
Introduction

The title of this book, Fragmenting Modernism, describes my dual
intention in relation to its subject: novelist, poet, editor and critic Ford
Madox Ford.1 Isaiah Berlin writes in Four Essays on Liberty that ‘histo-
rians of ideas cannot avoid perceiving their material in terms of some
kind of pattern’.2 Where modernism is credited with a pattern, and it
usually is, it is more than likely that the concept of fragmentation is
prominent in it.3 I put Ford in context in what follows, and this neces-
sitates placing him in this movement, in which, as editor of the English
Review, author of The Good Soldier and transformer of Ezra Pound’s
verse, he performed a vital part. Indeed, Max Saunders writes in his
magisterial biography of Ford that ‘the period of literary modernism is
“the Ford era” as much as it is Pound’s, or T. S. Eliot’s, or Joyce’s’; Ford
was ‘at the centre of the three most innovative groups of writers this
century’.4 In addition, the language of decline, collapse and fragmenta-
tion is commonly applied by historical analysts to events and
developments of the early twentieth century. These were the years
during which modernist artists lived. As artists they responded to, and
also helped to shape, such events and perceptions of them (in degrees
that vary according to perspective); Ford must be placed in this context
too.

But it is hard to talk about ‘modernism’ (or history) as a homoge-
neous mass, as will emerge in this Introduction. In my approach to
Ford, then, I also fragment modernism itself. I focus on aspects of the
modernist aesthetic that are particularly relevant to him and to his
work; in so doing, I also demonstrate the fact that there is more to
modernism than meets the eye. The prevailing wisdom concerning
modernism and fragmentation (the ‘pattern’) is challenged in what
follows. Ford, an advocate and cultivator of key modernist techniques,
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both uses these techniques to represent the fragmented experience and
perception of modern life (in a text like The Good Soldier) and counters
them (in what I call his positive fictions, like The ‘Half Moon’).

In the remainder of this Introduction I will discuss these two sets of
ideas in more detail, and sketch the related parameters of the chapters
that proceed from them. When I use the term ‘modernism’, it is to refer
to the more or less radical movements in the arts, especially in litera-
ture, that were prominent from the turn of the twentieth century to the
years immediately succeeding the First World War.5

Fragmenting modernism I

‘Modernism is not so much a revolution’, according to Herbert Read,
writing in 1933, but is ‘rather a break-up, a devolution, some would say
a dissolution. Its character is catastrophic’.6 Later critics have followed
this descriptive lead, identifying ‘not just change but crisis’ in
modernist literature,7 ‘revolution’ too (unlike Read), and ‘the princi-
ples of fragmentation and discontinuity’.8 Gabriel Josipovici writes of
the predominantly ‘fragmented form’ of modernist texts (p. 124),
David Tracy of the ‘fragmented character of our times’ (p. 174) as
emblematised by Eliot’s poetic fragments. Adopting typically violent
topographical language, Frederic Jameson describes Conrad as a
‘strategic fault line’ in the emergence of the narrative form that will
make up modernism.9 David Trotter states, in a similar vein, that the
very concept of modernism encourages us ‘to think of literary experi-
ment . . . as the product of a specific crisis’,10 in its own case a rupture
in which writers dissociated themselves from nineteenth-century
‘assumptions’ and practices, in Peter Faulkner’s view.11 Michael
Levenson is not so sure about the cleanness of the break with the nine-
teenth century (some critics do stress the tradition behind modernist
artistic principles12), but in his study of fourteen crucial years
(1908–22) he attests that the literary modernists regularly broke with
their own newly formed doctrinal principles.13 Crucially, in cultural
terms, it is the experience ‘of fragmentation, of nearness to an edge, or
dissolution of self’ that produces what Helen McNeil calls the ‘charac-
teristic modernist terror’ of T. S. Eliot, as represented primarily in The
Waste Land, but elsewhere too.14

Post-war, the pattern can be discerned more clearly still: ‘the
modernists who followed after World War I were more noticeable for
their pessimism and their sense of a failed, fragmented, society’.15 Peter
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Conrad affirms Childs’s judgement, claiming that the war gave 
renewed impetus to modernism (particularly futurism) by releasing 
‘energies which the new physics had shown to be caged inside matter’.16 

‘Narrative relativity’, related by Childs, Randall Stevenson and others 
to Einstein’s work,17 is described by Childs as ‘the most striking aspect 
to modernist fiction’. Its characteristics are ‘instability, unreliability, 
anti-absolutism’ and subjectivity as seen in Conrad, James, Ford, 
Proust and Woolf, amongst others.18 For Randall Stevenson, the war 
ruptured ‘the sense of a stream of time’, thus adding powerfully and 
quantifiably to the modernist urge to represent time as ‘divided or frac-
tured’ (p. 147).

Criticism of modernist art (of a visual kind), in which the ‘represen-
tation of modernity’ has been said to hinge upon the ‘fragmentation of 
the whole’ often adopts a similar conceptual framework.19 Catriona 
Miller relates the development of cubism, and its ‘revolutionary 
impact’ (one that is relevant to study of Ford), to the ‘new theories of 
relativity and of the nuclear atom’, as well as to the ‘stream of 
consciousness philosophy of Henri Bergson’.20 She deduces that ‘in 
Paris in 1905 and 1907’ the ‘artistic death knell’ was sounded when ‘two 
separate and very different events ensured that the cultural traditions 
and certainties of the previous centuries were swept away for good . . .
[fauvism and cubism] kickstarted modernism into existence’.21

With the exception of Read, all those quoted above are late twenti-
eth-century critics, guilty, possibly, of imposing a pattern instead of 
deducing one. Use of the term ‘modernism’ itself, implying as it does a 
coherent movement, post-dated many texts later seen as crucial to it: 
The Nigger of the ‘Narcissus’, Heart of Darkness, The Ambassadors, The 
Good Soldier, The Waste Land, Ulysses and Mrs Dalloway. Stan Smith 
asserts that the term had its ‘formal christening’ in 1927, although it 
had been ‘in circulation’ informally for some time.22 Allowing for, or 
even trying to discount, this general ‘naming’ time lag, however, and 
the retrospective critical tendency to discern a pattern, modernism still 
emerges as closely tied to fragmentation. The language employed by 
those artists who actually inhabited the times illustrates a remarkably 
similar perspective.

In 1914 Ezra Pound likened the passage of the modern movement to 
that of Attila, sweeping across Europe.23 It had left many of its key 
figures grasping at fragments. Writing in 1918, Ford tried to reassem-
ble the ‘fragments’ that were coming into his mind, ‘as in a cubist 
picture’, in narrative.24 His most famous narrator struggles to give an
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‘all-round impression’ as he tortuously and retrospectively constructs
multiple examples of the ‘minutest fragment’ of the truth.25 Woolf,
too, in Orlando, tries to work with the ‘thousand odd, disconnected
fragments’ thrown up by memory.26 The idea of wrestling with frag-
ments of memory, and time, is crucial to all these examples (and will
prove crucial in this study as a whole): in 1897 Conrad had set it out as
the task of the creative artist to work with the ‘fragments’ of experience
that could be rescued from the ‘remorseless rush of time’.27 This image
is echoed in the fragments that Eliot calls on in The Waste Land – a
poem that originally had a Conradian epigraph – as well as in those that
Ford reassembles (Ford and Conrad wrote together over many years28).
Pound called The Waste Land ‘the justification of the movement, of our
modern experiment, since 1900’; coming close to naming ‘the move-
ment’, then, in 1922, he also made Eliot’s style and language in this
poem emblematic of literary modernism.29

Max Nordau set himself in 1895 to diagnose the ‘fin-de-siècle dispo-
sition’ of ‘degeneration and hysteria’.30 He did so in eccentric (though
influential) fashion, finding its cause in the fragmentary demands of
modern life. Every letter written, every call made, every sight seen,
every railway journey taken, wore away more nervous tissue by
demanding too much of it, he decided; he blamed artists for projecting
and deepening the problem (those involved with ‘fashionable literary
tendencies’ were demonstrating an ‘unhealthy mental condition’).31 In
a futurist manifesto in 1913, Marinetti picked up where Nordau left off,
writing (with excitement and approval) of the ‘complete renewal of
human sensibility brought about by the great discoveries of science
[the telegraph, the telephone, the train, the phonograph etc.]’ and their
‘decisive influence on the psyche’.32 Related concepts are seen in texts
by H. G. Wells, Bram Stoker and Oscar Wilde, as well as, modified and
extended, in those by Joseph Conrad and Ford Madox Ford.33

Cultural critics and historians display a sense of the time that is
similar to that of these modernists and their literary critics. ‘Modern
forms of life’, writes Anthony Elliot, echoing Nordau 100 years later,
‘are increasingly marked by kaleidoscopic variety’. He goes on to say
that cultural experience becomes ‘permeated by fragmentation’ as a
result.34 Jay Winter charts the ‘cataclysmic record of European history
in this [twentieth] century’ and its ‘bloody disintegration’.35 So frag-
mentation figures in the historical picture, although this picture is
more complex than many observers, looking for a regular pattern,
might expect. In The Bourgeois Experience: Victoria to Freud, Peter Gay
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declares that the ‘need to live by secure, sharply etched classifications is
buried deep in the human mind and one of its earliest demands’.36

Most historians agree that during the early twentieth century, classifi-
cations changed beyond all recognition. A. J. P. Taylor cites August
1914 as the catalytic date;37 George Dangerfield offers a range of alter-
natives, but finds most significance in the Liberal landslide in the
elections of 1906.38 To his mind this victory heralded the struggle
between ‘two doomed powers: between the middle-class philosophy
that was Liberalism and the landed wealth that passed for aristoc-
racy’.39 Samuel Hynes agrees that the metaphorically seismic shock of
that event was wide-reaching; he suggests that the rule of the ‘estab-
lished orders’ (Church, aristocracy, Tory party) was terminated by this
election result.40 David Cannadine, too, dwells on the significance of
the political and social struggle between the ‘Liberal Commons and the
Tory Lords’.41 He also adopts, in places, the language of destruction
and fragmentation (especially when quoting aristocrats like the Duke
of Northumberland on democracy, for whom the placing of political
power in the hands of the many was anathema). But Cannadine dates
the struggle, in its most bitter manifestations, both earlier, to the
Liberal victory in 1880, at which point Frederick Calvert warned that
‘all our institutions are on trial’, and later, to the final ‘emasculation’ of
the Lords in 1910–11 (pp. 39, 54).42 Likewise attending to earlier dates,
Asa Briggs describes the ‘precipice’ that followed a mid-Victorian
plateau, after about 1880. This cultural landscape was precipitated, he
affirms, by ‘late Victorian rebels’ (Wilde and Edward Carpenter
amongst them) who ‘pulled down’ the ‘pillars of society’.43 In analyses
like these, despite the occasional irregularity of the pattern, the
contemporary turmoil and fragmentation of the social system are
revealed. Ford’s varied and imaginative written responses to such
turmoil, detailed throughout this book, demand a reader’s close atten-
tion to their texture, as well as to their content.

Historians and cultural critics disagree upon the constitutive effects
of the First World War on this general tenor of collapse. A. J. P. Taylor
writes of the distinctive division established at the outset of the conflict
(then were the systems by which a ‘law-abiding Englishman’ would
organise his life altered absolutely).44 Winston Churchill uses apoca-
lyptic language to record the way in which things were changed, when
‘all the horrors of all the ages were brought together’ in 1914.45 Paul
Fussell unequivocally states that  ‘the Great War took place in what
was, compared with ours, a static world, where the values appeared
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stable and where the meanings of abstractions seemed permanent and
reliable. Everyone knew what Glory was, and what Honor meant’.46

Others recently quoted, like David Cannadine, have been more equiv-
ocal – certainly than Peter Conrad, who writes of the war that ‘it
marked a breach in consciousness like the fall of man’47 – preferring to
trace the sense of upheaval back into the pre-war years (I flesh out this
argument in Chapter 1). The war unquestionably represents, however,
the nadir of dissolution and collapse. In her preface to Tendencies in
Modernist Poetry in 1917, without the benefit of hindsight, Amy Lowell
binds the war firmly to modernist writing, stating that it is ‘impossible
for anyone writing to-day not to be affected by the war. It has over-
whelmed us like a tidal wave. It is the equinoctial storm which bounds
a period’.48 Ford writes of the war in these terms, despite an acute
awareness of fragmentation pre-1914. He variously opposes pre-war
empiricists to post-war theorists, pre-war ‘personal liberty’ to (in terms
which resonate with those of Taylor) post-war restriction. He even
writes of pre-war sanity that opposed a form of post-war general
madness amongst those who had ‘taken physical part in the war’.49

Chapter 4 of this book, ‘In sight of war’, is concerned with this under-
standing of the war, and with Ford’s war writing, as well as that of
others. It begins with a discussion of the linguistic fragmentation that
war engendered. ‘Large words’ have gone,50 as has the understanding
of, and reliance upon, what they meant – a concept introduced by
Fussell above, and also found in Ford, Hemingway and Henri Barbusse.
In ways like this, the first four chapters of this book, and, differently,
the final chapter, engage with Ford’s subjects, style and language in this
context of fragmentation.

Peter Gay locates the source of the need for systems as the ‘human
mind’. My first chapter examines the relationship between cultural,
political and psychological investigations of fragmentation.
Nineteenth-century realist and naturalist novelists, such as Flaubert
(Ford’s chosen climax to his March of Literature, along with James and
Conrad) and Balzac, thought it necessary to keep abreast of develop-
ments in medical science, particularly psychology. This
‘medico-literary collaboration’, as Gunnar Brandell says it became,
culminated in Paris of the 1880s when Charcot was professor of neuro-
science at the Salpêtrière. In fact, Brandell continues, Charcot was
‘associated more often with writers such as Daudet and Turgenev than
with his medical colleagues’, and writers regularly attended his lectures
and demonstrations.51 As Freud advanced psychology (and William
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James told him in a visit to the United States in 1909 that ‘the future
of psychology’ belonged to his work52), it became more intense still.
Edith Kurzweil deduces that themes of modernist literature, such as
‘loneliness, self-doubt, hypersensitivity, perversities of all kinds,
estrangement from the community’, all have their counterparts ‘among
the common neuroses’.53 Historians analogise similarly. Dangerfield
suggests that England was in a ‘dangerous state of hysteria’ in the years
1912–14.54 Daniel Pick also conflates (although more obliquely) the
language of psychology with that of history. He claims that ‘it is in the
period from 1870 to 1914 that we can locate the [. . .] circulation and
escalation of a cultural critique in which war is at once the symptom
and potential ruin of modernity’.55 In Chapter 1 I describe Freud as ‘at
least emblematic’ of modernism, and pursue the idea of a relationship
between psychoanalysis and modernist literary subject matter and
techniques.

Ford’s literary technique is the subject of the second chapter. It is a
wide-ranging (in terms of his oeuvre) and a general one, examining the
way Ford explores what the novel, as genre, can achieve. A key Fordian
modernist image is that of the kaleidoscope. ‘You carry away from [a
train]’, he writes in 1905, a ‘vague kaleidoscope picture – lights in clus-
ters, the bare shoulders of women, white flannel on green turf in the
sunlight, darkened drawing rooms’.56 He translates these endlessly
changing pictures, built of reflective fragments, into his prose. Chapter
2 here, ‘Novel perspectives’, examines the resultant dramatic thrust of
the contemporary Fifth Queen trilogy, the eye for colour, for detail, for
patterns. Ford watches, and he sees his characters vividly, as in a play.
My reading of The Good Soldier, his great modernist text, continues this
theme of visual reckoning. Dowell self-diagnoses as a cubist narrator,
aiming at an ‘all-round impression’; he is psychologically unfit for the
task (also self-diagnosing ‘the repression of my instinct’), and remains
unable to grasp the whole (pp. 83, 101). As another manifestation of
modernist fragmentation, one fomented by psychoanalysis and sexol-
ogy, the four main characters are read partly as four parts of the same
psyche, individually and oppositionally gaining (at times violent)
expression.57

Chapter 3 concentrates the analysis of fragmentation on Ford’s
Edwardian novel, A Call, in what is essentially an exploration of the
changing nature of sexual behaviour and roles. Ford’s modernist
credentials, as editor and as novelist, were closely bound to this issue.58

Sexual radicalism pre-dated the war. Though some commentators
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thought that conventions for men and women had broken down under
this strain, as Cate Haste points out,59 the new twentieth century had
been named the ‘vaginal century’ before war began.60 The relationship
between the sexes is cited by Hynes, by Gay and by Dangerfield,
amongst others, as one of the extreme indicators of cultural upheaval
in the Edwardian era.61 Gay states that in ‘the anguished and inconclu-
sive debate over woman’s true place, the fear of woman and the fear of
change met and merged’.62 Heightened visual sensitivity goes with the
territory here, too: what characters see (and how they see it) in A Call,
ability that is gender specific, is fundamental to Ford’s plot, and is also
symbolically important.

The four chapters detailed so far, and the way in which I discuss Ford
within them, support the first part of my aim with regard to my title –
assessing the fragmentation endemic to modernist writing. In these
chapters I hope the fragmenting pattern of modernism will be clearly,
though variously, discerned and shown. The three chapters that remain
support the second part of my aim: to challenge this almost ubiquitous,
catastrophic, slant to the pattern. Here, in closely analysing aspects of
Ford’s modernist aesthetic, I find and assess fragments that shore
against ruins, and that give him the opportunity instead to rejoice in
the multiplicitous nature of the modernist quest.

Fragmenting modernism II

It is, perhaps, clear by now that the visual aspects of the modernist
aesthetic are particularly relevant to a study of Ford. Sight is therefore
a governing theme in this study as a whole. What and how Ford, and
by extension his characters, see (in imagination, in fact, as visions or
impressions) emerges in analysis as the most consistent method of
evoking modernist sensibility:

That was how his past life came back to him, in those scenes of strong
colours, remembered with strong emotions [. . .]. He was a record of
coloured and connected scenes; and all he possessed was just those
memories of scenes, highly enough coloured since he recollected with an
extreme vividness alike the gilt amorini of the Venetian hotel and the
seven, blue, momentarily immobilised Very lights over Kemmel hill and
the stretched, slightly agonised eyebrows of Hilda Cohen and the lady in
the olive tree. . .63

The kaleidoscope, with its coloured, textured shards of reflected glass,

8 Fragmenting modernism
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helps Ford to describe vivid experience that is always changing, always
made new (Ezra Pound’s artistic invocation was to ‘make it new’).
With its reliance on reflection, it also serves to confirm the related
modernist emphasis of memory: what Gabriel Morton sees, in the
above extract, what he is, in fact, is these shifting, non-hierarchical,
bizarrely (though not obviously) ‘connected’ coloured scenes from his
past life (think of the Woolf quotation here). Ford’s job is to make
those visions work in prose, even when the picture is far less clear than
it is for Gabriel: it is a task he took to with a unique talent. In his obit-
uary of Ford, Pound termed him ‘an halluciné’, an apt epithet for this
extraordinarily visual writer.64

In the dedication to his first book of memoirs, published in 1911,
Ford states his intention to present to his progeny the sum of his
knowledge of life. He seeks a deep gift, one that is not ‘outward and
visible’ but is, rather, buried and ‘spiritual’. It is a gift that will be
presented in narrative. He will write it from his memory, from his
search for his past, from his attempt to come to understand the gaps
between his past and present self. Gradually, as the picture develops,
the children are forgotten. Unwittingly, Ford betrays the need to repre-
sent his personal narrative as his own:65

To tell you the strict truth, I made for myself the somewhat singular
discovery that I can only be said to have grown up a very short time ago
– perhaps three months, perhaps six. I discovered that I had grown up
only when I discovered quite suddenly that I was forgetting my own
childhood. My own childhood was a thing so vivid that it certainly influ-
enced me, that it certainly rendered me timid, incapable of self-assertion,
and as it were perpetually conscious of original sin until only just the
other day. For you ought to consider that upon the one hand as a child I
was very severely disciplined, and when I was not being severely disci-
plined I moved amongst somewhat distinguished people who all
appeared to me to be morally and physically twenty-five feet high.66

In the shadow of the ‘Victorian Greats’, as Ford also calls them, he
continues to detail a distinct and powerful memory. As a small child,
he incurred the wrath of his grandmother by stumbling upon the
‘panting morsels of flesh’ that were newly born Barbary doves, being
kept in a window box at Ford Madox Brown’s London house. He was
fascinated by what he saw in the ‘breeding box’ (and he remains fasci-
nated by the awe-struck picture of himself that his visual memory
returns to him). The wonder, and the sexual disgust, that Ford experi-
enced at that moment are fixed in memory with the punishing words
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of his grandmother. Furious, she told him that the mother dove would
certainly eat her young if disturbed in this way. Ford’s encounter with
the forces of mother nature – he calls this the ‘first surprise’ and the
‘first wonder’ of his life – are thus cemented to an unconscious under-
standing of the castrating and murderous power of woman.67 Here, this
scene provides a powerful example of the way in which Ford visualises
the past’s existence in the present. In the detailed discussion of it in
Chapter 5, it is recast as a source of the regenerative imagery found in
his positive fictions.

Max Saunders identifies this kind of vision in Ford as versions of
‘“eidetic images”: powerfully visual imaginings . . . possibly the kind of
visions that Freud understood as regressions to childhood memories.’68

On one level this is probably so, and I consider this reading in more
detail in Chapter 1. But more importantly here, Ford adapted his
modernist theory in order to account for, and fully to use, these visions
– most obviously in impressionism, the ‘modernist doctrine’ developed
with Conrad, which I discuss in detail in Chapter 7.69 He also based his
most famous modernist text on a cubist aesthetic that allowed him
both to incorporate art theory, and to show Dowell’s monumental
displacement in the modern world. Sight spoke for Ford; prose was ‘a
matter of looking things in the face’.70 Cubism was the modernist
language it used. 

Cubism, already described by Catriona Miller as ‘kickstarting
modernism’, was prompted by ‘the desire of Picasso and Braque to find
an alternative to the fixed certainty of one-point perspective’ (Miller, p.
163). Cubists are known for their ‘multiple viewpoints’, their multiple
perspectives.71 Works of literary modernism are dedicated to the same
task.72 John Dowell, narrator of The Good Soldier (I give a summary of
this novel at the beginning of Chapter 2), declares himself as a cubist
narrator in the first pages of the text. But what can he mean? And is he
right?

Struck by the sexual, emotional and psychological horror that he has
come to see and know, Dowell writes in order to get the sight out of his
head. But instead of showing it from all points of view, as one might
expect, he shows it strangely, incompletely. He admits that ‘the whole
world for me is like spots of colour on an immense canvas’ (p. 17);73 his
narrative is supposed to join the dots, to show the multiple relation-
ships between the places and the people that he has seen and known. It
doesn’t do that for the reader until the very last minute (and maybe not
at all on the first reading; see the discussion of the novel in Chapter 2).

10 Fragmenting modernism
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It doesn’t do that for Dowell at all: ‘so here I am very much where I
started thirteen years ago’, he writes, twelve pages before the end of the
text. Immediately, incredibly, he states that he ‘should really like to be
a polygamist’, but then confesses that ‘probably because of my
American origin I am fainter’ (p. 151). Thus he abandons a new exis-
tence as a rampant polygamist and proves he is as he was when the
story began. If sexuality means ‘sexual activity’, offered by Bristow as
one definition, then Dowell lacks it entirely.74 (Interestingly, too, in the
text as a whole there is precious little sight of the issue of the ‘sex drive’:
children.75) He can’t learn about the ‘glove’ that Ford teases him with
in the first paragraph of the text (‘we had known the Ashburnhams for
nine seasons of the town of Nauheim . . . with an acquaintance-ship as
loose and easy and yet as close as a good glove’s with your hand’).
Setting the tone here, Ford uses a sexual image the meaning of which is
hidden from Dowell: his multiple perspective is a joke from the start.
Dowell’s text is, in effect, one long confessional as to his physical,
cognitive, experiential inadequacy as a man, as a husband and as a
cubist narrator. This is not so for the narrators and protagonists of
Ford’s positive fictions. Here Ford establishes characters who see, and
know, it all – usually in glorious technicolour.

In Chapter 5 I introduce the concept of Fordian ‘positive fictions’
(my phrase), and offer a way of reading Ford’s dedication to his grand-
father, and to his grandfather’s circle (especially the Pre-Raphaelites),
that feeds into the content and the visual style of these texts. The new
things the protagonists see here might be painful, but they tend to be
reclamatory too. As part of its analysis, this chapter, ‘Imaginative
visions’, also reintroduces the ‘woman question’: the four novels to be
studied reconstruct worlds of alternative systems which emanate from
the fragmented consciousness of men such as Grimshaw. Having taken
them apart, Ford will put them back together again (The New Humpty-
Dumpty (1912) is one of the texts I examine). The displacement of
primitive needs and their necessary reinstitution, as indicated late in
the period by Vilfredo Pareto, is symbolised powerfully by the debate
on women and religion: ‘It is a curious fact that while the Christian,
and especially the Catholic, Church denounces amorous pleasures, it is
from them in the main that it derives the metaphors through which it
expresses manifestations of faith. The Church is the Bride of Christ
[. . .] the vision of woman hovers before [churchmen’s] eyes. Banished
in one direction, back she comes from the other’.76 Ford traces ways in
which the vision of woman returns, made powerful and rejuvenating
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by mythical investment and reclamation, and by the improved ability
of male sexual response. In some texts Ford investigates the contempo-
rary rage/fear in male reactions to women. (It is easy to forget the
violence done to women for wearing bloomers, not to mention for
demanding the vote. Pareto writes of women being beaten in Paris in
February 1911 for wearing jupe-culottes in public; similar incidents
occurred in Spain and Italy.77) He also explores the healing qualities of
what Jung termed the female archetypes. Jung’s theories, and Robert
Graves’s writings, are used as part of an illuminatory test of Jung’s
assertion that ‘our world seems to be dis-infected of witches’,78 when
the world is Ford’s positive fictions.79

Developing the discussion of religion, Chapter 6 compares Ford’s
fantasy novel, The Young Lovell (1913), with the poem ‘On Heaven’,
written at the same period. It seeks the religious equivalent of the
symbolic healing of women to be found in Chapter 5, and investigates
the peculiarly Fordian notion of peace. ‘Fantasies are scenarios of
desire’, according to Gay; they are ‘in touch with the deepest motions
of the mind, principally its unmet needs’.80 In ‘Creative Writers and
Day-Dreaming’ Freud examines the often ordinarily sublimated exten-
sion of the childhood need for fantasy and play as expressed in creative
writing.81 In The Young Lovell and ‘On Heaven’ Ford’s desire, his
fantasy, is to do with being seen. Not for these characters Dowell’s
‘mortifying’ experience of having Leonora’s ‘lighthouse glare’ turned
upon him (The Good Soldier, p. 29); here characters are seen and
known in their entirety, in their complexity, and in this there is peace.

My final chapter is an analysis of Ford’s theoretical, modernist
stances (and considers impressionism, and Ford’s position in the
modernist subjectivity versus objectivity debate). It also engages with
Ford’s faith in the novel as a modernist tool; this faith emerges as one
that is both necessary to, and threatened by, the times. Concluding
with an analysis of memory and its role in the modernist quest, this
chapter also returns the book to its beginnings, and a writer who
believed in pictures of the past, and the present, and sought to write
them, however difficult. Sometimes both past and present were too
terrible for Ford’s brain to countenance: ‘nothing is more difficult,
nothing is more terrible than to look things in the face’ he wrote in
1910 (although this was what prose had to do).82 This was years before
the war was to make it maddening to try to remember and to make
sense of the world in this way.

As well as revealing the fear and suffering that were a result of frag-
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mentation, Ford also embraced what was, in more positive ways, the
essence of the early twentieth century (Christopher Tietjens is made
whole through war). This is the primary duality that demands attention
in the reading of Ford. There are others, for there are energies in his
writing which often seem to pull in opposing directions: the search for
solidity is qualified by excitement in the apprehension of chaos and
what can be learned through it; the need for peace is qualified by a
degree of authorial integrity which recognises that peace is momentary;
the attention to the trauma of self-discovery is offset by a character who
shamelessly invented the ‘facts’ of his own life; ultimately, faith in the
novel is tested to the extreme by the act of writing itself. This book
reflects Ford’s dynamic structure in its form as well as in its content:
some chapters will be seen to discuss these dualities. What they should
all display is Ford’s response to the challenge of modernism, a pluralis-
tic challenge to which he rises with the magic of his words.

Notes

1 Ford, as I have said in the biography-in-brief, was christened Ford
Hermann Hueffer. He took the middle name Madox in the late nineteenth
century, and adopted Ford (a maternal name) as a surname in June 1919.
Throughout this book, I have used Ford Madox Ford as his authorial
name.

2 Isaiah Berlin, Four Essays on Liberty (Oxford, Oxford University Press,
1979), p. 1.

3 ‘Fragmentation’ in the catastrophist sense of the experience or perception
(and thus representation in artistic terms) of disunity where there had
been unity, but also in the sense of the experience or perception of new
aspects of existence. See David Tracy’s article, ‘Fragments: The Spiritual
Situation of Our Times’ in John D. Caputo and Michael J. Scanlon (eds),
God, the Gift and Post-Modernism (Bloomington, Indiana University Press,
1999), pp. 170–84, for both a discussion of the primacy, early in this
century, of the language of fragmentation, and an assessment of its
complex nature. 

4 The groups of writers to which Saunders refers are the Sussex ‘ring of
conspirators’, including Henry James, Joseph Conrad, Stephen Crane; the
English Review contributors, including D. H. Lawrence, Ezra Pound,
Wyndham Lewis; and finally those who wrote for his later, Paris-based,
transatlantic review in the 1920s, including James Joyce, Gertrude Stein,
Jean Rhys and Ernest Hemingway (Ford Madox Ford: A Dual Life, Vol. 1,
Oxford, Oxford University Press, 1996, p. v). Hereafter cited as Saunders I
(or, for volume 2, Saunders II).
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5 My subject here is Ford, and these dates provide parameters for his works
that I discuss. I don’t accept, in general, the idea of a time-bound period of
modernism. Some critics do, however, often citing 1908–22 as the critical
period (though dates are always a matter for debate), climaxing in the
publication of The Waste Land in 1922. See the first pages of Peter Childs,
Modernism (London, Routledge, 2000); Stan Smith, The Origins of
Modernism: Eliot, Pound, Yeats and the Rhetoric of Renewal (Hemel
Hempsted, Harvester Wheatsheaf, 1994); Michael Levenson, A Genealogy
of Modernism (Cambridge, Cambridge University Press, 1984).

6 Herbert Read, Art Now: An Introduction to the Theory of Modern Painting
and Sculpture (London, Faber & Faber, 1933), p. 59. 

7 Peter Childs, Modernism, p. 14.
8 Gabriel Josipovici, The Lessons of Modernism (London, Macmillan, 1977),

pp. xiv, 138.
9 Frederic Jameson, The Political Unconscious: Narrative as a Socially

Symbolic Act (London, Methuen, 1981), p. 206.
10 David Trotter, The English Novel in History 1895–1920 (London,

Routledge, 1993), p. 3.
11 Faulkner, Modernism (London, Methuen, 1977), p. 1.
12 Levenson suggests that while the modernists themselves ‘repeatedly

announced a clean break with the immediate past’ there are, in fact,
grounds for finding continuity with the Victorian era too (Genealogy of
Modernism, pp. ix–x). ‘Modernists didn’t obliterate traditions; they
stretched, explored, and reconfigured them’, Jay Winter states in Sites of
Memory, Sites of Mourning: The Great War in European Cultural History,
before examining literary modernism (Cambridge, Cambridge University
Press, 2000, pp. 2–5). See also Randall Stevenson’s Modernist Fiction: An
Introduction (Hemel Hempstead, Prentice Hall, 1998) (especially the
introduction).

13 Levenson, Genealogy of Modernism, p. x.
14 Introduction to H.D.’s Her (London, Virago, 1984), p. vii.
15 Childs, Modernism, p. 27. See also Faulkner, Modernism, p. 14.
16 Peter Conrad, Modern Times, Modern Places: Life and Art in the Twentieth

Century (London, Thames & Hudson, 1998), p. 217.
17 Though the Theory of Relativity emerged in 1905, it wasn’t until several

years later that it was confirmed (1919), and began to prove its literary
currency. D. H. Lawrence remarked in 1923 that ‘everybody catches fire at
the word Relativity. There must be something in the mere suggestion which
we have been waiting for . . . Relativity means . . . there is no one single
absolute principle governing the world’, Fantasia and the Unconscious and
Psychoanalysis and the Unconscious (London, Heinemann, 1963), p. 177.

18 Childs, Modernism, p. 66. See also Stevenson, Modernist Fiction, pp. 74–5,
110–13.
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19 Briony Fer, introduction to Modernity and Modernism: French Painting in
the Nineteenth Century, ed. F. Frascina et al. (New Haven, Yale University
Press, 1993), p. 11.

20 The work of this French philosopher was also important in developments
in modernist treatments in narrative – especially in his thoughts concern-
ing ‘clock-time’ when opposed to the ‘psychological time’ of the individual
(his influence can perhaps most obviously be seen in a text like Woolf’s
Mrs Dalloway (1925)): ‘When I follow with my eyes on the dial of a clock
the movement of the hands . . . I do not measure duration . . . Outside of
me, in space, there is never more than a single position of the hand . . .
Within myself a process of organisation or interpretation of conscious
states is going on, which constitutes true duration’ (Henri Bergson, Time
and Free Will: An Essay on the Immediate Data of Consciousness (1889)
(London, George Allen & Unwin, 1971). 

21 Catriona Miller, ‘Modernism and Modernity’ in Shearer West (ed.), The
Bloomsbury Guide to Art (London, Bloomsbury, 1996), pp. 163, 159.

22 Smith, Origins of Modernism, p. 1. R. A. Scott-James used the term in
Modernism and Romance in 1908 (London, John Lane, 1908), title, p. ix.

23 Ezra Pound, ‘Wyndham Lewis’, Egoist, 1 (15 June 1914), p. 234.
24 Ford Madox Ford, ‘Pon. . . ti. . . pri. . . ith’ [1918], tr. Max Saunders, in Max

Saunders (ed.), Ford Madox Ford: War Prose (Manchester, Carcanet,
1999), p. 32.

25 Ford Madox Ford, The Good Soldier (1915), ed. Martin Stannard (New
York, Norton, 1995), pp. 101, 70. All references throughout this book are
to this excellent and comprehensive critical edition.

26 Virginia Woolf, Orlando (Harmondsworth, Penguin, 1975), p. 55.
27 This comes in Conrad’s preface to The Nigger of the ‘Narcissus’, taken by

Levenson as a ‘representative text’ with which to illustrate early
modernism (Genealogy of Modernism, p. 2).

28 Romance was published in 1903.
29 Ezra Pound to Felix E. Schelling, July 1922, ed. D. D. Paige, The Letters of

Ezra Pound 1907–1941 (New York, Harcourt, Brace, 1950), p. 180.
30 Max Nordau, Degeneration (London, Heinemann, 1895), pp. 38–9, 506.
31 Freud considers the view that modernity has produced a general condition

of neurosis in ‘Civilized Sexual Morality and Modern Nervous Illness’ in
1908 in the Standard Edition of the Complete Psychological Works, tr. and
ed. James Strachey et al., 24 vols (London, The Hogarth Press, 1953–74),
Vol. ix. Hereafter, throughout this book, simply SE, to indicate Standard
Edition, and the volume and page numbers will be cited; all Freud refer-
ences (except where stipulated) are to the Standard Edition.

32 F. T. Marinetti, ‘Destruction of Syntax – Imagination without Strings –
Words-in-Freedom’ in Umbro Apollonio (ed.), Futurist Manifestos
(London, Thames & Hudson, 1973), p. 96.
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33 Think of The Time Machine and Tono-Bungay by Wells, Dracula by Stoker,
and The Picture of Dorian Gray by Wilde.

34 Anthony Elliott, Psychoanalytic Theory: An Introduction (Oxford,
Blackwell, 1994), p. 7.

35 Winter, Sites of Memory, Sites of Mourning, p. 1.
36 Peter Gay, The Bourgeois Experience: Victoria to Freud, Vol. I, The

Education of the Senses (Oxford, Oxford University Press, 1984), p. 31.
37 A. J. P. Taylor, English History 1914–1945 (Oxford, Oxford University

Press, 1965), p. 1.
38 Although dated, Dangerfield’s book was cited in 1997 by Peter Stansky as

drawing the relation between politics and modernity ‘brilliantly’ (On or
About 1910: Early Bloomsbury and Its Intimate World, Cambridge, MA,
Harvard University Press, 1997, p. 4).

39 George Dangerfield, The Strange Death of Liberal England (London,
Constable & Co., 1936), pp. 29–30.

40 Samuel Hynes, The Edwardian Turn of Mind (Princeton, Princeton
University Press, 1968), p. 11.

41 David Cannadine, The Decline and Fall of the British Aristocracy (London,
Macmillan, 1996), p. 45.

42 The decline in the fortunes of the landed aristocracy (Christopher Tietjens,
of Parade’s End, is one of their number) began, according to Cannadine, in
the 1870s due to the collapse of the agricultural base of the European
economy, the rise in plutocratic fortunes and the Third Reform Act of
1884–85 (pp. 26–7).

43 Asa Briggs, ‘The Later Victorian Age’ in Boris Ford (ed.), Victorian Britain,
The Cambridge Cultural History of Britain, Vol. 7 (Cambridge, Cambridge
University Press, 1992), pp. 10–13.

44 Taylor, English History 1914–1945, p. 1.
45 Winston S. Churchill, The World Crisis 1911–1918 (1923–27) (London,

New English Library, 1964), p. 8.
46 Paul Fussell, The Great War and Modern Memory (Oxford, Oxford

University Press, 1975), p. 21.
47 Conrad, Modern Times, Modern Places, p. 203.
48 Quoted in Vassiliki Kolokotroni, Jane Goldman and Olga Taxidou (eds),

Modernism: An Anthology of Sources and Documents (Edinburgh,
Edinburgh University Press, 1998), p. 342. Lowell joined the ‘Imagistes’
after coming to England from Boston in 1914. 

49 Ford Madox Ford, It Was the Nightingale (1934) (New York, Ecco, 1984)
pp. 65–9, 24–5, 63. 

50 ‘Large words’ (also called ‘Big Words’, and referred to in The Good Soldier
as ‘big words’, p. 25) such as ‘Courage, Loyalty, God’ (It Was the
Nightingale, p. 70).

51 Gunnar Brandell, Freud: A Man of His Century (Sussex, Harvester Press,
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1979), pp. 8–9. A result of this cross-fertilisation was the ‘rich literature of
psychopathological characters that sprang up around 1890’ (p. 14).

52 B. R. Hergenhahn, An Introduction to the History of Psychology, 2nd edn
(Pacific Grove, CA, Wadsworth, 1992), p. 470.

53 Edith Kurzweil and William Phillips (eds), Literature and Psychoanalysis
(New York, Columbia University Press, 1983), p. 18.

54 Dangerfield, The Strange Death of Liberal England, p. 90.
55 Daniel Pick, War Machine: The Rationalization of Slaughter in the Modern

Age (New Haven, Yale University Press, 1993), p. 110.
56 Ford Madox Ford, The Soul of London (London, Alston Rivers, 1905),

p. 120.
57 I also discuss Ford’s progression from the nineteenth-century idea, via

Otto Weininger, that the sexes were polar opposites. See Joseph Bristow’s
discussion of sexual classifications in the first chapter of Sexuality
(London, Routledge, 1997), pp. 12–46.

58 Refer to Samuel Hynes’s discussion in Chapter 5 of The Edwardian Turn of
Mind. The Good Soldier was to be an ‘analysis of the polygamous desires
that underlie all men’, as Ford put it in a letter to his publisher John Lane
(Saunders I, p. 403). As editor of the English Review, Ford promoted
French writers, thus forcing consideration of new literary techniques and
of ‘sexuality without the distortions of bourgeois sentimentality’
(Saunders I, p. 242).

59 Cate Haste, Rules of Desire: Sex in Britain World War I to the Present
(London, Pimlico, 1992), p. 43.

60 Viennese playwright and author Karl Kraus (who knew Freud) quoted in
Mike Jay and Michael Neve (eds), 1900 (Harmondsworth, Penguin, 1999),
p. 223.

61 Hynes titles a chapter ‘The Trouble with Women’, Gay calls one ‘Offensive
Women and Defensive Men’. These analyses do not concentrate solely
upon the most obvious example of this upheaval, the suffrage/suffragette
movement, but also illuminate the more subtle, personal and psychologi-
cal perceived threats to the status quo of which the suffragette struggle was
a precipitate form.

62 Gay, The Education of the Senses, p. 225.
63 Ford Madox Ford, True Love and a G[eneral] C[ourt] M[artial], in

Saunders (ed.), Ford Madox Ford: War Prose, p. 138. Though this extract is
quintessential Ford, this novel, begun in 1918, was unfinished.

64 Ezra Pound’s obituary (‘Ford Madox (Hueffer) Ford: Obit.’) was
published in Nineteenth Century and After, CXXVII, August 1939,
pp. 178–81.

65 Adam Phillips muses thus upon the comparisons between the writer of
autobiography and the patient in analysis: ‘Interpreting the patient’s life-
story means, among other things, revealing the implied listeners to it. (And
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it might be an interesting question to ask of an autobiography: who is its
implied ideal reader?)’, On Flirtation (London, Faber & Faber, 1994), p. 71.

66 Ford Madox Ford, Ancient Lights and Certain New Reflections (London,
Chapman & Hall, 1911), pp. vii–viii.

67 Thomas Moser calls the passage a ‘Freudian’s delight’ in The Life in the
Fiction of Ford Madox Ford (Princeton, Princeton University Press, 1980),
p. 134.

68 Saunders I, p. 386.
69 The other ‘doctrines’, so named by Levenson, include imagism, vorticism,

and classicism (Genealogy of Modernism, p. vii).
70 Ford Madox Ford, Outlook 33, 17 January 1914.
71 West (ed.), Bloomsbury Guide to Art, Cézanne entry.
72 All analyses of modernism stress this technique. I have quoted from some

in this respect already in this introduction. Josipovici puts the literary
fragmentation of form alongside cubist and serialist works as expressions
of the human need to ‘escape from linearity’ (Lessons of Modernism,
p. 124).

73 This is the case, too, for a later Fordian modernist narrator – Jessop in The
Marsden Case (London, Duckworth & Co., 1923). He writes that he is
forced ‘to tell the story in spots – as the spots come back to my mind’
(p. 18), though he knows that ‘it would confuse anyone if I put all those
visions, as they really return, one on top of the other’ (p. 111).

74 Bristow, Sexuality, p. 16.
75 Obviously there are many ways of approaching sexuality other than the

linear.
76 Vilfredo Pareto, The Mind and Society, tr. Andrew Bongiorno and Arthur

Livingston (London, Jonathan Cape, 1935), Vol. II, Analysis of Sentiment
(Theory of Residues), p. 844.

77 See Pareto, p. 1130. Ford’s own account of this violence can be found in
Some Do Not. . . (Volume 1 of the Parade’s End tetralogy), when the ‘city
men’ abuse the suffragettes on the golf course. ‘“Strip the bitch naked!. . .
Ugh. . . Strip the bitch stark naked!”’, they shrill (Parade’s End,
Harmondsworth, Penguin, 1988), p. 67. 

78 Carl Jung, Man and His Symbols (London, Picador, 1978), p. 85.
79 His fantasy novels are made the entire subject of Timothy Weiss’s study of

Ford, so significant did he judge them to be. ‘Superficially insignificant
stories’, writes Weiss of the early fairy-tales, ‘are actually latent expressions
of Ford’s inner “story”, of his fascination with the anima’ (Fairy Tale and
Romance in the Works of Ford Madox Ford, Lanham, MD, University Press
of America, 1984, p. 9). Later texts, as I have been arguing, also fulfil this
function.

80 Gay, The Bourgeois Experience, Vol. II, The Tender Passion (Oxford, Oxford
University Press, 1986), p. 139.

18 Fragmenting modernism

2395 intro  7/5/02  8:41 am  Page 18

Sara Haslam - 9781526137371
Downloaded from manchesterhive.com at 05/25/2023 03:11:26AM

via free access



81 Sigmund Freud, ‘Creative Writers and Day-Dreaming’, SE ix, p. 143.
82 This quotation comes from the last volume of the English Review that Ford

edited, in February 1910 (p. 534).
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