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INTRODUCTION

In Forces in Modern British Literature, William

York Tindall states: "Of lesser writers, Ford Madox
Ford was closest to midstream."l

One is fortunate to find any mention of Ford in
Tindall's work at all, because, judging from the large
balance of contemporary criticism, Ford is a forgotten
writer. If he were, as Tindall states, a minor writer
close to the "midstream," there would be indeed 1little
necessity for more than Tindall has given him. However,
Ford's name persists 1in creeping into the footnotes and
occasionally into the text itself of our best critics.
Edmund Wilson, Mark Schorer, T. S. Eliot, Graham Greene,
Ezra Pound, and others have mentioned Ford with approval
and, in some cases, with fondness. Graham Greene said:
"But I don't suppose failure disturbed him much: he had
never really believed in human happiness, his middle 1life
had been made miserable by passion, and he had come
through--with his humour in tact, his stock of unreliable
anecdotes, the kind of enemies a man ought to have, a

half-belief in a posterity which would care for good

1w1111am York Tindall, Forces in Modern British Liter-

ature: 1885-1956 (New York:Vintage Books, 1956)
P 205,
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writing."® Any man who could elicit this statement
from Greene deserves a closer look. The purpose of
this paper is to provide that looke.

The artist, his work, and his technique are
necessarily interwoven, and any attempt to separate
them is, of course, artificial. Nevertheless, I
have done so, hoping thereby to make the whole clearer
by an examination of its parts.

The first chapter of this paper examines Ford's
conception of the responsibilities of the artist. The
moral and aesthetic responsibilities which every serious
writer must possess are described in terms of Ford's
own writings. The influences which helped to shape
Ford's attitudes are also described and examined.

The second chapter analyzes the work itself.
Ford's technique, his architectronics are studied.
If Ford is to gain any future reputation, he will have
to be judged on the basis of his craftsmanship. For
this reason Chapter II discusses Ford's techniques at
some length.

Chapter III discusses Ford's collaboration with
Joseph Conrad and attempts to show the influence this
period had on the future careers of both writers. The

2Graham Greene, The Lost Childhood and Other Essays
(New York:Viking, 1952) p. 91.
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three novels written in collaboration are analyzed and
their relationship to Ford's later work noted.

As a summation, Chapter IV attempts to locate Ford's
place as an artist in terms of his own standards and
ideas discussed in the earlier chapters. The summation,
while not intending to describe the critical neglect of
Ford's writings as fair or unfair, is intended as one

answer to the question of why he has been neglected.



BIOGRAPHICAL NOTE

Because Ford Madox Ford is little more than a name
to most readers, it might be useful to present a brief
biographical sketch before turning to his work as a
novelist. Although an artist's work and his life are
inextricably intertwined, not all of the events of his
life are germane to his work. The following sketch
presents only those incidents of Ford's 1ife which have
some bearing on his work. In most cases the reader will
find references to these incidents in the main text.

Ford Hermann Hueffer was born into a pre-Raphaelite
family on December 17, 1873. His father, an immigrant
from Germany, was a distinguished music critic for the
London Times. His mother was a daughter of Ford Madox
Brown, a distinguished member of the pre-Raphaelite circle
of painters. Another daughter of Brown's was married to
William Michael Rossetti. Thus Ford was distantly related
to the famous Rossetti family.

Although pre-Raphaelism was nearly dead, the Aesthe-
tic Movement was in full flower, and its hothouse concep-
tion of art for art's sake was impressed on Ford at an
early age. The pre-Raphaelites were very clannish, and
as they were constantly at each other's homes, Ford listened
to many conversations about art and artists during his

formative years.



Ford was educated at private schools and became very
proficient in Latin and French. He published his first
book, a fairy story, at eighteen. Earlier the same year,
he became a Catholic, a faith that was followed by most
of his family except his parents and his maternal grand-
parents. At his baptism he added the names Joseph,
Leopold and Madoxe.

Two years later Ford eloped with Elsie Martindale,
who was then seventeen, and went to live near Romney
Marsh in Kent. This marked the first of Ford's several
"escapes" to the country. Although Ford did little out-
side of growing vegetables and writing occasionally, the
young couple was not in need of money. The death of a
distant relative in Germany had given them a small but
comfortable legacy.

Shortly after Ford's first child, Christina, was
born, Joseph Conrad asked Ford to collaborate with him.
Several of Conrad's acquaintances had recommended Ford
as an ideal collaborator for Conrad. Conrad hoped that
through such a collaboration he would be able to develop
a better style. Edward Garnett, a mutual friend of the
two writers, was probably the first to suggest the pos-
sibilities of collaboration.

The collaboration began in the autumn of 1898 and

lasted roughly ten years. Three books resulted from this
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collaboration, Romance, The Inheritors, and The Nature

of a Crime. Ford's claim that he aided Conrad in other

books, chiefly The Rescue and The End of the Tether, is

probably true. It is also probably true that Conrad
assisted in the writing of several books published under
Ford's name.

Ford and Conrad developed a close friendship during
the years of collaboration which was strengthened by
their mutual concern for good writing. However, Conrad
was a very demanding person and was extremely difficult
to work with. Writing did not come easily to one who
had been born a Pole and had known French before he had
known English. The tortures of composition often drove
him into unspeakable agonies. Ford, who was sensitive
and extremely impressionable, became more and more
nervous a8 the years of collaboration passed. Further-
more, Conrad, who was constantly in debt, borrowed often
from his collaborator. The result was that both writers
eventually found themselves in debt and faced with the
necessity of constant writing in order to feed their
families. 1In 1904 Ford suffered a complete nervous break-
down and left England for the continent. Although he
returned after a few months, the two major novels resulting
from the collaboration were finished and the period of

collaboration itself was almost at an end.
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In 1908 Ford helped to establish the English Review

which was certainly one of England's greatest literary
journals. Under Ford's editorship, it gained a reputa-
tion which lasts even today.

It was during this time that Ford not only broke
off the collaboration with Conrad, but also severed
relationships with his wife. Just what brought about
this separation is not fully known. However, it is
probably quite true that Ford was not a well man. One

of the backers of the English Review was Violet Hunt, and,

although she was several years older than Ford, they found
each other mutually attractive. Like Ford, Violet Hunt
had come from a pre-Raphaelite background, and she was
the center of a glittering group of literary dilettantes
which Ford was attracted to. In 1909 Ford went to 1live
with Miss Hunt.

The complications which arose from this situation
were numerous. Unwittingly, and rather blunderingly,
Ford had attracted a great deal of publicity concerning
his private 1ife. Because his wife had refused to give
him a divorce, Ford conceived the grand idea of returning
to Germany and taking up citizenship there. By renouncing
his English citizenship and marrying Violet Hunt in
Germany, Ford was convinced that his difficulties would

correct themselves. Complications arose when Germany



viii

failed to grant him citizenship. Unfortunately, during
an interview with a newspaperman, Ford referred to Violet
Hunt as Mrs. Hueffer. The following day, a picture of
Ford and Violet Hunt arpeared in a London paper with the
caption, "Mr. and Mrs. Hueffer in Germany." The real
Mrs. Hueffer sued the paper, and the paper allowed the
suit to be brought to trial. The ensuing scandal cost
Ford most of his former friends, including Henry James
and Joseph Conrad.

During the following years spent at South Lodge,
Violet Hunt's home, Ford gained many new friends, among
them Ezra Pound, Wyndham Lewis and Richard Aldington.

By 1913 the affair was nearly at an end. Partly out of
love for Ford and partly because of the disparity in their
ages, Violet Hunt was extremely jealous, and the romance,
which had begun so passionately, rapidly cooled. Whether
to escape this affair or whether out of feelings of
patriotism, Ford enlisted in the army when the war broke
out in 1914. This act did much to heal the rift between
Conrad and himself, and Ford made Conrad his literary
executor.

Ford served throughout the war honorably and well.
Little is known about his war service, except that he
was gassed while fighting in France and later received a
severe case of shellshock. He emerged from the war no

longer a young man and with a very sincere desire to
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avoid people and literary society. On his return, how-
ever, he met and fell in love with a young Australian
girl named Stella Bowen. The two of them established
housekeeping on a small farm in Surrey. It was here

that Ford changed his name from Hueffer to Ford. The

lack of money and the necessity for writing drove them
finally to Provence where living was much cheaper.

Here Ford began the first novel of his monumental Tietjens

saga, Some Do Not.

In 1923 Ford went to Paris. There he found that
some influential Parisiens were anxious to start a
literary periodical. Although Ford turned down the
Parisiens' money, because there were strings attached
to it, the idea of a new literary Jjournal appealed to

him, He therefore started the famous transatlantic

review. The English Review had published Ford's friends

in 1908, Conrad, James, Hardy, Galsworthy, etc. Fifteen
years later, Ford was again editing a literary journal
and publishing the work of his friends, this time Pound,
Hemmingway, Stein, etc. Thus, in the space of 15 years,
Ford had spanred a tremendous distance 1in English letters.

The transatlantic review lasted only a year, and the end

of 1924 found Ford back in Provence.

During the last half of the twenties, Ford lived in
Provence and in Paris, but he also took several trips to
New York. In 1928 he fell in love with a woman in New

York, and his relationship with Stella Bowen was broken off.



During the thirties, Ford was extremely popular in
the United States, and his books sold well enough to
allow him to travel a great deal. In 1938 he took an
appointment at Olivet College as distinguished visiting
professor. He left there in 1939 to return to Provence
where he died on June 26th.

Ford's life was not a very happy one, and the unhap-
piness is reflected in the profound pessimism of his work.
An examination of his work will show that perhaps, if he
had lived a happier 1life, he would have been a much

greater artist.

Note
The ©best biographical sources for Ford's life are

his numerous autobiographies, especially Memories and

Impressions, Thus to Revisit, and It Was the Nightengale.

Douglas Goldring's Trained for Genius and South Lodge

are also valuable. For the Violet Hunt episode, see

Violet Hunt's I Have This To Say. Ford's own commentary

of his collaboration with Joseph Conrad can be found in

Joseph Conrad: A Personal Remembrance.




CHAPTER I

The Responsibilities of the Artist

A novelist's attitude toward his art is perhaps
his most important feature, because his attitude will
determine the seriousness and the value of his efforts.
His attitude is far more important than the way he has
handled the tools of his trade. Many have mastered a
competent prose style but have been incapable of giving
it content. An understanding of a novelist'!s attitude
toward his work will of necessity include an understanding
of his reason for writing. An old theory states that a
writer writes because he has to write. If this be true,
what is the necessity that forces him to write? The
answer lies in what he feels to be the responsibilities
of the novelist. The novelist's primary concern is plot,
because to most readers of novels the end of the story
is all important. The reader reads to discover the end
of the affair. Thus, Ford Madox Ford, like other writers
in the realistic tradition, concentrated all his faculties
on bringing the reader to the culmination of his story.

To Ford writing was a highly skilled trade, but he
believed that the novelist's skill should never be seen
by the reader. The presence of the writer in a story
lessens the impact of that story on the reader. Any

reflection of the artist in his work should be the



unconscious reflection of his talent. Ford said of the
pre-Raphaelites and the Aesthetic Movement,

Its defect as a movement was that its sup-

porters, . . . aimed rather at displaying

personal cleverness than at the concealment

of themselves beneath the surface of their

works. They had not yet learnt the sternest

of all lessons--that the story is the thing,

and the story and then the story, and that

there is nothing else that matters in the

world.l
Ford felt that the purpose of the novel was to entertain
as well as instruct. To be entertained the reader must
forget that he is reading a story and begin to live the
story. This feeling accounts for Ford's insistence that
the writer keep himself out of his story. ". . . an
authentic rendering--a rendering made with extreme artis-
tic skill--will give you more the sense of having been
present at an event than if you had been corporeally
present, . . . To produce that or similar effects is the
ambition of the novel of today.2 The motivation behind
this theory was realism.

Ford saw the history of the novel as a long progression
toward realism, and he judged all novelists in the light
of whether they wrote realistically or not. If a writer
is to write realistically, he must not allow his cleverness

lrord Madox Ford, The English Novel (Philadelphia:Lippen-
cott, 1929) p. 14a1.

21bid., pp. 62-63.



to spill out and be seen. Self-effacement must always
be his watchword.

And what more than anything is impressive
about his figure (Richardson) is that one
knows almost nothing about it: he is as
little overdrawn as are his characters
whereas the Dbesetting sin of almost all
other English novelists from Fielding to
George Meredith is that they seem to cut
their characters out with hatchets and to
colour them with the brushes of house-
painters and, never, even at that, being
able to let them alone, they are perpetually
pushing their own faces and winking at you over
the shoulders of Young Blifil, Uncle Toby,
the Widow Wadman, Dick Swiveller, the
Marchioness, Becky Sharp, Evan Harrington,
and the rest. That is usually applauded by
orthodox Anglo-Saxon criticism and to talk
of the gallery of portraits left by this

or that novelist is considered to be high
praise indeed. But, as a matter of fact,
the overdrawing of characters is merely a
symptom of the laziness and contempt for
their vehicle that is the too usual hall-
mark of the English writer of nuveles.®

Does this mean, then, that the artist's personality
must never enter into his work? The answer, of course,
is no. The absence of self in a tale would turn it into
a mere report, reducing it to the level of journalism.

It is obvious that the author, being the
creator of his characters, may, if he will,
create himself. As long as he creates his
own character so as to be interesting and
to fit into the scheme of the work, he may
let this portion of himself preach whatever
doctrines he desires.

3Ibid., pp. 90-91.

4Ford Madox Hueffer (Ford), The Critical Attitude (London:
Duckworth, 1911) p. 34.




Thus not only are the characters the artist draws filtered
through his personality and imagination, but, according
to Ford, the artist may create a character embodying him-
self as long as this creation does not disrupt the
pattern of the whole and is essential to the story.

Ford's standards of what an artist should be and
what he should not be place a heavy responsibility on the
artist. Ford bitterly attacked the English novelists'
failure to assume these responsibilities. He says that
the artist's "actual and first desire must be always
the expression of himself--the expression of himself
exactly as he is, not as he would like other people to
think him, the expression of his view of life as it is,
not as he would like it to be."® The idea came from the
French novelists. Remy de Gourmont had voiced it in
almost the same words in "The Book of Masks."

The capital crime for a writer is conformity,

imitation, submission to rules and teachings.

The work of a writer should not only be the

reflection but the magnified reflection of

his personality. The only excuse a man has

to write is to write himself, to reveal to

others the sort of world which is reflected

in his individual mirror; his one excuse is

to be original; he must say things not yet
salid and say them in a form not yet formulated.®

S1vid., pp. 32-33.

6Remy de Gourmont, Remy de Gourmont: Selections, chosen
and translated by Richard Aldington (London:Chatto and




If "Rossetti, isolated from society, revived Keats
and offered an art without moral or social purpose,"7
Ford's writing was to progress in the opposite direction.
The concept of art for art's sake was an empty concept

to him, full of contradictions. One of his best-realized
characters explodes after hearing a poem of Rossetti's
read:

Damn it. What's the sense of all these attempts

to justify fornication? England's mad about it.

e« « o« I tell you it revolts me to think of that

obese, oily man who never took a bath, in a

grease=-spotted dressing-gown and the under-clothes

he's slept in, standing beside a five-shilling

model with crimped hair, or some lMrs. W. Three

Stars, gazing into a mirror that reflects

their fetid selves and gilt sunfish and drop

chandeliers and plates sickening with cold bacon

fat and gurgling about passion.

The habit the later pre-Raphaelite painters had of tacking
on a moral and thereby demonstrating a superficial moral
basis for their art made pre-Raphaelism seem sterile to
Fqrd. Pre-Raphaelite art was a hothouse flower, an art
separated from mankind.

Ford did not believe that art could be placed in a
vacuum, because art being concerned with humankind cannot
therefore be separated from it. Unlike the pre-Raphaelites
Ford detested the heavy-handed moralizer and preferred
not to moralize but to write with a moral point of view.

He once wrote, ". . . essentially the function of the novel

7W1111am York Tindall, Forces in klodern British Literature

(New York:Vintage Books, 1956) p. 5.

8Fora Madox Ford, Parade's End (New York:Knopf, 1950) p. 17.




is to render 1life, even though its ultimate aim should
be to make life a better thing."9 If the writer does not
moralize or preach, how is he "to make life a better
thing?" He does this through the careful selection of
his material. This selection is his moral choice. The
artist records an affair, and, through reading about this
affair, the reader is able to make some kind of judgment
about life. The artist

does not . . . expect to improve the world by

advocating anything. He doesn't suggest that

divorce laws or marriage laws or prison laws or

social laws should be altered. He merely gives

you material. Upon the views which you may

gather from this material you are at liberty to

form your verdict and to direct your votes when

the questions of divorce, marriage, crime, or

society may come before you in a practical sense .10

Ford saw a peculiar need for the novel in the twen-
tieth century. He believed that people needed "gossip"
in order to maintain normal and mentally healthy lives.
"Gossip" is Ford's term by which he meant that people
needed to know other people's problems, faults, arguments,
and thoughts. He felt that this need was not being ful-
filled in today's large cities because of the increasing

breakdown in human communication. Yet people needed to

know gossip, because, in his terms, it was educational.

9Ford, The Critical Attitude, p. 15.

loFord Madox Hueffer (Ford), Henry James (London:Secker,

1913) p. 28.




One profits by another's mistakes. Newspapers cannot
supply this need, because their stories are isolated
incidents. Furthermore, the writing in those news-
papers specializing in gossip is too highly colored.
Also, in order to be of news value, newspaper stories
must be far from the commonplace. While a few of the
stories people read in the newspapers might have some
value, these few are quickly forgotten just because
they are too highly colored and widely isolated from
events familiar to us. The value of the novel 1lies
in its ability to render the commonplace gossip and to
make the reader remember it.ll

The function of the novel then is to instruct, which
is really a moral function.

It is in short unbearable to exist without

some view of life as a whole, for one finds

oneself daily in predicaments in which some

sort of pointer is absolutely necessary.

Even though no novel known to you may exactly

meet your given case, the novel does supply

that cloud of human instances without which

the soul feels unsafe in its adventures and

the normal mind fairly easily discerns what

events or characters in its fugitive novels

are meretricious in relation to 1ife_however

entertaining they may be as fiction.12
This 1s not platitudinous. Ford believed the artist

to be the only one left who was concerned with human

11F‘ord, The English Novel, pp. 18-19.

121pid., p. 20.



values. Therefore, the function of the novelist was to
pose the problems peculiar to his time and to work out

the logical outcomes of the problems, be the outcomes

happy or sad. Ford states this function in The Critical

Attitude:

For, if the arts have any function at all,

that function is truly educational=--nay, it

is truly scientific. The artist today is

the only man who is concerned with the values

of life; he is the only man who, in a world

grown very complicated through the limitless

freedom of expression for all creeds and all

moralities, can place before us how those

creeds work out when applied to human contacts,

and to what goal of human happiness those

moralities will lead us.l13

No one writes without the pressure of other people,
of other times, of other movements upon him. The most
profound pressure that Ford felt had been with him since
earliest childhood, for Ford was born into the strange
hothouse world of pre-Raphaelism. . His maternal grand-
father was Ford Madox Brown, the famous pre-Raphaelite
painter. His father was a music critic for The Times
and a vociferous supporter of Wagner whose music was so
baffling the masses. Ford numbered the talented Rossettis
among his cousins, and his earliest remembrances included
all the greats of pre-Raphaelism.' from William Morris
to Swinburne. As a child, Ford was forced to wear "a

green corduroy suit with gold buttons, which showed up

13Ford, The Critical Attitude, pp. 27-28.




his platinum blond curls . . . one of his stockings was
scarlet, the other green."l4

It was only natural that such a childhood should
affect Ford and his art.

Because they found the present world crass and ugly,
the pre-Raphaelites turned to the past for their subject
matter. The past they turned to, however, was a past
that had never existed--a past found only in Malory's

Morte d'Arthur, Shakespeare, or Keats's "Eve of St. Agnes."

The pre-Raphaelite movement was a strange and interesting
one. Founded on a common desire to return to a past
imperfectly seen because of faulty scholarship, the
movement nevertheless was vitally interested in the
present. The pre-Raphaelite painters commonly painted
medieval, or some other historical period, scenes with
the figures representing their friends or fellow painters.
Because of this duality between past and present, the
pre-Raphaelites were never very sure themselves just
where they belonged or what they believed.
The group had acted as the medium for the
Romantic Poetry, with the Gothic and religious
Revival, with the reaction against the Industrial
Revolution; with Wordsworth, Keats and Shelley,
Pugin and Pusey, the anti-Victorian thinkers

Ruskin and Carlyle, though with the Italian
masters of the later Middle Age, who provided

14Douglas Goldring, Trained for Genius: The Life and
Writings of Ford Madox Ford (New York:E. P. Dutton,
1949) p. 18.
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its curious name, it had very little to do.

It had also the realist, reforming spirit

of 1848.15
Because the duality between the pre-Raphaelite dream
world of the past and the violent realism of the present
was so great, the movement could not last long. Dante
Gabriel Rossetti, through dope, lost himself in a dream
world inhabited by Dante's Beatrice. Millais, successful
too young, succumbed to the materialism of the moment.
William Morris struggled to resolve the duality by bring-
ing the past to the present. Morris and his small band
of followers made many artistically beautiful things in
their medieval shop which sold fairly well. But in the
end Morris' ideas bankrupted him. Speaking of Morris in

The Pre-Raphaelite Tragedy William Gaunt says, ". . . the

dream had charged full tilt into reality and nothing had
happened at all."

Although the pre-Raphaelites were essentially painters,
they left their mark on Ford Madox Ford, the writer.
Their mark is perhaps most easily seen in Ford's attitude

toward the artist. He says in The English Novel,

It was Flaubert who most shiningly preached

the doctrine of the novelist as Creator who
should have a Creator's aloofness, rendering
the world as he sees it, uttering no comments,
falsifying no issues and carrying the subject--
the Affair--he has selected for rendering,
remorselessly out to its logical conclusion.1l6

Bwil11iam Gaunt, The Pre-Raphaelite Tragedy (New York:
Harcourt, Brace and Co., 1942) p. 25,

16
Ford, The English Novel, p. 129.
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While Ford may have sought justification for the "doctrine
of the novelist as Creator"™ in the works of Flaubert, the
doctrine was certainly embraced by the pre-Raphaelites as
well. Many of Ford's attitudes toward the responsibilities
of the artist can be traced to the prre-Raphaelites. Having
been raised as a boy in the pre-Raphaelite world, he
accepted some pre-Raphaelite doctrine. Still more of his
make-up as an artist, however, was in violent reaction
against pre-Raphaelite preachings. While Ford could
imagine the writer as the aloof "Creator," he could not
conceive of the artist isolating himself as Dante Gabriel
Rossetti had done.

With the idea that a writer should have been

a man of action before he begins to write I

am cordially in agreement; indeed, I doubt

whether any writer has ever been thoroughly

satisfactory unless he has once had some sort

of normal existence. No greater calamity could

befall one than to be trained as a genius. For

the writer looks at 1life and does not share

it. This is his calamity; this is his curse.l?
The key word in the above quotation is "before." The
writer must experience life and form some conclusions
about it before he begins to write. Once he begins to
write he must stand aloof from society in order to be
"Creator." The aloofness must never take the form of
the haughtiness, snobbishness found in Oscar Wilde.
Ford believed that an attitude 1ike Wilde's destroyed the

artist's material.

17Ford Madox Hueffer (Ford), Memories and Impressions:

A Study in Atmosphere (New York:Harper & Bros.,
* 268‘
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A novelist had better share the superstitions
of, than high-hat, humanity. He will thus
more understand his matter. . . . Yet the
novelist must pass unobserved in a crowd if
he himself is to observe. And the crowd is
his clay; of his observations of it he will
build his monuments to humanity. . . . But
the first thing the novelist has to learn is
self-effacement-~that first and that alwayse.
Not for him flowing locks, sombreros, flaming
ties, eccentric pants. If he gets himself up
like a poet, humanity will act towards him as
if he were a poet . . . disagreeably. That
would not matter were it not that he will see
humanity under a false aspect. Then his books
will be wronge.

His effort should be to be at one with
his material. Without that he will not under-
stand its emotions and reactions. Supersti-
tions, belief in luck, premonitions, play a
great part in human motives. A novelist who
does not to some extent enter into those
feelings can hardly understand and will cer-
tainly be unable to render to perfection
most human affairs. Yes, you must sacrifice
yourself. You must deny yourself the pleasure
of saying to your weaker brothers and sisters:
"Hawl No superstitions about me." Indeed
you must deny yourself the pleasure of high-
hatting anybody about anything. You must live
merrily and trust to good letters.l8

If the concept of the artist mingling with society
was counter to the pre-Raphaelite code of art for art's
sake, certalnly the concept of the artist as observer of
life would have been in sympathy with pre-Raphaelite
beliefs. The pre-Raphaelites were in one sense realists:

In effect, they said that true beauty is to be

found in Life alone, and that true beauty is to

18Ford Madox Ford, Return to Yesterday (New York:
Liveright, 1932) pp. 295-6.
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be brought into works of_ Art solely by

rendering what they saw.l9
But the pre-Raphaelites quickly changed from realists to
something else. In the first place they were handicapped
by a dream, the dream of juxtaposing reality over a
medieval backdrop. "And the method was this: they fitted
real people and real backgrounds to imaginary scenes or
vice versa . . ."20 To some extent the paradox of trying
to mix past and present, reality and dream is under-
standable. Before the pre-Raphaelites, painters had been
copying the style of the great Italian masters. The style
was imitated by placing just as much shadow in a painting
as the masters had and by always painting on a brown sur-
face to give the work a golden-brown glow. None of these
paintings contained colors which were true to nature. The
pre-Raphaelite movement was a natural reaction away from
the falseness and imitativeness of Academy painting. A
return to the colors of nature was demanded. At the
same time the horrors of the Industrial Revolution were
becoming obvious. Because of its history of guilds and
skilled craftsmen, of men working with their hands and

taking pride in their work, the medieval period was much

19Ford Madox Hueffer (Ford), The Pre-Raphaelite Brotherhood:

A Critical Monograph (London:Duckworth & Co., 1906)
P 82.

2OGaunt, The Pre-Raphaelite Tragedy, p. 26.
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admired by the pre-Raphaelites. They began to use
medieval themes or subjects for their paintings, but, in
order to be true to nature, they used themselves as modéls,
often against a contemporary backdrop.

Several of the ideas embraced by the pre-Raphaelites
were later taken up by Ford. The desire for realism
which lay behind the pre-Raphaelites'abandonment of the
0ld techniques of copying the masters shaped many of Ford's
beliefs about his art. Ford's view of the history of the
novel, his concept of the novel's function, his idea of
style and technique were all derived from a belief in
realism. The influence that the pre-Raphaellite preoccupa-
tion with the past had on Ford is much harder to deline-
ate. Apparently there was some subtle influence. In

Parade's End Ford retreats to the past in very much the

same manner as the pre-Raphaelites did. The protagonist

in Parade's End is almost a figure from a pre-Raphaelite

painting, an anachronism. Ford himself came close several
times during his life to falling into the same trap that
William Morris fell into--that of living in the past one-
self. Twice Ford left the city to live in the country
the life of a "small producer." He would be independent,
he would raise and harvest his own needs, he would return
to the soil. The return was not successful.

The pre-Raphaelites also influenced Ford in a nega-

tive way. Shortly after they had started to paint in the
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new manner, they found something else to put in their
pictures.
For already they had pronounced the doc-

trine that a picture must enshrine some worthy

idea. It was not sufficient that it should

be well painted. Thus quickly had they reverted

to one at least of the doctrines of the Grand

Style, and set themselves back, as it were, to

the days before Gainsborough existed. They

had, in fact, missed thus early the road along

which modern art was travelling. It was, I

think, Monet who said: "The principal person

in a picture is the 1light": The Pre-Raphaelites

had by 1849 arrived at the conclusion that the

principal person in a picture was the Incident
pointing a moral (I am, by the way, not re-

vealing a preference but stating a fact.)<
Ford's parenthetical remark must be called an under-
statement, because he detested any work of art which was
blatantly moral. As we pointed out earlier the artist,
according to Ford, does not ram a moral down the throats
of his audience but instead gives his audience material:
"Upon the views which you may gather from this material
you are at liberty to form your verdict . . ."2%

When Ford was born in 1873 the pre-Raphaelite move=-
ment was already 24 years old and was giving way rapidly
to the Aesthetic movement. Where the pre-Raphaelites
had withdrawn from society and yet remained a part of it
through the inevitable "moral," the Aesthetes remained in

society but withdrew their art from it. The Aesthetic

2lFord, The Pre-Raphaelite Brotherhood, p. 114.

22Ford, Henry James, p. 28.
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movement reached England in the early 1860's brought
from Paris by Whistler and Swinburne. In Paris the
revolt against the Middle Class was still in full swing,
a revolt touched off thirty years earlier by Gautier's

Mademoiselle de Maupin.

Whistler was interested in his art, not in morali-
zing. He was interested in the present, not in the
past. He studied his craft earnestly. However, after a
short time in England Whistler and Dante Gabriel Rossetti
became good friends, although Rossetti's painting seemed
idiotic to Whistler.

To one habituated to the cleverness of Parisian
cafes, who was passing from realism to the still
more exacting cultivation of form as understood
by the Japanese, the practice of painting ela-
borate costume pictures and subjects from Dante
was nonsense. That sort of thing might be poetry,
but poetry was poetry and painting was painting.
Whistler's implacable hostility to the alien
form of expression appears in his celebrated
remark "Why not frame the sonnet," when Rossetti
was considering in what frame to put a picture
which he had accompanied, as he frequently did,
by a poem.<3

While Whistler and Swinburne were largely respon-
sible for the Aesthetic movement in England, the move-
ment's chief spokesman was Walter Pater. Pater had
originally been influenced by Swinburne, but he had also
gone back to the source of Swinburne's inspiration too,

the French Aesthetics, Gautier and Baudelaire. Pater,

23W1111am Gaunt, The Aesthetic Adventure (New York:Har-

court, Brace and Co., 1945) p. 39.
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more than all the others, made a religion out of arte.
Pater set out to become art's chief prophet, spokesman,
and high priest.

It was in the late 'seventies that the

various efforts of Whistler, Swinburne, and

Pater to interpret Art for Art's Sake began

to make an impression on English society and

to be combined, after a muddled fashion

typical both of the country and the age with

the influence of the Pre-Raphaelites, into

a confused whole called "Aestheticism."

"Are you intense?"<4
To the pre-Raphaelites of the 'seventies the new aestheti-
cism was almost incomprehensible, even though the new
movement had taken over many of the pre-Raphaelite theories
of art. The Aesthetes, of course, had no moral point in
their art--their art, they claimed, was merely art and
nothing more. Indeed, as the movement became older and
gained more converts and young disciples, it became more
decadent and more perverse, taking on the aspect of decay
and rottenness.

The Aesthetic movement lent itself well to poetry,
painting, and drama but not to the novel. Only one nove-
list of much stature emerges from the movement, George
Moore. It is possible that the excesses of the movement

did not appeal to the English novelist or that it took

longer for ideas of the movement to be translated into the

241vbid., p. 66
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novel form. However, many of the novels written twenty
years later were to have much of the Aesthetic movement
about them.

The year of Ford Madox Ford's birth, 1873, saw the
publication of a book which contained statements that
were to influence much of Ford's writing. The book was

The Renalissance by Walter Pater, and the statements were

found mainly in the brief Preface to the book. Pater had
said that since beauty was relative to human experience,
its definitions must not be in terms of universals but

in terms of that which is true for the individual--each
one who views a work of art has his own definition of its
beauty. Therefore

in aesthetic criticism the first step towards
seeing one's object as it really is, is to
know one's own impression as it really is, to
discriminate it, to realise it distinctly. « «
What i1s this song or picture, this engaging
personality presented in life or in a book,
to me? What effect does it really produce

on me? Does it give me pleasure? and if so,
what sort or degree of pleasure? How is my
nature modified by its presence, and under
its influence? The answers to these ques-
tions are the original facts with which the
aesthetic critic has to do; and, as in the
study of light, of morals, of number, one
must realise such primary data for one's
self, or do not at all. . . . the picture,
the landscape, the engaging personality in life
or in a book, La Gioconda, the hills of
Carrara, Pico of Mirandola, are valuable for
their virtues, as we say, in speaking of a
herb, a wine, a gem; for the property each
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has of affecting one with a special, a

unique, impression of pleasure.<S
Here we have a critic viewing a work of art and deriving
pleasure from the work through the impressions he receives
from it. To satisfy this critic and others like him, does
it not follow that in writing a novel the artist should
avoid direct statement in favor of impression? The im-
pression is far more apt to seem real and to last longer
in the reader's memory than the direct statement. Ford,
along with Conrad and Henry James, was to develop this
style and technique of writing known as Impressionism.

Ford does not, in his critical or his autobiographi-
cal writings, mention Walter Pater. Certainly Pater could
not have been unknown to him. The reason for this avoid-
ance of Pater probably lies in Ford's dislike of the pre-
Raphaelites and the Aesthetic movement. The reasons for
his dislike are many. He did not have a particularly
happy childhood surrounded by aging pre-Raphaelites
(although he certainly was not adverse to turning a pound
or two in later years with stories based on his memories
of those greats). Ford did not, as we have seen, vouch-
safe the principle of art for art's sake, a principle which
was, in fact, completely opposed to his theory that art
supplies a need that people in general have. Rather than

pay allegiance to Pater, Ford preferred to claim that he

25Walter Pater, The Renaissance: Studies in Art and Poetry:

(London:Macmillan and Co., 1935) pp. viii-ix.
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had been influenced by Flaubert, Henry James, and, in
emulation of James, by Turgenev. These influences will
be described after this sample of Ford's criticism which
should show his debt to Pater, at least in the field of
criticism:

As an artist--as a mere writer--Anthony Trollope
had most of the vices of George Eliot. He is
never remarkably engrossing, his writing has no
particular justness of phrase, his novels are
hardly constructed at all, but meander one into
another without any particular bounds, without
there being any particular reason why any given
book should begin or end here or there. Yet,
although Trollope's books do not very much cry
aloud to be read, we can take up with interest
"Barchester Towers" in a hand from which nerve-
lessly "Adam Bede" drops. The reason is that
never taking himself with any attempt at solem=
nity, Trollope was content to observe and to
record, whereas George Eliot, as if she had con-
verted herself into another Frankenstein, went

on evolving obedient monsters who had no parti-
cular relation to the life of her time--monsters
who seduced or admitted themselves to be seduced,
who murdered their infants or quoted the Scrip-
tures just as it suited the creator of their
ordered world. Trollope, on the other hand,
observed the world he lived in: his characters
walk upon the ground; perhaps they are even a
little flatfooted, but his observations have the
light of facts, filtered through the screen of

a personality. That the personality was not a
very rare, was not a very subtle one, is perhaps
thie reason why we do not read him with very great
avidity. But because the personality, was so
honest so humble and above all, so conscientious,
he helps us to live in a real world, he affords
us real experiences. And precisely because George
Eliot had no conscience, precisely because she
gives us a world that never was, peopled by
supermen who, we may thank God, never could have
been, she is now a moral force practically extinct,
is hourly losing impetus. And she has as an artist
no existence whatever. Having studied "Das Leben
Jesu," she became inflated by the idea of the
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writer as prophet, she evolved monstrous works
which contained her endless comments upon
Victorian philosophy, forgetting that our Lord,
Who was the supreme influence, because He was
the supreme artist, limited Himself in His re-
corded fiction to the barest statement of fact,
to the merest citation of instance.

Having stated so much we may pause to con-
cede that probably the great majority of humanity
would say that the converse of what we have
stated is the actual fact. They would say, that
George Eliot was the great artist because she
presented them with an unreal, with an idealised
world, which is what they demand of art. George
Eliot, that is to say, takes them out of them-
selves. Mr. Trollope makes them think. With
.this, of course, we ' cannot quarrel, since it
is merely a matter of terms. We prefer . . . to
consider that the artist is the renderer of human
vicissitude~--the creator of a wérld of his own
in which conscientiously, as he sees it, effect
follows cause. We should not, supposing each
of them to render 1ife as he saw it, quarrel with
Fielding, whose idea of cause and effect is that
drinking makes a man a fine genial fellow any
more than with the late M. Zola, who wrote a book
called "L'Assommoir." Actually "Tom Jones,"
since it is a product of the author's experience
of life, whereas Zola's book is a product not
of experience, but of tabulations--"Tom Jones"
will probably have a more persistent vitality.

It is a rendering of life; it 1is, such as it

is, a picture of manners. It interests because
it excites our curiosity. After all, we most of
us read because we want to know. . . We want to
know how people used to live in past days, we
want to know what was the outcome of a given
affair. We want to be, as a Stevensonian writer
would put it "at grips with 1ife."<6

The above quotation is particularly interesting because
it neatly includes most of the points we have discussed

in this Chapter. Ford says Trollope's "novels are hardly

26pord, The Critical Attitude, pp. 56-58.
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constructed at all." We will see Ford's concern for
construction, technique, and style in the next chapter.
Trollope was a better writer than George Eliot because
he "was content to observe and to record" whereas she
"went on evolving obedient monsters who had no . . &
relation to the life of her time." We have seen that
according to Ford the good novel "does supply that

cloud of human instances," his dislike of unrealistic
"monsters" is certainly motivated by a passionate desire
for realism. Obviously, Ford's criticism is impres-
sionistic--the criticism of personal opinion based on
Ford's own bias and not essentially established by facts--
the critical approach expounded by Pater.

Ford's primary debt, then, was to Pater, the pre-
Raphaelites, and the Aesthetic movement, in spite of his
preference for Flaubert, Henry James, and Turgenev.
Conrad, because of the unique background in Polish and
French culture, was much more the direct disciple of
Flaubert. The task of trying to discover, considering
Ford's admiration of Flaubert, what came from Conrad or
from the Aesthetic movement is an impossible one. Ford's
desire to be a conscientious student of life may well have
come from Flaubert, probablyidirectly through Conrad.
Flaubert expounded the doctrine of realism, the portraying

of things as they really are. The action of environment
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upon the individual which Ford stuck to conscientiously

throughout his writing can certainly be seen in Madame

Bovary. Charles Weir says:

In Madame Bovary more explicitly than ever
before in any work of literature, the char-
acters and their actions are related to the
environment which has produced them and in
which they move. In one sense, Emma Bovary

is hardly a free agent: the education that
she has received, the farm on which she has
grown up have shaped her character. And the
struggle for which she is so poorly equipped
and in which, by no choice of her own, she
finds herself engaged, is not against herself
or some other person--not even against fate

in a Greek or an Elizabethan sense--but against
the intellectual and social milieu in which
she has unwillingly been placed, the stifling
atmosphere of a provincial French village.
Here Flaubert certainly struck a note which
was to become more and more characteristic of
the modern novel, no matter what 1label it
bore. A new element of plot was clearly
recognized: whatever the clash of human wills
might be, whatever the inner conflicts of

the character, there was still another influ-
ence--assisting, limiting, or thwarting--to

be rggkoned with, the society which surrounded
him.

Ford's final great work, Parade's End, demonstrates
most clearly this Flaubertian theme of society and
its pressures upon the individual. Flaubert insisted
that a novel stand as a work of art. He felt that it
need serve no other purpose than to be an aesthetic
object and as such should not contain a heavy-handed
27Gustave Flaubert, Madame Bovary, introduction by

Charles I. Weir, Jr. (New York:Rinehart & Co.,
1948) p. x.
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moral. To create an aesthetic object, he believed, it

was necessary to approach the art of writing a novel with
the craftsman's eye. The novel needed to contain crafts-
manship not only in each line but as a whole as well.=28
Earlier 1in this chapter Ford's preoccupation with realism
has been noted. In the next chapter and in the chapter on
Ford's collaboration with Conrad, his desire for the
craftsman's technique, the craftsman's skill, will be
shown. It is easy to overstress Ford's debt to Flaubert,
and the student of the late nineteenth century and early
twentieth century must always remember that Flaubert had

a tremendous impact on many of the novelists of that

period including Henry James, Conrad and Ford. In Conrad's
case, Flaubert's influence was probably more direct

than that which other English novelists received indirectly
through the Aesthetic movement.

Henry James had much more of a direct influence on
Ford's work. Around 1901 Ford took a cottage at Winchelsea
which was fairly close to Henry James's home in Rye.

James at that time was considered one of the foremost
living writers, and it was not unnatural that Ford should
have assiduously cultivated James's friendship. As a

matter of fact, the character of Densher in Henry James's

281b1d., PpP. X-Xi.
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Wings of the Dove was "a projection of Ford."29 That

Henry James personally taught Ford much about the craft

of writing is doubtful, although it is very likely that
during the course of their friendship they discussed the
technique of writing many times. It is much more certain
that Ford learned a great deal about his craft from Henry
James's novels. Ford tried, as did James, to get inside
the minds of his characters. Unlike James, Ford generally
tried to do this through the technique of first-person

narrative. In Parade's End, however, which is third-

person narrative, Ford used much the same technique as

James did in What Maisie Knew, although Ford did not con-

fine this technique of seeing the action through the eyes
of one character, as we see the action through the eyes

of Maisie, but rather shifted from one character to another.
Robert Spiller says that James "was quite certain that

the only reality lies in the impressions made by life on
the spectator, and not in any fact of which the spectator

is unaware. Realism is therefore merely the obligation
that the artist assumes to represent life as he sees 1it,
which may not be the same as life as it 'really' ig.n30

We have seen Ford's desire to present life as he saw it,

2gGoldring, Trained for Genius, p. 99.
30

Robert E. Spiller, The Cycle of American Literature
(New York:Mentor Books, 1957) p. 134.
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to work out the logical answers to the problems that life
presented to him as a thinking individual.

Ford wrote his novels "to make life a better thing,"
to feed the hunger for "gossip" that people felt, and he
did this by writing about 1life as he saw it not as he
wished it might be. These then were the responsibilities
Ford felt toward his craft and his fellow man. One other
responsibility has not been mentioned until now. We have
referred to Ford as a craftsman, and, perhaps, the deepest
responsibility he felt was the necessity for craftsmanship
within his trade of literature. The years before World
War I and after 1900 saw Ford preaching to the young
writers the doctrine of good pr'ose.31 Ford's doctrine is
best summed up by one who looked to him as a leader during
those years. Ezra Pound reiterates that the function of
literature in the state

has to do with the clarity and vigour of

Yany and every" thought and opinion. It

has to do with maintaining the very clean-

liness of the tools, the health of the

very matter of thought itself. Save in

the rare and limited instances of invention

in the plastic arts, or in mathematics, the

individual cannot think and communicate his

thought, the governor and legislator cannot

act effectively or frame his laws, without

words, and the solidity and validity of
these words is the care of the damned and

31Ezra Pound, Polite Essays (London:Faber and Faber

Ltd., 1937) p. 57.
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despised litterati. When their work goes
rotten--by that I do not mean when they
express indecorous thoughts--but when their
very medium, the very essence of their work,
the application of word to thing goes rotten,
i.e., becomes slushy and inexact, or exces-
sive or bloated, the whole machinery of soclal
and gg individual thought and order goes to
pot.®°

Let us turn then and examine how Ford Madox Ford

used his words.

32

Ibid., p. 164.



CHAPTER II

Technique

Shortly after Ford Madox Ford and Joseph Conrad
began their collaboration in the autumn of 1898, they
were struck by the necessity of self-effacement from
their style. Both admired Flaubert and had noted how
the great French author managed to keep his own person-
ality from his writing. Then, too, they noticed the
seemingly effortless writing of the American author,

W. H. Hudson. This they decided was the perfect style:

The trouble, however, with Conrad and
myself was this: we could not get our
own prose keyed down enough. We wanted
to write, I suppose, as only Mr. W. H.
Hudson writes--as simply as the grass
grows. We desired to achieve a style--
the hablit of a style--so simple that you
would notice it no more than you notice
the unostentatious covering of the South
Downs. The turf has to be there, or the
earth would not be green.

Our most constant preoccupation,
then, was to avoid words that stuck out
of sentences either by their brilliant
unusualness or their "amazing aptness.”
Either sort of word arrests the attention
of the reader, and thus "hangs up" both
the meaning and the cadence of a phrase.
We wanted the reader to forget the
writer--to forget that he was reading.

We wished him to be hypnotised into
thinking that he was living what he read--
or, at least, into the conviction that

he was listening to a simple and in no

way brilliant narrator whf was telling=--
not writing--a true story.

1F‘ord Madox Ford, Return to Yesterday (New York:Liveright,
1932) p. 216.
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The rigid discipline of self-effacement kept Conrad and

Ford in constant search for le mot juste, the word which

would not dazzle the reader with the authors' cleverness
but which would exactly convey the impression the authors
wished the reader to feel. Feel is a key word here,
because feeling is exactly what Ford and Conrad were
striving for. They wanted the reader to sense or feel
their story rather than be conscious of reading it. The
reader, therefore, must never be aware of the author's
hand.

The struggle-~-the aspiration--of the novelist

down the ages has been to evolve a water-tight

convention for the framework of the novel. He

aspires--and for centuries has aspired--to

construct his stories and so to manage their

surfaces that the carried away and rapt reader

shall really think himself to be in Bermuda

on the first of Waterloo days or in Grand

Central Station waiting for the Knickerbocker

Express to come in from Boston though actually

he may be sitting in a cane lounge on a beach

of Bermuda in December. This is not easy.?
To make the reader think he is in one place when he is
really in another, the author must not only avoid
cleverness in his writing, which would draw the reader's
attention from the story to the author, but the author
must also avoid making direct statements. Direct state-
ments tend to keep the reader aware that the author is
only telling a story. Since he is telling a story, the

2Ford Madox Ford, The English Novel (Philadelphia:
Lippencott, 1929) p. 86.




30

writer cannot help writing statements, but he can avoid
writing direct, flat statements. He can make his state-
ments render impressions.
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