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Introduction: The Phenomenology of Domestie Life

The domestic world acts not only as the setting for much of the
fiction of-E. M Forster, but is responsiﬁle as well for a good deal of
"
the novels' imaginative content. Domest:tcity ag a literary medium builds

0

upon an experiment:al approach to the modee of myth, romance,' epic, low

J

mimetic, and ironyl‘ that together mke utb the complete bundle of
Forsterian mat:erials* Moreover, Forster's contribution to t:he literature

‘of domestic modernism must be assessed not only in terms of the
' \

1

' significance of his humanist realism2 or his role as romancer3—-the two

critical perspectives that have generated the most discussion——ﬁut also

from the point of view which emphiasizes the importance to' his works

L

. myth ‘and 'epic.4 And while fantasy has been assumed commonly to be par
- \ . ) .
and parcel of Forster's intérest in romance, it has not heen considered

‘'usually as an integral aspect of his domestic vision.

LY

3

1 . These categories of 1iterary modes come from Northrop Frye, Ahatomy
'of Criticism (1957; rpt. Princeton, N.J.: Princeton University Press,
1973), pp. 33-35. '

( .
2 Among those critics who stress Forster's humanist realism are

Frederick Crews, Frederick McDowell, and Lionel Trilling. [
» Y (

1

3. The critic who has done most to adyance the idea of Forster as a
writer of romance is George 'H. Thomson, The Fiction of E.M. Forster .
(Detroit: Wayne State University Press, 1967).

4 My own discussion of vofce and myth in Howards End implicitly
. adsumes that the work's structural principle “fs clearly presented in
terms of the epic journey. .
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Domesticity insists on an egali:t;e;rianism which is both aesthetic

and ‘moral. Narrowmess of perspective and intensity of focus allow for

an appfehension of the universe that is detailed and highly par\ticularv.

Significance 1s everywhere. VIn;leed, the objecés and rituals of domestic

life provide the suBstance of -what Forster called hig "living material.";-

A comment of his, with regard to his affection for The. Longest Jdurney,
"

glves one some idea of just how important such ‘material is. Furbank

.
Y

says: e

v It was the one book of hid, te felt, .that had given more
back to the world than it had taken from i{t. "Stephen
Wonham-—t\,hat theoretic figure—" he said later, with much -
insight, "Is in a sense so_dead because he'is created from

.~ without, in a sense so alive Becausesthe material out of .
which 'he was constructed is living."
|

The degree to which the material of Forster's fiction is developed-—is
automonous-—suggests a starting point for thé form lation of the division

between the pre-domesti works and the more mature accomplishments. .

Although his domestic imagination does not feally begin to develop

"its own mythology until The Longest Journey, an awareness of the world

full of reciprocity-betwden various kinds of living materials is evident

i

from Forgter's earliest y TS, . Surely hints of domestic phenomenclogy

can he founﬁ in the titles of his first attempts at story telling--titlés

revealing a certéin childish excitement in the power of creation:
“Excited Maids under the Clothes line";. "Dancing Bell";
"Chatterdng Hassocks'; "Scuffles in the Wardrohe'; "The
Earring in the Keyhole."

) e
o -
i
-

3 P.N. Furbank, E.M. Forster: A Life ' (New York and London: Harcourt

"Brace Jovanw:tch, 1977, 1978), I, 149. . '

6 E. M. Forster, Marigdnne T&ornton (London: Edward Arnmold, 1956},
p. 271. ) ‘ . a

g SO

(




ol

7

- Al

‘In every case, it 'is the familiar paraphernalia of daily life which

!
»
contains forces suggestive of some energetic mysteriousness.

Forster's domestic fiction characterizes itself by quali,ties
which are closely related: intimacy, fantasy, and the sense of contain~

ment. Intimacy is fundafental to the formation of the "common meeting-
t§ . 1

" ground" that is so important to Forster's psychological landscape. Its

compom;ants are sexual7, emotic;nal,'possiﬁly pblitical and certainly moral.

. t o ' . .
Such intimacy exists not only within the world of the novel itself but

achieves as well an even wider life in the relations established between

"the authorial presence and’ the reader. However, as reader and author

grow more intimate, it is nevex.j'at the expense of the character.

-

s .o o

in his fiction. ' As he makes élear in Aspects of the Novel, hetrayal of -
this sort is not _onl}\r literary,but moral.

. . . may the writer take the reader into his confidence-
about his chatacters? Answer has already Beéen indicated:
better not. It is dangerous, it generdlly leads tc a drop

. 1in the temperatiire, to intellectual and emotional laxity,
and worse still to facetiousness, and to a friendly
invitation to see how the figures hook up behind. , . .
Intimacy %s gained but at tﬁe expense of illusion and’
nobility.

From the &eginning, Forster's fiction has insisted that the
intimate and the myaterious can e.xiscksinmltaneously. Momenta of sh"ared

expéri‘.ence -always reveal but in doing so they hint at what is not known

and what cannot he known. Charagteristically, the mystery of Porstar's .

hS

See Judith Scherer Herz, ''The ble Nature of For er's Fiction:
A Room With a’ View and The Longest Jolrney," ___g,].:tah Litdrature in
Transition, 21, No. 4 (1978), p. 260: /-

8

E.M. Forster, ects of the Novel, ed. Oliver Stallybrass, Abinger.
ed. (London: Edward Arnmold, 1972), p. 56. .

/Intimacy is inseparable from, trust and Forster does not betray the people .,

B

_.4_
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"eternal moments" often springs from actions overtly domestic: for
Ay s

example, the sharing of milk. Thé motif appears twice in his riovels and

o«

is mentioned again in the biography of his greai:—aunt. .

N a

"Latte! latte!" criled Perfetta, hilariously ascending the
stalrs. . . .

l
-

"That milk," said Caroline, "need not be wasted. , Take it,
Signor Carella, and persuade Mr. Herriton to drinmk."
Gino obeyed her, and carried the chi}.g's milk to
> Philip. And Philip obeyed also and drank.”

"Little boy, what do you Ban’{'.?"
. ' "Please, I am the milk.™

The mysteriousness of the scene from Where ‘Angels Fear to Tread is

essengiélly conventional in the sense that its archetype—the ‘sacrame’m:al
act of communion--establishes, from outside the novel as it were, the
_reconciliation of the estranged men. The iIntimacy of the passage from ~

Howards .End, on the other hand, works in a much different way. The

moments Vh;.ch re-connect the separated sisters and lead to a renewed *
|

habitation of the house are of such intensfty that they seem to generate

within themselves the appéarance of the boy with the milk. 7Indeed, the
‘milk does not even have to be drunk in order that it may nourish and \' ,
sustain; it is enoulgh thafﬁ: simply comes into existence. . And the way
in which it manifests its existence is chargrteristic of the domestic
Forster, Bby and‘_milk are metonymicélly insep\arable. B

v “«

9" E.M. Forster, Where Angels Fear to Tread, ed. Oliver Stallybrass,
Abinger ed. (London: Edward Arnold, 1972), pp. 138-39.

¢

10 E.M. Forst;ér, Howards End, ed. Oliver Stallybrass, Abinger ed.
(London: Edward Armold, 1972), p. 296.

°
o
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That sacramental milk appears again In Marianne Thornton. Forster

mentions a letter written by his great—aunt. to a member of the family /

ki

from whom she had been estranged. ) T

A week before she died she wrote an extraordinary letter
to Emily Thornton. She asked for some milk., No Biogiapher
) could have foretold such a request, no novelist before
. Proust cpuld have invented it. After thirty-five years of.
’ y alienation she asked for some milk. . . . ,
But it is more probable still that Marfianne was writing not
to’'a person But to a place’. The milk was a sacrament.

One has no way of knowing whether Forster's awareness of this piece of

'

" family history acted as the impetus for the scenes in Where Angels Fear

to Tread and Howards End. However, 'if he did not invent the act, he
" )

WdeSe e 7

certainly invented its éigr'xificpnée... o . T

At the heart of Forster's work lies something that can be called
the fusion of the two forces that; he saysb, inhaﬁit the novel:’ "human
’beings‘ and a' Bundle of 'variouvs things not human Be:Lngs."l2 .That bundle
of‘l things is how he describes the pove’rs of fantasy and" prg}phecy, :f

- Yhar of light" that "cuts across” tgime, people, and logic, "that is

fntimately connected with them at one place and patiently illumines all

their problems, and at another place shoots over or through them as if ~ °
wl3 '

‘Such power is crucial to Forater's fiction and.

~ ~

4
¥
G
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they did not exist,
3 . . it‘manifest:s itself in, among other things.;‘ his sense of atmosphere and
place and in the Importance he attaches to the continuity of all J.ife.

!

*His greatest fictfonal dflemma lies in his attempts to reconcile .the .

1

. Marianne Thorntom, p. -287.
JgY) o .
Aspects, p. 73. . . e \
13 :

Aégects, p. 74.




' the human love with which it is associated--has a past, present and

-6 -

condition of being cut off, estranged, allienated from one's physical

.
. ’

ahdlspirii:ual home, with his eonviction that behind this world lies
ar;other whose wnho.leness, l;amony and order0 is inviolate.

"“The particularity of Forster's language {s fantastic in the
ways ;.n which it v:[v:i.‘fiesl4 its material in order to create a petsonal
and highly domestic mythology. Action Becor;es continuous—-indeed, ' this .
] ﬁhe 'maAjor difference be een the use of fantasy in the early fi‘.c‘tion
and its manifestation in the later x‘lovels. In the earlier works fanpasy
i8 most often associated with landscape' in the later onmesg it buecomes

an integrdl aspect of human behavior. The scenes with. the milk are a

case in point. In Where Angels Fear to Tread, milk makes an appearance

at a symbolically appropriate moment, is drunk, and tﬁén disappears

Qf_rom the action. - Howards End is more sophisticated in its approach.

e
The appearance of the boy with the milk is fantastic; the milk-—and

*

future. Its sacramental quality is continuous. Having been called into -
existence, its life is pex;petual. Moreover, it exists outside the context

© from which it is evoked. ‘ o . ¥

' The same process of fantasy is at work in Marianne Thornton—-in}y

many ways the most domeat:ic of Forster's works—-when he mentfons how hia
~

rather stern great—uncle amused the children by sitting on a burning

A
‘newspaper. '
. The vision of that substantial extinguisher descendfng V.
\ cheers me, the sun comes into the lihrary again, the trees
’ ' wave “f‘resﬁli on the lawn, tiny cousinsg collide and
Jump . . , .
—~ \\ . ‘ ‘ ‘ v
14

'T am thinking of Forster's coment about the faflure of English
mythology. to "vivify one fraction of a summer field, or g:tve names to
“half a dozen s-tars.“ Howards End, p. 264. '

AN
15

Marianne 'motnt:on, p. 150, - ’ '
* L4 . . ‘ .
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Continuity, of course}, istan essential concern of dy ‘and the E umour
of Henry Thornton's hehavior is' inseparable frofa the cc tinuous actions

~

that Forster allows it to invoke: sun shining, trees waving, cougins

\
(tiny) colliding. Indeed, the more one finds of domestic fantasy in .
. B v B T s

-

Forster's ngvels,’ the greq\t_:erl the 1ikelihood that th;.air themes-will be

> s
- ]

essentially comic, 16 -*

Y N

However, as Forster's materfal ‘wbrld becomes more complex,- there
Yy ' . T - (k

is a corresponding increase in its moral complexity. Eéhica];'alignmehts . )

B . . \
are not as stralghtforward as they are in the earlier works. Forater
x »
always spends moré time on his "good™ 'characters/:han he does on his

"had" ones, But in The Longest Journey, Hoﬂarda End, and A Passage to

India good characters sometimes engage in wrong actions and traggdy, if

¢ -\_,
not always realized, 1s'always possible. In the later novels, one

1Y

Y en;&untérs an ever-increasing a‘tmosphereﬁf moral i_:arelessness—not: evil,

not deliberate wrong-doing, but rather "a supreme indifférence.to the

PP e
- .

problems of human connection. -
o

An antidote t} the dflemma of ?Ea‘i:elessness is provided by Forster'a

emphasis on containment, on creating a vorld where all things are able e

(4

* to Be accqunted for in a wayh that makes moral misplacement more and iore

difficult. However, the containment aasouciated with domestic structures
is only‘ effective ff there are liying £orc'es—mc;ra1, “spiritual, sexual--

gainst which it pushes continnously. v

-

In The Longeat Journey, lit:eral language atruggles wit:h the metdphor—

Kl

ical' ,the myt&:[c figures of the past contront “the heroe;ot the presentg

.

16 With The Longest J'ourney, Forster begins to move more and more in
:the direction of domestic comedy. Msaurice is the one’exception. -It is °
"fundamentally a work of romance not comedy and fantasy exiats almoat’ '
wﬁolly as an aspect of landmcape. -

' ¢ .
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" house itself. The desire for disrupting experience contends with an

. understanding. In the final 'nqvel', A Pasgsage to India, the containing

more controllable, kind of struggle in' ducés the highly comic’ tension

" ¢ - is’associated vith the concept of , with the expansiveness that is . -

u M 1
.
, . A

4 -
and at - times there is considerable tension between the comtrolling

Sy .
narrative voice and the behavior of a character such as Rickie Elliot.

But, the conflict.between the universals of classical ,niyth and a

-~

. , .
characteristically detailed sense of English domesticity raises the

)ork to the level of magfc. That an incompetent hero can become a
tragic one somehow reinforces one's need to believe in the largeness

of life., Howards End pits the grandness-of archetype and myth against

the small world of dpmest:tc 1ife that lends so much siénificanc@ to the

equally strong desire for peace. The fall into knowledge of the world '

P

juxtaposes itself with the cogréspondigg‘ inward movement towards self-

. -

forces are found /in'human_ acts of invitation and entertaimment. Every
social and domestic ritual is a lglcrocosm of a larger universe. Comedy

’
~
@

~occurs when the ‘'universal and the particular pass ,thxl;&ugh ‘t:hei:" common

‘memhrane into the sphere inha}:it':ed By ;ach ot:her,. But 1t ig a comedy |
#requently cloge to ;‘:iespairh.-\‘ In this case, Forster is aware iropic;lly

that t:Iu.a forces are unequal. Ut‘x.iversal formlessness cen penet:xjate' at;

will t:h.e' c'é“reifixlly ordered arid catalc:;gu;;d domes;:ic realm. 'lAttempt:s' ~by T

the dm§t£c to .push- against the 'un:l.ve'.rsal are ultimately as :I.:@ffectual : st ;
aé a pin‘ attempting to, pierce t!}e ‘hide'ﬂéf_ an elephant. ’A more nianage:abte, | .

-

that results from the juxtapositioning of the domestic enclosure, Ehpt

&

-~ N . . } N °
part of the gesture of invitation. .

‘ {n the earlier novels, the tension of opposing forces is somewhat

diui‘ﬁated. Forster seems not so interested in containing his material,

. - « ~
s ) ' \)
<
‘i . N . ) ) <
\
.
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quite posgibly because he.still mistrusts the conventionally domestic

and sees it as enervating. Consequént:ly, Where Angels Fear to Tread

and A Room With a View tend to go outside the domestic experience for

confirmation of their e’tlgica‘l and sy'mbYolic meanings. Inqimacy tends to

be precluded fantasy usually exists as a kind of landscape, and

containment, if it exists. at all, expresses itself not in terms of"
{

contending forces within the novel, but as a series of moments which
Phutins : [

are to'a certain extent isolated f.\‘\?om the rest of the narrative action.

L ’

Where Angels Pear to Tread provides a particularly interesting

k2

example of what I mean By unrealized contaimment, Its- 'significant moments

come to life, not so much becguse of gheir relations with the rest of

" the text, but ‘Béhcauswonpection is made with the world of symbol and

afchetype which }ies outside the ‘work itself and which, for the most part,,

rem'a:[ns outside. Angels I8 a highly pit\:torial novel, frequently presented

in the language of Spectacle Its most str:tking quality is the way.in

which aignificant scenes are pr;}esented as a series of taBleahx v;i.vants.
There’ is, howeve?,\n crucial distinction to he made Between th.e tahleau

vivant and Forster's later creation of a phenomenologinal, domesticity.

“ . < . .
. -

Look at the—mwfe Philip Herriton sees when he comes upon Gino and, '

Caroline Bathing the Baﬁy': o
N s ,
She aacrificed her own clean handkerchief . He put-a cbair <
for her ‘on the loggia, which faced weatward and was still
* pleasant and cool. There sghe sat, with twenty miles of view:

e

¥ *  hehind het, ‘and Be placed the dripping baby on her knee.

It shéne now with fiealthi and Beauty: it seemed to reflect .

light, 1ike a copper vessel. Just such a baby Bellini sets

languid on his motfier's lap, or Signorelli f£lings wriggling
.. on the pavements of marble, or Lorenzo di Credi, more

reverent but less divine, lays carefully among flowers,

. with His head upon a wisp of golden straw.. For a time Gino

~ “contemplated them standing. Then, to get a Better view,

Before him.

. . e~ “\t
. . ¢ kS : .
(o - N .
. . .
a .

s e e e e

Sz RS She

arypem—, -

e
he knelt by the side of the cha:l.r, with his hands clasped‘ T

LA
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So they, were when Philip entered, "and was, to all )
intents and purposes, the Virgin -and Child, with Donor.

By

Although this is seemingly a domestic moment, ¢ its pictorial -quality

[N
its attitudes——certainly emphasiZed-by the depiction of perspectiye and

the painterly analogues supplied by the voice of the authorial presence—-

18

sujgesc not fiction but drama. The life in the scene has the potential

to come from within but it stops as soofi as it is realized.

However, in many ways, Where Angels Fear to Tread comes/closer to

the experience of domestic intimacy than does A Room 'With a View. One's

expectation. that the later novel's emphasis on family relationships is

-

indicative of a cdnsidérab}e degree of domesticity proves not to be the
w, . Lo !

Scenes of revelation are set outside domestic enclosures and

.
I

. case.

“while a certain intimacy is achieved with the apégg’arance of 'an occasionally
fantastic landsc'ape, it 1is one ‘that acts at fictional cross purposes to

the major theme: marriage and the establishment of domestic life.

The bathing scene in' chapter twelve qffers a case in point. The

- . 4
- . '

' sexual energy tha‘t, for the purposes of the st:o;fy, should hav? existed

14

-between Lucy Honeychurch and George Emerson never really emerges and

.. becomes instead something shared among the men who bathe in the 1:gond.19

e

.

17 Wheze Angéls Fear to Tread, p. 1;!;2.

# 14

18 Aspects, p. 16, ‘Forster says: " . . . in music fiction is likely
‘to find its nearest parallel. The position of the drama is different.
. The drama may look towards the pictorial arts . '. . for it is not so

. deeply committed to the claims of human beings. . . . " In fact, Where L

Angels Fear to Tread, as a whole, suggests an operatic fusion of drama .
and music.

. ' La .
19 Seq Herz's discussion of A Room With a View,. esp. p. 258. 3 ‘ -

2
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Domesgticity cannot yet support such forces of attraction. No real

intimacy of any kind. is ‘ever established Between Luey and George——

1

although he is intended obviously as a character with more potential
for the intimate than Cecii Vysef Theirs is the doﬁeatic relationship
of the wo;k, yet the domestic wﬁrld’offers little comment. Tables

and chair; do not breathe their égproﬁation.

Indeed, there is littlé.in A Room With a View that dpproaches the

" domestic intensity that one finds in the later novels. I am thinking,

{

for example, of the scene in the first chapter of The Logggst Journey

,.;

when Agnes Pembroke's survey of Rickie 8 room at Cambridge is, as it

were, neutralized by the prevailing forces of fantasy. Such forces

make one believe thac a.photograph of Mrs. Ellfot can become something

‘alive, capable of presenting us with the woman herself standing on the

mantelpiece. ﬁowards End, toéf is full of‘such moménts. The‘reconcil—
iation of Margaret and Helen animates the house ana,itg contents to the
extent that wh;n Helen says of the dining-room chairs that "their dear
little backs are quite warm" (chapter 37), one is quite ready to accépt

: # \
their living presence. The mystery of apprehended domesticity infuses

A Passage to India and is made all the more effective by being conveyed
through‘séenes that are designed to be highly comic: for example; .
Professor Godbole is invited to Fielding's (chapter 7) and owing to the

demands of religious rituals is both aloof and»yét curiously intimate,

. sitting apart from the others, eating, eating and eating his tea. The

tea-party suggests both a festfve mood, a comic gluttony ‘that arises

£y

from an inclusiveness of spirit anﬂ a feeling that is almost ominous

in fts emphasis on gome unknown .and fnsatfable force lurking inside the

most seemingly innocuous of socfal gatherings.. ‘:

A

wd

PR




- X o Q
' -12 - ' '
7 .

[

But the forces of domesticity are henevolent as well as malign.

' i

, /

Most of all they are permane.nt. Fantasy landscapes are transitory.

~ Es

Domestic structures, on the other hand, revolve around actions that are

endlesaly renewable. In The Longest Journey, Howards End, and A Pask_g_:ge__/

to India, Forster, clokées_ off his fictional world in order to ensure tha::

nothing'escapes his, and the re'ader's, scrutiny. However,® what is under
“—e%amination is not static., The comn;;n ground shared by these novels is

an intense fictional atmosphere through which an on-going process of

reconciliation -takes places,' It is a pfocess that equatés formal conditions

wij.th the requirements of conscience and that insists ultimately on the

-

novel's humanity. ' ,
The intensely, stiflingly human quality of the novel is
not to be avoided; the novel is sogged with humanity; there
is no escaping the uplift or the downpour, nor can they*be
kept out of criticism. We may hate humanity, but 1f it is
exorcised ror even purigied the novel wilts, l:l.ttle is left
but a bunch of words. . s

: .

20 !!’ E“t" 4p‘ 15‘ v s ' » N ) N . ' ) ' y *
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p— ( ‘ - : Towards the Realization of a Domestic Mythology: \‘\\ 3
. . i . . .
_-——___\\N\‘\\\\\\\\\\ - . - The Longegt Journey

¢ The Lo?gest Jouipey is Forster's firsé‘serious attempt at the
];orking out of an original, doﬁestic mytholog&. ‘Certainly, its place-
ment in hié'noveiistic carFer is impoftant. For the fifst time 'the
domestic world begins to be given the‘éignificance of myth and that
siénificance relies heavily on Forster's reshaping of some of Ehe

conventions of traditional literary forms.
2

‘An idea can be gained of some of the difficulties in%qlved in the.
manipulatign of conventional forms if one considers how best tb’def}ne i
the work., A definitioﬁ wéuld have to include theée eleménts; a tragi-
comfc novel]ro;ance, relying on:a pastgr;i/domestic‘secting, incorpo— .
rating actions of both fantasy aﬁd myéh, an& using a language which is
lyr;cal‘and ironi¢ in tome.. The problems inherent in such a definition
pointvgo;;he problems in asseséing the work itself. However, what is

, Lo
special about The Longest Journmey is the way in which its fictjonal

weaknesses are also components of its greatest strengths. The novel

offers a particularly interesting point of departure to an understanding

-~

of Forster's works as .a wholée Because of, not in spite of, ts shifts

in mode. Ultimately all of these‘modes! traditional though they may

- O

seem, reveal themselves as conveyors of a new kind of fiction: one

1

which transforms the attrfbutes of domestfc life into a mythology.
In this work, Forster insfsts that the traditional aﬁd the

Innovative exist‘simultaneonsly.' One result of this juxtapositioning

¢

R
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is that one's overall impression is something of a jumble. The distance

.between the reader and the events before him remains more or less the
- . / .

same, although the characters themselves may-expariendge an_enlargemgnt

_or contraction of perspective; there is certainly not|the dramatic

alteration of focus that is present in A Passage to India. What this

N ;e

¥

coﬁ§i§tency doeﬁ, however, is provide the work with a gbod deal of
.o : ‘ v

‘ energy and tension, as if the unruly fqrcés behind Forster's fictionél

materials wefe allowed to get slightly out of hand,

-

part of the confusion arises from the fact that this is the work

of an author whose treatment of his fiction is stillifelatively immature.

Again a comparison suggests itself between that hinf of waywardness 'in

The Longest Jotirney and the authorial coﬁtrdl)thét\is evident in Howards

End and, especially, A Passage to India. 'But there is more to be

considered thar just an immaturity of conceftion;rand it should be

eméhasized thag; despite techq&cqf ahd conceptual limitatioms,, immatu-
. ]

rity can have its own charm.

It is'probablg thaéfbne ofvthe reasons for the novel's sameness
of berséective 1§ that thefe is imply no room for variation. What &
mean is that a gobd deal of the space between the work and the reader
is taken up by-two narra;}veé, not one., The first is coﬁposed of the
traditional fqrms'of pastpral, fantas;, myth and 1yrig, moving through
what seems,almost to be a dream world: always there but not alwayslin
focus. The inevitability that .surrounds this sleepwalking procesgion
of 1iterary fotms is stronglg’suggestive of the absolute worla of

romance. The second sort of narrative, and the one with which this

chapter is most concerﬁed, is much more modern in tone, more ironic,

. more comic, in-short more like the usual conception one has of Forster.

)
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‘It lowers the bucket,l to use one of Forster's terms for the working of

the creative mind into the stream of’ traditional literature and brings

that material up to the level of tha .modern imagination. In The

°

Longest Journey, these two narrative streams exisc side by side, each

™~
,to a certain extent reinforcing the other. I say "to a certain extent"
N e

because although their existence™is simultaneous and symbiotic, there.
. {
is also some area of conflict. Such conflict is a major part of

Forster'a determination to create his own, . domestic, mythology and while

_he can acknowledge overtly his use 6f the conventions of bhe past, his
Ce .

originality insists that those conventions be subverted. Hence, tragedy
and comedy trip each otber up; the romance of the absolute is subject

_constantly to the novel's subject: reality; the pastoral sgtting is .

i

encroached upon by domestic structures; and unfestrainedllyriéipm under-

goes thie firmly ironic control provided by the narrative voice.: It is

N

an aspect of Forster's genius that'this rather schoolboyigh undermining

of “the. traditional never,wé:kens the éeriounness and dignity of those
cnaracte;n who are poét clogely associﬁted with the greatnesgxbf the
past:

The reshaping of literary mode that 1s such a major part of The

Longest Journey's form has everything' to do with its theme. the rival

claims of objective and subjective modes of perception; the debate
between the contending truths of realism and idealism; the question of

whethet things exist when they are. not being looked at. Forster himgelf

°

1 The image of lowering a bucket into the subconscious mind is found
in "Anonymity: An Enquiry," and in "The Raison D'Etre of Criticism."
Both essays. dre in E.M. Forster,. Two Cheers for Democragy, ed. Oliver
Stallybrass, Abinger ed. (London: Edward Armold, 1972). . “~-
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would say with certainty that objectivl realism ensures tﬁe independent
life of all things and Rose?baum argues convinéingly ;ﬁat the novel'é
debate follows in its essentialsg the ideés put’ forth by G.E. Moore in~
his paper, "The Refutation oéiidealism,' which had appeared in Mind,ﬁi*;
October 1903 )

,Hnyever, the problem concerning ;he existence of objects is not‘
. only an epistepqlogical one. * In Fo;ster's hands, it carries reverber-

o

. ) i
ations that are, as we shall see, both ethical and linguistic. As

Rosenbaum says: "In The Longest Journey Forster iﬁaginatively converts

an epistemological point from the essay into a moral onme."
. i
One of the two central lessons taught in.Forater's
Bildungsroman has to do with the codsequences of not
believing in the objective existence of other' people and
other societies, of nature, and of time. The other lesson
, 1is concegned with love, as we gshall see, where again
Idealish eeds refuting. At one time or another in The
, Longest Journey all the important chdracters, excepc
* possibly for S§ephen Wonham, act like epistemological
. Idealists in.d nying the objective existence of people
‘whom, for.one reason or another, they do not wish to be
- aware of. The reasons Zre metaphysical, moral; psycholog—
ical, social or sexual.

fl

.. Domestic mythrmaking is egalitarian in its insiateunce that all

living things—-oﬁjecﬁé as well as people—=are équal. It refutes the

'mbral\carelessnesa that idealistically denies the existence of others
and insists that the egocentric demands associated with ideal modes of
r‘ : ' ' & : )
perception be ignored. Indeed, what makes the novel's domesticity so

» ‘ S %l

2 S.P. Rogenbaum, '"The Longest Journey: E.M. Forster's Refutation
‘of Idealism,"™ E.M. Forster: A Human Exploration, ed. John Beer and

G.K. Das (London: Macmillan, 1979), pp. 32-54. . T

3 T ™ o
. Rosenbaum, p. 38,

1

b Rogenbaum, p. 39.
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interesting is that its larger moments of revelation--such as Rickie's
. awareness that he has a brother and that his brother is the son of

~

their mgther—-become subordinate to the accumu}atiqn of small bui infnnqg
moments ‘of discovery when tﬁejinnnimate becomes alive.and charged with
moral significance. ‘

There are a number of ways in which Forster realizes his material.
One of these is his handling of fantasy, albeit fantasy is not a mode .
which.is thought of traditionally. as “real.“ Nevertheless, the fantastic
. world containa its owm ﬁind of realist‘inistemology and demands an’
‘ ethical correlative. Partly defined as "a bundle of things not ‘human
beings,' 5»f‘amtasy algo comments dn the human expeniénce in a manner which
is- particuinrly Forsterian. It paradoxically insists upon literal .
expresgion, upon what Herz calls the "primacy of the word. The idea,
the statement,'érows out of the'implicétions bf the word, it follows the |

logic of the metaphor."6 I&dged, fantasy is very much connected to the'
idé; of growing out., Funbank says something similar: Forster has a .
"habit  or principle of always 'realising' his metaphors and allowing
them to nake him where they shnnld--another version of respect for what

is real."7

5 E.M. Forster, Aspects of the Novel, ed. Oliver Stallybrass,
Abinger ed. (Londqn; Edward Arnold, 1972), p. 73.

.6 Judith Scherer  Herz, "Listenipg to Language,” in a collection of
essays on A Passgage to India, ed. John Beer, anticipated publication,
London, 1981. Read in typescript. -

- P

7 P.N. Furbank, "The Philosophy of E.M. Forster," forthcoming in a
collection of essays on EMF, edited by Judith Sherer Herz and Robert K.
Martin, to be published by Macmillan (Londom), 1980.

t
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Another aspect of Forster's realization of the story has to do

w:i.,lth his tfeétment of class:tcal'ﬁyth. in this case, what is realized
is the fnanimate past. However, Forster is well aware of the implicit‘
tension b‘etween‘ real:!.sm and the idealism that characteriaticaliy
attaches itself to z.my evocation of ‘the traditional models of literary
hi_atory.' Th; resolut;ton of that tension is one that debunks ideal
antfecedents by sul;jecting them to the scrutinj of tI'\le authér'g steadily
ironic gaze. By maKing thé ideal into somethi.ng real, Forster ensures
that the. ethical at/triﬁutes of the mychplogicai past can also find lifeﬁ

Il

' 4
in a modern world. , : -

A third, most important t/:'eé/f}nique by which the work i‘s realdized
lfes in the r;lations between the narrative voice and the characters.
The authorial preser;ce fr_equegtl); conducts a kind of dialogue, or duet,
with .a charactegi ,in a way which emphasizes that their import'agce is

equal. I am not suggesting that the Forsterian p'erqom is not more

mature, more experienced than a character such as Rickie Elliot; it is.

) Wbat is Being stressed {s that a certain maturity of perspective (a

relative maturity: one might say) does not convey an innate moral,
aestl‘uat:[c, or e.motional’supgriorityx RatBer the narrative voice shares
its e.;rpertence, and often :f.ts"language, with the character in question,
thus supplying Both a literary solution to an ethical dilemma and a

moral answer to a problem of fictfonal technique.

The setting for the realization of fantasy, myth, and the relations

between nafratiye voice and character is- largely pastoral and to a
certain extent relies upon the traditfonal forms of the Theocritean

idyl‘l; with shepherds and sheep watched over by a Pan both beneficent

A
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‘and malign.8 However, there is an English'and domestic side to this
) M R '3
rural vision and it is one that ceases to borrow f;om classical sources
’ ."' k]

and - instead takes characteristics from a more recent past. When Rickie

Elliot, anti-imperialist tHat he ist finds itihard to' "imagine a place

larger than England,"9 one assumes ehat this is not enly a political and

ethical judgeﬁeet but is as well boéh epistemological and imaéinativel
.. A statement of gh;g nature sugéests a connection, made cleaﬁ/i; both The

o TP
sLongest Journey éhﬂﬁﬂowards End, 10 between Forster 5 gonceptloq of England

as a place, a setting, and John of Gaunt's hymn to the glories of her

past:
a
This royal throne of kings, this scept'red isle,
This earth of majesty, this seat of Mars,
This other Eden, demi-paradise, ‘ ‘
- This fortress built by Nature for herself
Against infection and the hand of war," :
) This happy breed of men, this little world, - :
! " This precious stone set in a silver sea,
Wh%eh serves it in the office of a wall,
’ Or as a moat defensive to a house, 11
] Against the 3vy of less happier lands;

The pastoral forms of "this other Eden" are defined and embef&ished
by figures of .speech strongly suggestive of domesticity. As Forster

works his way towards his culmination of the domestic vision in A Passage

“ | ' h ’ ’ T
. ,3 Patricia Merivale, Pan the Goat God His Myth in Modern Times
(Cambridge, Mass.. Harvard University Press, 1969), especially pp. 180-

91.

¢

9 E.M. Forster, The Longest Journey, World's Classics 578 (London:
- Oxford University Press, 1960), p. 148.

, e
10 The Longest Journey, p. 183; Howards End, ed. Oliver Stallybrass,
‘Abinger ed. (London: Edward Armold, 1972), p. 172. The reference in
, Howards End is somewhat modified to "a jewel in a silver sea.’

1 Richard d1, II, 1, 11. 40-49. - . C
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s by growing out can exist ‘simultaneou'sly with the containment which 13}

\
.

"to. India, with its exploration of s&emingly endless fictional possibil~

ities that arise when the domestic life is taken outside and lived -
. ' R i . o
publicly, one can see that the origins of that vision lie in his early
I .
attempt to bring the pastoral--with its emphasis on the spirit of place

-~-into some sense of containment,
hThe first critical que;tion that poses itself with regard .o the

o " R
development of fantasy has to do with how a form which realizes itself

«
»

'

so much a part of Forster's fictfonal structure. He provides one approach

1+

, " to. the dilemma by-Iqcating fantastic action, which he frequently, : , ' ‘

B associates with the pastoral, in a setting undisputably domestic. And

in doing so the sense of losas, character'is.thzally a part o.é £he pastdral
bmode,lz bec?mes compenga'ted to Ia certain extent by tﬁe spirit of lifél
inherent in"domest:icity. An example is (found in the cataloguing of the
- . contents of Rickie 8 rjom at Cambridge. It should be mnphasized that:’,
although the scene begins and ends with Agnes Pembr_'oke's ;urvéy of the "' 1 |

room, the special quality of the 1it:erai view bglongs to the narrat{.ve

voice.
< . + . She began to pace about Rickie's room, fér she hated '
to keep guiet. There was nothing much to see in it. The
- . pictures were not attractive, nor did they attract her--
school groups, Watts' "Sir Percival," a dog running after '

- a rabbit, a man running after a maid, a cheap brown Madonna )
in a cheap green frame--in short a collection where one : '
mediocrity was generally cancelled By another. Over the

/ door there hung a long photograph of a city with waterways,
. 7 )
12 Raymond Williams, for example, discusses, the pastoral in terms of '
its evocation of feelings of loss, dispossesgion, and displacement. ' * >
More specifically, he says (of Virgil's Eclogue IX): " . . . the . f
pastoral singing is directly related to the hopes and fears of the small ‘ L

farmers under threat of confiscation of their land. . . . " The Country
- and The City (New York: Oxford University Press, 1973), p. 16.
sp
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2 which Agnes, who had never been to Venice, took to be
Venice, but which peoplq who had been to Stockholm knew - .

to be Stockholm. Rickie's mother, looking rather sweet,
was standing on the mantelpfece. Some more pictures had
’ just arrived from the frameks and were leaning with ;heit
faces against the wall, but.\she did not bother to turn them
round. On the table were dijrty teacups, a flat chocolate
.cake, and Omar Khayyam with an Oswego biscuit between ‘his
* .pages. Also a vase filled with crimson leaves ‘of Autumn..

: . 'mis made her smile. . ’ (p. 8)

‘ ?)ne"s first impression ofthe pﬁ;@ge is of- someihing’ not"lat all

. fantasfic. Indeed the piling up " of domestic detail beginning with

-

=) the sentence "the pictures were not attractive e ey suggests

{ S . -
initially a series of almost al'legorical emblems for the tale to foj,‘];«;m,'.“'3

ﬁ’articulariy in its emphasis on the theme of plirsuit anﬂ egcape., The

S

reference ’to the waterways of Stockholm foreshadows the disc}gvery with

regard to Rickie's family history that will follow. ‘
At*‘shisg point son;ething unexpected happens: "Ricki:a's .mother,

looking rather sweet, was st:gnding'o'n the xlnaintelpiece." This is the’

true spirj;*: of fantasy, 'the moment which,’- in Forster's wo'rds"y '.'ine'rge‘sb

“x

- ‘\' v
the kingdoms of magic -and common sense by using words that: apply to.

* both. "147 And he continues,.to the end of t:ime good litetature gﬂl .

.'be made round this notion of a wish. If one comes to accept the

. v s

s K} c 0
literal redlization of a photograph of Mrs, Elliot,.a way of approaching’

. The Longes Journey is gained, on which teaches that in the domestic
\ N -

world anything is possibcle; even the momentary resurrection of the dead.
o Q - . &

o

e

13 Elizabeth Heime, "Rickie Elliot and theCov: The Cambridge
Apostles and The Longest dourney," English Literature in Transitionm 15
(1972), p. 116. Heine notes that The Longest Journey is (s "obviously
allegorical” and that the weakness of the novel's symbolism is that
"(Forster] allows [it]) to dominafe and contain his message so entirely
that the lives of his characters are threatened by the allegory."

14 Aspects of the Novel, p.' 80.
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However, the evocation of Rickie's mother demands a simultaneity
of response, an easy acceptance of ‘the contending forces of tragedy and ) /

N

comedy. ' Such a resﬁc;nse pita, for example, the. pathog of Agnes's h

’

-

inability to see the unseen a’g‘a'instAFors'ter's vision of life—a vision
which surrounds the nnseen with the incongruities of comedy 1nlorder
both to test one's .ability to really see and to ensure that such

P
" ability 1s not accompanied by moral smugness.

. ) Indeed, ¢omedy serves as gn effective rhetorical technique ‘for .

ners'nading the reader that it is imaginativel&acce’ptable, and eth¥ally
. \ . . ‘o

_necesgsary, . to experience the deman&s of realigm-——manifested by the
independent existence of Mrs. Elliot——in t:e'pns that are both literal

and fantastic. Knowing as hé does thét:*these moments when people and
] o . z
o _ things oﬁjectively come to life _can. only be rare and- brief Fo;ster '
o, . .- ¥ l
b ’ relieVes the tension of anticipated loss that is an integral parb ofo
N - -

. L " fantasy ,{ closing the scene wit:h a moqe broadly comic, and somewhat
_L! [
. . s less fantastic version of object realization. One 1s allowed to infer
. - ”t;hat Khayyan's loaf of bread' can-find a literal, "if somewhat sticky, ) t,
'ﬂ . R ) v . -~ N \»\ « s

correlgtive in an Oswego biscuit, Not only are we asked to "pay some-
’ thiqg'extra"‘ls in order, to believe-in the revelations of "fantaay, ve

must pay yet again if we are to helfeve that, In Forster's case, the '

B o R

language of such revel‘ationa' fs often more literal -tlmn metaphorical.

-

) Literality in The Loniest Journey &s not only associated with t\:\m

rg%iization of an image. It attains aﬁ even more imediat:e fom in,

¢
3 -

A -t " for example,.the conversation betveen' Rlckie“ and S.tephen as they drive -
& -\_ ,"‘ | 15 o ' ' T o o l '
=7 - Aspects, p, 75. . . r A . . o
’ \ ‘e B . — i a ;
® - e ’ .
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from the: station at Salisbury to Mrs. Failing 8 house at Cadover. 1In
this case, the realization of image :Ls secondary to . the realization of

. [}

/‘5\"“:11.@ word, C . v
oA ;
~ "Thoge. verlands—'" said Stephen, scarcely above his
- . breath.
"Whdt are verlands?"
* ] He poir\ted at the dusk, and said, "Our name-for a kind

ield." " Then he drove hiﬁ whip into its socket, and ~
. d to swallow. something.' Rickie straining his eyes
for verlands, could see only a-tumbling w:[lderness of
. brown.
) ' — Y MAre there many local words?"
7 . "There have been.” R

S "I suppose they die-o

-

T N The conversation turned ‘turiously. In the tone of one
g to ‘ who replies, he said, "I eipect that sometime or other I
s A *  ghall marry." (p. 311)

! C o ) As a "tumbling wilderness" realizes 'verlands," so "marry" is. the
: . u

realiz'étion of 'words." Stephen's very literal act of %ompensation for

.

dying words (and worlds) is marriage, Literalness of this sort is part

]

of a mechanism for control, for the :meosition of order on t:he “chaos of
16

death,” albeit there isjan mplicit paradox in such controlling action. .

Co The literal springs from'the freedom associated with fantasy and the

2 word "marry” brings into existence the shadowy shapes of the not.yet

born representatives of co m;ity. Moreover, the course of naming an
¥ 1\ - ¥

actioﬁ-—marriagé—and bring né it into life removes some of the terror

b
i

‘that 1s a part of ‘the ahle life to come.

In the traditions of English literJature, marriage 18 a social act
3

essential to tﬁe establiahmenc of domesticity. From a more pyrely .
Forsterian peraspective, to mafry is to hope to escape from the condition

\ central to his fiction; hnmelessness. It is an attempt to set WP spme
. N ) ; 3 A
. ' © 16 ¢
' ' about Porster's preoccupat:ion with.death.

~

, .
N . . n ‘ ' &\-

s . %
.

Furbank, in "The Philosophy of E.M. Forstet," talks at somé length

.t
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i
common meecing ground between human life and 1ife inherent in all
objects It is dlso a condition which reveals the benevolent and malign i

./ mystery thatxresides inside the domestic, a mystery suggested by the

desgription of a "slow stuffy ?ram that plies every twenty minutes

«~

between the unknown and the marketplace” (p. 66).
However, ;he conception Af marriage as an antidote to ﬂoﬁelesaness ‘:\
" is where Forster's domesticity encounters a considerable problem of |
form.( While Rickie-Elliot is both homeless and intdit{vely domestic
(suggested b§ among otﬁer thingé his occupancy of the room described
%g above)17 ﬁe most cerpainly is mnot marriaéeable. As Ansell puts it, he
is "auperson who‘ought not(to marry at gll" (p. 94). ’Given the extent
of the problem éaced,by Forster with regard to the oppasition between
the‘tra&itignal demandngf the genrelof domesticbcomedy and the creation
y of a character who was never intended‘fo fic into‘th;t génre,“it 1g not
surprising éhat this exploratign of Ehe meanings of the domestic
1 .

imagination should ‘end-in tragedy. Not until A Pasaage to India does

-marriage become tfeéted confidently ;s a subject peripheral to domestic.
life: thus one can evade both marriage and tragedy., ‘ ' N

. For all of the emphasis on its tragic ending, The Longest Journey

has a beginning'that dﬁfinea itself in terms 6f the comic domesticity o ) -
L . - o

associated Qith,marfiage plots. Forster's way out from the predicament

: : . ‘ &
posed by conventional literary usage 18, as Herz says with regard to

his handling of marriage in A Room With®a View, "to take a tradition

v » i

17 Two good examples of Rickie's innately domestic personality are L, W
und in the opening chapter where he verifies the discussion of aobjects

by turning to watch the life of the college court (p. 2); and in the

description of how he settles down for his journey to Mrs. Failing's ‘ ‘

(ch. 33). ' '

i
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two hundred years in the forming and simultaneously accept and reject

1 , .
it " g Colmef;;uggests that one of Forster's strategies for circum—

",

venting the traditions of comedy is to employ the "motif of the rescue

party™:
.1 v ' ' » .
" Forster showed great inventiveness and ingenuity in adapting
the conventions of‘dqmestic comedy to éxpress his personal
.~ vision in his early fiction, and the characters and stories
- develop a subterranean level of meaning, which is both
psychologically complex and socially subversive, as. a
result of the tension between literary convention and the
author's world view., The, rescue-party and the escape from
an unsuitable marriage; or liaison occupies a limited place.
in the domestic comedies of Jane Austen. . . . Forster's
development of this minor motif of domestic comedy is one |
of his sain methods of adapting the genre 'to his own
- needs. T ' :

™~

‘Indeéd, the rescue-party, composed of Stephen and Ansell, which

.

‘ s . .
plays such a significant role in The Longest Journey, is designed to effect

not only Rickie's escape from an unsuitable.marriage to Agnes, but

in fact from the condition of marriage itself. Forster's other main

method, of course, has to do with his attempt to create a domestic

%
\\

) mythology which can exist independenfiy of the-idea of matrimony,

In this novel any traditionally comic form designed to integrate

2_‘the selfﬂinto society is going to pose a problem. Convention, in both

?literary and sociai terms, -hecomes something not only to be, subverted

but transformed 1f the ultimate form of subversive activity is the

4

destruction of one s own creation, the transformative aspects of Rickie's

’, : ;
18 . Judith Scherer Herz, "The Douhle Nature of Forster’s Fiction: A
Room With a View and The Longest Journez," En glish“Literature in
Transition 21 (1978), P. 258.

19 § John Colmer, "Marriage and Personal Relatiohs in Forster's Fiction,”
fordhcoming in a collection of essays on EMF, edited by Judith Scherer
Hequand Robert K. Martin, cited above. - .

¢
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' order, but in the name of a future kingdom.
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death make him, as Stone argues, not so much a tragic hero as a prophetic
] ' ' :
one: '"He lives and dies if"no real hope of setting his present lands in

>

What Stone does not reaiizg is that future kingdoms have their

roots in-present Bnes and Rickie's role as a prophetic hero gains a
good deal of its substance from both the comic and tragic atmogpheres
. : L :

througli which it moves. One would expect that an author who’quite

delib!f_ately reshapes the comic form will do the same for ‘the tragic.

For all its comic yearnings, The Longest Journey, as a whole, most

exemplifies'a mode that can best be called domestlc tragedy. Forster's

version of domestic tragedy, however, is not to be confused with Frye's

N

de"finitionr -of the mode as essentially a pathetic and Victorian form of

'literature.Zl Some characteristica 'of Forsterian tragedy are suggested

-

by his own comments on fantasy in Aspects of the Novel:

The stuff of daily life will be tugged and strained in
-various directions, the earth will be given little tilts,
mischievous or pensive, gpotlights will fall on objects
. . that have no reason to anticipate or welcome them, and

" ~ tragedy herself, though not excluded, will haxs a
fortuitous air as if a word would disarm her.

The background against which the work's tragic drama’ is played is

one which pits the fortuitousness of fantasy againat ‘the inevitability

uguAlly asaociated with classical myth. Fc}rste:’s narrative voice

»

20 .w:ufred Stone, The Ca\é and the Mountain (Stanford, Calif:
Stanford University Press, 1{966), p. 190,

\

Northrop Frye, Anatomy of Criticism (1957, xpt. Princeton, N.J.:

Princeton University Press, 1973), pp. 38-39.

I

22 Aspects, p. 76.
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offers some seemingly conflicting evidence as to how the strugglecfor

tragic realization is to be pefceived:
. \ L e '

c .. thos? who stray outside their nature invite disaster.

>

? & : r (p. 230)

~ ge only held the creed of "here am I and there are,you,"
l .+ + . and life no decorous scheme, but a personal combat
or a personal truce. "‘\ . (p. 281)

On the action of this man m{m{ depepds“ (p. 284)
Tixe first statement tells us that certaiix acFions make tragedy
:I.ne\vi.t;aﬁl’e;z3 the second“'f“'ollows logii:ally from: the first and insists
that the inevitable is still to be struggled against;’z 4 and the :hird,

in seeming contradiction to the first, suggests that t‘r’a"g‘edy can be-
- . Pt \' ~

son;et:hiné anonymously accidental. , -/
In Forster's view, 1ife is both accidental—-i@:/ accident-is

one of the work's key termazs-—and predetermined. The finality

s
.

associated with tragic events—-"on the action of this man much depends"

—is modified by the at:mosphere of razé:mness. it could have been any

1 3
man; this man has|not heen marked by }:he Gods as a messenge’r.26 Thus

. W .
23 That same sense of ihevit;fability is expressed irgmically in A
Passage to India, ed. Oliver Stallybrass, Abinger ed. (London: Edward
Arnold, 1978), p. 50. Aziz, with a kind of luxurious pleasure, loses

hinself in thoughts of his own failure. The narrative voice comments
humorously, "since it was certain, he strove to avert ic.”

~

24 Significantly, the creed is Stephen's and assumes an ethical
realism in its acknowledgement of the existence of an other - even if
that other is an enemy.

25 , Kenneth Burke talks about the concept of the (Key term" in his

Los Angeles: Univeraity of Cal:tfornia Press, 1966) PP.
especially p. 230 and p. 232.

26, Herz discusses the importance of the messenger or Hermes figure in
"The Narrator as Hermes: A Study of the Early Short Fiction," E.M.

orster' A Euun _;Ezgloution, PP. 17-28.

o~ . . . ,

’
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is the framework of Forster's domestte’rision establ:l:shed, a modern

vision which sees, ironically, that modern, life has a random and
accidental quality, an often fearful quality that is the natural
. L N L3

breeding place for the consolations of comedy; that modernm life, for S

v

all of thé particularity that 1is a necéssary adjunct to its series ofe .
-~ E ’ -~
random and seemingly unconnected things, people, places, events, » '

. nevertheless 1s built upon universal (hence it;}gvitable) foundatioﬁs;,
and that what connects the two is the realm of moral choice.' ) : 1 .
A major part of Rickie's. t:ragedy is that although he is .

#
int&‘vely domestic and should, therefore, be at home with real forms, 4 ‘

“ o .

he consistently turns away from domest‘ic' literality in order to pursue

forms that are :f.deal.z7 Those forms may be literary, as the dryads in -
( ‘ Y

Pan Pipes 'suggest, or ;hey may be the motfr.vat:ion be%ind his atten;;;;s tto
sé{g housekeepfng with Agnes. His greatc;_st weakness ié his tendency.

to reject what can be imaginatively (and morally) real in order to‘ seek
out the imaginatively false. It is particularly evi&ent: during a.
conversation at Cadover between Rickie and Stepl:‘en. Ostensibly, the
subject under d’is‘cuaaion is love. Responding to Stephen's matter‘of

fact claim: "When I've a girl I'll keep her in line, and 1if she turns .

nasty, I'll get another" (the rhythm of which is appropriate to Stephen

in its evocation of the cadences.of a traditional "English ballad),

K Rickie smiled and said no more. But he was sorry that
anyone should start life with such a creed—all the more
sorry hecause the creed caricatured his owun. He too -
believed that life should Be in a line—a line of enormous
length, full of countless figures, all well behaved. But
woman was not to Ge "kept" to this line. Rather did she

y

2 Rosenbaum points out that Rickie's "creative imagimtion tends to’
produce ideal forms.” . (p. 40). .

+ ’
v .
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advance it continually, like sbme triumphant general, '
making each unit still more interaesting, 5till more
lovable than it had been before. He loved Agnes not only
. for herself, but because she was lighting up the human
world. But he.could scarcely explain this Lo an

inexperienced animal, nor d@ he make the attempt.
’ Y(p. 126)"

»

This quite remarkable sp’eecli,is a good example of' the dangers of
S . .
idealism, of what Rosenhaum calls "solipsism & deux."28 Rickie's

.

language, rather than fortuitously disétlming his own potential tragedy,

provides instead an abundance of metaphorical ammunition. Although he
oA

begins with a literal appropriation of Stephen's "line," his words are
inimical to the spirit of the fantasy.. A metaphorical expansiveness.

begi:ns that is truly grotesque‘. The moral allegiance that had once

PR S

belonged to Amsell's squares and circles now becomes transformed to
something approaching the b,atterns of a military parade. ground. Agnes
becémes‘ fally realized as a «"tfiumpliant/general" and ﬁhg culmination

/" ‘ N
of this most unattractive metaphor indicates just how far:she has

advanced through the ranks of Rickie's imagination.

A connection 1s established between linguistic choice.and ethical . J

behavior. 1In using the kind of well disciplined figure of speech that

s

would appeal to a Pembroke, Rickie establishés both .an identification
of himself with the "enemy" and the undercutting of’ that identif_ﬂ:ation.
. oy

*One has the intimation that in the dimmest reaches of his subconscious

k]

he may be aware that his life ahead with Agneé is to be one of extreme

trouble. His language, thén, arms him against potential dif;ficu;ties.
' é

" It is also possible to speculate that the negative associations invokéd

by the militar); me't:aphor may reveal their source in some desire of his
2.8 Rosenbaum, p. 46. . , )

¢

s
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for herojc wish fulfillment. In the Forsterian scheme of things, the -

°

".'army is not to be confused with the soldier and Rickie is being both /
. .
truthful and serious when he says, whitle still at Cambridge, that 'any]

profession may meah dishonour, but one isn't aliowed to die instead

The army's different. If a soldier makes a, mess, it 8 thought ratherSm

\\\ decent of him, isn't it, if he blows out his Brains?: In other professions

-
Y

it somehow -seems cowardly” (p. 14).

o

Rickie's lamentable language ensures that he is neither inarticulate
. ) ‘ .,/"‘
like the pathetic hero, nor given to the noble speech associated
traditionally with the hero of tragedy. However, ideal forms, of which

Rickie's speech is a good example, do lend themselves to classical
W ) o
analogués.zq If ome problem for Forster'was how to treat the conventions

of marriage\fiction in his handling of domestic comedy, another equally:

4 demanding.fictional‘dilemma resides in the lure of the'codventions of.
: A
f o
the classical past. It is necessary, first of all, that Rickie can -

be given credibility as one who essentially is heroic. But Forster's

own\idiosyncratic view of domestic tra%edy ingists that the inevitability

" of his hero's fate be subjected to, indeed subverted by, the rituals

of comic indignity.

.

Acting as a counterpart to Rickie's idealizedzvision of Agnes as
‘a triEmphant general,.is Forster s introduction of a see mingly idealized

g and mythic analogue to Rickie and Stephen. their mythical progenitors

’ ) are Dido and Aeneas. However, a distinction should be made with regard
to the ways in which Rickie and Forster use mythic analogueé. Rickie's

A

st?i?gle to formulate an ideal and classical Agnes unintentionally ( S

23 The term "classical analogue” is Heine's. ,She argues that Rickie
seeks "a classical analogue for his ideal Agnes (p. 125). )




" of the genre ire rejected. The nautical imagery--suggested by "anchored"

.= 31 - ‘ ‘ B

reaches comedy¥by its bestowal upon her of attributes which are more
r

suited to the heroine of some Victorian domestic drama: "But i’ieﬁ could S

think of no classich 'parallel for. Agnes. Shg slipped betwéen examples.

A kindly Medea, a Cleopatra with a sense of duty—these suggested her
a little" (p. 51) .30 Forster, on the other hand, deliberately domesgti- .
cates Virgil's myth by presenting it in an ironically comic form.

The excursion to Salisbury was But a poor business——in
fact, Rickie never got there. They were not out of the
drive before Mr. Wonham began doing acrobhtics. He showed
Rickie how very quickly he could turn round in his saddle
and sit with his face to Aeneas's tail. "I see," said ,
Rickfe coldly, and became almost cross when they arrived

. in this condition at the gate behind the house, for he:had

.to open it, and was afraid of falling. As usual, he
anchored just beyond the fastenings, and then had to turn i
to Dido, who seemed.as long as a battleship. To his relief

_a man came forward, and murmuring, "Worst gite in the

parish," pushed 1t wide and held 1t respectfully. "Thank
you, " cried Rickie; "many thanks.'" But Stephen who was

.. riding into the world back first, said majestically, "No,
no; it doesn't count. You needn't think it does. You
make. it worse By touching your hat. Four hours and seven
. minutes. You'll gsee me again.”" The man said nothing. . e

. (p. 124)

e TR SRR FHT Fm

L

The initial source of the comedy lies in the incongruity between
the names "Dido” and "Aeneas" and a pair of Mrs. Fielding's z\rm horses. -

But in performing their functions as beasts of burden, whose naturgl o 1

dignity is sorely tried by Stephen's high-spirited display of acrobatics,
‘these horses convey Forster's conviction that the herces of classical

tragedy can "carry’ modern and domeastic myths. Certainly some conventions

and "battleship"——surpriq(iﬁgly placed in this most pastorﬁ of -settings

v
1e

Insofar as Virgil associates Dido with Cleopatra, .there may well
be an ironic intimation of a Cleopatra image in Forster's analogy between
Rickie and Dido. See N.G.L. Hammond and H.H. Scullard, eds. The Oxford
Clagsical Dictionary, 2nd ed. (Oxford: The Clarendon Press, 1973),

30

p. 1126. ‘ ‘

[
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is -something.of a tongue in cheek comment.on classical sources of water

1

motifs and sea voyages. The comfc shakiness of Rickie's uncertain, and

[

very undignified, seat upon his horse and his crankiness at his unfamil- L
iar position become in retrospect a poignant commentary on his vulnera-
hility as he begins the most dmportant connection of his life=-with the .

>

man who most matters. - : ) , -
What Forster achieves in the pairing of these two is a radical and
subver’sive.‘transformation of both classical and modern mythology. Imn
insisting that the analogue is de‘i,gned to give me?ging to a story in
which the lovers are.of the same sex, he attains épe intimacy that poses
such a fictional problem' "How-to make them intimate—that was Forster's

chief diffiCult:y in the novel. n3l The transformation he effects is as

»

iﬁportant, insofar ag the literary 'imag:[natioq is concerned, aa'u? that of
Virgil upon Homer's material. lexd'eed, the parallel can be extended. \ , ’T
If the Aeneid transcends the act of reviving a Greek myth and becomes ‘

instead "an ;apic of Rome," Forst'er in turn reinte;:prets the Virgilian

myth In order in:o fashion a fict;on of modern England. ‘ : ‘ ‘
'.St:ephen Wonham's connection with tﬂe future makes him a suitable

-

descendant of both the Greek and Roman Aeneas. Virgil' realizes the

1

Iliad's propﬁecy of a kingdom for the descendants of Aeneas and bases

‘that realization on the divinely ordained separation of D:Ldo and Aeneas;

Forster makes that inevitalile separation the major action of The Longest .

‘

Journey and compensates, in part,.for its sadness by concluding oi! a

pto‘phetic note. ‘ |

i . Herz, "Tﬁe Double Nature of Forster' 5 Fict::ton. ‘A Room With a View -
and The Longest Journey, p. 260. . d '
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~command of the Gods.

‘ment of Rickie's inabiiity to handle properly the moral conditions of

-
In a'similar fashion, Forster suggests that the analogy between ) k

. Dido and Rickie is flexibie enough to incorporate more than one source.
Rickie's death evokes both the Greek Dido who dies by immolatiom in

oi:der to escape an unwanted marriage--—suggesting a harallel to

desperate attempts to escape from his marriage to Agnes——and he

counterpart who .kills Berself after Aeneas leaves Carthage-at the

I3

It is amazing that Forster's single reference to these classical

analogues should infuse the mythic fabric of the story to the extent f_é.t ]
N .

it does. As is the caée when‘ he. aﬁproaches fantasy;&thfdhgh the comic LS

muse, his treatment of the mythic aspects of tragedyl is most effective
when comedy is used to convince the reader that, although these ‘mythic
assoclations may seem to Be incongruous, th’ey are never false. Forster
subverts tragedy, then, by‘\introducing iF in a cgmic form. . 'lléwev.erl; in
subhverting the tragic _1?_(_:_@; in no way does he undermine its content.
The problem of f£inding socially acéepi‘able analdgues for a story of
homosexual love is part of the reason for his manipulation of the
conventions. Moreover, the Edw?rdian reader (and author) understandably
rebelled against a surfeit@bf the mytli;:cal and classica,l models that
were so important to his Victorian pxi;edec\eslsor‘s. [ \
Rickie's comic irri;:ahility emphasizes his had behavior, parti:c
with ‘regard to his failure to acknowledge the real legitimacy of hig

relation to Stephen. But Rehind the narrative voice's implicit chastize~

his &ychic life——dmnstrated By Eis awiorardness in mano}au\}zring Dido—
lies the implicit splendour of what should have Eeen anﬁ vﬁgt cannot Be.

Contrast tfils to the almost wﬁolly domestf myth-mnking in Howards End
!

PORISOTS
—
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/ where t‘he clagsical exists as only the fainteét shadow suggesting, for
example, some parallels between Mrs. Wilcox ;.nd Margaret and'Demeter an'd
P,ér;éi)hgqe, and between the events during the Oniton Grange chapters
(frequently couched in terms of desc;ent) and some kind of faN1 into the
underworld. The avoidance in the later work’ of, the overtlyv classical
allows it to be more innovative in the creatién of its own kind of
mythology and results in the f\llle]; emergence of its domesti:: and
English attributes. Nevertheless, although marriag;a 1s seriously under-
mined in Howards End and the significa\nt,pairing is bhetween the Schlegel
gsisters, its ;lery English kind of dome.;.i:icitj offers,«in some ‘ways, less
room f/or hpmosexual lovers than does The Lgngést Journey. Indeed,

. . L
'Forster's reshaping of myth in the earlier work lends to the subversive

viéion of homosexual tromance a degree o power and credibility that 1is '

. ) 32 ™~
unique among his novels.

- However, one problem still remains'with regard to Dido and Aeneas:.
b ho?r miach is the ’allusion to them representative of an ideal form of
human love and how much is it real. After all, ideal forms do lend
themselves to ¢lassical analogues. éount:eriﬁg ghis /argumeztt‘: -j;s Forster's

claim, voiced by Rickie, that "the Greeks looked very straight at things"

(p. 203). Myth in The Longest Jourg,e& fs an analogoug form§ it need not
be an idealistic one. Rather, the reality of the work is composed of a
series of devices (of whiich myth is one) designed, as Herz argues, to

bounce the reader ™into realizing how much. this sexual energy has heen

PN .

a component. of Forster's fiction from the start, and how much the
32 To the anticipated argument that Maurice must usurp the position
of The Longest Journey, I would reply that Maurice's visfon of Fomo-'

| éexual. romance is certainly not -subiversive and that it is not as
accomplisfied a work as The Longest Journey.

a
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strategies ‘{nvented to contain it—not necesserily to disguise fit—are
33

, “an important: part of his accomplishment as a novelist" (my emphasis) .

-

* It igs one of the major paradoxes of Forster 8 ficticm that this

\

A _ sexual energy should be contained in ano imaginative structure that, in '

the later f,‘[ctig\n, ig so domest:ic.34 However,.Herz s emphasis on
containment rather ‘than dfsguise offers some clues towards the uhder-

For Forstef, the.

a

standing of the-literary qualities of domesticity.
.act of closing off a portion of his fictional world, of subjecting it -
. ' /' N ‘ .
* to the forces of contraction,éfs\c:rucial. ’I'E:e energy, sexual or not,

that could Become dissipated instead hecqges concentrated in *detail and

meaning. Ths life of the object that is so essential to domestic realms

"
.

reaches its fullest intensity when the authorial gaze -is most narrowly
\ -

‘ ‘contr,g;ted. , Such a moment occurs after Mrs. Faifing tellg Rickie that
‘he has a brother, . ‘ ) { . )

Kl

’ ' The earth he had’ dreeded lay close to his ayes, and seemed ¢

beautiful. He saw the structure of the clods. A tiny
. beetle swung on the gtrass Glade. On his_ own neck a human
’ , hand pressed, guiding the blood back to the brain. (p. 153)

However, it is not aonly the gequence of images-—-"clods,“ "beetle,'\'o

"blade"—whfch b“ecqmes realized. Interestingly enough, the literal

3

realfzation of words, which is discussed above with regard _to fantasy,

finds a correlative here in thie relations that are estahlished between

L]

the authorial presence and the character of Rickie. Alth\ough in the

- »

i .
- . -
7 - B

: - 33 Herz, p. 254. o '

L)

3" Herz points out: "The very earl:test aof tﬁ.e gtrategies Forster
developed to contain this sexnal energy was the creat'ion of. a fnntaty

ot

f : ' . ,
. . - ~
. - .
. \ .
« . P . .o ¢
IR .o~ . v e - :
.

landlcape" ('p. 2551 a .

.~

=4

conte.tt: of this patticular passage one would normally assume thata it is

Q.

e dr

Y
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-#Stephen's hand which presgés down op Rickie's neck, it ot difficult

to .:Lzmagine the author hHimself usurping Stephen's pla€e " firmly :
) . s . '
forcing Rickie to accept: the truths revealed in domestic containmenht.

-
¢

o

~

In Forster a,_hands, the huthorial presence becomes realized as'a

| .
“'/ living force, another character with a voice of :lt:s own. The major
, L2 a . *

/ . differénce between that voice and those belonging to the other}characters.,

. p -
& is q&g the former voice is omnigcient, Indeed, the omnisciencey or

N ’ . . < . ) . l

intrusiveness, of Forster's narrative voice is for. the most part taken

i

“ * for gr\ant’ed. What is not so easily recognized is that its presence 1s
. , - ‘ - . -« ,

a

‘part of a s@;ftinguand subitle fnterplay with the characters themselves.
: o "

* , The relations between author and character are essentially egalitarian °

4} . ‘

X and veal their equality_.ip various ways. Although the, narrétive voice

- @ /e

'frequently corrects a character's misapprehensions (and misconduct) it
{ 4

< always allows that chdrdcter to explore fully the implicatiops of his

T own perception& The charact:er, then, is allowed to leprn through

. . "o [

' experience. There. are obvious differences in the kinds of language .

us’ed by the uarranive voice and the character with whom it carries on
’
a conversat,i "~ however, each lms the ability to 3hare his langua\ge
. > ”
with the»oth.er. And while the omnlscience and experience of the narrative

¥

viw"

voice dxe inco%overciﬁle, uﬁnse attr:[butea are never allowed to sdem

- Y
: #

s superior. Th.{y ar%mdified by two chara&eristics .Eypical of t:he
. . ‘. &

‘‘Forsterfan voice: a tone ef modesty‘f almost of self-deprecation,. and ‘

\

_an aB:Ll:Lt:y to leave the scene altogethdr or to merge with :Lt in such a

- )

as to allow the ch&racter who i{s its principal focus the opportunitz
'

Ty - of Being the mtense obj ect of tﬁ} reader 8 att:ention.. The pauage quoted

t !3 [ v
« above 15 a caie in poinc. ' L .

-




- . -
" Another, and similar, process of authorial int:erférence occurs
during what is probably_ the work's moat significant scene: Rickie 8 7
N .

view of Gerald and Agnes embracing in the garden at Shelthorpe. It is

&L

a particularly interesting moment hecause it Is almost perfectly balagced

4

between the forces of-cmx‘ledy and tragedy. Moreover, in’'its ‘rejec‘ti@;
' \* N

of traditional relations hereet; the author and his c’fxaracter, it suggests .
L e ; 3 .

<N

.as well the necessity of reshaping‘the orms of languagef’ :
‘He only looked for a moment, but the sight burnt into his f
] brain.’ The man's grip was the stronger. He had drawn the -
’ woman to his knee, and was pressing her with all his
J strength, against him. Already her hands slipped off him,
and she whispered, '"Don't—yoy hurt—" Her face had no
expression. It stared at.the intruder and never saw him.
‘ Then her. lover kissed it, and immediately it shone with
’ mysterious beauty, like some star. ‘

\ Rickie limped away withdut the sandwiches, crimaogwnd
afraid. He thought, "Do such things actually happen?" And X
he seemed to Be looking down coloured valléys. Brighter SR
they glowed, till gods of pure flame were born in them, |
and then he: was 1ooking at pinnacles of virgin. snow. While
Mt. Pembroke talked, the riot of fair images increased. '

They invaded his being and 1it lamps at unsuspected '
shrines. Their orchestra commenced in that suburban house,
where he bad to stand aside for the maid to carry in the

' luncheon. Misic flowed past him 1ike a river. He stood

at the springs of creation and heard the primeval momotony.,

. Then an'obscure instrument gave out a little phrase.

. ’ " The river continued unheeding. The phrase was repeated

and a 1istener ‘might know it was a fragment of the Tune of
. tunes. Nobler Instruments accepted it, the clarionet ‘
5 .protected the brass encouraged, and it tode to the surface
to the whisper of violins. In full unison was love born,
' flame of the flame, flushing the dark river beneath him and
¢ the virgin snows abhove. His wings were Infinite, his youth )
eternal; the sun was a jewel on his ‘finger as he passed it ’
in Eenedict::lon over. the world. Creation, no lomger mono-
tonous, acclaimed him in widening melody, in brighter
radiances. Was Love a colum of fire? Was he a torrent of . ©
song? Was 'he greater than either—the touch of a man on a
. ¢ womgn? ‘
> ‘It was the merest accident that Rickie had not been .
disgutted .But this ha could not know. ‘(pp. 45-46)
\‘ i

e are some interesting sfmilaritiee Between this scene alld: the
Dido/Aeneas passage. l‘n both cases the comedy‘ i;\set against a Backgx_'omd o

y .
which empfiagizes tfiat errors of perception are ultimately tragic. / N
e ) . ‘ ‘ . i /’
S : 4 . ‘ 3
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A The seriousneés with which Rickie views Gerald and Agneél is jux‘t'a— ' i

posed against the mostly comifc tone.of ‘the narrative voice, whose . ' S
- T N function it is to correct Rickie's vision by subjécting it to essentially .
» do;estic forces. However, it is not Ri!gkie's unconscious attempts to

formulate a homoerotic myth that make him a target for.authorial ' i
Icorrectiono, bu: rather thg way in which he goes about that mg(.th—m{lking. |
'fhe expafisiveness of his lang;:lage in Ifact disguises the Importance of

- what is perceived. Hérz makes toh'"e"point' that
) W [Forsterl gave to Rick}.e a rthapsody pouxposely' calculated
. to disgufse his true response. It ig Eros that is born,

not- Venus. Love is masculine, phallic, a column of fire,
but it is necessary for Rickie's lonely and tragic jourmey

e 7 N ’ © that he mistake. ghat: he sees, that he fictioralize his
: feelings . \ i ‘
e Before the interplay of Rickie's voice with that of the narrator

4 \ -
» " ean he discussed, it must he emphasized that these'voices are distinct
,and separate. The passage contains two different kinds of language

~ ' - ‘ \,'
(one domestic in the Forsterian sense and one not) whose differences

" Q. reidfogte each other. Furthermore, as Herz argues,s they &Ere the product
- of an "undivided aut&or"{whose imaginative identificat:ion wit:h Rickie
s . [does] not violate the novel's integrity."3 The point: aeemq tg have N

o R -

¢ eacaped some critics. Earvey,» for example, argues that the scene in

2

. ' . question illnstrates the way in which "Forster 8 language hetrays him, w38 -

- " . .

' 4 ) 33 Herz, p. 26Q.- | ' - /
% Hers, p. 260" T |

37 Herz, p. 259, ‘ ‘ ' . ) |

B : .
; ’ 38 . Jofin B‘arvcy, "Inngiul:ton and Moral T&eme in E.M. Forstea: s The

Longest Joumez Essays in Criticism VT (1956}, p. 431.

~N
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insofar as~tﬁie momént {s conveyed by a "lamentahle and vulgar plece of . ' 4

writing.” Stone is ahle to separate. the voices of Rickie and the

 narrator But is unaBle to reconcile ‘them as the product of an undivided '

{ author. He says:
But we are disturbed by the feeling that Forster believea '
in both the passage ‘and its retraction, that the irony is

» no literary. device for making a thematic point But the' .
inadvertance of an author who has simply not yet made up '
his mind whethe: Sgﬁ.e is or is not going to side wit:h his
fictional self. m

There is no question of Forster's not siding with his character. The

homogexual content: of Rickie's rhapsody ’is never underniined; it is only (

his refusal or inabilfty to recognize it, to realize <it, for what it is

that is subject to correction.

R
'

* We have already seen how gome of the conventions of comedy and

tragedy have Been explored 'Ey heifng placed within the context of Forster's

domestic vieiotﬁ. * The same thing happens with the scene in the garden;

this time, however, comedy and tragedy are attributes not of fantasy.or
]
clasa:[cal myth but of a mode indispensable to an understanding of
v
]

. Forst:er 8 language: the lyrfc. - .
It has been suggested previously that Rickie has an imaﬁinative

attractfon towards .ideal (and non-domestic) forms. Now the function of

the narrative voice fs ta hint at ways {n wiich fdeal foma of langnhge'

. may be modified and reshaped into a new and real k:tnd of lyricism whose

>

', dominant: metaphnrs. appropriately enough, .are musical.

Porster picks up the conductor's Baton and ushers In one of
favorite f.iguras of speechi: "Their orcliestra commenced’ in that suﬁu

-

"house wﬁere Tm fiad to stand aside for the maid to carry in the luncheon. {\\J

P

3? Stome, p. 20L. ‘ o ‘ - | L
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itself a part of the larger rhythm which has "a life of its own.
. A A

" 40

This quiet'deflatioﬁ of some of Rickie's imaginative exceases (and even
the maid puts him in his place.) is most Forsterian in its insistence that
thi{ modern and ironic version of "if music bBe the food of love, play ‘
on R . . " is inextricably attaclied to the domestic. Indeed Forster's '
conception of the uses ‘of music in his fiction revolves around an idea

- v
essential to his kind of domesticity: that of the "little phrase,"

wh0

Rickie, however, in the fdealism of his youth and inexperience
1

- cannot yet intuit that domeéticit:y has tl‘ie‘ potential to contain sexual

energy. Consequently, he'longs for tBe huge landscapes of some prehis—

\ '
toric mythology and the orchestras of emotion become submerged in

l

‘"primeval" rivers. Forster, undaunted,{emerges with "Then an obscure

indtrument gave out a little phrase,' only to he drowned again with
“The river continued unheeding."

Again Fors‘ter rises to the surface, along with his little phrase,

and it is his voice one-hears saying: 'NoBler Instruments accepted it,"

<

the clarfonet protected, the brass encouraged, and it rose to the surface

to the whisper of violins." As the rest of ‘the paragraph indicates, the
emphasis is no longer 'upon the correction of Rickie's immature style
But upon the fusfon of his style with that of the narrative voice. .

The intimacy of tome that is _cba.ra&eriatic of the duet hetween

author and cf:aract;ar fs probably a good indicatfon of jua}: how much .

- Forster liked his own Book.

The Longest Journey'fs the leac/copular of my five novels
but the one I am most glad to haVe written. For fn £t I
have managed to gét nearer than elsewhere toward what was
. In my mind——or rather toward that junctfon of mind and

r
-

Aspecteyp. 115.
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heart where the creative impulse speaks. Thoughts and -
emotions collided if they did not always co-operate. I
can remember writing it and how excited I was and how
abaorbed, and Bow sometimes I went wrong deliberately, as .
if the spirit of anti-literature had jogged my elbow. :

R R " L S e Y

’ .
There 1s another reasomn, too, why Forster was so -fond of The o

* Longest Journey, and it has, something to do with the fact that the novel

is the beginning of the development of his own personal and domestic

mythology. Asked by Stoné "what was meant by the 'spirit of anti-
literature,'" Forstey replied: “In téose days I enjoyed the idea.of
doing flattering imitations of literatﬁre."42 There is more than a hiﬂt
of thé‘ironic note of se}f—deprecation that is char;eteristic of him.
waeve?, anti-literature IsAPuch 1arger than imiéation,’flattering or
~otherwise. 1In quster's hands it Becomes the dome;tication of traditional
conventions, the resﬁaping of old modes into something newly significant.
Domestic mysfi-making realizes the fictional world in a way which refutes
chLmoral carelessness that idealistically denies the exfstence of

others—and in Rickle's case denies the existence of the homosexual self.

If fantasy realizes the present, and myth the past, Forster's treatment

of the technique of voice points in one direction: towards a prophetic

future. The uegative igsolation that {s associated with the epistemolog-

fcal.and etﬁical idealism of .the "longest journey" must, in time, be

. replaced by the spirit of hnman communityﬂ In The Loqgf,t Journey that

i
spirit incorporatea the Eeneficent containment associated with a world

both. pastoral and domestic. . , ,; }
41 Fbvster‘a introduction to tﬁe 0. U P. edftfon’ of The Longeat Journey
196qQ) .
42 Stone, p. 185. . - "
. , 1)
/ .
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iTﬁe Advance Beyond Daintiness:

" Voice and.Myth in Howards End

¥

. 'bg’_ ’ )
Behind the rather cozy domesticity of Howards End liea a full: scale
attempt.on Forster's part to create an English myth. His preoccupation
with this fdea is ‘evident when the natrative voice muQES:

Why has not England a great mythology? Our folklore has
ever advanced beyond daintiness, and the greater melodies
out our countryside have all issued through the pipes ‘of
Greece. Deep and true as the native imagination can be, it
to have falled there. It has stopped with the witches
- and fairfes. It cann@t vivify one fraction of a summer .
field or give names to half a dozen stars. England still
waits for the supreme moment of her litkrature—-for the
great poet who shall voice her,,or, better still, for the
thousand litfle poets whose vyoices shall pass into our
\ common talk. : .

-

Forster, very likely, would classify himself among the "thousand little’ |

poets.” Nevertheless, despite his characteristic concern with the "
gignificance of littleness, and its domestic manifestations, his atﬁempts
at myth-making are constructed around some centre as enormous in its ‘

afchetypal implicatiens as the fall from heaven to hell.

In Hawards End, there are two distinct strands which together form -

the mythic fabric of the work. The first of these is concerned with the
physical landscape, 1tse1f, And is usually conveyed by means of a

. narrative voice both overt and straightforward, in the 'poetic tone"

L3

&
1 E.NM, Foracer, Hnunrdu End, ed. Oliver Scallyﬁraee. Aﬁinger ed.
(London: .. Edward Arnold, 1973!, p. 264,
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. wi ' . .
noted by a number ?f c:::!.t:i.c:s.2 The characteristics of thig landscape

{
- remain more or leas fixed; but not stetic. As a backdrop to the narrowly
'focused—upon drama of Schlegels, Basts, and Wilcoxea, these physical
features act as a(constant, often ironie, reminder of what has been lost
and what can be gained. Sealed irside this eden ig an intense psycho—
logical topography,'through.wﬁich.the characters must travel, where hoth
heaven and hell are experienced with an acute perception of detail,
In his &evelopﬁent of this payehic landecape, Forster, unlike gis
Victorian predeeessors,.most notadly Arnold, rejeets a gurely clasgical :
. ’Vision of tragedy. By adjusting his perspective to "Englaod;".he managee‘
to overcome the almost crippling limitations of a post Victorian aée and’
S ) uee the materfals at hand as the -foundations of a local myth yith Lo
implications that are universal. Such universality gains its modentum

from the little worlds of tea-parties and concerts, diecussion—groupa

and family breakfasts- indeed these events are never without eignificance/ '

Each word, each action reverberates, each person connects with his
neighhorz/ueually unwittingly, until Qhat seem to he tiny'gesgpres
"performed in 1solation" Gecome revesled in their heroic proportions.

ﬁ? It is necessary, then, that the narrative voice appear as one that
[is both overtly, and sometimes intruaively, omniscient and omipreeent.
A story as integrally concerned as this one is, with the mythic‘

dimensions of human behavior muet be approached by means of a narrator

X Séveral critics have noted that the rarrattve voice has two distinct

- ' " . tones: the etic and the humorously ironfc in the manner of Jane Austen.
Malcolm Bradbury, "E.M. Forster's Howards End,' The

I‘V (1962}, 229~41; Francis GI len, 'mrdt End -and

gy “The Medfatorfal Voice of the | Narrator in EM.. Forater'o Howards End "
‘ Journal of Narrative '!-chnigne. 6 (19765, 206-16.

i
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- o who is able to convince ome that he épprehends‘the vhole. If one cannot
LJbelieve in, this narrator's ommiscienée, éhe is bound to éée only the
parts, to fail, in féct, to make the connections., Arnd because then;
characters' visions are go frequently fauity, although at times fhey see
things clearly, the reader who i; not scrupulouély careful may find
:himself, as it were, travelling‘in the wrong direction.
The primary function of the narrative voice is to act as a most
Hermes-like “guide of souls"%,thrpugh the complexities of Forsater's
. o psychological landscape. It directs the characters, most impértantly
Margaret Schlégel{ in the ways from‘innocEnce to experience, Conseduently,
" Thomson's comments to the contrary,4 Forster's "gﬁbd" characters must
‘be moraily responsible if their journey is &o have any meaning. It is.
because of their capacity for vision, that it hecomes imperatizs that .
this ability to see inté the heart of things be exercised correctly. )
Some characters, however, are more worthy of being tested fhan
others. A case in point is provided by the narrator's comments on the
behavior of Henry Wiledx. When toid that Wilcox was "aniious to be
terrible but had not got it in him" (p. 243), one finds it amusing

becduse it diminishes his stature by deflating his sexual ego. One

- -

3 Judith Scherer Herz, "The Narrator as Hermes: A Study of the Early
Short Fiction," E.M. Forster: A Human Exploration, ed. John Beer and
. G.K. Das (London: Macmillan, 1979), pp. 17-28.

4 George H. Thomson, The Fiction of E.M. Forster (Detroit: Wayne °
State University Press, 1967). Thomson states-cofrectly I "think--'why
{Porster] did not portray his bad people as morally responsible beings.
To have done so would have given them too great a stature and spoiled
the satire." However, when e discusses the moral dimensions of the
"good" characters; it could be guggested that he makes an error. He
says " . . . they resemble thie Gad people iIn this one respect only, that
they are not moraiiymtesponstﬁle because their moments of vision are
. given. Though they are worthy of the revelatfon that comes to them,
. = == "7 “they cannot be said quite to have earned it" (p. 50)

. . .
§ v -
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proceeds, then, to the assumption that 'if he is not so terrible he might
be rather nice—this is preciselx what Margaret's view has been——and

Henry is temporarily let off the adulterous hook. However, when seen
/

from the perspective of Forster's own mythology, such a comment becomes

a harsh, albeit humorous, indictment. Wilcox's lack of the "terrible"

exclude:S him absolutely from any real knowledge or value. Consequently,

. since Hgnry and his family are incapable of sustaining any real exgrt:ion

of a moral or spiritual nature, the onus of responsibility mt“ fall on
those auch ash Margaret. The gr.eater shortéoming, then, from Forster's
point of view, 1lies not in Henry's insignificance but in .Ma‘rg'aret's .

failure to percei;re it. Authéri?—xi‘ values become most clear when the

points of view of narrator and character are juxtaposed. - Sometimes their

"voices merge; more often they do not.

»

I8 Howards Eund, it is the narrative voice which most consistently -

conveys the author's viewpoints and in order to do so it draws upon four' .

* ddstinct characteristics. First, it‘ ‘speaks ovértly for itself. This

is the voice most .o\Bviously concerned with the description of‘ the
‘phyaical landscape associated with this myth: a good example p’resent’\s-’~
itseif in the opening paragraphs of chgpter eleven., Mrs. Wilcox has
died 'and‘been buried énd, because there ia no one else to do it, the

narrative vodce delivers the elegy. As it speaks, it becomes apparent
, ' ' ’ b
that there is joy in.\Ruth's death, the "exaltation" of the earth N

gathering its own. ' ) .

.
I i

The woodc\_xtter knows this instinctively.. Watching over the funeral,

perched up in a tree, somehow an inseparable part of that tree, he both

¢

’ ]
difniffes Mrs. Wilcox's death, in a way impossible for her family to

' conprehnnd,' and insists through his presence alone on the Joy of -
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continuityf "With a grunt, he descended, his thoughts dwelling no

H

1onger on death, but on love, for he was mating" (p. 87). What a
N [0S

furor that statement geems to have caused.5 Howevér, Forster does not
view this woodcutter with disdain; on the contrary, the presence of

this_eminently'natural man acts as something of a Greek chorus praising

o

Ruth Wilcox and offering a commentary on the significance of\her life,

'In this parflcdla;ly English atmosphere of romance, with its aura

of an exhilarating and eternal battle between life and death, there is

an ironic uﬁdercutting of the ways in which Wilcoxes exprese SOYTOW.

Life and death are not the connected forces in Henry's mind; he only
N B .

knows thejhorld of marriages and funerals. The narrétlye voice, on the
other hand, forges connections everywhere: between, for example,
Margaret'add,the woodcutter." He takes ﬂer chrysanthemums to celebrate
>
his "night of joy." She, then, by association must hecome admitted(to
the charmed circle of pythic figures and the ticket of admission has

%een ﬁer instinct.

Instintt i; given but knowledge is earned. And'eince the
search for experience is such.an arduous one, both eharacter and reader
must have a reliable, although not always straightforward, guide. The
technique esed by Ferster, in his development of the‘relétion between
éoice andacharactet, is a most effective one:l he "throws" a voice—— :
not necessarily his own——into his charactet'spmoﬁth, much in the manner
. of a ventriloquist speéking’through.his "dummy.“ This brings us to this

o~

na;rative voice's second characteristic:. the character—most often

3 For an example of an attack on Forster's "elitist" ‘ttitude, see
Kinley Roby, "Irony and the Narrative Voice in Howgrds End " Journal of
Narrative Technique, 2 (1972), p. 119, ‘ } ‘ R

a
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Margaret—--appears to speak.for the author but in fact doeat‘no_t.6 A look

at one of her well-known speeches will illustrate what I mean:
N .
. + - You and I and the Wilcoxes stand upon money as upon
is¥ands. It is so firm beneath our feet that we forget
its very existence. It is only when we see someone near
us tottering that we realize all that an independent
N income means. Last night, when we were all talking up

‘here round the fire, I began to think that the very soul

/“of the world is economic, and that the lowest abyss is not
the absence of love, but the absence of coin. (p. 58)

Y From Forster' 8 point of view, there is no question that: the separation

-

o v

of man from money is a peculiarly English version of the anclent estrange—-
{

i

ment betweep man .and God. However, it 18 not his voice, althoixgh it

0
a

" sounds rather like it, who defines the aB;'ss as the "absence-of coin."
1 . ' « -~
For to define hell as the ahsence of coin is to say that heaven is found

in the presence‘of money. Unlike Margaret, what he mourns most must be

the "absence of love.”

~

’At: thié point, Margaret cannot understand that by defining the
abyss as she does, By acting as a spokeswoman for some English reality,

ghe 1s, in fact, only emphasizing the degree to which she is 1eamin3 |

to see the world through Wilcox eyes. ‘Her assertion, then, is intimately
bound up in a pattern of cause and effect with her rather arbitrary

insistence, only moments before, that the "Wilcox.nerve" in Helen is

9

dead. TFor all of her genuinely admirahle qualities, Margaret has the
kind of hlindspot so characteristic of the "Engligh" hero: she fa a.

little too ready to dismiss the "doors of- heaven." An ironic contrast

*

Many critics assume, along with Stone, that "Margaret can be said
to speak for Porster.” She can do so, of course, But frequedtly does.
not. See Bradbury; Frederick C. Crews, The Perils of {ﬂlnill (Princeton, *
N.J.: Princeton Universtty Press, 1962; Wilfred Stone, The Cave and
the Mountain (Stanford, California: Stanford University Press, 1966;
and VanDe Vyverte. ~ . . ’
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N

must be inferred hetween her statement regardiﬁg the absence of coin

N I
and her management-—excellent .manager she-—of .a situation in which
- s -

. Paul Wilcox, for one, finally and absollute],y "eounts no more."

-—
; v -

The third characteristic of the narrative voice presents an

- instructive discrepancy between character and author that is even more

subtle than the one just digcuesed: Margaret appears not to be speaking

for Forater but 1if one cere’fully, pays attehtion it is possible fo hear -
his distinctly ironic tones. ‘ Furthefmore, the intensity with which

one must listen to hear his voice reinforces the importance of the moral

choices confronting the' heroine., Intense, howéver, need not mean golemn

3 -

and the n;omen't in question provides a. very good example of the joke- ’

.playing aspect o.f the guide's personality.

Oniton Grange is the :cene -of" ; k;.nd of dt:ess rehearsal of
Margaret 8 and Henry 8 martriage. And with. their growing intimacy, if
one can apply ,such a word to\ ; Wilcox, comes a certain amount of moral
smugness. Althougb. Margareﬁ appear;_s rather ashamed of her evasive
strategies for getting her. busband-to-% to do what he ought, she is, AN
in fact, quite proud of’:ﬁ:’ eh'ility to manage him. Patting herself @n' |

o T

‘the back, so to speak, she éoncludes—fqtel error: "In dealiné with a

" Wilcox, how telnpting it w(a; to, lapse from comradeship, and to give him

the kind of woman that he desired' " (p. 226).

What Margaret considers to he the height of domeatic diplmcy,
becomes, whan seen through the perspective provided by the nartative
voice, smlething closer to outrisht dishonesty. And to undeucore the !
degree to w‘;x:l.ch she is moving, very rapidly indeed, tmrde the Wilcox '

- vorld agd away fron Helaen, Poreter indulges. in 'some ironic menipulation.

As one Rears Hnrgarct't pretty self-satisfied "k:‘.nd of woman f he

N
®
“ . 4




< -

- 49 -~ '

[

.desired" es" a comment beiongieg instead to the narrative voice, what
Egilc;ws next is painfully appropriet'e.

Mus'i.né on the discrepancy between "things as’ they are and as they
ought to be' " Margaret "des"nds a mound" (p. 228) and has a nasty
little anp into reality. Jacky Bast. This, Forster seems to be

saying, is what I mean by temptation and this is really the kind of
: o
woman Henry Wilcox desires. Here is authorial etring—pulling at its

{

mogt effective. It would seem that we readers are the witnesses to
- some unpleasant Beha.vior all round and this joke—playi:gg narrator

is as guilty as anyone else. However, the point is made: the complete

. AY
~ estrangement batween Margaret and Forster 1s intended to. parallel the
- . .
degree of separation between the pair who most matter—the sisters.

Characterietically, Forster makes t:he descent a tiny one and the

fall itgeg; is into the most hellish of conditions: confusion, banality

et

‘and nost of e.lll, -squalor. As Margaret goes down from .that mound a
kind.ef?‘ incremental irony must accrue to her tempﬁation, taking as it
does the pathetic form of J-acky, "a piece of cake in one hand,c en empty
champagne glasg in the other, doing no harm to anybody" tp 228)
Indeed, the harm which follows, and {t is considerahle, ‘becomes part of
mrgaret s“ahdieetion of moral responsib;tlity——moet significantly in her
writing of an ‘acetely \ﬁlcoxian letter to Helen, a ler.te‘r which 1is both
dishonest and, ultmately"}»deadly. i o _ 3

v ‘ ‘ )

Look for a moment at its results. Helen is impelled to sleep with

!

'Leonard, an event which, as part of a complex chain of consequence, leada

4
burden of guilt too great for the sisters to’sustain; were that the case,

-

the wvork would be faully weighted down. Rather, he only appears to be

PR e TR ST -

" to his death,; Of coutse, he is not actupally murdered, vh:fch' would.be a -

AN




; - 4 Violently slain because the narrative voice t:el.ls us that Leonard's

o - Y |
. ;emorae Yeuts away," that he is "driven straight through, " that it is
oy -

a "knife that probes" (p. 313). Such comments do more than'act as a

I eymbolic preparation for the hlow from Charles. One becomet very nearly

: convinced therCharles act:ually runs him through the heart. All of
Fe - "
Mocnses at:tentiqn on Leonard: as his stature as tragic hero

g v

Chaﬁ:les g dwindles ahay inmQ the insignificance it deserves. Thus:

\ Margaret writes a letter' Leonard dies. But, he also gains a dignity,

e, a dimension .of greatness i death which is utterly denied him in life. »

Er 0 . - .

SN ’ . "And, from a st:ructua;pl point of v:[ew, he fathers thejnew life that will

;oo N

:. @ . »
: _— o .80 appropriately come 50 be emhlmat/ic of the revivified relationahip

_.\ . . e A - » . .u

i
A
- oo between the sisters. / st . .
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virtues, ~because of her huge capacity for seeing the un\seeq‘('rhe

T 8 considerable importance that a number of humanist critics7 has at:t:ached

L4 ° - » :

. to ‘Rer” increasing attempts to connect the "prose and t:he m;ion "to e

- 3]
gte{t&te WIlcoxea and Schlegela. is based for the most part upon a : ‘-‘t
N » . " ¥

. reading of Margaret's cbardcter hy the same light: with which she "gees

. R o ! .

! T ', hn‘rnelf However, as Foreter pointo ouc again and again, 'that light may \

1

T - ‘\Be fa@i- Connection, ingofar as Margaret is concerned . during the time
‘ N

Ay
T . of her visit to Oniton Grange, is purely a matter of hridgins t:he gulf”

s W . hemmlmryuhhandnmryuheonsﬁﬂﬁﬁe- Itdoumtuw

‘ o= :tﬂoo account’ tbn au&nlo. and uoot ctgnif;pant, relationships that tnvc
d . * R . ; A i . &- M
) n - ' .o o _ »

*r. &> °  Eradbury; Crews; Frederfipk P.W. McDowell, "\Ths Mild Intellectual
N . Lighl:" Idas and Theme in Howards' End," PMLA, LXIXIV (1959), 453-63 lnd

v .U 7 MEM, Yorster: Romancer or Reslist? mgt‘n ‘Literature in h&itm. '
T xr- 2 '(1968), 103-22- Vcnbo Vyvers..
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been implied by the authorial voice: those Between Margaret‘ and Jacky 1

n " for example, or the similarity of Ruth Wilcox's positiom and that of . {
- ' s ‘
Y . Leonard Bast. €
’ - As one moves through, the narrative, sharing the omniscient and
» .

omnipresent vantage point presented by thig Forsterian voice, the real
meaning of the relat;ton Between prose and passion becomes clearer. ) ‘

Ind'éed the fusion of the two lies at t:he heart of Forster s myth~making.

3 ‘

'l'he testing of Margaret, or of any other character, is under:aken in
( ordeg to fac:[li;ate conneetion. And, although Margagt s flaw, he/

'weakneqs, lies 1n‘ her }m’disputaﬁle pros:[ness, such -prosin is o.Ely , \> N

to

"had" insofar as it inhibits her ability to connect yit.hc plassion.
Oﬁe can hardly‘call the dé}ightful eben:‘.ng to chepter five -
‘vpass‘ionéte, nor, with the poésﬂ‘ﬂ.e exception of Hei;en whe would do well
with a'q.ittle more prose, are the people w.ﬁo ax;e attending this co:xcert.
Buf: tlie: passion is there. It is t:here, as’ Forscer makes aBundantly clear, -
. in th.e music itself. It is somewhere else,’.too, and this 1is where the
novelist's role comes in. For the Baaic premige.gpon which Howards End

18 constructed is this: ,How intereeting that row of people was!" (p.30).
- “

Here is the essential coptrhdicrtion in«gqrst:er's mythology. The myth

*»  of Engl,nndv is, “to him“, a passionate one because he eapes for it 80 &eei:ly;
" it 18 animated hy his i_z_u:erest. However, sinee this particular collec-

tion of people are English, for the most. part they will be uncomfortable
with grand gestures, 'violeqt landscapes, the overwvhelming manifestations
- -~ of emotion. COnsc‘qu:cnt'ly,l when Margaret has b;er momdnt of passionate
L . : agpreheﬁsion, it will Be n;: less intense for Geing small, :Lhtiute;

quiet, and surrounded By an atmosphere of all-emcompassing denuticity.

AN

AN
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The most significant culmination o.fq ‘the cc:;t;pect:ive pattetn occurs
in the coming together of the ;isterq and in their re\;‘nion, at Howards
End, they unite many of those mythic elements Forster.associates wiﬁth‘

‘ ,/Env'gland. gThe shared past:, for example, to 'yhich the two women re‘t:urn,

is a past deeply rooted in the 1ife of common objects. ) As Ehey nove ?
back, thrOugh rememﬁrance, to their childhoorfs, there 18 a parallel
motion t:owards the wellfsprings of vision. "The importance of youthful
exx;erience is one of Forster's main theme@" says -Thomsc;n,‘ and "the
insights and reyelations of youth will be a‘asoéiated with~spe§ifi’c
experiences, specific persons and places. But': for a certain numfer of
years . . . they may flow into and {1luminate some new locality or"

/ aituation."B( This is precisely what happens and the luminosity ‘of place,
‘80 cﬁaracteris‘tic of the house, spills over and infuses its contents as
well. i ¢

’/;’mis brings ’us to the fourth characteristic of tixe»natrative vo;l.ce:
}hrgir_et really does speak for Forster‘: and her voic'e and point of view
merge completely w:[.th the narrator'g. His presence is not at all
intrusive; for the most part he leaves the sisters on thefr own and his
voice is incerjected only to confirm what has already heen dramatized:

\ the splendor of shared viaion and its accompanying tranafiguration of the
inanimate. As he joins his words to tﬁeirs, his words express their
thoughts: ' ) ' ) '

- And the triviality faded from their faces, though it le.ft\

' ) something Behfnd—the-knowledge that they never could he

: parted because their love was rooted in common things.
: Explanations and appeals had fafled; they Gad tridéd for a

.+ - common meeting ground, and had only made each other unhappy.
i And al}] the time theifr ‘salvation was lying around them-—the

i\-
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past sanctifying the present;:the present, with wild heart-
. throb, declaring that there would, after all, be a future,
with laughter and the voices of children. Helen, still
smiling, came up to her sister. She said, "It is always
Meg." They looked into each others eyes. The inner life
had paid. (p. 296)
. Stylistically, this final sentence is characteristic of Forster,
in i&s understatement, its matter of factness, and in its e§6cation of
powerful affection. Indeed, it is a particularly affective examile of
how the contradictions inherent in an English mythology can be resolved;

.this, in effect, is what he béligvedf\,Prose and passion are connected,

3 - "o '
more than connected, as each takes. on the other's attributes. The

- metaphor. of England's commerce which has served as a structural principle

\ ) . ir
WAL
of the work becomes transfigured by love. Those opposing forces—-the

J

inner life and the cash nexus—-actually absorb each other' s power.

.

Now that a common meeting ground has been earned, what Frye calls

2

the "broken current of memory"9 is re—establisﬁed; With this reconnection .

of the sources of power it becomes obvious that this meeting Bround is
< . D
not half way between anything;erather it is a wholly inclusive uniﬁe;se

with extraordinarily life-giving qualiﬁies. Even something as apparently

ordinary as a dining room chair, for example, can become transformed .

o

into something so alive as to seem to be almost breathing as when Helen .
says: 'Their dear little backs aie quite warm™ (p. 277).

* In Forster's mythology, such a common domestic ohject becomes a
]

" kind of sacred vessel and in doing so acts as the embodiment of the '

spifitual and psycholog;cal gtates ofithe person to whom it is attached.

This atmosphere of domestic coziness, suggesting as it does a sense of

e,
.

Nortﬁrop ¥rye, The seCular Scripture: 'A Study of the Structure

- of Romance (Cambridge, Mass.: Harvard Unfversity Press, 1976) P. 145

_.ﬁ

-
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eﬁclosi;re 7:& womb-1ike aecurity, _contrasts sﬁar.ply with its ‘gsatanic ‘ 2
‘opposite--ithe dark, stuffy, imprisoning }ondon, where men like Leonard ~
live not on the earth l;ht under it. k

’ ‘However, in considering ’theuppiférit:‘ies of heaven and heli,

polarifies ;pproached through t;he guidance of the narrative voicei it

would be a serious error no.t to take into account the highly(comic
attributes of these mytﬁologilcal ‘cond‘itions. A ‘rleavenl@b view of |

Forster's furniture gees it as an _integral part of the home, important

to tﬁe setting up of the domestic eétabli,sﬁment, a 'signif\icant player .
in the Egmedy of human éqntiﬁhity_. The satanic persp'ec:ti\re, on the

other hand, 18 concerned ﬁth a comedy which 1s much more ironic.

Mr. Wilcox's furniture says as much about him as Helen's does about

her. The significant difference b’etweén th.e two .fs that Helen, as it
were, hears her own domest;ic paraphernalia talking. Since Henry Wilcox
cannot hear what the contents of his house have to say, it is up to the .

o

narrative voice to ensure that we do.

/ “ . =95
. - The dining-room was big, but overfumished Chelsea would .
have moaned aloud. Mr. Wilcox had aschewed thode. decorative .
" gchemes that wince, and relent, and refrain, and achieve

-

beauty by sacrificing comfort and pluck. After so much . !
Belf-colout and self-denial, Margaret viewed with relief -

the aumptuoua dado, the frieze, the gilded wallpaper, amid

. ' vhose follage parrots sang. It would never do with her

own furniture, but those heavy chairs, that immense side—-
board loaded with presentation plate, stood up againat its
presaure like men. The room suggested men, and Margaret,

keen to derive the modern capitalist from the warriors

hunters of the past, saw it as an anclient guest hall, ;.
vhere the lord sat at meat among his thanes. Even the .
Bible—~the Dutch Bible that Charles had brought back fr

the Boer War—fell into position. Such a room admitted

loot. Ap. 159)

\

The overpowering :ullmity of H"t m::ox s d:tning-—roon re:tnforcec :

§
the fact that vith honelucnm :Em:tnent-ﬁs is the cut wit:h the

. . v :
. ! /




Schlegels-~the "chairs, tables, pictures, books" (p. 146) that are part

of daily living become oppressive rather than liberatihg.

Forster manipulates his narrative voice in such a way as to resolveg
con;icélly this seeming iantithesis, \rg.garding the real or potential forces
residing in furniture. Margaret, unlike Henry, hag the ability to hear

what the contents of his h,oqse are saying but Because her world view is

getting more and more Wilcoxian what:she understands is faulty. T&e

increasing pomposity with which she views her husband-to-be is under-
mined by ‘he narrative voice iror;ically deflating he;: association ;)f
modern capitalists with ‘warr.qiors and hunters. Such ancient analogues
are forced and’artificia(l, are essentially dishonest: 'such a room
admit:tet-i loot." Indeed the understatement is characteristically N

(]

Forst:erian. It )not: only deflates the delusive pretentions in Margarg,t_ 8

- approval of Henry Wilcox's decorative schemes, but even more significantly'

pt'mct:ures any inflated sense of self-importance that might be: attached

to a narrative voice whose function is often corrective.

-

Forstez:' deflates his characF%r‘s when he thinks thﬁy need ity but
it is important to.realize that the voi;:e vhich diminishes nevér mocks.
Apd alt\:fmugh the authorial presence in tl-le ‘scene ‘quoted above is certainly
disapproving, of the impending marriage between Margaret.and ﬁenry, and
cqnve};q that disapproval bir creating a highly coﬂc getting for the
proposal, it reveals as well an understanding of the vulnerability of
loneliness. Thus when Henry asks Margaret to marry him, or more specifi-

cally, "to share my —" (p. 161), her reply is predictéﬁly toth canic'

«

[ 4

and moving,

o

His ohliqueness—or cvas:tveneu—--ts mt:clied Ey h.er own. Ratfur

tnfm hw.- hier say "yes," we find her nstead "holding the puno" (p. J.u)
‘éw

L
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As if by giasping gome domestic object she can verify the nature of

' the experience’ into which she is entering. We know that it should ke |

3

Henry whom she is holding, not the piano. We know as well 'that her
capacity for hearing hidden harmonies will at some podint separate her

from the man whose closest approach to-a musical anﬁehension of the
L4

" world is-to be found in a wallpaper covered with singing parrots. There

is pathos behind the comic image of Margaret mﬁtely embracing the piano
and it is one .tha:t depends fog its full ef;‘.ect upon 'the reader's é&rarenesa
that the emotions of the charac.ters in question are intensely compressed
and circumscribed. A kind of dis';)lacement takes place as the piano
takes on a s:[gni?icance that ;xsurps the importanxce of the couple's

engagement.,

Whether one is talking of Helen's chairs or Henry's piano, Forster's
myfh—making creates a domestic universe that is both wholly inclusive
.and wholly Engliah.. However, the nature .of this myth is one that
intimates a human condition that has t:hg. possibility of being pefpetualiy
.embtyonic. h\ltfmugh the f;.nal picture is most definitely one of ."Spening “
out," -one still must question the significance &f the ﬁgterial from wh:gch
it has Bee:i ‘constructed., ‘In other wbrda: can t:h'@7 emﬁj:yopic coﬂziness,
the intrinsic littleness of ﬁngliah myt;ﬁ—and remember it is the little
.pbetb who are to voice it—-provide the‘ same aesthetic and emotional . ..
satisfaction as its religious and claaaié:al counterparts? |

The development of Howards End rests on a most paradoxicalfounda-
tion. On the one hand one is presented with ext_;rmly lophis;ticltadl,
and successful, rhptorﬁal techniques Luch as thig handling of a multi-
faé:u\sted narrative vofce. On the other Rand, . Rowever, Forster's mythical

~

structu_raﬂ reveals vhst one night call something approaching i:i:nidity, '

. e e s e
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or perhaps reticence is the hetter word, particulatly in comparison with

' be between members of the same sex. - However, in Howards End there are

of spirit, a kind of emotional exhaustion. Forster's England had done

much, as he Ir.new, to facilitate the friendly growth of affection, what —— "

the emotional confidence displayed by The Lon&e\t Journey and A ?assag_e_
-' . M N w‘

o i it i

to India.

P

Since the ‘importance of personal relationships 1s emphasized through-

-

out Howards End, there is one final aspect of Forster's attempt at making

.

an English myth that should be considered the natu.re of these human ;

hd t

connections. It is obvious that the novels are not patticularly approving

of mafriage; it is even more apparent that many of the short stories,

. the Italian novels, The Longest Journey, Maurice and A Passage to India

imply that some, "if not all, of the major relationshipé are likely to

none of the strong sexual overtones of the earlier works: the closest

one comes to the erotic {s in the brief encounter of Helen and Paul in

the garden.
~

This turning away from dexual tension—even in its most subtle
1 . 7 N '
manifestations--might have something to do with that timjidity just noted.

Or, more poasiﬁly, it is not so much a timidity, a fear, as a faltering

it evaded was Rnowledge of physfcal love, especially between those of .

the same sex. The closeness of the two siblings, then, might be seen '
as a mechanism of displacement. In any case, the sisters' reﬂ.nﬁionnhip .

is the significant one in

wards End. If not:hi‘ng. else it providgs the .

pair pattern that ia archstyp foniantic.. All else :Ls subsumed by

»

_ their movements of separagfion and eunfon. . *

What iz not heing ested fn this upﬁasis on the sisters' )
. - NG
connection is thie point that Stone makes: that togethar thuc women ars



~ problem with Stone's statement, for he starts like so many others from . ")

ER Y
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'immately destructive and act out their roles as destroyers of men. His _ L
argument sees the ending In the hayf:[elds as a travesty of harmony°

"The book ends with the two girls and their misbegotten heir in complete
and undisputed possession of Howards End, in its real as well as its
spiritual estate—and with all the human creatures they connected with

. - /
either maimed, imprisoned, or dead. Once again things had gone.on until

" there were no more men."1 This sounds rather like those earlier .

complaints that, "in The Longest Jourpey, Forster Id.l],ed off almost half

v \ - .
of ”l;is fictional population. : T : |
” . .

‘ Perhaps some of the reasons for this uneasy and most negative

L&

reading can be found in Stoné's ihtroductory comment. Accusing Forster
of "hiding out” behind the guise of femininity, he goes on to argue that
this "oblique and feminine way of mgeti?g opposition would suggest that
Forster may belfacing the great world more out qf*duty than inclina::ion.
Such: possiﬁﬁ.‘ities make one questit;u whether Fors;et will_ be able to
give the problém of co:;nection, especially connectiotll between men and
women, a fgir trial . . . Forster's fictional transvestism does not
increase our confidence that he will be an impartiai mediator."ll Now,
there i:ay be something in this idea of Forster "facing tjxe great world
mote; out of '&u:y than inclination.” It would explain, in part, why
‘there seems to be this desire. to create a myth so embhryonic in“its \/"‘

cozineas and sense of self-protectian. However, there is still a ierious

r.he‘ premise that the only sfgniffcant connectfon iz tat which occurs '

hetween women and men.

IQ stone’ po 263; \ ‘ ,‘. ' . ’ - i‘«’ ~

1

‘ Stonc, P. 237 a - ' -
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When most of what Margaret Schlegel says is taken at fgce value,

e P -

and when ‘the unexamined assﬁﬁmption ‘is'made that her comments are almost
always given ,atjxthorial approval, it is no,wondet that so much critical
emphasis ‘has been /placed on her attempts to connect with Henry Wilcox.

I am not for a moﬁlxent s;xggesting that her love for him 'is not a real

and valuable one. What I would argue is that her reconciliation with
Helen cérrectly aligns her loyalties, insofar as Forster is concerned,
and in doing so provides the enlarging facuities of Icompassion wh'ich can

take in a broken old man. But to say, as does Stone, that she and Helen

are responsible for the Wilcox collapse is to ignore the directions

pfovided fay th‘e narrative \;éice.
The virt.uosity with which Forster uses this voit;e endows ’it: with /

a presence, a personality if you will, bhoth uniqu‘;a and endearing. And

if the England behind' Forstg;'s myth-making is not always the .stuff of

greaf heroes, any limitations encountered might- lie not so much in the

mythic structure appre“hended by his own imagination as in the materials
provided hy theé English themselves. However, although Forster seems to
, imply that it is Exard, and gets harder, to be passionate in a country,

eveﬁ-’in a landscape, so distrustful of the grand gesture, a ver} consid-

»

erable compensation comes about through the unfailing resources of

"affection and humour. It is so typical of him that, after both character

" and reader have been conducted through an often hazardous, and sometimes:.

agonizingly painful journey.through experience, the playful aspect of
is’ Hermes-like guide should triumph,

There is one final display of the ventriloquis.t's art, Unhappiness -

is dver, order is restored, and surely it is not only Helen one hears

wr

saying: 'We've seen to tnhe"very end, and it'll ‘be such a crop of hay as’

neve'r!"' Such a g;ob of hay, indeed.

v




" of the comic spirit is duly noted and then the subject is dropped.

‘with the *ietr of art as.a symbolist unity; and there is the comedy and

-1

. (Berkeley and Los Angeles: Uni:vcttity of Ca.litom:ta Press, 1 66 N
pPp. 233-39. .

A&mfi‘msﬂ' p. 160. o .
3 Malco radbury, "Iwo Passages to Indfs: Forster as w.ccorm ”

’ 9

Comedy, Courtesy, and A Passaﬁg to India C .

»

India is particularly well su:tted as the setting for E.M. Forster 8

final and most comic, novel Comedy and domestficity are a ngtural pair

,and the Indian locale of A Passage to India lends itself to the investi-

gation of the relationship Between that pair because, far more than
Eng_lgnd, it is a'place where the domestfc .1life is gfteﬁ public. o

However, with the exception of Kenneth Burke's &cellent diecusaidt;
of Passage a.s "social comeziy, nl none of. the major critics has treated.

!

come.dp)j in this novel as anything other than incidental. " The presence

Colmer says: "The ironic comedy that is sustained throughout .the whole .

>

7

of chz last part suggests that a completcy-ﬁersion of life must admit

the comic 'there.,is fun in Heaven' ."2 Bradbury makes the all-tgo—common

¢ritical assumption that poetry and comedy are somehov antithetical and
« ,

that for Forster "there is thfa instinct towards 'poetry, ' which goés

irony, the.Belittling aspect of his tone, which Brings in the problems

-~

and difficulties of the conttngent vorld."3 If comedy is to he taken .

Kenneth Burke, "Socfal and Cosmic Mystery: A Pam;e to Indfa,"
Lan; e as olic Action: Egsays on Life, Litérature and Méthod i

2 John Colmer, E.M. Porster: The Personal Voice (London: Routledge

and Modern,"/E.M. rorotcr- ‘"A Pagsage to’ Indh.“ Cl.onaan- Macaillan
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A\ . -
at all seriously, then, as Bradbury says, it is on the level with which
Colmer is conserned:, "Temple" as evidence of the "comic sublime. b
Brower, on the’ other hand,“sees the final section of Passage as an

>

unsuccessful attempt to give ''dramatic meaning to the Temple as a

symbol of unity."s And this reading follows his perception of the

" "sometimes ~farcica1"6 s;fmbol. McConkey,

\Tem[:le as a "crudely ironmic,
in treating Passage as Forster's "prophetic novel" follows predictably

the author's own dictum in Aspects of the Novel: '"Prophetic fictionm,

then, seetis to have definite characteristics. It demands humility and

‘the absence 'of the sense of _hmnour."z And White, as Stone has pointed

out, "finds a disparity ‘Eetween comic matter and césmic meaning in the
Book."8 “Ir,xdeed, it is Stone himself who comes closest to resolviég the
conflict between tfie comic amd the cosmic. Talking of the

"spiritual gusto and mud-bespattered hilarity of the hook's 1last

section" he goes on to sayi "It almost seems that prophecy and a sense

See Herz for a discussion of -the connection-of comedy and 'beauty
"Introductfion: In Search of the Cofffc Muse." Forthcoming in a collec-

"tion on EMF, edited by Judith Scherer Herz and Robert K. Maxtin, to be

published by Macmillan, 1980. -

4 Bradbury, p. 239.

5 Reuben A. Brower, "The Twilight of the Double Vision: Symbol and

‘Irony in 'A Passage to India," E.M. Férster: "A Passage to India," p. 130. .

. ) ! N
6 ‘Browery p. 1%. o ‘ 4 .

7 E.M. Forster, Aspectg of the Novel ed. Oliver Stal%ybrass, Abinget
ed. (London' Edward Arnmold, 1976}, p. 96 . .
8

Wilfred Stone, 'l'he Cave and the ‘Mountain (Stanford: Stanford
University Press, 1966), p. 338. c

H
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naturally from his understanding. that the guiding spirit of the work

- 62 -

o

.of humour may not, after all, be utterly :Lnt:cmapat:LIing:."9 Consequently,

]

Stone's conclusion about the meaning of Paéaage is one that ’grows

.

1s comic in its ultimate inclusiveness: "we are in fact _g_t_xg."lu
What all of these critics have in common is their treatment of the
novel as one whose meaning is cosmic, whose mystery is vidionary (or
pronphet:tc) and essentially ugknovaﬁle. Indeed, it 18 not dffficult to .
see (or ht_aar migm:kﬁe the more accurate word if ome keeps in mi}xd
Forster's comments about 4"sor,xg,") 1 Passag'e in terms of prophecy for the

) , ) . n
resonance of its symbolic structure alone, a structure that has been

. competently discussed as "rhythm",u creates an undeniable impression

of the unity that™ {s crucial to Forster's concept of the plfophatic novel .

However, such an approach is only one "way—-in" (to use Burke's terminol-

ogy) . BurKe's own way-in' s through tlie door marked 'social comedy"

~ Lol T * o
and it is this particular approach that seems to me to offer the most

fllymination of Tassage as the culmination of Forster's domestic, comic
vision. ‘ '

Before beginning, some speculatish Rt be fn order concerning

tﬂe reasons for tﬁis overwhelming emphagis on entry through the door

’£

i Stone, p. 303.

10 Stone, p. 339. . N
1 Aspects, ch. 7, especially p. 86 and p. %.
12

For a discnésfon on rhythm in A Passsge to Indfa, see E.K. Brown,
in the Novel (Torontg: Unfyersity of Toronto Press, 1950}, .
PP.13-30; J MceConksy, The Novels of E.M. Forster (ItBaca: Cornm )
Unfversity/Press, 1957}, pp. 132-160; Stone, PP 34146, - R %11

v
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"marked "cosmic ﬁys&!y." As Lodge has pointed out,l3 the development
and dare one say ;Lns'titutionalization of "new criticism" L;endéd to give
to poétry an artistic value not so easily awarded to the novel. Poetry
wgs, of course,: suitied to such modes of analysis in a way ch;ac thg
cumbersome apparatus of the novel was not. Novels,‘ therefore,

especially modern ones, if they were to be read successfully had to

than as the comings and goings of everyday people, for that hundle was

\ .
“art" and those people were not. ‘Symbols became especially significant.

~and 1f a concept like rhythm could be atta;hedQ to any suitable novel—

as it can to ‘Forster's without any strain——it was in order to validate

that novel"s claim to speak for itself as a work of art. More6ver

~

another distinction came into exfstence: one that tended to separate

-

“human beings” in the novel from the ljnguage they spoke. Thus a novél‘
. , . N )

éould, be auccea;ful although it was ¢ ically judgéd that ita language .

A

was not.

N . . .
in Aspects of language as a category of novel-making is that insofar as

ot . : -
I’orsffr was concerned language and human beings are one and the aame.

Such a \point of view 18 overlooked By critics as disparate in their

- e . -

‘ apﬁroqcﬂia to fiction as Trilling

15 and Stone.. Both oh‘.;r valuable

¢

be seen mére in terms of "a Bundle of various things not human heings"m

Possihly the reason f}r Fo'mte‘r‘a own rather surprising 'disregrd

(%

7

»

criticiam of Passage Gut it {8 criticism limfted by the common suppositions

L4

.

13

1 Aspects, p. 7. ’

15 Lfonel Trilling, E.M. Porster (New York: Ner Dirsections, 1943].

-ty vy

David Lodge, Language of Fictfon: Essays in°Critfcism and Verbal
Analysis of the English Novel (London: Routledge and Kagan Pm}, 1966 .

.
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’ of medern critical theories. Trilling helongs to“the~school which gees

-
-
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the novel as a -Bundlé'of Himan Beings who engage pi‘ rily“in’polit‘ical .

}czs rather thaq in'flinguistic ones (not that the two! can be separated)
- ¥

Stone occupies the furtﬁest possihle posj{fion at the’ other end of the

A

critical spectrmn,.n_nd devotes al}. ‘of his intellectual energies to the

L P
exposition of 'tffé ‘synbol and that bundle of va;ious things not human »
' i
v :téa takes on the massivl shape of not:ﬁ:[ng less than the "world :
3 - . . .!
tain” itself. S T L . [
- , ‘ y o L
= While Burke fully recognizes that: Pagsage can he investigated'in
S
terms of 1ts cosm:tc mystery, he I8 a cﬂtic who is particularly well- .
' edlngped to. deal with the poli,t:[cal, qocial linguistic strategies ’ 3
that are anployed by comedy. Defining, ig/part, he’comic mood .as ) . : i
(‘\ ,
"iron:[cally sympathetic contemplation," Burke goes on to\%iscuss how .- L
the comic nﬁterials in Pas sage hint ag: contained mysteries: s
~ ¢ . .
} SN 'me muddle of cagtes and clasges in India itself, capped e
. ‘by tfie egsential conflict Between the natives, and the o .
5 oo British officfals . . . allows for a maximum mumber of
! interesting ‘emfiarrassments in personal relations. Every- -
hody is subtly at odds with everyhody else; every situation R
treated by Forster acutely involves the “"mysteries" that - T
y resylt from marked social, differentiation——and these T
N further accentuated by the fact that, since India is in a
: ‘ sr.ate of acute transition, along with the traditiomal , \: b
- BN . formalities due to such a cluttdi of sotial ratings there L -
. ‘e 'is much improvising of grotoco ‘

1

-

oo Once,you vm the novel in um of the eﬁarrulilnu due

- to differences of social status (Re thay among dffferent
castes or claskes of.native, or hetwsen natives and colou—

. " ialists, ‘ar betwesn ths gexts, or Getween membiers of the’

. . same sex as affected Er all of shege disparitfes) yon

¢, confront & pealm of compensatory possibilities. . Such L
o differences set the condftfons that allow for new kinds of -
'w &odu of hlgi:nnttoa nattm ndcuntytnor

' . N P
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\ pogsihle to ways of life that are nz;: encumbered By such
‘ . ot ' Intensifications of difference). ' There iz a tigue of

- o - such gallantry. And it's the point, at which (in terms of
-4 - this particnlar novel) "mystery" and "muddle" overlap.
For there is always the opportunity for some kind of
gallantry, wfien persons confront one another with respect
(or polite tentativeness) wlifke they experienci7at the
same time a compelling sense of disparateness.

If the mystery in Passage ias one that for the most part resides in

. |
"'gallantry, " then its es ocfal. T will go one step further
s not only social, it is dome;ﬁ@.
. \
‘ . - One can get a clear dea of Bow cruciaI Burke 8 concept of gallantty

| 1Y . - ! .\;
: .. 18 1f/one Borrows another of his cogcepts: that of the "key term. ™8

and gay that this mystery

Hig ﬁajof example was Forster's use of "extrabrd:[nary"; mine will Be the -

: . ' i g - -
prevalence of "courtesy”, Its variations, and its corollary, "insult." .,
I . . . ’ : Y
% It is, moreover, a c’énéept intimately connected with the fdéa of the oL
of " Mpyited guegt."'lg The act of invitation fs, in Forster's v:[ev'r, funda-

" entally a domestic ome for it revolves around the idea of inclusion and -

i,
I

« . - w )
exclusion from the home. (Indeed, as Forster himself said: A Passage
to India is about the "search of the human race for a mote lasting home,

:bout the universe as embodied in the Indian earth and tha Indisn sky.")zp

. 17 ptke, p. 227. -
‘ K . . ’ o . 1 /' - . ' . .
s ' ’ . s , . .
R R - 18 Burke, p. 230. See alsc his discussion of “attendant terms” on
p. 232, ., . R - . I
19

See the opening parampli. of E. H. !’orater, A Pagsage to l;ggrﬁ:d
. * . ' ‘Oliver Stallybrass, Ahinger ed. (London: -Riward Arnold, 1&78)_
. streats are mean, the téemples fneffective, and though a few fine houses.
. L ' exist they are hidden away in pricg or down alleyt whose f.ilth. dctera
all hnt the :tnvitod guest. "

i\

[] - :-

. 20 mm the fntrodyctidn to the ARfnger Passage, p. xxv. Stallybrass oo
: ’ quotes from the still unpublished essay, ires Countries." The u—cu-
SR - typascripg of the 19505 is at tint( College, Cambridge. e

/ . - > , A
€ v ' *
r .
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_—:M_c;\;t;éy‘implicit ‘in that act sx.;ggests hoth a ret;oénitioxf of
the p;a:lsiﬁﬂitrelx: of social emf;arraspments and a willfngness to do  °
sbmetﬁi;:g about them. A . l |

Burké. put his fingerjon it exactly when he ;:emed'such ‘gallaﬁfry .

a mode of imagination. - It is precisely this imag:l:nati:vle territory

At

. which separates (and Elxere. for the pnrposes of ar:gmnent I am being some-
what reductive} the chivalrous Englisfl from the courteous Indi.ans. ;
Indeed, chivalry is not Qp much an actfon of invitation as one that
ipplies rejection. For e;:ample, Turton the Collector is und‘isp_ut:ahly'
chivalrous in ﬁi’s‘ a;onduct: towardé Adela Quested hefore the trial for
Azfz's assault. Howvé%;r, 0;1 thie way to that trial-—which will indeed
"'t:ry" the “patience;' (Mrs. Moord!s game) of teveryone involved-—t:h; }

narrative voice qui%tly points out’the degree of concealed hostility
. \

-

~ in the Collector's actions. . ’ v

0 - ‘ o ‘ ’

N ’ [Turt.oil J,caughi: sight of gome obscenities upon a long blank

, wall and Geneath his chivalry to Miss Quested resentment
lurked, waiting i{ts day-—and perfiaps there is a grain of
regentment in'all chivalry. (». 204)

How precisely Forste,r connects oEsce;ity with chivalry and stresses

th.e:tx‘ common foundation of hoatﬂity—-sexual hostility=-and how deftly

h& separates them again. Obscenity on the wall iz hatred ‘poured forth,

not measured in graing of reseantment. And the difference hetween the

mria primrily iﬁgiucive. An aBundant hnag:l.nation, and a culture

that encourages t:hi‘.a sort of generosity, 1% not likely to run short of

feeling. In "Notes oﬁ the English Character, " ‘,Fotater recalla being’ ‘ '
chided By an Indian friend: “"Do you measure out yout_:,enotion: as 1if ' T | -

c

r.hgy were potatou‘t" In his own defense he replies:

. ...Ivaluaduot:tnnumchuhediﬂ,ﬁnt it )
differently; 1if I poured it out on small occastous I ,
) ' ¢ ~ ’ - ’ . . .a.(/:_)' Y
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was afraid of having none left for the great ones, and

of being bankrupt at the crisfs of 1life. Note the word
"sankrupt”. T spoke as a member of a prudent middle-class
nation, always anxfous to meet my lfahilities. But my :
friend spoke as an Oriental, and the Oriental has behind
him a tradition, ‘not- of middle-élass prudence, but of
kingly munificence and splendour. He feels his resogices .
are endless, just as John Bull feels his are finite.

et o

}_ R
X

One gets some idea of the tomic possibilities in the natural
conflitt between the miserliness of chivalry and the generosity of

courtesy .in Mohammed Lat{f's treatment of Mrs. Moore as they return :
. : N {
from the expedition to the Marabar Caves: 'Mrs. Moore slept, swaying 3

against the rods of the howdah, Mohammed Latif embraéed ‘her with . y

effiéiencj'r and respect" (p. 150). The humour comes from the yoking . ) 2

‘together of what, for the purposes of this paper, is an Oriental act—-
-the embrace--and the language of England: and her empire which tonceives

.

of reapect: as a urrogate for affect::[oﬁ“"a;nd thus something emotionally
efficie £. , ’ :
o - Domestic comedy in Pgssage hag a nufnber of components and in each
case methods traditional to -the English ;:om:[c mocie are 1llumined by
+ thedr Qplac:emem: in an Indian set:ti'ng. The most important of these has
to do with the actions of inv:[tat:!:o'n and wit:hdz;awal that ?n(ue to the

concept of the invited guest. Another significant aspect/ of Forster's

comic strategy concerns itself with the explbration of a character, or
set of characters, whose ambiguous social relationship to the rest of
d‘ﬁ caat does much to reveal the comedy of human differentiation: the

L

buffoon. .The buffoon provides t&e source of a good deal of the ruliv-
zation of yet another component of thie comedy: the fdea of surrognte .

action, of characters qnd' situations taking on new and sonetines t ‘
' ' L ‘ . N - »
E.M. Forster, ABinger Harvest (London: Edwsrd Arnold, 1936}, p. 6.

~
.
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surprising dimensions as they £111 {n for preyiously articulated pecple

. and events: Each tat:egory\ﬂr an {néegrgl pd!arﬁ of the othera; these comic

.

materialsl run into one anotﬁér much in the ;way that do the colors in a »
- { .

plece of Madras cloth. -

-

'The scenarfo of the fnvited guest—a scenario vfliof:h obviously has

v

a religious counterpart in Godﬁole's spiritual hospitality: 'come, come" d

~—presents an extremely successful working out of a balance between
Burke's-"traditional formalities" and the “improvising of protocol.™

Forster's subtle -manfpulatfon of the social and linguistic strategies

inherent in acts of hospitalfity is particularly evident in chapter nine i

where the "slfghtly 111" Aziz pX¥ays host to a number of friendg and

\.

acquaintances. There is a somewhat improvisational quality underyi

his alternate movements of inmyitatfon and withdrawal-——movements accom-
< . .
panied By the physical motfons of coming out of or going in to his

ufle. . < E .
q ] \\v\~ )
For example{ hearfng the sounds outside of “someone who had called

4 i .
to inquirg," "with a sincere groan he wrapped himself in his quflt”

(p. 94). This is a) good il,lusti'a‘?:ior; of the soc coxrelative to the

cosmic meanings that Stone attaches to Passage'is frequenk movementswof

expaﬁsion and cmn:ract:i.on.22 As Aziz b’egins to zjespoﬁd to t.hp. affection-
ate pfeaence of his friends, there is a correapo'ndigg gesture of e.xpah—
gsiveness~~a kind of psychologicai hospitality. Evenﬁ'the noun "'quilt™

% L) ' )

expands in ités attrifiutes and as Aziz hecomes more and moxe intetqt\:?

in mcialgnteractton. he peeps "out of the Eright crimson folds of the
quilt” (p. 95, my emphasis). s’

2

Py . o . ,

£

Stone, p. 298. . . . ¢ Lo
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This {mpression of life opening out establishes a mood conducive
to comedy and, as tfie atmosphere hecomes more comic, the improvisation .

becomes more and more elaborate. Rafi's comments regarding the nature
of  Professor Godbole's illness in wi the tradi;ional formality
which inquires after one's heal t soon reveal in their wildly
improvisatfbnal qualities a mode of imagination that is gallant in it§~

desire to provide the company with entertaimment. Initially he offers

. ‘ . RS ¢
information only, but information calculated to arouse the curiosity

v

that accompanies suspicion:

’ Professor Gadbole, who also attended has sickened too,
which seems ratherga curious thing, does it not? ‘(p. 95)

»

Rafi then beging to improvise and when asked the nature of Godbole's

illness wt

nmurmured the word "Diarrboea" but took courage as sgon as
it had been uttered, for it improved his posiﬁéon.

One notices that his social "position” {s directly proportiomal to the >

success of his function as entertainer and Zj/§enses something of this,

too, for upon being asked if there is vomit ng also (which {n all likeli-*

. hood would indicate the presence of chnleral he replies and qualifies

that teplyu%itb an improvisational master—stroke:
Oh yes indeed, sir, and the serioua palns.

. Having aroused such a degree of interest in his.elders and betters

<
--an interest which is directly propor£;0n31 to the specificity of Rafi's

imagination in its conjuratfgn of the particular pains that accompany
. . - .

cholera—he intuitively understands that it would be impolite not to gratify

5 - L . o~ ‘

it. And the value of Rafi's fmﬁrovised entertaimment lies in the degree
It is Aziz

to which the spectators are moved to Becqﬁe participantd. ) \_

himself, who Tepregents the epitome of¥paitictpation. whio as host directs

s

X ?

4

e
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~_t‘ional'gnd formal modes of expression, those

. ‘ -
\ . .

the.feq;ivitiq?,whep he appropriates the product of Rafi's imagination
: /

and Erings.thi matter to a resounding climax:

That settles it. In twénty-four hours he will be dead.
: : (p. 96)

'Godbole's rapid fictional demise serves two functions in the comedy

~

of entertainment. As the particularity of a "suffering individual®
becomes dissolved into fhe generalfty of "All illness proceeds from
Hindus," Forster's basic model of social differentiation is established:

1Y

individuals acting as individuals can udualls,_ despite their differepces,

"effect some "'secret understanding of the heart’; individuals assimilated

jnto national, religioqg orﬂlingﬁistic groups usually prevent that kind
of conn:ction.‘.But when the'£ndividual sens{fility‘emerges, as does
Aziz's, the fespbnse turns again towarji/gestures of hospitality. What
motivates Aziz to_issue "stifl further’from his quilt” (p. 96) is that
to whicﬁ.fhe poet iﬁ him responds: pathos. Furthermore, it must ?e
emphasized that Aziz's’role as ‘poet is as tﬂe provider of a gublic’
entertafnment. The improvisational quality of the ;ocial response which’
led to the invention of Godboie's déathfis now replaced by more tradi-

%

which "should touch the
.Y '

hearer with a sense of his own weakness, and should institute some : Z—,

comparison between mankind and flowers." The movement of expansion now

becomes complé;e: "ag a calm assurance came the feeling -that India was

one." ‘ . | . ,
What one has seen.thus far in chapter 9 is the devélopment.of
various patterns of social response. However, social gestures are °

inextricably rooted in linguistic ones. Take, for examplé, Mr. Syed .

v

Mohammed's viﬁorogs‘henunciation of Hindus: "His outburst took some
time, and in b& citement ke fell into Punjabi. (he came from that

2

4
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side) and was unintelligible" (p. 96). With the introdﬁction of this p—/

lingufstic confusion, one is presented with another, more fronic,

dimensfion of the movements of expansion and contractfon. The unintelli-

glbility of Syed Mohammed's Ligotry renders it comically deflated. As
an int:egral part of the pattern of social dif{erentiation, however, ("he

came from tﬁat gide™) its meaning expands to encompass the symbolic /

heart of Passage s conflict: Adela Quested's echo—-itself summing up

the muddle of language that fs India*-is the ultimate expression of the

unintelligible and incomprehensiBble.
As Aziz entertgins hfs friends and acquaiﬁt:ance.s, Forster effec-
tively conveys thé Impression that the speakers communicate through a

wholly :throvised linguistic medium,  one which in fgét belongs to n.one.23

Indeed, the strain of defining this common meet‘ing-gro'und qf language .

/

is evident in the sense of contraction that accompanies the entry of
Pannd Lal. Hearing Lal approach, Aziz has "retired under his quilt" and

entertaimment takes a mew direction. Certainly, there is some with-

di-awal of fmspitality, although not necessarily of entertafﬂment. The

r

imaginative (and affect:tonate) expansiyess that ,propheeized Godhnle.'

iminent death shrinks when faced wit& the fact of ”haemorrhoidn.
(

s . -

23 This statement is in contradiction to a remark made by Santha Rama
Rau and quoted in K. Natwar-Singh, ed. E.M. Forster: A Tribhute (New
York: Harcourt, Brace & World, 1964), p. 65. -Rama Rau says:

persiades you hy. characterizatfon and witfout any word of exposition,
that: his Indfsns are speaking to each other fn their own language, and
yet{catches the special 1ilt and idfom of Indtan-English Ihen they are
talking to the colon:tal British . . . " .

-

rrect insofar asg they apply to certain passages

Rama Rau's comments are

in the text-~-such as the conyersation, in chapter 2, hetween Aziz,
Hamfdullah, and Mahmoud Ali., Her error lies the genaralized nature

of fisr remarks. L @ : Co L

" Forster
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. ' This disclosure leads to new forms of improvisation, omes that
3

are Baaeld or; the nop-traditional use of the F;nglish language. And, asA
Forster makes clear, eucb. linguistic improvisation is hot only a vehicle
iy for communication of the most basic kind betwe.e.n Urdu speakers and Hindi
‘s'peakers, for example; it/exists independently as a sophisticated,
coﬁp;ex and hiéhly imaginative languag.e. "3 L

) . However, this non-traditional language incorporates_clearly defined

~

o * forms of politemess. Even the language of Insult must be phrased in o
AN e

. 3 !

what to Western ears‘ are e.xaggerate.dly polite tems Part of the in:lmte

c‘&urteay of the Indian characters expresses it:aelf in the avoidance of

et e bt em——

— T

N\
direct accusation In favor of more generalized forms of condemnation.

Thus: . ' v

"Dr. Lall"$ e 4
"Dr. Aziz?" :

"ou'git on my leg.” . .
"L Eeg pardon, Eut some might say your leg kicks." (p. 193)

Panina Lal's response. is lﬂ'.nguistically complex. ’l'he intem:ionally vague

"some might say" excuses Lal from the impoliteness of direct accusation
while at ttu; game time th.ere is a sulitle undercutting of that politeness

- in the generalized "I beg pardon”; it is not Az{z's pardon that is being

asked But rather &that of those with l‘egs :I.n general, - Tb?: intentional
vagiuneis, Wu, carries within its ;:ourtesy, the seeds of suhversi\.re
\insult. "How is stomachl. . . . how head?” (p=—99) reveals that the
traditional politeness of inquiring after one's -hedlth ia onlyéperfimc-
_ tory. ‘l\y ;uvtng ou.g: the article, Lal faii.s' to diqcr,miuu/md 1:61117-‘ '.
cally Azfz's fllness 1 reduccd to the tristgnificance. of tta g ! ‘

.

terms.

e
B

~

. But this is the rch‘Aztz 22 ts of Panna Lal and’ :tndud ha finds
' Lal'a lack of profic:;cncy in nnglu& m;. Eag:h_::tdn, then, has

i . ' ’ - . 1
' 1
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satisfactorily znprovised his part in the entertainment, an entértain—

ment which to a considerable degree devélops from the conflict between

Hindu generality and the particularity that is characteristic of Muslim
verbal expression. ' (Remember Rafi's deliberate insertion of the
article in his deséription of "the stomach pains" that accompany
cﬁglera).. The nature of this conflfét fs well conveyed when tempers-
‘rise after the attempt to chastize Rafi for his inventions: °

"It is only a boy," said Dr. Panna Lal, appé’ased.
- "Even boys must learn," said Ram Chand.

"Your own son failing to pass the lowest standard,

I think," said Syed Mohammed suddenly,.
'"0[1, indeed? Oh yes, perhaps. He has not the

advantage of a relative in the Prosperity Printing Press."
\) ) . (p. 100)

Althougi.l thei‘r rhetorical strategies are different, for both sides
in the dispute the pattern is one of diminution and deflection. The
indirectness of Panna Lal;s mneutral pronoun "it" establishes the insig-
nificance of Rafi's status. Syed Mohammed deflects the thrust of his
‘own insulting comments by 'usin,g the imprecise "failing" (which suggests.
one'\s choice' of past, present or future action); it also, however, with

wicked 1rony suggests a continuous coridition of failure. Ram Chand

sarcaatically partiea the particularity of Syed Mohamed'a blow by

playing for .t:ime ough the enactment of a kind of spurious agreement--

"Oh, indeed? Oh yes, perhaps” and then delivering what appears to be a
- ~ , o
. triumphant non‘ sequitur. The connection between success in 8chool and
\

a relative in the Prosparity Printing Press is not entirely clear,

: "although his idimt:ic error- fmplies that the relative is not, as we
(8] | 1 a
' would say, "in publisfiing” But actoally inside the Brinting press fitself

AN
lih _some all-con:rolling, Indian version of the deus ex machina.

c.;umly, -t;mn Ram Chand's nfnd there is a metaphoric logic which

%W‘

VT b Wi i,
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J;equates printipng presses, boohg’,leanning and classrooms. By making thip
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e

direct accusation he has reached the limits of his capacity for gxpféssihg/

¢
the particular. - . R -
".‘ : -

Above all, what the comedy of chapter nine emphasizes is:that éhe social

and linguistic differences among these groups of men are subservient tg-
R :

the agreed~upon forms of entertainment that afe_fundamental to a society

which stresses the importance of'courtesyt Something much ‘different

a

occurs when Indians and English meet and that difference can be summed

\

up in one word: embarrassment. The security of knowing the Yrole

!

™~
(traditional -or improvised) one is expected to play is'abseht. A case

’ .
. in point is provided when Ronny and Adela go for a drive with the q§wab

Bahadur. A "spurious unity"” (p. 86) desc#nds upon the couple and it is

P

one which suggests the fundamental dichotomy between Indian courtesy and

English chivalry. Courtesy prompts the Nawabh to offer hishggar; chi&alry

" has Ronny offer the suggestion that Adela might enjoy the ride. Its’

corollary--sexual embarrassment--leads to their epfagement. The chaﬁter's
comic strategy is interesting in its.investigéti n of the meanings of

various kinds of sexugl‘emharrassments adé their importance in the plot
&

of the novel.
Chivalry is evident when Adela attemﬂts to shake the Nawab's hand.

‘ ) j
Her acR is discourteous in the extreme because it is sexually embarrassing, |
¢ : :

a fact 0f<;hich dhe is utterly uﬁaware.‘ Thai act also, ironically,

illustrates Burke's notion of the mystique of gallantry: the Nawab's

reaction is to judge’;hat "from so wanton a gesture . . . she was new

to his country, bBut ﬁé paid little heed. Wbmeﬁ who exposed their faces

Eécaﬁe By tfiat one-act so gister%ous to him that ﬁg to6k thep at the

val&atiqn of thefr menfolk ; « « " (p. 78, my emphasis). This my&teriou;~
. ‘ ) . . . .

i o _‘ : i &
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ness is sometfiing akin to the wystery of Syed Mohammed's unintelligible

gpeech. Both are suggestive of the mystery, inherent in social relation-

ships, that forme the larger desfgn of the work. If Syed Mohammed's

Vd )
words suggested the echo of ceaseless linguistic confusion, thg Nawab':

thoughts upon meé;:tng Adela foreshadow the-gsexual and social confusion

-
[

that ig directly responsihle for that echo.

Further evidence of such. social and sexual confusion occurs after

v

the crash off the Nawabh's car when the assemhled par“ty returns with
Miss Derek—and her presence in this scene suggests a foreshadowing of-" ‘
that same perverse and sufitle malignity that is conveyed as she carries

Adela oltf after the incident fn the Caves. The Nawab gsuapects, and
e .

conriects, an act of discourtesy and one of sexuaet‘\improp.riety:
- I

, .
. . . he suspected that his audience-felt no interest, and
that the City Magistrate fondled either Maidem behind the
cover of the harmonium, Eut good Breeding compelled him to
continue . . . , (p. 85)

>

However, the imaginative generosity of the Nawab's suspicions reveal

- - t
that’ even as a private act his mind naturally createas forms of entertain-
ment for one cannot demy that both he and we are entertained by these

extravagant suppositions. (It may also be significant that his concep—

, '

tion of sexual in;ult ig one that emphasizes that the peop}.e involved
ehgerta:tn each other). The absurdity of the c&rgé :Ls not sc; much a =
negative comment upon the Nava&‘s auapicions as it is upon the engagmnt
of Ronny and Adela This pervas:tve atmosphere of sexual cross-purposes,
hmver, sugguts a t:t;gic coroliary' the Nawah‘x niatake, Ronny and i,
Mela's nistake, foresfiadow tha crucfal mistake t:hat surrounds thé
myatery of the events in tha Caves. .'

When Adela returns to ctnn;trspate with cﬁe news tﬁ!t: Azi.z hu

‘sssaulted her, that "assault” is traunslated By the local Anslo—tndian

- ‘ o A

. [ Y . )
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community into ":lnsult“;zl‘ indeed, the linguistic similarity between
S . e
these words reinforces their identification as' part of the same process

¥ .

of colonial thought. “An implicitly sexual act, then, becomes perceived
as a social one and the Nawah s movement from discourtesy to :[ntimations

of sexual impwpriety is reversed. As Burke says, "the embarrassments

. )
of empire invariably have counterparts in sexual embarrassments, be they

between members of the same or opposit es.".25 All of the elaborate
\fol_:‘n:}s .0f comedy that infuse the first half \of the novel (to the end of
chapter 15)—-ac2ptpnce, rejection, “invitation, withdrawal, affeci:;lon ,

‘ . N . Y
and insult--sound the preliminary notes of ‘the 6\331\:2&: ultimately

-

mu&: result from much larger embarrassments.:
Characteristically, Forster reduces the immense 'scale of empire.’

into the more precise and manageable realm of domestic confusion. The

' ;

fictional techniques.he uses are particularly well suited to the conflicts

o

of Passage hecause they pit forms of Indian entertaimn\ént against an

English perception of that entertai;xment as something inerineiCally

[}

'embarrassing The greatest potential for the inves ati%’ of modes of
/
emﬁarrassment: lies in the cb'.practer of the Tmffoon W e interxest and

effectiveness result from’ the jux&position of Indian character with a

.

& ' ‘
24 Variaticn® on the theme'of fnsult occur in Passage: 'Miss Quested
has Heen insultad .. .«" (p. 154); "that fs a repetition of your insult
“in an aggravated form" (y 155); " [Az:tzJ made insulting advanceg”

7 to, 156); "the fpmult that fad befallen Ronny " (p. 178). . -

-w.,h:’ O A\Q"');“E ey . - o

25 - e 5226, He adds in a footnote- "A1l sociopolitical rela-

issible in ferms of intfmate, personal relationships
——and these inVt are reduci¥le to andlQgous sexual relatfonships.

_ For instance, a general condition of com‘, ict between classes can be
stated in terms. of private conflftts Between individuals. And these in
turn might be. *dramatized” by expression in some semual terms ag- . © oy

’ Beductton, Tape, or sadisn. . s

o it v— ©

comic technique traditional to Ehglish literature. In Passage, the buffoon

LY
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more than anylot:b.er type of character paradoxically acts as a unifying

force as he upholds the burdens of social and cultural d:[fferentiation.' ‘

' Like Rafi's speech about the nature of Godbole's illness, buffoonery in

]

““its Indian context is a highly appreciat:ed form of emtertainment. And

a

a good part of its success as a comic strategy rests on its deceptively

~

unsophisticated appeal. - :
" There are three ma‘jor sources of buffoonery in Passage: Mohammed/
Latif, Panna Lal and Professor Godbole thoae funct::[on as Buffoon has \

already heen hinted at, g)lbe:[t Jin a hig&ly displaced manner, in the «

conversation at Aziz's which kills him off rapidly from cholera and
. a

resurrects him through ﬁaemgrrhéids) . These characters function as

_fictional peace-keepers who take upon themselves their society's real

“

or potential embarrassments. Although one might he tempted f:o include

some of the less pieasgut Anglo-Indians, the temptation must Be resisted

for the Anglo-Ihdians in their more ridiculous ﬁoments"ﬁged'hostﬂity

not di‘ssipate[ it. ’ ‘ . .

Within the context of the English literary traditfon, Mohammed
Latif is the most ’typ:lca_i Buffoon. His purpose in any scene is to
increase the "mood of mew" and his role as a nﬂer of Hnidullnh';
bousehold is very much that of ﬁm: Frye calls the aldut mnpla of the
buffoon, the paratite.zs Tﬁ:ts tx how FPorsater tntrodhcu hims

Elaine Showalter, "A Passage to India as "Marriage ric:ton'- Forster's

Sexnal Politfcs,™" ‘and Literature, 5:if (1977],.p. 4,.says that _°

"Pagsage assumas in its narrative a correspondence hetween sexual.and o
‘political ralations.” She also quotes George. Steinar, "Undar tha C
Greanwood Tree," New. Yorker October 4, 1971, p. 166 wio. seas c u :

s "reworking of the plot of Maurfcé, vttﬁ ths encounters Getween
snd natfye, Getween emancfpated rulers and 'advanced' Indfians . . . t - '
Brillfant projection of the contronution Eﬁ:'un soclety nyl the

ho-on:\ul."f

. * ’ i ) [}
. i ' : - »
26 ) Rortﬁrop Frye, Anaf ‘of Criticism (1957. rpt. Prmnm. N.Jes - .
- Ptinceton University Press, 19731, p. 175. e L ' :
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.. ) 'Bhey [Aztz and Eanidullah.] sat down to meat with a distant ' ) i
4 - cousin of the house, Mofiammed Latif, who lived on Hamidullah's o
B -~ bounty and who occupied the position nefther of a servant N ‘ :
. S nor\of an equal. . . . A gentle, happy, and dishonest old-’ K
3 : man; all his’ Li’.fe he had never done a stroke of ‘work. i~

S (. Q,uyemphaais) ' \

>

. ) ) e -
His "uhique posit:ién in cﬁe complex scale of Indidn social d:[fferentiation

=:ts clear vﬁen one contmplate.a his first act. Aziz has called for his

3
> - i
Bike and’ lbpamned Latif's response is &iguous to say the leasf: Ay ;

"Sliglitly -ﬁmer%’ed;in the realms of mat:t:er. he laid his hand on the & \

h;{.cycleas saddl,e, vhile a servant did the actual wheeling. Between them. ) .
ad L

they took it over a t:in-t:ack" (p 101 This implied image of a punctured ' . ﬂ

tfte. indicatas that the mﬁiguities of his social position are cloaely B
27. ‘

-

'a-;"\connected to the function of t:hat position: coinic deflation

~
»
-

T ‘ Hovever, the Buffoon ils an/ nearly as peripheral as his relation—

S shipa with the socfal and méteria.l world might seem to imply what he
3a.tns from his ,conditfon of perpetual vagueness is fleztﬁilit:y—-zmd we

- \ W gt
R hav; seen t’fmc same. kind of fhxibility in adaptq.ng to a po:entially

hostile sItuation in the delﬂmrate 'ngueness ﬁot Panna Lal vhen 'he visits

. the afling Azi:u Such. ﬁ,cttonal aupplenus al‘lm for the transdendeuca

- of uml{.y r:tgid soctal barriers (and in the more purely Indian cont:e.xt e .
‘~ of. neuphrstcal ones, if one con(idcu. f.or example, to vhnt extent “\
Profe’r God&olc't 'ngumu r.f.tﬁ. ragaxd to the material world allovn

[ '" ‘ ! . R \ - " - ‘

. ?? One otﬁhmdcvjcu !outct uuq to tndicate, the confuc:lon or » o
" ) muddle inherent in amBigucus socfal relationsfiips is to'set mpa ¢ . 7

“ ' sequence of actions that night Be called the rhytim of puncture. One |

. thinks of Adela and the cagtus thords, for exampla, or Ralph Moore Being

s " gtung by a fes. The t-nion creatsd is that of the materfal world '~ .
‘o being pia:cnd in such a vay'as to & ‘the pmtuc;ton of the keta- - '
- | physical one. Another examplé tha “comes .to ‘mind 1is| from TBa r.

, M: gtephen Wemhem's frightening encounter with sfiesp is fo

"By the image of Mr,- 'htltng pulltng out tﬁ; canmn B‘cuu
Mnﬁ- flash, .-
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. ljd.m‘io leave it for a more“apiritual one) . In the terms of thié omedyJ

-

the buffoon is the equivalent of the tragic' scapegoat jas he -acts as a -
M . . . #

kind of safety valve, releasing dangerous, tensions fro \sn ovefbéurdened

= 4 >

society. ™ -

i ? .

. F;rs»ter adapts another tra“ditional form of buffoon--the cook or

mastef of ceremonieszs-—-t;o the Indian experience and *in doing so
o . : o0 ! .
"emphasizes ‘not the cook as such but rather the complex rituals of social-

) -

& w5  differentiation that accompany the consumption of food. As in the case
.. 7 . of Mbhammed Latif, one's first introduction to Professor Godbole occurs
—» during the course of a meal: tesd at Fielding"sr. Like Mohammed Latif's
? - . " ’ . . M . . - £ F]
) presence at Hax'x}id\il'la s dinner, Godbole's Eald.ng of tea involves the
s B - - ..
. ambiguity of simultaneous participation and withdrawal .(from both the
. ) coﬁpény and the food) and turns the whole into yet énother ‘foﬁx of -
entértainment' - A o 'v . o
) ]
S ) L Godhole. took his ‘tea at a little distance f‘rom the outcasts,
* _ from a low tahble placed slightly behind him, to which he
. : stretched back, and ag it were encountered food by accident;
T~ all feigned in erence to Professor Godbole 8 tea. . . .
A ' The ladigs were interested in him, and hoped that he would
N & . supplement Dr. Aziz By say\l.ng something about religign.
& 5 c o - Byt he only ate——ate and’ate, smiling, never letting his
' o " " .eyes catch aight of his hand. N (p. 65)
- H - / ' < . é .
(\ Do ) , K .. BN . 2 o L
- . ¢ N
e s . Everydne imediately rose, \q(th the exception of Professor
/s - GodBole, who was 'finishing a Banana. (p: 66)

"‘rhase. ﬁigﬁly comic ‘moments. o! conrteay and ﬁospitali:ty reveal again those ..

cha.rqcteri.n c patterns of expansion and cBntradiction tﬁat one expects

.from Passage

L

As Godﬁ'ole 8 appetite expands C!ate-—a;e and ate"), he

doesg ‘ig fact: say "soneth:tng, aFout rel;lgtan' ‘the ritdaltstic act of

-

.
.

~

“

-
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. eating suggests its correspondence to a ritualistic participation in-

- 80 - ‘ y b

o

‘&

the univer:s"e.‘29 Comic glyttony, then, howeveg, delicat:elf phrased, : | g
im.plfes,some connection with) a 1argene§s, an inclusiveness of spirit.
Mysteriously, that same imp esgion of largeness remains behind when the i
comedy itself sharply <contracis its focusr From the genefality

associ?ted with GodEole 8 conti::uous action of eating, the perspective f o
narrows to a single object: the banana. Now why a Bgn a is more comic - i |

- ) .
than an orange, pear or bBlueberry, I am not certein. In any. case,

. T . '
bananas do invoke a sense of the ridiculous. They are not serious, like

o

the apple connected with the archetypal fall; nor, more significantly,

. - ' ¥
are they symbo;ic like tbe mangoes that, for Aziz, repreaenti India's

‘\ "!

dan

. on éﬂa comic suhlimity of the conversation among the other guests at' !

,.

’

Yy

P

sena ity. They ce‘rtainly are not suBlim__g;—possiﬁly ﬁecauge they are

. 0 /
80 commonplace. Indeed, chey are domestic. ¥ ( /
’

This scene of comia ridiculowness, howevex, comel}:a ironically

the tea. While Godhiale steadily eats, the others for t&e most part :
only talk and appropriag_g{y their convssaatio\x is aﬁout food' more

3 o
specifically ahout: mangoes. Az:tz gives mangoes the symbolic attributes

of th.e "real” India. ‘The c,omedy of juxtapoaition contrasts the aymbalic e

and mysterdous (mango) and the real (Im ) In a way t:hnt: throws a good |
deal of ligm: upon Adela' s potentially rrassing niaconceptiont, not | ',
only with regg)rd to the natnre of India but more imﬁortantly v:l:r.h. regard

..

£l

2 29 R |

¥ Burke says of Godﬁole's contribntion to .the comedy: 'One must
always look dpon Professor Godbole's sucial aloofress in terms of suc&
contrasting ritual or foml oneness. L {5 231). '

An ewﬁarta.ning scens takes placu Bbetween l'ic.lding and Az:t.z, , o

durine a2 nman? af Frtandsfitn and fnttumanis whan +haw ava ralbdas 8



"the anxiety and fear Eehind its politeness. Pressed By Aziz to ’se&le

-altogether J’.n India,"” ghe responds "I'm afraid I can' t do that " (p. 72‘

.Ul‘ ) ‘l ‘ c )

' 1 \ hd . ’ =
" -1 - ¥
P ’ . t A
-to the naturé of person?l (and sexual) re-,latﬁions.\ Aziz's talk gf"“ . o ]
' . . Lo .
mangoes reveals some subtle threat to Adela's equiliBrium; indeed, it - :

reveals possibilities of hyman Behavior that frig[iten her and in
consequence she seemingly spontaneously decides to leave both India and
¥

Ron.n{' Her :Lnstincts are, of cgurae“,) right although shortly after sh_e .

m1 rescind that decisfon. Even the language oﬂ F_uer refusal indfcates

my emphasis). _ B
. R ! , ~

< Adela ca‘nnot come out and say: "I dm afraid of India,” "I am

I3
a

afraid of personal and se.xgal relations,” "% am afraid of myself and , : i
that I have made’ the wrong decision,” Rather, what she and the others

do, as they watch Godﬁole eat, is subject pg'sonal differencea to the (}\/ ‘\)
polite rituals of "feigned indifference." There is, however, a crucial

.

point at which that feigned 1ndifference becomes real and as this sb.:[ft

takes place indifference becomes revealed as ot:he ftmdanent:al entithesia : A

I - 4 ’

to courteay. ..

During the course of the expedit:ion to the Mnmbar Caves, it hecomes

clear that the maj}:r difference between Adela and Aziz liea in the fact

-

that she is "indifferent to vhat she [does] but_desirous of Geing .
mg:taﬁle" . 1321. India, hnuever. “ing ts that hese two~act:1.ons be :

‘ sei:ara‘ted Indiffere‘nce -and amfability provide the opposing. polu of

assage's tyo ujor Hmll of exp\erience. Adela's feelings r«vul an

oxynoronic carelusnus that ru:l.dea :Ln the heart of ;he novel'l conflict. ‘*
I£, u Burkas fms suggut:nd, mtary is locu:ed in actt of, nlhntry,

t:l‘u ganu:tncly indif.faunt ﬂtnd,, t&e m‘.nd d:neepaﬁle o£ epprolinndmg | ‘ Lo

G oe . .
i -

deuﬂ. h- the tm upol:l:tory Otﬂlnddh. Lo
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”
The differen(‘;e between Adela's i\ndifferenGe and t:hat of Mrs. Moore
lies pa¥adoxically in the litter's oBvious withdrav(gl from amiability.
However, she never witﬁdraws from courtesy, for couxxfsy in Eassagg is
primarily an act of the ﬁnagination. As the nglvel makes quite clea;',
Mrs Moc?re‘s spi\f&.t d?ispenses‘ "kindness, kindness, and more kindness"
regardlegs of whether she is pﬁ;f{ically and emotionally in contact

with the other char,acters. This is &vidént at the time she leaves

N
India when, in a.moment bgth comic and moving, "thousands of coconut

\palms appeared all round the anchorage and climbed the hills to wave her

.farewell” (p. .2001. Their courte§y .is a part of hex\courtesy, but only

a’part.' %ere, as in so many other places, Forster/fronig:ally reinvents
the meanings oﬂ\pathetic fadlacy; response exists in these'Indian palm

trees in a way that Ingic‘ates that they have a life of their own.. That’

1ife,-however, is compiqmentary t$ Mrs. Moore's and the mood established
, ;

is crucfal to the wm;kD as a whole: «gonnection through separa‘tion.

Comic strategles are constant}g‘ at work trying to counteract t:he

k) :
enervat:ing effects of Indifference.. The expedition to ﬁhe Harabar

*

I Caves, for example, an expe\iition which Herz calls the "fa\iniliar Box

31 Lo e
Hill pj_cmtc, attempts to subject -the vast, indifferent Indian land-
. . i ",.

, . © t, .
scape to .ghe vigourous for(es of Aziz‘s particular brand of domesticity .
A great deal of the humur that res:tdes in the scene results fx:om his

desire)to ‘take .the accoutrements of home with him in order to Qemy/etify
8
n enco{mter with the unknown—&e it geagraphical or social, Anotﬁer

-

ect of the amusement emphasizes that the preaence of familidr and

e

useful domestic objects turné the essénce of domesticity J‘.ns:tdeaoqt;—-—

.
- e
.
.t .
N

» "Introductfon: In Search of tﬁe(lonic Muse." U

/
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what 14 ugsually pfivate now hecomes public. And as is the case with any
revelation, any morment of unexpectedness, one's initial response i3 comic '

surprise. Every object that Aziz loads onto the train that is to take {

+ them to the Caves suggests, to the English mind, something fundameutaily {

displaced, as when-Adela .and Mrs. Moore witness "the sudden irrppi:ion ’7

of liébggud Ali'e Butler from the lavat?ory wieh tea and poaehed i&;g‘gs ‘upon

a t:ra);" (. 126]. ' .
However, from the Indian: perepeetive, the :[nclus}on‘f.tea and )

pqac&ed eggs with the other objects of the "6bmic ‘purdah' carriage"-—
piles of rugs and bolsters, the rolling melons, the scent of sveet oils,
the ladder, the brass-hound hox"——Suggest:s ‘no undifferentiat:ed muddle r
ﬁet' the t;xysteries of domesticity: each ohject 1 infused witlrl its own
kind of énergy and with that: energy struggles to c unt:e{act: tha great
u-houm" Forgster has mde the point Gefore in his

B:'ahur": . . ' "?

-

ssay "The Empe;‘qr .

- -

. His admirers-—-and he had many—have called naif, ) s
Because they think it somewhat silly of an emperor to ‘
love poetry and swimming for their own sake, and trecord
many years afterwards that the,first time a raft str ck,

~’d china cup, a spoon, and. a cymbal fell intp the wate
whereag the gsecond time the raft n:rues2 a noblmn fel
in, just as he was cutting up a melon.

Kere m conic t:echniquu are connected’ \the act of buttoonery
(;rm noblemen falling fn} and the exposttfon of the ca:uogu.” Mach s

. the nne thing occurs in. P g e wien Mohammed Latif, fn hic role as
"mjor—dm" oversm, in hfs own facﬁion, the loading of ghn pnrdtﬁ. -
- ‘7 o L’ . . . .

. . Co -L
. [ N oo .

3 . Abfuier Harvest, p. 293, Yo ' . }
. | » .
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-of the act of domestic stock—taking, of inventory control.

-In the exchange of fezzes with the melon, Mohammed Latif ,rights some tiny

_ dangerous situation. And’ wfﬁ) uld, elnerge f,:om this .celeﬁrato y o / ‘ H

©

’ v »
o - . .
- ' 7o R “ . ’
| '85"'\ } 7
carriage. As the carriage takes on its céotents it suggests a variation S

“

>  Much had still- to enter the purdah carriage«—a box bound
with Brass, a melon wearing a fez, a towel containing
guavas, a step—ladder and a gun. (p. 121)

F

[}
r

The poor relative exchanged fezzes with the melon, and - o
peeped out the window of the railwqy carriage, whose ‘ ‘
’ : confusion he was superintending. (p. 122)

wrong and acts out a ritual of object differentiation that is intended

to relieve the general and considerahle anxiety that accompaﬁies Aziz's
perceptions df soctal differentiation. S L C ‘s

B

‘Like most buffoons, Mohammed Latif seema almos a,:;ﬁﬁfﬁﬁl featu:e of
g ,

.the'human lhndscapé;—a somewhat more fictionally evolved version oﬁ the

punkahrw?llah in the courtroom. . On a relatively simple level his role

.
as major—domo allows him to function, briefly, as a surrogéte for Aziz.

There comes a time, of course; when tha nction breaks down and faced
. t ,r‘ ) ‘ ’ . ) d - .
with the immensity of\ﬁfe Caves whose attributes are ugknowable, the »/)

forms?of.dooﬁsticityVare moﬁentarily ineffectual. .
A much.more significant development of the idea of surrogate action S,

occurs sftet the trial, after Aziz's innocence has been made public. The

revelrdut (to use Burke 8 terml which follows, like all cele?rations of
. & f
that nature;\onggests Eptﬁ.tension and its release. Buffooﬁery hecomes

a conscioua and &eliherate\ t tegy for dealing with a poten' ally N

confuaion But the figure of Panna Ds 1.
»




.
s
.
.
.

; v ) - /4‘\( . -

\ @0 much a part of the undifferentiated human landscape (or more precisely

one which is divided into two und:tfferential:ed groups of guests: A.nglo— L0

Indian and’Indian) tﬁat it 18 not until later t:hat ﬁe ig actually identi—
: . fied (pp. 52, 79). Quite a transformat:ton has taken place by the t:[me

. . - one eacounters him at the_ ﬁos-pital d(u::f.ng the revelrout. In this case,

‘ ©  the displacemeixt of social tensions involves the Buffoon' & sophisticated

manipulation of language:

N SR gy s v T

v « » . here was a mob entirely desirous of [Panna IXJ.
blood, and the orderlies were mutfnous and would not help -
“him ovexr the Back wall, or rather hoisted him and let him .
' drop back, to the satisfaction of the patients. In agony ~’
P . ' he cried, "Man can But die the once," and waddled across _ T
: ‘ the compound to meet the invasion salaaming wit& one hand
. . and holding up, a pale yellow umbrella in the other. "Oh,
> L . - forgive me,' ELe whined as he approached the victorious
' : . landau. "Oh, Dr. Azfz, forgive the wicked lies I told."
. ‘ Aziz was silent, the others thickened their throats and
.threw up their chins in token of scorn.. "I was afraid, I
W " was mislaid," the suppliant continued. "I was mislaid e
o here, there, and everywhere as regards your character. Oh 7
, - . "+forgive the poor old hakim who gave you milk when~ill! Oh
U - . . Nawab Bahadur, whoever merciful, is it my poor little ‘
. ) " . dispensary you require? ./Take every cursed bottle." o
R . Agitated, but alert, he saw them smfle at his indifferent
. - English; and suddenly he started playing the buffoon, flung
.- down his unBrella, trod through ft, and struck himself upon
. the noge. He knew vhat he was doing, and so did they.
. . There was nothing pathetic or eternal in the degradation of
N such a man. Of :[gnoﬁle origin, Dr. Panna Lal possessed
’ \ nothing that could he disgraced,’and he wisely decided to
make the other Indikns feel 1like kings, ‘bacause it would -
o put them into better teqpou. Whien he found t:hay viAnted.
: i . Nureddin, he skipped 1ike. a. ‘goat, he scuttled like a hem to, "
. ‘ ' rdo their hidding, the bnlpiul wvas saved, and to the-end of .
' h:‘.n life he conld not underatand why he had not obtained .
\“ - \ ‘ pronot:ion on the morning's work. "Promptness, sir, prompt-
. o . nasi similar.to you,” was the argmwnc he employed.to Major .
. St Callmdhr wiisn chtn:[ng it. - (p. 225)
.~ %" panna Lal't l::t:rmlr pnﬁphﬂ:al tutu--ﬁ.a never saens to B elong.

s o

SE S S A Y

.nm.u-u ginn nurdmrou Imu and !or tha ﬂ.rtt tm hn h :hn
N L , 1 e ‘hoct:, sﬁaptng t!u ptuuﬁnmt for his Ml‘-. Itunvor, :Bg E:mdu doc or1
e m . m wore a;-porm: ﬁ;nctiqn to :nm:n !:hnn thlb ot :ndm,ung

-

,,,,,
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how absurdly self—conscidua tlxe English can byhen required to he

v

undignifie'd. His self—sacrifice In fact mak.es him a participant In a

comic, and Indian, version of the redelnpt:ive aspects of Christian mythol—

. ogy. Indeed his penitential act of Eegging for forgiveness reveals him,
t : m R

significantly, as a surrogate for Adela and thus he averts what proves to

be a majoi' source of embarrassment after the ytrialy the question of

emotional fecompepsa for Aziz. ' | . ‘

. s+

‘The. comedy in Lal s moment of glory comes from different kinds of
displacement. 'l'he first: has Eeen _mentioned: his subst:itut:iqn for‘ Adela

Quested dramatizes tﬁe possiﬁilities of compensaf:ion for Aziz 8 embarrass—

b

" ment (to say nothing of Panna Lal's emharrassment at having ha:ked the

wrong horse, as.it were), he even takes upon himself some of Aziz'
hmiliation——or rather in playing the fool he lesaens some of the world's
eupply of Enmiliation. ’fhe second kind of displacement is linguistic.

The act. of asktng for forgiveness belongs to Adela, the way in which that

N

plea is phrued-\-»"I was af I vas mislaid' suggeq:a Her eanlier use

.
. v

of "afraid” when she has declined to atay in India ("'n aﬁraid I'can't

k] 3 ! ‘
‘do k&n “) and’ reinforcu the cnune of that: anxiet:y' dinplacmnt or thc

condition of [uing "'n:[nlaid " “erever, the statenent ‘also reveals'a
linsuiltic stratcgy r.tut is ~particulhrly Panna Qx's. In that. rhyming
.

rq!rain (ybich. coundn mthing 1ike the :hythu o£ some populat song)
he rcyenl- wnot tlu “inditfnunt Englisti" of vh:l:ch he 1s acouud but

ntﬁnt a 3x;up of tﬁat lsngﬂige t:hnt is ﬁat& cqi'pj,?x and pmiu. o

L ] va

Rl «ynm.d" as Lnl'l Word snggut:a not: a&f ujor lourcc o;l .
B ” [ ~~ " .
uln\t tﬁat .t; ﬂi; m-l'; comidy and tugudy,\ 1: also hpltu

wilfnl mtopmut:ionﬂ:' ‘10(!.' hAnd\in t:htt:;contution af 3

4 0,

»‘- 1

~
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'Passage exists as an fndependent structure of the imagination. Panna’
. Lal's "error" in pronunciation comically articulates the seriousness of
the coldnial dilemma—both its causgs and conditions. Moreover thifs is

not the only occasion in which a mispronunciation has Indicated an - ' i

egsgsentially political perceptkn. Mnhmmned Latif's "You spick a lie”
(p. 122) a.nd Ra& Chand's "You will make yourself chip"x(p. 30) also
ratb,er unexpéctedly bring fnto focus the falseness and debasement that

° charact;,erizea the relationships of coloniser and colonised. o

within r:ﬁ.e comic context of Passage, Dr. Pdanna Lal gains in stature
as lhe del:lherately bmniligtes hingelf. In doing so, he foreshado‘;s the
* most ?ully developed cﬁaractern oﬁ_ the Buffoon: lfrof{um.' Godhble . The
whole of "Te.mple" ﬁelon’gs to him and as he preﬁides overvthé ‘birthsef :
Krisfma his pteaence infuses t.he scene with. an atmosph.ere of comic ' [\
celeﬁration. He tranacends the crude Buffoonery of Mohammed Latif and ,' ' -
Panna Lal and invests his own role as huffoon with something only

occasionqlly hinted at in the - Engliah tradition. nobility. Like Mohammed

Lal:if and Panna Lal he investigat:es tha concept of the invited guaat ag . —

he ponders the wiritnal conplexit:ies of "come, come. He also serves as

'a source of pure entertainment But ru}lvea not. only social e v
tensfons But tc‘omig on;s a; wall.: ’ 'e.n fun in heaven. God can :
plny practi‘cal jokas on Himself, draw chaira avay from beneath His own
po:/tir:tbrs, _‘et: His mm mrﬁnnn on fire, a%d steal His mm pectic e . '

uﬁnn He: h:hn" Cp». 27&1 Andnont !nndaencal to his tole lp ﬁuftoon ce

is- ﬁil func:ian ar tﬁ' ultiul:e mrogata. a funct.ton Im articulatu in .

K
e .

comummhnnm N
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~ "', My point is that in a rea‘dinglof Passage as a gocial comedy the

_—

This idea' is crucial to Forster's own fictional imagination and
\ .

does something to explain how fntensely domesgc his novels are. —'R'hat

to

concept of shared action spills over into the l1ife of objedts, places.

The'comic spirit of Pan resides (Eix the India of Fox):ster"'s vision although
' S /
: . - ( , :
his scale must surely be enlarged. And that is why one believes in the C N

novel's consolationd® of comedy--in the waving palm trees, the miaschievous
\
spﬁit of place that capsizes the boat on the Tank, the ?undred voices"

4
that cry "No, not yet," to be aanered hy a sky calling "No, not thsre"

(. 312).

[y

—— 8

. The largeness of spirit that infuses Passage can seem, at times,

——

to dwarf its inhabitants._ Whe? Frye says t:hat:. in comedy " + w ¢ the .
cf;arac.t:er of tHe succggsful hero 1s so often left -.mdeVelopked: his r°e31
life tegins at t:f}e end of t’he upllay, and we have to'belie{r‘e i;im to be
potentially a omore' interesting char;ncc,'er{ than he appears to Bé,"34 one

hae some intimation of the reasons hehind Tril]ing's stétement to the

effect th?t: Forster's _characters in Passage. "are not large enough for
the story."35 l !

secondary charac.teré are "larger” than they initially might seem. T-A
kind of adjustment of foqus }:aﬁi place ‘é/v:ary time one sees. the linguiatic/

and physical umi:l:pulation of wfmle groups of people which is dmanded by

-\«
.- the forns of invitation and entertatnment. Surprise generally reaulta » ;
from ntc&ing these scenes a.ndf realf.zing that thay are conducted ﬁy : ' R
Buffoon-1ike chavacters whose inkigniffcance is taken :7: granted. Their
¥ prye, poaes. T, I
' ‘ o R % . & L_ -
Bl M7 T s e T
~ ' ‘\ ‘ . " ; - ‘ :. EEEE " : "
“ . » ' s ~ ‘\r'.t, - :‘, . ~P
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. i
- ' function is crucial in the congtruction of the texture of comedy. Forced

by the ‘sﬂ‘ger immensity of his Indian e.xperig.nce to reduce the acalé of

$ts human performers, Forster compensates for that loss by rendering

every fictional action with exquisite detail. What is gained is a

S pag ELPCIEY
e

comedy whose domesticity is ultimaﬁe}.jr inténfie&‘ to soothe the insu

of empire. ; '
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