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INTRODUCTION

Philippa Gregory



This is a new sort of book for me; a collection, written by
myself and two other historians, of three short ‘lives’ of three
extraordinary women: Jacquetta Duchess of Bedford,
Margaret Beaufort, and Elizabeth Woodville. This book
came about because so many readers ask me for the ‘true’
stories on which I base my novels, and there is nothing read-
ily available for these three: The Lady of the Rivers (2011),
The Red Queen (2010), and The White Queen (2009). The
existing biographies of Margaret Beaufort and Elizabeth
Woodville were out of print when I started my research, and
so I worked from rare second-hand copies. I invited the
authors, David Baldwin and Michael Jones, to each write a
short essay on their subject for us to jointly publish here.
There was no biography at all of Jacquetta, and I realised
that if I wanted to find out about her life I would have to do
my own original research from the early documents, and trace
the brief references to her that occur throughout other histo-
ries. As a woman who was present at many great events, and
a kinswoman of both royal houses of England, she is often
mentioned in the histories of her time; but her story has never
before been told. To trace her life I had to read accounts of the
lives of her contemporaries and of her times, forever looking
out for a reference to her, her husbands or her family. This
way I have managed to trace her from her childhood in
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English-held France, to her family home of Luxembourg,
through her first marriage into the royal House of Lancaster,
into her second marriage, when she lived at the royal courts of
Lancaster and York and to her country house in England. If
she was present at a great event she was sometimes mentioned
by name; once or twice she was one of the primary actors.
Most of the time the record does not speak of her and I can
only speculate as to what she was doing.

In the course of writing the biography of a woman who
was present at the events but all-but missing from the record,
a woman who is ‘hidden from history’, I had to think about
what it means to write the different forms of history-based
writing. In one week I wrote some of this non-fiction biogra-
phy, some pages of the novel, and a synopsis for a drama
screenplay that is based on the novels. All of these are
grounded on the few known facts of Jacquetta’s life, and all of
them (including the history) are works of speculation, imag-
ination and creativity.

WHY WRITE A HISTORY
OF THESE WOMEN?

Why should one bother to write the history of a woman such
as Jacquetta Duchess of Bedford? Or of Elizabeth Woodville?
Or of Margaret Beaufort? Does Jacquetta’s absence from the
records of her own time indicate that she is no great loss to
the history books of today? Of course not. Jacquetta is absent
from the records of her time because the letters, chronicles
and journals written then mostly told of public events, and as
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a woman, excluded from formal political power and military
service, Jacquetta was not a primary actor. Occasionally, she
was at the forefront, and then we find her recorded, for
instance accused of witchcraft, or kidnapped to Calais; some-
times she was an actor representing the queen or King,
sometimes she was in a conspiracy and her work is still secret.
So she does have a presence in the historical records if they
are carefully examined.

But the interests of medieval chroniclers were not the same
as ours. Historians today are interested in women, in the dis-
possessed, in the marginal, in the powerless. In particular we
are interested in women’s history — women as a group, and
individual women. Historians would now agree that an
account of a society which does not look at the lives of half of
the population is only half an account. Jacquetta’s life, as a
prominent medieval woman, can tell us much about the
queen’s court, about elite life, about marriage, loyalty, social
mobility, sex, childbirth and survival. She is interesting as a
representative of her time and class as well as her gender. The
medieval historians do not record such things; we have to
look for them through the records, reading between the lines.

The histories of the other two women of this book are little
better known; but Elizabeth Woodville’s life story has been
told largely in terms of her second husband Edward IV, and
the tragedy of her son Edward V. She is often slandered — as
a social climber, as an abuser of power and as morally cor-
rupt — on a biased reading of very little evidence. Margaret
Beaufort, on the other hand, has been made into a stereotype
of virtue. There is very little written about her, and even less
that sounds realistic. We can read about her piety and self-
sacrifice, almost nothing about her ambition, conspiracy and
passion. Much of the work she undertook for her son was
done in secret, the collaborators sworn to silence and any
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documents destroyed. It is almost impossible to reconstruct
the history of her life’s work: it was a secret she kept to the
grave.

And finally, to me these women are interesting as individ-
uals. They are my heroines, they are my foremothers. To
paraphrase Ecclesiasticus 44:1, ‘Let us now praise famous
women, and our mothers that begat us ... If a woman is
interested in her own struggle into identity and power then
she will be interested in other women. The lives of these, and
other women, show me what a woman can do even without
formal power, education, or rights, in a world dominated by
men. They are inspirational examples of the strength of the
female spirit.

WHAT IS HISTORY?

History is not a simple factual record though it depends on
the facts. There are sciences underpinning the making of his-
tory; for instance, the sciences of archaeology, forensics,
genetics or geography; but history itself is not a science.
There may be historical explanations which can be
expressed in forms other than prose: in formulae, in statistics,
or in maps. But most history is written in prose; and the
selection of the material, the organisation into narrative and
the choice of language show that it is a created form, an art.

Selection is inevitable. No history can include all the known
facts of any event, even a single small limited event. There is
simply too much material for one description. This is now so
thoroughly agreed that the very idea of a total history — a
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History of the English-Speaking Peoples sort of history — is
regarded by historians as impossible. We all understand that
under such inclusive titles there were massive exclusions by
the historian, sometimes unstated, sometimes unconscious.
These days we understand that only a partial story can ever
be told, and there is no longer any expectation that a historian
will tell the whole of history, or even explain the full context.
Historians select what story they are going to tell, then they
select what facts they are going to use to illustrate and prove
this story. They make this selection on the basis of what they
think is most relevant to their subject, and on what is most
interesting to themselves. Just because it is factual does not
mean it is innocent of artifice. It is structured: the process of
selection, assembly, description, consideration and ranking of
facts shows that. There is no such thing as an unbiased
unprejudiced history. The very act of selection of the subject
introduces a bias. The author’s preferences and opinions are
the basis of the history that he or she writes, though some-
times readers — reading only one account or perhaps watching
only one historian on television — think that this single view
represents the totality of the subject. It does not, it cannot. It
only ever represents the totality of the view of one historian.
Someone else, even someone looking at exactly the same
facts, might read them differently to a different conclusion, or
start with a different view.

The writing of a history book is a personal process, a cre-
ative process, undertaken inside the strict innate rules of a
craft form. Historians only rarely explain their process and
their prejudices; these are rightly concealed under the smooth
narrative of the story they have chosen to tell. They almost
never discuss their writing style. Reviewers and readers tend
to look at the content, but hardly ever question the narrative
technique of a history. It is interesting that the convention of
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how histories are written is almost never challenged; though
it is a powerful unstated convention, almost universally
applied. Almost all histories are almost always written in the
third person. Very occasionally, histories are written in third-
person present tense — a device to give the illusion of
intimacy. You will often see this in promotional material
trying to entice readers into studying a history which the
publicist secretly fears is too old and too dull: ‘Mary Queen
of Scots is in flight from rebels in Scotland and puts her trust
in her cousin Elizabeth.

Most histories are written in third-person past tense with a
concealed narrator — the magisterial voice, a tone most pow-
erful in conveying information without inviting challenge:
‘For Elizabeth, Robert Dudley had one supreme advantage
over all her other male admirers. He could not offer her mar-
riage’

As readers we are accustomed to accepting information
from a concealed narrator. It is also the form used to convey
instruction in everyday life: ‘During rapid heat-up, do not
place any food in the cooking compartment.” And, of course,
it is the form usually used for orders: Jews will not be per-
mitted to employ female citizens of German or kindred blood
as domestic servants.’

In short, the concealed narrator is the one who reassures
the reader that he is an authority to be trusted, or whose
commands should be obeyed. The historian, fallible, biased,
prejudiced, sometimes ignorant — above all, singular with a
singular point of view — writes in a form which sounds uni-
versal, authoritative, certain. And — significantly — the form
conceals his or her very presence. How much less powerful is
the phrase ‘I think that, for Elizabeth, Robert Dudley had one
supreme advantage over all her other male admirers. He
could not offer her marriage ... than the authority of the
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sentence when the historian’s thought process is unstated,
and the historian herself is invisible.

History is a personal creative craft, not a science; it is an
account made by each historian, not a body of facts which
exists independently of them. Indeed, there is no such thing
as a ‘body’ of accepted facts — it is more like an ‘amorphous
flock’ of accepted facts of which the individuals come and go.
E.H. Carr, answering this very question, discusses how a fact
discovered by one historian might become an accepted ‘his-
torical’ fact, and be admitted to the general body of known
historical facts, changing the narrative. He suggests a fair
admission policy would be when a fact has been cited by
three different historians.

Equally, I suppose, a historical fact might fall out of the
historical record. Perhaps Anne Boleyn’s vestigial finger
(almost certainly a fallacy invented by her detractors) may
disappear in time. It was ‘common knowledge’ when I was at
school; it has now disappeared from reputable scholarly his-
tories, lingering only in popular belief. Perhaps another
decade will see it disappear altogether. History is a created
narrative which tells a story stepping from one agreed fact to
another, with gulfs of unknown between each step, bridged
only by speculation and imagination.

WHAT IS FICTION?

Fiction is not wholly the creation of an imaginary world, any
more than history is the total description of a real one. Even
the most unrealistic and fantasy-like fictional creations have a
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lineage which often stretches back to a reality. The extraor-
dinary creations of science fiction are often rooted in science
research, as the work of Isaac Asimov, Arthur C. Clarke and
Robert Heinlein demonstrates. Their fiction is rooted in sci-
ence fact, research or possibility and is called ‘hard science
fiction’ as a result. Other novel forms are also based on real-
ity. Some great classics have even been written to expose a
reality of life and stimulate change. Charles Dickens’s Hard
Times is a novel set in the northern manufacturing towns as
an appeal for better treatment of the workers. Other novels,
such as Charlotte Bronté’s Fane Eyre, use a real childhood
experience as the starting point for the fiction. Some novels
are firmly based in the real present world of the author, with
fictional characters and story. Jane Austen’s Persuasion accu-
rately describes Bath and LLyme. Some novels go even further
into reality, taking their setting, characters and, even, events
from everyday life; and some tell stories of the historical past.

HISTORY AND FICTION

It is odd that — even though history is not purely fact, nor fic-
tion purely imaginary — historical fiction, which openly
declares itself to be both fact and fiction, should be denied
serious attention. Too many critics think of historical fiction
as flawed and unreliable history, written by authors too lazy
to check the facts. Others condemn it for being insufficiently
imaginative, written by authors too lazy to invent. Some read-
ers want to know the proportion of fact to fiction — as if fact
and fiction were not combined in every form of writing, as if

I0
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historical fiction were a recipe. Some readers want to identify
the facts from the fiction; but this is to deny the very form of
the novel: something that combines fact and fiction.

As a writer who prefers to read history to fiction — but
loves to write history, journalism and fiction — I choose to
write historical fiction for love of the form. I find it uniquely
satisfying to be able to research real characters in the real past
and then speculate about their emotions, motives and uncon-
scious desires, which cannot be discovered from the records
they left, but have to be imagined.

There are differences between historians and novelists, of
course. But perhaps fewer differences than readers think.
Historians, like novelists, have to make things up — make up
their view of the character, theorise about the character,
imagine the character’s inner life. As any biographer will con-
firm, the subject of a history is created in the mind of the
author, built up from anecdotes and facts and snippets and
portraits, in just the same way as a fictional character is made
in the mind of a novelist. Both writers use their imagination
to flesh out and animate their subject. The process of imag-
ining someone who no longer exists is very like the process of
imagining someone who has never existed.

Historians have to speculate. There are simply not enough
certain facts available to write an unbroken historical account
in which everything is known. Historians have to speculate
about how one character arrives at a conclusion, who has
advised him, how events are caused. When historians specu-
late, they make it clear they are doing so (at any rate the good
ones do!). You will find the essays in this book are full of
‘probably’s, ‘maybe’s, and ‘likely’s. It is frustrating for the his-
torian; but in many instances, when there is no record of
what exactly a historical character was doing, the historian
has to fall back on what was most likely, what people of the

II
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same sort were doing, what would be typical behaviour at this
particular time.

Novelists writing historical fiction do the same (at any rate
the good ones do!). A nonsensical novelist will make up
whatever he likes — but I am not concerned here with what
should really be called historical fantasy — when an imagined
historical period offers little more than the costume and the
excuse for the story, a creation more like a pantomime than
a realistic drama. Here I am discussing the serious historical
novel in which the author takes the history seriously,
researches like a historian, but chooses to write as a novelist.
The historical novelist who is serious about his craft will
speculate just like the historian, falling back on the most likely
of the facts available. The job of the historian is to select the
facts, speculate, and then declare the speculation and
acknowledge other possibilities. The job of the novelist is to
take the facts, speculate, and make such a convincing story-
path of the speculation that the reader does not wonder if
there was any other route. The novelist cannot allow the
reader to escape from the spell of the novel; the reader cannot
be allowed to unpick the history from the fiction until the
book is closed at the very end of the story. To write a suc-
cessful novel, the historical fact, the history-based speculation
and the pure fiction have to blend.

The novelist has all this to do; and more. The novelist has
to write something that is pleasing on the page and the ear.
The very words are chosen with care not just for what they
mean; but also for what they conjure, perhaps even for how
they sound, or what they look like on the page. Far more than
the historian the novelist is concerned with extraneous detail:
costume, saddlery, food, hobbies, weather. The novelist is
also concerned with the inner life: secrets and the uncon-
scious.

I2
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And a novel, unlike a history, has a choice of narrators. A
novel can be written from many points of view. Most often a
novel is written in the style called omniscient narrator or con-
cealed narrator, in which the story is narrated by a
disembodied voice, someone who sees everything and
describes it with apparent neutrality, just like the usual style
of a history. When the novel is narrated by the omniscient
narrator, the rule generally is that the narrator has to be
omniscient and stay omniscient: this narrator knows every-
thing. The omniscient narrator cannot write as a historian
who is honour-bound to acknowledge the limits of the
research. Readers of history are accustomed to a break in the
narrative when the historian explains that the facts are miss-
ing and that at this point we are inside the realm of informed
speculation. Sometimes the historian will even step into the
third-person prose to say why he or she personally cannot be
certain about a fact. But this is not possible for the novelist.
The reader of a novel doesn’t want to start with a world view,
a god’s view, which suddenly breaks down and says ‘actually
we don’t really know the facts here, but the most likely thing
is ... The reader wants to be captured by the narrator, and
the reader wants to stay captured.

Not all novels are told by an omniscient narrator. They can
come from an authorial voice, whose presence is understood
by the reader and who sometimes directly addresses the
reader. They can be written as if by one of the characters,
looking back over their lives. As I have developed my own
writing I have come to love the narrational device of writing
in the first person, present tense, as one of the characters
reporting on the events from her own viewpoint, as they
happen. The advantage of this is to put the reader in the
shoes of the protagonist, seeing the world from her view-
point:

13
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I touch the milestone once more, and imagine that tomor-
row the messenger will come. He will hold out a paper
sealed with the Howard crest deep and shiny in the red wax.
‘A message for Jane Boleyn, the Viscountess Rochford?’ he
will ask, looking at my plain kirtle and the dust on the hem
of my gown, my hand stained with dirt from the London
milestone.

‘T will take it,’ I shall say. ‘I am her, I have been waiting for-
ever. And I shall take it in my dirty hand: my inheritance.

The present tense also has the advantage of avoiding the
hindsight of historians who know what is going to happen
and whether or not it was a success. Some of my favourite
scenes have been when the narrator expected the ‘wrong’
history: thinking that something would happen, that did
not, in the end, take place. This challenge has been very
stimulating for me as a novelist and sometimes even led to
new conclusions for me as a historian. For example, I sug-
gested that Mary Boleyn in The Other Boleyn Girl was
certain that her sister Anne would escape execution. The
history indicates this. Anne made an agreement, mediated
by the Archbishop of Canterbury, Thomas Cranmer, to
accept that her marriage with Henry VIII was null and void.
She was probably expecting retirement to a nunnery.
Historians have not paid much attention to this agreement
since they write from the point of view of knowing the end
of the story: that the agreement did not save her, and Anne
was executed. From the point of view of the history of what
happened, the agreement is not very interesting — it made
no difference to the outcome, it can be safely all-but for-
gotten.

But for me thinking as a historian about what might have
happened, or what Anne might have hoped and planned,

14
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these days become tremendously interesting. By thinking
about them as ‘live’ negotiations and putting aside the even-
tual outcome, I came to realise the importance of those last
days in the Tower. That Anne should have struggled for her
life, should have been prepared to set aside her position as
queen and the inheritance of her daughter is a most impor-
tant historical insight. For me as a novelist, writing ‘in role’ as
the doomed woman’s sister, this is also tremendously inter-
esting. This is a moment where I (speaking as Mary Boleyn)
am absolutely convinced that my sister will survive, that my
former lover Henry VIII will let her go. The tension and then
pathos of the execution scene are based on the history; but
draw all their energy from the fact that it is written from the
point of view of Mary, who is expecting a pardon not a death.
"To write this scene as a novelist, I had to ‘forget’ what I knew
of the history.

“Thank God,’ I said, knowing only now how deeply I had
been afraid. “‘When will she be released?’

‘Perhaps tomorrow,” Catherine said. “Then she’ll have to
live in France.

‘She’ll like that,” I said. ‘She’ll be an abbess in five days,
you’ll see’

Catherine gave me a thin smile. The skin below her eyes
was almost purple with fatigue.

‘Come home now, I said in sudden anxiety. ‘It’s all but
done’

Tl come when it’s over, she said. “‘When she goes to

France’
Interestingly, readers captured by the novel, and by the con-

trolled delivery of the information, seem to accept the
convention, and ‘forget’ the history they know. Many people

IS
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have told me of the sense of great tension in the novel at the
prospect of the execution though, of course, we all know that
Anne will die.

A novel about Anne Boleyn need not end with her death —
though every biography does so. Most histories aim for a
complete account of their subject and so a traditional biog-
raphy starts with the birth of the subject and ends with the
death. History, as a study of time, tends to be written in a
narrative line that follows time from the furthest past to the
most recent. But a historical fiction need not do this. It can
obey, instead, the requirements of the novel-form to open
with a powerfully engaging scene, and this can be a foresee-
ing, or a flashback, or an event outside ordinary time, or
outside the story altogether. Over the years this has become
a signature technique for me. I try to make the opening
scenes of my novels a powerful insight into the entire story, a
vivid freeze-frame moment: a gestalt moment. The first
scene for me does not just start the narrative — it symbolises
it. My novel The Other Queen opens with Mary Queen of
Scots breaking out of Bolton Castle by climbing down a rope
made of sheets, a factual event and an act of typical adven-
ture, courage and recklessness, that the more traditional and
sentimental portraits of the doomed queen deny. The man
who is going to fall disastrously in love with her sees her cap-
tured, circled with torches, lit like an angel, ringed with fire
like a witch.

In The Red Queen the novel opens with a dream sequence,
the dream which inspires Margaret Beaufort to her life’s
work, and which warns her that exceptional women face
exceptional dangers. The White Queen opens outside of time
altogether, with the myth of Melusina, the water goddess,
which is threaded through the novel as both a traditional
story and one of the themes of the book: the different worlds

16
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of men and women. The Lady of the Rivers opens with the
young Jacquetta meeting Joan of Arc, a girl who sees visions
and speaks with angels, just as Jacquetta sees visions and
hears the singing of spirits.

THE RECIPE

But how much fiction should there be in a historical novel?
And how much fact? All historical novelists would give their
own answer. Personally, I would say: as little fiction as pos-
sible in the chronicle of events. A chronicle is a simple
narrative that says: this happens and then this happens. I
believe that the chronicle should form the structure of the
historical novel and it should be as solid as the historical
record allows. If we know that a battle happened at
Bosworth in 1485 and we know how it was fought and who
won, then this must be the fact in my novel as it is in the his-
tory book. But what it was like, and how it felt to people at
the time: this is where a historical novel can be a far more
exciting, inspiring, poignant and beautiful form than a fac-
tual account.

But however vivid and powerful the historical novel, I
believe it should be based on the recorded facts and never
deviate from them when they are available. How few facts are
available for some periods and lives, and how much the his-
torian has to speculate to tell a coherent story is perhaps
demonstrated in this collection of three essays: the factual
basis that underpins my first three novels of ‘the cousins’

b

war-.
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