

arbtempt interlace. The results obviously pleased a goodly

runnber of readers for many years. The fact that Forde's
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only non-interlaced romance, Ornatus and Agtesia, was also

his least popular tends to support the conclusion that

entrelacement was one of Forde's chief assets as a writer.

Could Forde be read pleasurably today? Given modern

editions of his best works-~Parismus, Parismenos, and Mon-

telyon--I think the answer is yes. A good story is always

a good story, and vigor and narrative speed are always valued.

As for the interlace, it is a taste worth reacquiring. But

it is best to close with Forde's own request to his poten-

tial'readers:

Condemne not vnkindly, but censure

fauourablie, and impute the defects

to my want, not my will, that my

desire may take wished effect, which

is to please all and giue Offence to

none: yet carelesse to satisfie the

curious discontented, who contemne

all things, but amend nothing. And

thus for my recompence, let me haue

your kind wordes, and lawfull fauour,

and I aske no more.

Farewell.

E. Forde. 39
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Chapter V: Notes

1 Quoted by Henry Thomas, p. 258.

2 For references to Forde's work in literature during

the seventeenth and eighteenth centuries, see Bonheim, 43.

3 E.g., Montelyon, Sigs. B-Bv: see also Pheander,

Sigs. sz-ZO

4 E.g., Parismenos, Sig. Dd4: for a firmer statement,

see St. George's comments on England's ingratitude to her

soldiers, and particularly to him, in Seuen Cham ions,

pp. 145-46.

5 I use the terms "elite“ and "popular" as Nye defines

them. pp. ii. 1.5.

6 "To the Reader,“ Montelyon, Sig. A3-

7 Thg Discapged Im e, p. 211.

8 Ornatus, Sig. B3v.

9 Albert C. Baugh, ”Improvisation in the Middle English

Romance,” Proceedin s p; ppp American PhilOSOphical Societ ,

103 (1959), 2 -27. For a fairly complete and straight-for-

‘ward collection of these motifs, see the fight in I. M.'S

translation of the medieval Meruine (London: Blower and Sims,

1612), pp. 46-52. The tradition is satirized not only in

.Don.Quixote's encounters with the windmills and Biscainer

(Part I, Book I, Ch. 8: Book II, Ch. 1), but also in.Tpp

Knight pf ppp,§pg (London: Leake, 1600), pp. 74-76, and

Robert Anton's Moriomachia (1613), in C. C. Mish, ed.,

Short Fiction pf the Seventeenth Century (1963: rpt. New

‘York: Norton, 1968), pp. 67-78.

10 Parismenos, Sig. Qv.

ll Seuen Cham ions, p. 167.

12 Parismus, Sig. B4v.
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13 Montelyon, Sig. X3v: see also Sig. 24v.

1“ C.f., Chaucer, “The Knight's Tale:“

And certes, if it nere to long to heere,

I wolde have toold yow fully the manere

How wonnen was the regne of Femenye

By Theseus and by his chivalrye:

And of the grete bataille for the nones . . .

(C terbur Tales, I,

875-79)

See also "The Knight's Tale," I, 2197 ff: “Man of Law's

Tale," II, 701 ff: "The Squire's Tale," V, 34 ff, 63 ff,

283 ff: and Robinson's note on occupatio, pp. 670-71.

15 Montelyon, Sig. Bv.

16 P. 217. Part II appeared in 1597.

17 Montelypn, Sig. D3v.

18 E.g., Montelyon, Sigs. D3v, F4v, G.

19 E.g., Tom p Lincolne. Sigs. L4-Mv.

20 See Chapter III, and the time-charts, pp. Al-A50.

21 ”To the courteous Reader," Parismus, Sig. A4v.

22 Montelyon, Sig. 33v.

23 On the arrival Of his prince, a faithful Old knight

rises from his bed, where he has been recovering from wounds

suffered in the prince's service, and goes to greet his

lord. But before he can say anything, he collapses and dies

”in his Lordes armeS”--Parismus, Sig. P3. For other exam-

ples of brevity in a situation which customarily was handled

with.a.set piece see Parigmus, Sig. K2, Ornatus, Sigs. F2-

sz. Cf. Pheander, Sigs. Z4-Bbv.

24 Parismus, Sig. N3.

25 Prose Works, I, 445.
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26
Parismenos, Sig. G2v.

27 Montel on, Sig. I3. (The brave knight is, of course,

Persicles.) Forde also exhibits the baroque love of light

and shadow (Montelyon, Sigs. PV, S4-S4V: Parismus, Sig. 004).

28 Parismenos, Sig. 04v. See also the invasion of

the Armenian city (Montelyon, Sig. L ): the battle for the

Castle of Rockes (Parismus, Sigs. B -Bb4v): and the storm

and shipwreck in Ornatus, Sigs. M-MV.

 

 

29 Parismus, Sigs. G3v-G4.

30 E.g., The Castle of Rockes (Parismus, Sig. Bb4v):

Penthrasus' Palace (Montelyon, Sigs. H2-H3V, T2-T2v).

31
Parismenos, Sig. Ii2v.

32 Parismenos, Sig. R3.

33 Parismus, Sig. I3.

34 Parismus, Sig. KZV.

35 Parismus, Sig. Hv.

36 Orn tus, Sig. 02v.

37 L[azarus] P[yott?], Parismus, Sig. Gg3.

38pgpgpdig.went into twelve seventeenth century editions

(Mish, En lish Prose Fiction, 1600-1200: ‘5 Chronolggical

Checklisti.

39 ”To the courteous Reader," Parismus, Sig. A4v.
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Parismus

(Chapters 1-6, simplified)

Chapter 1

l. Dionisius' peaceful reign over Thebes is described.

Sig. E f.

Parismus is described as the ideal knight. Sig. Ev.

The meeting of Dionisius and Prince Parismus of Bohem-

ia is grranged by Oristus, Parismus' loyal servant.

Sig. B .

The royal party discovers the wounded Osiris (one of

Dionisius' knights) in the forest. Sig. B2.

Parismus' lavish reception at Theban court is des-

cribed. Sig. BZV.

Laurana falls in love with Parismus at first sight,

and he falls in love with her. Sig. B3.

When asked why he looks so peculiar, Parismus tries to

hide his lovesickness by saying it is concern for

Osiris. Dionisius tries to reassure him by saying

that the truth will out. Sig. BB.

Chapter 2

8.

9.

10.

Parismus confides his love for Laurana to Oristus,

saying that he fears he will die of lovesickness unless

Laurana returns his love. Oristus agrees to help by

talking to Lord Remus, his friends and one of Dionis-

ius' counsellors. Sig. B#v.

The next day, Parismus and Dionisius go hunting.

Sig. 34V.

Remus and Oristus meet in the garden to arrange for

Parismus and Laurana to meet; the two briefly meet

Laurana there. Sig. BHV.

A51/ 279



11.

12.

13.

14.

15.

ASE/280

Oristus tells Parismus of his meeting with Laurana.

Sig. C.

Parismus goes next morning to the garden under Laurana's

window, sees her there, and Laurana sees him. Sig. C.

Oristus finds Parismus, tells him the king awaits him.

Sig. C .

Dionisius says he wants to visit Osiris. Sig. CV.

Osiris has recovered enough to tell them of the attack

on him in the forest. While he is walking in his or-

chard, he sees a knight dragging a girl into the forest

in the distance. The knight vows revenge on her for

the “iniury thy brother hath done me.“ She begs him

to fight her brother, who is a knight and can defend

himself. Osiris arms himself and chases the two into

the forest, where they disappear. At last Osiris hears

the cries of the lady and finds the two: he orders the

knight to release her: the lady identifies herself as

the daughter of a knight of Salmatia and tells how she

was stolen from her father's garden. The knight attacks

Osiris and in the midst of the fight two more knights

appear and attack Osiris. The girl flees into the for-

est, and the knights seriously wound Osiris. who faints.

Sigs. CZ ff.

Chapter 3

16.

17.

18.

19.

20.

21.

Saddened, Dionisius and Parismus leave Osiris and

return to festivity of the court. Sig. 02V.

Parismus decides he must tell Laurana of his love.

Sig. 02V.

Parismus sees a mysterious knight (Sicanus) at court

that day. Sig. C3.

Parismus makes preparation for the masque. Sig. 03 ff.

Parismus declares his love for Laurana by means of a

masque. Sigs. 03 ff.

Laurana spends the night in meditation. Sig. D2.

Chapter #

22. Courtship scenes. Sigs. D2 ff.



23.

A53/281

Sicanus asks Dionisius for the hand of Laurana, and

Dionisius consents, providing Laurana agrees. Sig. E2.

Chapter 5

2#.

25.

26.

Dionisius asks Laurana if she would like to marry Sica-

nus. She replies that she would not, but Dionisius or-

ders her to marry him anyway. Sig. E2V.

Sicanus spies on Parismus and Laurana's meetings, learns

of their love. Sig. E2V.

Laurana and Parismus meet. Sig. Ejv.

Chapter 6

27.

28.

29.

30-

31.

Sicanus hires three Tartarians to murder Parismus.

Sigs. 34V f.

Parismus goes hunting in the forest and is separated

from the rest of his party while he is searching for

his hawk. Suddenly he is surrounded by the three

Tartarian murderers. He remembers the unsolved attack

“that Osiris had receiued in the same place,“ and weakly

asks the three murderers if they have seen his hawk.

They respond by hitting him over the head with the flat

side of their swords: then they stab him several times

but cruelly will not deliver the final blow. Parismus

intelligently-~if not heroically--begs for his life,

and promises them money if they spare him; he also

argues that ”he that had set them about that villainie,

would alwayes hate them in his heart, although out-

wardly he might pretend a shew of friendship.” They

stab him some more and leave him under a pile of leaves.

Later a knight comes by and discovers him. It is the

same knight who attacked and nearly killed Osiris.

Sigs. F ff.

The people at court begin a panicked search for Par-

ismus with no result. Apprehension at last turns to

general despair. Sigs. F2v f.

The knight who finds Parismus turns out to be one of

the outlaws who live in the forest. He sees that

Parismus is barely alive, and takes him to his out-

law camp. Sig. F2.

The court's dismay is described further. Sigs. F2v ff.



32.

33.

34.

350

360

A54/282

The narrator again identifies the outlaws and explains

that now they have a leader, where before the attack

on Osiris they did not. The knight who discovered Par-

ismus earlier had asserted his dominance over the rest

in order to save the lady with whom he has fallen in

love. Discovery of Parismus described. Dina cares

for Parismus' wounds. Sigs. F4 f.

Eventually, Parismus is elected the outlaws' captain

because of his natural superiority, which they all

recognize (including the former captain and his res-

cuer, who becomes his friend.) Sigs. Ffiv f.

Dina tells her story to Parismus. Sig. G.

Parismus worries himself sick during the next months

over the coming marriage of Laurana to Sicanus, al-

though he dare not anger the outlaws by leaving. Be-

cause of his agitation his wounds are not healing

well. Sig. GV.

Most Bohemian knights have returned home to Bohemia,

except for Oristus who will not leave until Parismus'

fate is known. Dionisius continues to pressure Laur-

ana to marry Sicanus. She refuses and he again orders

her to marry him. Laurana threatens suicide. Sigs.Gv f.
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