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Introduction

Much of E. M. Forster's fiction is concerned with the topic of

seIf—diéﬁsion and with one of the traditional Titerary symbols of

the subconscious, the figure of the double. Forster's fascination

with the subconscious or “deeper" personality dwelling within the

seif is evident in his essay, "Anonymity: An Enquiry":

I

Just as wordsS have two fungtions--informafion and
creation—;so each human mind has two personalities, one
on the surface, one deeper down. The upper personality
has a name. It.is called S. T. Coleridge, or William
Shnkespeare; or Mrs Humphrey Ward. It is conscious and

alert, it does things 1ike dining out, answering letters,
e,

Y

etc., and it differs vividly and amusingly from other

personalities. \The lower personality is a very queer

affair. In many ways it is a perfect fool, but without
it thefe is no literature, because unless a man dips a
bucket down.into it occasionally he cannot produce
first-class work. There is something general about it.
Although it is inside S. T. Coleridge, it cannot be
labelled with his name. It has.something in common with
all other deeper personalities, and the mystic will

assert that the common quality is God, and.that here, in

»



the obscurewrecesses of our being, we near the gates of
the Divine. It is in any case the force that makes for
anonymity. As it came from the depths, so it soars to
the heights, out of Tlocal questiénings; as it is general
to all men, so the works it inspires have something
é:;eral about them, namely beauty.‘ ’
In another essay entitled “What I Believe," Forster again refers to
the divided self, observing that the self is not "an entity”
because "Psychology has spiit and shattered the idea of a 'Person’',
and has shown that there is Somethihg incalculable in each of us,
which may at any moment rise to the surface and destroy our normal
bglance."2 In a third place, forster further defines the other,
"deeper" self and shows how its various aspects have attracted many
writers. In “English Prose Betweeﬁ 1918 and 1939," Forster writes:
"The_presenbe in all of us o?-the subconscious, the occasional ‘
existence of the split personality, the pérsistence of the
irrational, especia11y in people who pri&e themselves on their
reasonableness, the importance of dreams and the prevalence of
day-dreaming--here are some of the points which novelists have

3

seized on and which have not been ignored by historians."” Forster

names Shakespeare, Emily Bront#, Herman Melville, Samuel Butler,

Proust, Gertrude Stein, Dorothy Richardson, D. H. Lawrence,

* Virginia Woolf, Joyce, de la Mare, and Elizabeth Bowen as writers

who have either consciously or "subconsciously" incorporated,”the

new method of examining the human individual.® And in a fourth

place, in the chapter on "Fantasy-—in Aspects of the Novel,

‘/.
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Forster again refers to the topics of self-division and related
literary devices: he makes "a 1ist of the devices which writers of ™
a fantastic turn have used--such as the introduction of a god,
ghost, angel, monkey, monster, midget, witch into ordinary Tife; or
the introducéion of ordinary men into a no-man’s land, the future,
the past, the interior of the earth, the fourth dimeﬁg?nn;for

4

divings into and dividings of persona1ify." v

In fact, scattered throughout Forster's essays is the idea

that "an internal stability, a vital harmony" of the individual's

personality is not possible without dipping a bucket “deep into the
subconscious.“5 His comments on the subconscious and on the
writers who have dealt with it suggest that he 'shares with them the
belief that "the conscious must be satisfagtorily based on the
subconsci?us,“6 that "the new method of examining the‘}ndividual,“
the “mopern subconscious way" of looking at character;?.inc1udes

'S
some device through which the deeper mind of the character may be

presented. )

It is‘surprising that no study has been made of Forster's
characterization from the point of view of self-division and the
other, "deeper” personality residing withisr the mind. Still, the
more general topic of the self in Fprster‘s fiction has received

some critical attention. The Forster protagonist is cited by

several readers as representing a Lot in the novels who is

“undeveloped" emotionally, ascetic and detached, imperféct

involved in Iife.8 A statement by James McConkey jn The Novels of

E. M. Forster explains this attitude: The "Forstefian hero is




incomplete, that incompleteness being the result of a dissﬁciation
between the character and his un1verse . between the individual in a
seemingly chaotic, temporal world and the un1fy1ng, eternal
reality. nd The perception by McConkey of the gulf between the
"rea]" and the "jdeal" wor]ds in Fdrster s fiction. is a standard
one for Forster cr1t1cs

But there is another kind of dissociation and another kind of
reality in Forster’'s works. His prptagonist often faces a crisis
of identity symbolized by a separation from his deeper, inner self.

Furthermore, the protagonist is often dependent, for his

"completeness," on another character whose "reality" is of a

myster1ous]y psycholog1ca1 order. A pervasive s¢tting in Forster's

10

fwctxon is the "timeless reality of the subcons¢ious mind" = which

becomes the backdrop for a central "antithesis" persona]itiés,
the drama of two opposite persona£1t1es joined in a symbolical

Mintimacy. ot

Through such a setting and such a treatment of paired
characters, Forster explores, 1ike the authors he 1ists in his essay
on English prose, "the persistence of the irrational in peopie who

pride themselves on their reasonableness.”
, 1

- In 1901-1902 when Forster first turned to writing fiction as a
profession, ideas of the subconscious were in the air. He later

claimed he could read neither Freud nor Jung,12

and 1ike many
intellectuals, he had already developed in his own way a concept of

" the self. Still, the division that Forster makes between the
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"upper" and the "deeper" personalities has a remarkab]e simjlarif§

to the later Freudian paradigm of the ego as a crystal which can be -

shattered into fragments along "predetermined” lines of ueakngss:13

Forster, too, thought of the. parts of the self as fragments, as we
shall see. Furthermare. the Jungian theory that the subconscious
emerges into consciousness through symbols also finds a parallel in
Forster's "symbol" of the subconsﬁious,‘the'Jinca]culab1e" and,
"autonomous" ‘deeper seif“ that is ;eparate and in conflict with
the other personality of the individual, fhe "upper se]f."]4
Doubles are of two kinds. The double is either an exact
-replica, mirror image, or identical twin, in brief, a physicai

double as in Shakespeare‘s Comedy of Errors and Twelfth Night,

or the double is one's other self, a self irrupting from the
subconscious that is antithetical yet compiementary to one's
" conscious self, aS‘fa many works of Poe, Melville, Hawthorne,

«Dostoevsky, and Conrad, among other‘:‘..ﬂl5

Forster's name may be
added to this second category_lrrhiswo;ks as well, the double is a
figuré who is both ﬁtrange-and familiar to the protagonist,
hostile yet sympathetic. The link between the two selves is, as
Freud describes it in the essay "The Uncanny," mysterious and

16 the %oub]e has a weird familiarity and a bond with

unalterable;
-the-pain chéracter because he has indeed been projected from the
inng} self of the character. It is with this fascinating aqd
sophisticated kind of doubie in Forster’s wofks,withfﬁsrtﬂeandtﬁs
strangely symbolical settings, that this dissertation is

concerned.

’/' ’



In general, Forster s hand11ng of character has been onTy.
superficially studied. Analyses of his characters often start with
the premise that Forster is a nove11st of 1deas whose f1rst concern
“is the themat%c arrangement af characters in contrasting pairs for
the purpose of some h1gher intellectual scheme.]7 For examp]e.

'~ta1v1n Bed1£§i in Architects of the Self, divides Forster s

characters into the “sheep” and the ‘goats." Characters Tike
Caroline Abbott, Lucy Honeychurch Mr. Emerson3 Stephen Nonham,
' Margaret Schlegel are "the sheep . . . who, though far from
self-obsessed, enjoy a lucid possession of:their own inner
‘reality." The “goats,"™ like Mrs. Herriton, Charlotte Bartfettﬁ
Herbert Pembroke.uand Henry N11cox "are those who, be1ng closed
rooms to themselves, have no 'I with wh1ch to connect with

other":r.”8

Lionel Trilling in his book E. M. Forster, separates. .
Forster's cheracters according'to their Jspiritua1 orace“- Gino .
,Careila, George Emerson, and Stephen wonham a1] man1fest a
"v1ta11ty" for. 11fe--"they'have the g1ft of Tove' --whereas Ph111p
.Herr1ton, Cecil Vyse, and the Wilcox men are g;ototypes of the .~
-.‘en11ghtened man w1th0ut heart--“they 1ack sens1t1v1ty and often

show an, oﬂd—mawdxsh fussiness.’ w19 Though Informat1ve about the

-

. general “types" of. peopie.found in Forster's fiction and even

LA

5uggest1ve of the1r psycho]og1ca1 "incompleteness,” these studies

Tfa11 to 1Tlum1nate the dynamics of the persona11ty that informed

Forster s idea of character; ‘neither do they-d1st1ngu1sh between

LR,

the kinds of seTves the protagonists -and subordinate characters

represent. 'Th1s.study attempts to make such d]st1nct1ons._' .
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Anotﬂér problem addressed here is fhat of the peculiar links
between certain pairs of characters. Thdough several critics have
alluded to such 1inks,.none have explored them fully. Frederick
P. ﬁi McDowell, for examp]é, obseryes that Stephen and Rickie in

The Longest Jouﬁney are linked to each other and.to Stewart Ansell

in opposition to the Pembrokes but McDowell.concludes that Forster

is distorfing his characters so that_they may stand for his

20

humanist ideal.” . Similarly, Frederick Crews claims that “Rickie's

problem is to br{ng together the ‘Ansell’, and 'Stephen' sides.of
hinself, that is, to conmect the life of the mind with the 1ife of
the body.“Z]‘ John Colmer, reflecting on ?orster's debt to the
Romantics, reﬁarks that his paired characters symbolize the
“attempt té reconcile contradictory elements within the self'; in
this.ﬁay,‘Forgtér_"constant1y emphési;es the need tb combine 'head’
and 'heart.'"22

‘George H. Thomson, in his book,The Fiction of E. M. Forster, -

-

is the only cfitic to recognize both the importancefo the
“reélity" of the subconscious in Forster's stories and the presence,

in two pairs of Eharacters, of the metaphor of doubling. Of The

Longest Joumey, Thomson observgi}f”ﬁéhind thé relationship of the
‘brothers'1igs.the:ancient ﬁ&thé]ogica1 figure of the twins. . . .
The twin (or a reasonable facsimile thereof) must die that his
b}pther may have 1ife and 1ife immortal.” Thomson continues:
"Since the characters are partiai we cannot be surprised at the end

of the story thatﬂ§tephen, who finally appedrs as the whole image

23

of man, should include Rickie.” In connection with another

-



problematic character whom the majority of critics has almost
completely overlooked, Thomson again refers to the double. Of

Charlotte Bartlett, the spinster cousin in A Room with a View,

Thomson notes: "We are given a very good 1dea'of the dark side of
[Luq}'s] fate in the character of Miss Bartlett. In keeping with °
Forster's economy of means in this novel she has several othgr
roles in addition to that of Lucy's doub]g. .. . Bﬁt of course
her great interest is .as modef)bf'ﬁhat Lucy wi]l\be thirty years
from now if she denies the 1ife force--and her love for George.
: -Emerson.”24 -
. In contrast to many Forster critics, fhen, Thomson sees a
positive side to Férster's "economical" use of thé “partiaf”
character who is Tinked to the main character. But in fact the
partial‘character appears much more frequently and is more
significant in Forste;'s fiction than Thomson suggests. Moreover,
1 cannot agree with Thomson's overall judgmen? that‘“Forster has
1ittle talent for the inner drama of psychological éonf]ict."zs
Thase characters in‘Forster's works who puzzle critics most
as overly symbolical and not "flesh and blood" actuaT]j function as
doubles of the main characters and, thus, are appropriately
"partial" characters or character-fragments. Stephen Wonham, Ruth
Wilcox, Gino Carella, and Helen Schlegel are mistaken as examples
of Forster's failure_fo create a character who is at once "a complex

and effective symbol and genuine human being.“26

In his article,
"The Revival of E. M. Forster,” E. K. Brown says of Stephen Wonham:

“Does he breathe? He is much more flesh’and,bloap'than the



Emersons and the FaiIihQs. Still the Ydea obtrudes very often in
Stephen, just as the idea obtruded in Hawthorne‘s faun. Not from
Stephen can we take convictionlthat Mr. Forster can set in the
framework of a novel of ideas a movingly real breathing being."27
In Ruth N{1cox, Brown _observes a character who is not a
completely "solid" pein@, ;E% a "piece of sure humam'ty.“28
Another reader, John Bayley, finds Mrs. Wilcox a mere symbol; she .
has "no depth of individua1ity.“zg
Other readers are even less sympathetic to the portrayals of
Stephen Wonham and Ruth Wilcox. One reviewer of The Longest
A Journey states: "Certainly Stephen wd%ham is Forster's supreme
romantic creation--not a réa fﬁer§0n at all, but an ideé]izaéion of
some suburban-bred Englishpan‘s yearnings and aspirations.“30
Another reviewer claims that Mrs. Wilcox "represents a sort of
over-soul. But for.this deyelopment we had been quite ﬁnprepared,
and herein Ties the real wéékness of Mr. Forster's book.“3] Helen
Schlegel and Gino Care1]af;re also rebuked by the critics, the
'former for being "all pa;sion" and “the extreme of the spiritual
11fe,"32 the latter for being "just a sketch" for the later portrait

33

of Stephen Wonham,”> and a character who is "less convincing" than

the others around him.34

. This last group of commentaries suggests that there is a
probiem of interpreting how such characters as Stephen Wonham, Gino
Carella, Ruth Wilcox, and Helen Schlegel are meant to function in
Forster's fiction. Are they "mere symbols" of other characters

and themes or are they "people" who are “capable of surprising in a

J\;'
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convincing way," to borrow Forster's own definition of a round

35 The voice of criticism offers some confusing answers

character?
to these questions. One wonders how, for example, Helen Schlegel
can be both "all passion" and "all spirit"; or, to retu}n to the
debate over Stephen Wonham, how he can be assessed as one of
Fo;ster's most complex and finely presented male characters by one
astute critic and, by another, as not “a Titeral character at
a11."9

Actually, these characters function on two planes: they are
both synbo?ica1 and "flesh and blood" characters. The comments of
three Forster readers show some understanding of Forster's method
of presenting certain characters in two different kinds of settings.
McDowell notes that Stephen has two functions in The Longest
Journey: "As brute and napural man, he convinces; but it is doubtful
that he embodies fully the Classical and intellectual values" that
Forster's themes demand'.37 Derek Traversi, in an overview of
Forster's fiction, sees that Mrs. Wilcox functions in two realms:
she is "a shadowy ‘symbol'" first and; second, a realized character,
"essentially middle-class and é1most Victorian:ﬂ38 In contrast to
these negative assessments is a third reader's interpretation of
Forster's two kinds 3; settings: Howard N. Doughty, Jr., describes
Stephen as "a new creation, a pure type belonging literally to
another world. In one sense he is unreal because, in order to have
a free hand in drawing him, Mr. Fgrstgr put him in as complete a
social vacuum as possibie. As Mrs: Elli0t's son, however, as the

substance of things hoped for, he has strange verisimi1itude."3g
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Forst creation of these "pure types" who "belong literally
to another world" is, I believe, fundamental to his method of
characterization. Where the cﬁaracter is "flat" or “"shadowy," he
is fﬁnctioning a§ the double for the main character,jas a
manifestation or symbol of the inner self of the protagonist.
Othenufse, in the ordinary, realistic scenes of the narrative, the
secondary character may be as.”%ound" and "as ready for extended
Tife" as any other character. The two treatments of charactér and
the two realms or settings are not a mistake on Forster's part nor
are they negative achievements. ;n the symbolical scenes of
confrontation between the “fragment“ double and the main character,
Forster ¥hdulges in the dramatist's prerogative of seeing that
certain key characters and certain symbolical events work

harmoniously with his gradual unravelling of theme.40

Such
"fragment" characters as Stephen Wonham, Gino Carella, and Ruth
Wilcox are central to Forster's interest in the irrational
subconscious and to the theme of self-discovery. One may say
"central" because the figure of thi double appears in all six of

Forster’s novels and in at least eleven of his short stories.

I first became aware of the presence of the double in Forster's
fiction when I was struck by the parallel between his story, “The
Other Boat" and Joseph Conrad's "The Secret Sharer." In both
stories, we are presented with a young man who is seriously

“limited," unemotional, overly rational, in short, dangerously
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self-conscious. The sea, in both stories, is presented as a
metaphor for a reality apart from “rational" life, an otherworld of
deeper truths. Both stories involve the young man's pondering his
kinship with a "criminal® intruder in his cabin.
In Conrad's story, there is no question of Titeral dou?]ing but
the captain repeatediy refers to Legggtt as "the secret sharer of
my cabin" and, in the Tast instance,'as "that ideal conception of
one's own personality every man sets up for himself secretly." In
“"The Other Boat," the “foolish relgtionship“ between Captain:Harch
and the "devilish" Indian youth, Cocoanut, is described as a
tempting homosexual liaison that transfigures March beyond.the
lTevel of sexuality: “He could not think how he had yielded to it,
or why it had invelved him so deeply" {p. 193). While "The Séc:sf
Sharer" begins with the captain pulling his naked double from the |
black waters, "The Other Boat" ends with the protagonist throwing
himself distractedly into the black sea. Both stories are
concerned with a descent into the underworid of one's being and
the achievement of a new self-knowledge. In the case of Forster’s
story, however, social and political barriers persist and, finally,
destroy Captain March's new-found but precarious balance between
civilization and the subconscious. ~
It was from the emblem of a secret homosexual double of the
insecure Forster protagonist that I began to see that Forster's
interest in the subconscious self, the "deeper personality" of

man, extended into a great deal of his fiction; the homosexual

double was only one gquise of many.
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Before proceedfng to the analyses of the figures, motifs, and
. themes of the double in each of Fo;ster's novels and in his short
fiction, it is essential to summarize certain wgl]-established ideas
about the double in literature as a way of placing Forster in a
context with other writers. .’

The double in literature has a long and honourable tradition.
To the audiences of the classical world, the Middle Ages, and the
Renaissance, doubles were either facsimiles, bodily duplicates
manipulated to divért us, or allegorized opposites to instruct us;
Plato's Symposium presents the comic double to whom man was once ‘
physically attached, while the comedies of %hakespeare dramatize the

problems of thé twins.4]

Ninéteenth-century Titerature often
dup}icates or juxtaposes two characters, as in Conrad's stories,

James Hogg's The Private Memoirs of and Confessions of a Justified

Sinner, Dostoevsky's The Double, Emily Bronté's Wuthering Heights,
H 42

Dickens' The Mystery of Edwin Drood, and Poe's "William Wilson.

As for the twentieth century, the "complex mirror games and mental

chess of Mann; Nabokov, Borges" are firmly in the tradition.43

Two contemporaries of Forster whose fictional doubles may have
particularly intrigued him are Virginia Woolf and Forrest Reid.44

Albert J. Guerard, editor of Stories of the Double, cbserves -

that the use of the word “double" in literary criticism is
“embarrassingly vague.” It "need not imply autoscopic

45 The term

hallucination or even close physical resemblence.”
"double" can be approﬁ}iateiy used to describe any of theffol]owiné

six literary motifs, and except for number 3, in one form or
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another the motifs Guerard refers to are found in Fofster's fictidni
(1) two dramatized human beings who constitute a single personality,
(2) two ch;racters who are occultly connected in the aﬁthorfs
imagination, (3) a character who re-enacts a major character's
traumatic experience, (4) a character, who, in identifying with
another, experiences an immobilizing recognition of the self he
might have been or might like to be, (5) one charaﬁter who is
divided into two separate personalities in a Dr. Jekyll-Mr. Hyde
fashion, andl(ﬁ) a character who appears at the right moment to
tempt the othér or ‘to act out the crime the other had

46

half-consciously wished to commit. The essentiail element in each

of these guises of the double is his link or identification with
the main character, an identification which the character must at .
some level recognize for the other to be a double.

Another authority on the double, C. F. Keppler, in The

Literature of the Second Self, warns that the "more one sees of the

Double in literature the more it appears that he is the product not
of tradition but of individual experience, and a new experience on

the part of each writer who has made use of him."47

Since Forster's
approach to the double is idiosyncratic, that is, since each novel
or story presents the subconscious self as it arises "inca]culablyd
out of the "local questioniﬁgs" or insecurities of the main
character, Keppler's insight is as indispensable to an understanding
of Forster as Guerard's isolation of motifs. Keppler defines the

double this way: "The second self is the shadowed self, surrounded

by an aura of the uncanny that sometimes makes him seem to belong to
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a different order of reality from that of the wgrid in which he
moves,.so that the first self may almost fancy his counterparf to

be the product of his own mind, though at the same time he and we

.always know better. A part of this uncanniness is that the second

self tends to be the possessor of secrets that the first seif can

neverquite fathom, and thus in being the stranger is also the
stronger, always tending to be in real control of the

«48  Besides their recurring shadowy "reality," this

relationship.
aspect of control is particularly true for Forster's doubles, many
of whom are secret sharers in the protagonist's private thoughts,
in his "deeper stirrings." Another description of the double by
Keppler also corresponds to Forster's double: "He is the self that
has Seen left behind, or overlooked, of\Qprealized, or otherwise
excluded from the first self's self-conceﬁtion; Pe is the self

that must be come to terms with." Therefore, despite his special

closeness to the protagonist, he is always the opposite of the

- protagonist; "indeed this oppositeness is the main link that unites

them, for it is the complementary oppositeness of the two halves

of the being whom they together compri?e.“49

In Forster, the
double is always an antithetical self, a missing fragment of the
protagonist's deeper nature which repels yet attracts him against
his will and which is essential to his full self-knowledge.
Besides the observations of Guerard and Keppler, the
discussions of Otto Rank and of Claire Rosenfield are particularly

pertinent to this study. Rosenfield, following Rank's approach,

shows how the nineteenth-century double in literature became a
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figure through whom authors could explore their feelings about the
inner self of man<was it spiritual or primitive, good or evil?

Gradually, the figure shifted from a physical to a psychological X

douwble: "the Double or Doppelgdnger was made initially reSpectablq
in romance, fairy tale, and mystery story where repressed fantasies
asserted themselves with particular vengeance in extravagant plots.
But the novel requires that the opposing selves submit to the
canons of plausibijify."so Otto Rank in "The Do&?le as Immortal
Self," descnibes man's need to integrate within his total self his
jrrational personality, to accept it as the "vital" and creative
compiement to the rational, civilized self. His comments parallel
many of Forster's pleas for "dipping the bucket down into the
subconscious." Rank notes: "It is merely a matter of the right
proportion and a more balanced evaluation of the natural as against

the artiﬁcia].”s1

Modern man, to his own detriment, has lost
sight of his natural self; he will deny, to the point o% madness,
this natural force within him. Interestingly, Rank rejects the
Freudian view of the double which conceives of the unconscious as
ihe receptacle of the individual's "badness," "a kind of private
hell which houses the gvi] se1f."52 On the contrary, Rank asserts
that “what we really have in common with our remote ancestors is a
spiritual, not a primitive self"; in this sense, the double is the
prototype of the hero who "preserves the eternal values of
humanity."53

This is Forster's @pint also. The deeper self in man's

personality is paradoxically irrational yet heroic, cruel yet



"spiritual." "As it came from the depths," Forster says in

- “Anonymity," "so it soa;é to the heights." Forster's fictioﬁ may ,
in one sense,be seen as an anti-Freudian warning to modern man that
in rejeéting the other self as evil and primitive, he rejects the
part of him that is a source of emotional and spiritual
gratification. The deterioration of Forster's protagoniéts when

cut off from their doubles asserts his point.

This study addresses the probiem of why the Forster protagonist
is so often an “undeveloped" self: it shows him in:;;;;:;:*__~
recognizing the repressed subconscious self within his personality.
This study also probes Forster's paired characters, identifying the
1ink between them as a symptom of their psychological oneness.
Finally, this study examines Forster's often misuﬁderstood "fragment”
characters in Tight of his technique of pulling the double back into
the "shadows" of the narrative during the scenes of intense
encounter between the two selves. By isolating the motif;fof the
double within the novels and stories, new aspects of Forster's

settings, characterizations, and themes become apparent.



ntroduction Notes

2 “what T G€lieve," in Two Cheers, pp. 65-66.
3 "Englidh Prose Between 1918 shd 1939,"-in Two Cheers,

p. 268. -
4

Aspects of the Novel, *p. 78.

"Art for Art's Sake," p. 88, and "The Raison d'Etre of
Criticism," p. 111; both in Two Cheers. Besides the essays from

which I have already quoted, the essays in Abinger Harvest,

“Notes on the English Character,” pp. 3-15, "Forrest Reid,"
' pp. 77-83 (particularly p. 79), “"Ronald Firbank," pp. 115-21
. (especially p. 116), also include direct references either to the

subconscious or to the gulf between the two selves of man.
6 "English Prose,” in Two Cheers, p. 269.

7 Quoted by P. N. Furbank and F. j, H. Haskell, "E. M. Forster,"

in Writers at Work: The Paris Review Interviews, Vol. I, ed. Malcolm

Cowley (New York: Viking Press, 1958), 34: "I learned ways of

Tooking at character from [Proust]. The modern subconscious way."

-



19

8 up Chalice for Youth," Times Literary Supplement, in

E. M. Forster: The Critical Heritage, ed. Philip Gardner (London: R
Routledge and Kegan Paul, 1973), p. 486. Frederick P. W. McDowell,
E. M. Forster (New York: Twayne, 1969), pp..90-91, claims that

Margarét Sch]egel:h?br exahp1e, is not "complete" without Ruth
Wilcox. ,In his Chapter 1 (especially Parts II and ;TTL McDowell
suggests’ that Forste?}éﬂpharacters generally achieve stability in

their connection with other selves.

9 James McConkey, The Novels of E. M. Forster (Ithaca:

Cornell Univ. Press, 1957), p. 3.
le 3

10 Geo;ge H. Thomson, The Fiction of E. M. Forster (Detroit:

Mayne State Univ. Press, 1967)np. 60. Thomson discusses this

- a

settiné in’ relation.top Forster's short fiction only.

N Forster's comments on the "antithesis between the

civilized man" and "the heroic 6an“ are quoted by Furbank and
Haskell, "E. M. Forster,” p. 26. Also see p. 28: "I had trouble
with the junction of Rickie and Stephen. How to make them

intimate."

-

12 Thomson, p. 27. Also, Forster's commént on learning the
“modern subconscious way" of characterization from Prdust is quéted
by Furbank and Haskell, p. 34: "I couldn't read Freud or Jung
myself; it had to be filtered to me." Contrary evidence, however,
is suggested by Forster's remarks on Freud in "English Prose,"”

p. 268, and by a letter from G. M. Trevéiyan quoted by Francis King,



20
i

" E. M. Forstet and His World (New York: Scribner's, 1978), p. 33, in

which Trevelyan admonishes Forster for studying “intricate

psychology."

->

13 Sigmund Freud, "The Dissection of the Psychical

Personality,” in The Standard Edition of the Complete Pgychological

Works of Sigmund Freud, Vol. XXII, trans. and ed. James Strachey

(London: Hogarth Press, 1964), 59.

14 1 am grateful for Thomson's remark.on Jung, p. 28, which
reminded me of the Jungian idea of symbol.
15 poris L. Eder, "Towards a Definition of the Double,"

presented at the Special Session on The Double in Liiterature,

Modern Language Assn. Convention, 28 Dec. 1977, p. 1.

16 Freud, "The Uncanny," in The Standard Edition, Vol. XVII,
234-36.

17 McDowel1's study, E. M. Forster, is the most prominent

example. Lionel Trilling, E. M. Forster (Norfolk: New Directions,

1943) and Frederick C. Crews, E. M. Forster: The Perils of Humanism

(Princeton: Princeton Univ. Press, 1962), also take this point of

view.

18 Calvin Bedient, Architects of the Self: George Eliot,

D. H. Lawrence, and E. M. Forster (Berkeley: Univ. of California

Press, 1972), pp. 204-05.

19 Tri11ing, pp. 49-50.

s

[



21

«

20
McDowell, pp. 65-76 and pp. 135-35(f’—‘\‘—\\

2 Crews, p. 54.

22 3ohn Colmer, E. M. Forster: The Personal Voice (London:

Routledge and Kegan Paul, 1975}, p. 12.

23 Thomson, pp. 156-57.

24 Thomson, p. 108.

& Thomson, p. 213.

4

26

E. K. Brown, “The Revival of E. M. Forster,” in anms of

Modern Fiction, ed. William Van 0'Connor (Minneapolis: Univ. of

Minnesota Press, 1948), p. 169.

27 Brown, pp. 166-67.

28 Browg, pp. 169-70, juxtaposes the successful creation of

Mrs. Moore with the failure of Mrs. Wilcox.

29 John Bayley, The Characters of Love (New York: Basic
Books, 1960), p. 289. ‘

30 Paddy Kitchen, "Review," The Times Educational Supplement in The

Critical Heritage, p. 446.

-

31 nTpe Season's Great Novel," Daily Mail, in The Critical

Heritage, p. 148. Alan Wilde, Art and Order: A Story of E. M.

Forster (New York: New York Univ. Press, 1964), p. 11, also finds

fault with Forster's "idealized figures"” who are not "adequately

developed."



- L 22

-
"

32 §. A. Scott-James, ."The Year's Best Novel,"*Daily.News, in

The Critical Heritage, p. 137.

33 Brown, p. 166.

34 McDowell, p. 49.

35 Aspects of the Novel, p. 54.

3 Thomson, p. 79, Crews, pp. 54 and 58-59.

37 McDowell, p. 80. Wilde, pp= 11-12, makes a similar point.

38 Derek Traversi, "The Novels of E. M. Forster," Afena, in

The Critical Heritage, p. 391.

.39 Howard N. Doughty, Jr., "The Novels of E. M. Forster,"

Bookman, in The Critical Heritage, p. 361.°

’

40 Crews, pp. 90-91, makes this point with regard to the

magical appearances of George Emerson on’ the piazza in A Room with

a8 View and of Gino-Carella at the opera in Where Angels Fear to

Tread.

41 Claire Rosenfield, "The Shadow Within: The Conscious and

Unconscious Use of the Double," in Stories of the Double,

ed. Albert J. Guerard (Philadeiphia: Lippincott, 1967), p. 311.

42 These are some of the works that Rosenfield lists.

Interestingly, several of these authors are mentioned by Forster
in "English Prose.”

’/‘-—_‘E:’ -

——



23

43 Albert J. Guerard, “Conceﬁts of the Double," in Stories

of the Double, p. 1.

44 -
The double in Woolf's Mrs. Dalloway has been discussed

most cogently by Lotus Snow, "The Heat of the Sun: The Double in

Mrs. Dalloway,” Research Studies, 41 (1973), 75-83. The

doubling in Reid'§ Uncle Stephen has, as far as I know, been

overlooked completely. See Forster's cogments on the uncanny in

"Forrest Reid," in Abinger Harvest, p. 79.

$ 45 Guerard, p.‘3.

46 This is a summary of Guerard's discussion of motifs,

pp. 3-4.

47 ¢. F. Keppler, The Literature of the Second Self {Tucson:

Univ. of Arizona Press, 1972), pp. xii-xiii.

48 (eppler, p. 11. The.underlining is mine.

49 Keppler, pp. 11-12.
50 posenfield, p. 314.

51 Otto Rank, "The Double as Immortal Self," in Beyond
Psychology .(Camden: Craftsmen Inc., 1941), p. 15.

52 Rank, p. 38.

. 53 Rank, pp. 14-15. Rank's positive attitude towards the

-

double corresponds to Forster's. On the other hand, the work by



24

Robert Rogers,'A Psychoanalytic Study of the Double in Literature

(Detroit:-wayne State UniQ. Press, 1970), though as comprehensive
as Keppler's, takes the approach that the double is a result of
conflict in the author's psyche, that "ﬂeeompositibn in literature
and the related phenomena of dissociation and autoscopy in clinical
practice always reflect psychosexual conflict” (p. 15). Rogers'

approach compares to that of R. D. Laing, The Divided Self: An

Existential Study in Sénity and Madness (Baitimore: Penguin Books,

1965), who studies self-division as psychotic disintegration.



. cerebral exercise but an agitafion which went deep into his

Chapter I:

A Room with a View

]

As early as the winter of 1901-1902, during his first visit tg

—Ita]y, Forster began making notes for what would s1x years later be

A Room with a View. Two other novels, Where Angels Fear to Tread

and The Longest Journey, wouid intervene. In all three, the full

development of the individual is the central motif, the primary
act1on ‘
X
From his Cambridge experiences (1897- -1901), Forster had gleaned
a picture of "the compiete man." His model was his teacher and ‘ s

later fr1end, Lowes, Dickinson. In Forster s biography of Dickinson,

_he wrote "His intellect and his affectlons were more closely

connected than most men's, and discussion for him was not a

being."1 Perhaps the reason Forster worried so about "linking up

within us such gifts as we have" is that he was already aware of
his tendency toward excessive_se]f-consciousness, perhaps even
se1f-division.2 Teere is evidence that Forster hjmself felt a
“split" Setween mind and heart, between surface self and deeper
being.

In 1904, when Forster was working hard on his novels, he

. complained in a letter to 2 friend of a gqulf between his private,

creative self and his "public domestic self; he felt his writing
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self smothered by petty domestic squabbles between his mother and
grandmother.3 There is also a sense of detachment from his true self
in a'diary entry made on New Year's Eve.’1904, when Forster was ‘
turning twenty-six:

My Tife is now straightening into sofiething rather sad

& dull to be sure, &1 want to set it & me down, as I

see us now. Nothing more great will come out of me. I've

made my two discoveries--the religious about 4 years ago,

\

the other in the winter of 1902--and the reconstruction
is praqtica]iy,over. If I'm wretched now it willggsjgn
Tittle things--jd1eness, jrritability, & still mare
. Shyness. Self-consciousness will do for me if‘;'m not
careful--drive me into books, or the piano.4
Both items in Forster's biography suggest that as a young man Forster
had learned from Dickinson a respect for the Romantics, especially
the favoured Shelley who had described the problems 6f the
self-conscious self xttempting to‘reunite with the self within the

self--Sheliey's epi-psyche.

As a homosexual, Forster's problem was even more acute. The

fourteen homosexual stories in The Life to Come and the nové]
Maurice, works that Forster's family probably never learned of but
that cover the entire span of his career, suggest that there was a
hidden or buried Forster.5 From one perspective, the six novels and
two volumes of stories that he published during his 1ifetime, all of
which focus to some degree or other on the discovery by the indi-

vidual of his true identity, represent Forster's continuing

"
.
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attempt to revivify that first connectioﬁ with his deeper and
truer private self. -

The theme of se]f-diéoavery in Forster's novels is presented
through two interdependeﬁt elements: the'fraémentéd protagonist and
his "fragment" self or double. In his first two novels, A Room

with a View and Where Angels Fear to Tread, these aspects of

characterization are laid out for our ease of inspection in plots
which lack the "internal strain" of some of Forster's later work_s.6
Here are straightforward portrayals of Fhe "shéttered“ or "split
'Person'": both Lucy Honeychurch and Philip Herriton are victims
of their own "shyness” and "self-consciousness”; both are
emotionally "undeveloped.” Repression, the hiding of one's true

nature and true longings, is the key to Lucy's peculiar pattern of

"lying" in the climactic Chapters 16-19 of A Room with a View,

while Philip's Tiberation from repression explains his mysterious
failure to express his love tq_Charlotte Abbott at the end of

Where Angels Fear to Tread.

Two other aspects o%‘the double, the assimilation of the
other self by the main character and the paradoxical nature of the
double himself, are also made clear by these two novels. In the

central portion of A Room with a View, one chapter of which is

designated by the knowing narrator as “The Disaster Within," it is
Lucy's assimilation of the personality of her_cousin, Charlotte
Bartlett, that forces her, first, to accept the wrong proposal qf
marriage and, second, to become dominated by her own

self-censorship.
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In Where Angels Fear to Tread, though fragmentation, repression,

and, then, assimilation of the double are all important elements,
the most significant part of the motif of the double is Forster's

exploration of the paradoxical nature of the deeper self. Gino

* Carella is at once Philip's opposing, "demonic" self and, at the

same time, the self who gradually liberates within Philip his own
true instincts and his true identity. Gino forces Philip to become
both responsible to himself and bound to Gino who is his true

psychological counterpart.

Although A Room with a View, published in 1908, and Where

Angels Fear to Tread, published in 1905, are not Titerally

Forster's first two novels, they are the two most directly born of
Forster's ten month;s in Italy in 1901-1902. Many critics treat
them as “Thg‘ItaTian Novels," similar in tone, in theme, and in
Setting.7 They are a pair but a contrasting pair. In A Room with
a View, the figure of the double is a negative self who thwarts

Lucy's self-discovery. In Where Angels Fear to Tread, the figure

is a positive double, a deeper, natural self who does not create

Philip's self-division but who rescues him from it.

While other characters and other relationships were dismissed
and added along the way during the long "pre-natal" development of

A Room with a View (1901-1907), the mysterious relationship between

Lucy Honeychurch and her cousin was present from the first in
Forster's thoughts about the novel. The narration of the first

draft, called "01d Lucy,"” begins with a description of Charlotte
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could not stand" and going to Rome alone. The theme of bondage is -~

- T N
- 4

T

A T i

Bartlett which Forster was to keep for the opening of his second
version, "New Lucy": "Lucy was not very fond of Miss Bag;1é?t,,énd
if the truth could have been known, Miss Bartlett was probab]yfnot

very fond of Lucy. Disparity of age and the death of interveniné“

‘relatives had drawn them together, and <at the present time> it

had seemed to both an excellent b]aﬁfgpat they should spend the

winter in Italy. Lucy had ne&ér Béén, aﬁd, as Miss Bartlett had

now reached an sge at which it seemed unsuitable to pursue hQE\StEd_;’/;,~—~:_
pleasure alone, this furnished an excellent reason for her to go

too.“s Indeed, the characterization of Charlotte as a meddling,

vain, tedigg; and, most importantly, a depressing force in Lucy's

life is a strong part of "01d Lucy," so much so that Forster ends

that version with Lucy freeing herself from her cousin whom “she

(L

*

central to "01d Lucy." Lucy laments, after a "scene" typical of -
her exchanges with Charlotte, "Why can't I do anythihg by myself--
settle where 1711 go, how I°'11 Tive! Shall I ever be free? I see
now, never. It's only Eﬁanging one bondage for another.“9
Furthermore, throughout the first draft, Charlotte's surname is
Honeychurch, like Lucy, thus suggesting that the cousins were -
connected in Forster's imagination as sharers of the same idenfity.]o
In both “01d Lucy" and "New Lucy,” though Lucy’s character
changes, Charlotte is always the harping adviser, the "apostle of
conéea]ment."1] It is her "well-meant interference" that confuses
and distracts Lucy from her true feelings. Both "novels" show Lucy

12

hiding from the truth of her emotions, although in "01d Lucy,"
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she vigorously "defusés" Charlotte and enjoys a lengthy romance
with George Emerson. '3 |

In a sense, both "01d Lucy" and “"New Lucy" show Charlotte
Bartlett as just one of several testy single men and women with

whom Lucy must negotiate. When we turn to A Room with a View,

however, we see that Forster sharpens the negative powers of
thar]otte over Lucy and softens the characterization of Lucy from
that.of a bold and independent “"feminist" té'that of an easily
swayed and inwardly frightened young woman. The novel is divided
into two parts, the first describing the cousins' stay in F1orenée,
the second, their waning association in England and the resolution
of Lucy's various "muddies." Bridging the contrasting Italian/
English settings is a scene in Chapter 7 in which Lucy finds she
can no longer think o} feel for herself. "Lucy obeyed. She waé in
her cousin's power. ‘She could not modulate.out of the key of
self-abasement in which she had started" (p. 75).

The novel opens with a comic “muddie,” the mix-up over.roons
at the Pension Bertolini where-Lucy and Charlotte are to stay. An
older man and his son offer to give the ladies their rooms with a
view and CA&rlotte is insu;ted: “Generally at a pension people
looked them over for a day or tw6 before speaking . . . . She knew
that the intruder was il1-bred, even before she glanced at him"

(p. 3). She decides to snub the Emersons, disapproving
especially of the handsome son who has no table manners and who,
another guest suspects, is “a-sociaTist" 1ike his father. Two

minor traits at the outset warn us of the symbolic possibilities
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of this interfering and pretentious spinster: the first is her
surname, Bartlett, which is a form of "bartletta," or sermonizing;
the second is her curious habit of nodding her head: "as she spoke
her long narrow head drove backwards and forwards, siowly,
regularly, as though she were demo]ishiﬁg some invisible.
obstacle" (p. 7).14

Forster's sharpening Charlotte's negative attributes in A

Room with a View reveals itself in a comparison of the opening

chapter with parts of his-first draft for the novel. In "“01d
Lucy,” after a note about Charlotte, "Unselfishness makes a
martyr," there is this description: "Depression & misgivings had
Lucy'in théir grasp, & such is the curious belief that mankind has
in the sympathy of nature that she felt she could have thrown them
off if the sun had shone forth glorious [illegible word or

words . . .] Tuchn fields and ensﬁ}ined her resolution in purple &

go'id.ll]s

In these notations, Charlotte is a kind of Mrs. Grundy
who doesn't exactly suppress people's pleasure so much as try to

spoii itjs But in A Room with a View, from the very first chapter -

it is clear that Charotte is more than a spoiler. "Depression”
becomes "repression"; and Lucy;s reactions show her specifically
in Char]otte'sl"grasp."

During their first evening at the Pension, Charlotte
repeatedly “represses" and "restrains" Lucy's friendliness to the
other guests. After their "unfortunate” exchange with the
Emersons, Lucy "hastened after her cousin, who had already

disappeared through the curtains--curtains which smote one in the
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face, and seemed heavy with more than cloth" (p. 6). Although
another Qﬁest on ho]iday from the coGsins' district ih England,
the Reverend Beebe, appeases Charlotte's exaggerated concern for
propriety, Lucy suddenly felt there "was a haze of disapproval in
the air, but whether the disapproval was of herself, or of

Mr  Beebe, or of the fashionable world at Windy Corner, or of the
narrow worid at Tunbridge Wells, she could not determine. She
tried to locate it, but as usual she blundered. Miss Bartlett
sedulously denied disapproving of anyone, and added: 'l am afraid
you are finding me a very depressing companion'" (p.-é). in fact,
Lucy, in the completed novel,_has been able to locate the source
of her depression; her b]undef proves .it. The difficu]fy she
experiences, however, is a sign that, in part, the smothering and
~ repressing talents of Charlotte are Lucy's own; that is, Charlotte
.is only a mirror of, or a projéction of, her own efforts to resist
life- and stave off emotions.

Lucy's physical appearance is a clue to her emotional
limitations. She "was only a young lady with a quantity of dark
hair and a very pretty, pale, undeveloped face. She loved going
to concerts, she loved stopping with her cousin, she loved iced
coffee anﬁtmgringues“ (p. 31). There is a "dreamy" side to Lucy,
however, aﬁa;tzfrom daily life. She "wanted something big, and
she believed that it would come to her on the wind-swept platform
of an electric tram" (p. 39). But Charlotte had a]ready explained
“why most big things were unladylike" so that, despite her

awareness of "strange desires” springing up in her heart and her new
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passion_for "heavy winds, and vast panoramas, and green expanses
of the sea" (p. 39), Lucy becomes convinced by Charlotte that if
"she rushed into the fray herself she would be first censured,
then desp{sed, and finally ignored" (p. 39).

Early in the nove],/ o characters, Mr. Beebe and
Mr. Emerson, take notic€ of Lucy's debilitating identification with
her cousin. During a moxning visit to Santa Croce, Lucy
encounters Géorge and his fa ér who offer to show her through the
cathedral: When she lets Mr. Emersom know she thinks his offer
impertinent, she is met with hfg'wérning: "'My dear,' said the old
man gently, 'l think that you are repeating_what you have heard
older peo;T; say. Yop are pretending to be touchy; but you are not
really. Stop being ss tiresome, and te11.me instead what part of ~
the church you want to see. To take you to it will be a-real
pleasure'" (B. 22). Later, that evening, whén Lucy is playing
Beethoven in the drawing room, Mr. Beebe notices how the passion )
with whicﬁ she plays is in contrast to the caution with which she
behaves: He remarks to Lucy: "If Miss Honeychurch ever takes to
Tive as she plays, it wi]ltbe very exciting--both for us and for
her" (p. 31). His "pet theory" about Lucy is that "one day she
will be wonderful in both. The watertight comparfments in her will
break down, and music and 1life will mingle" (p. 92). Mr. Beebé,
like Mr. Emerson, is not unaware of the éause of the division in
Lucy; drawn in his Italian diary is a "beautiful picture” of "“Miss

Honeychurch as a kite, Miss Bartlett holding the string” (pp. 92-93).
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) The "rescue" of Lucy by George Emerson during an incident in .
the P1azza one merning trxggers the real conf11ct between Lucy s
deeper passions and her censor1ng doub]e Charlo Bartlett. -Out :
walking alone, Lucy witnesses an argument between two Italians; one
man suddenly stabs the other and Lucy faints at the horror of the
blood. George who happens also to belin the Piazza, catches her in
his arms.” “She rose without his assistance, and though wings |
seemed to flutter inside her she walked firmly enough towar?s.ﬁhe
Arno" (p. 43). Ambivalence characterizes her reactions to his
he1B: on thé one hand,"she wants to be tactful and keep-a "spotiess
name" as he% cousin has so'bften advised her (p. 39) but, on the
other, she fee1s a natural sympathy for him, an attraction to his
reflective fhoUgh sometimes despondent nature. Forster makes it '
clear that their meeting is both appropriate and symbolic when. he
describes them leaning against the parapet along the river in an
identical pose: ”There.is at times é magic in identity-df,position;
i{ is one of the tQings'that have suggested to us eternal comrade-
ship” (p. 44). Lucy, remembering she had been in his arms, later
sees the whole epiéode as a frightening."tangle" and she makes of
Charlotte a defense against unraveling her true'fee1ings for George
" and her Qeeper stirrings of passion and Tove. .

2 Throughout Part One of the novel, the interfgrenée’by
Charlotte in Lucy's-affairs subtly intensifies; proggrtioﬁéteiy, SO
too does Lﬁcy's defereﬁce to Charlotte. Two scenes, g;th
emblems of the tangle over George, dramatize the relationship of

mastery and submission that develops between the cousins. 'The-first
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occurs on a hill overlooking Fiesole where the guests from ?y?’
Bertolini have come to admire the view. Charlotte abandons Lucy in
favor of the company of a new friend, a Miss Lavish}//facy,
wandering by herse]f through a small woods, sudden1§ slips down a
ledge ‘and lands,* unharmed, on a ridge of flourishing violets. -
"Light and beauty enveloped her. . . . From her feet the ground
sloped sharply into the view, and violets ran down in‘rivu1ets and
streams and cataracts, irrigating the hillside with blue, eddying
round the tree stems, collecting into pools in the hﬁ]Iows,
covering the grass with spots of azure foam. But never again were
they in such profusion; this terrace was the we]i—head, the primal

source whence beauty gushed out to water the earth" (pp. 67-68).

\
ha 8

George is also on the ridge; swept away by the look of "radiant
joy" in Lucy's face and by the beauty of the flowers as they "beat
against her dress in blue waves," he "stepped forward quickly and
kissed her. Before she could spgak, almost before she cduid feel,
a voice called, 'Lucy! Lucy! Lucy!' The silence of 1life had beeh
broken by Miss Bartlett, who stood brown against the view" (p. 68).
George H. Thomson calls this encounter a "moment of ecstasy"

in which Lucy and George becomé archetypal Tovers who, "buoyed up
By the sea of violets, appear as the image of youth and beauty and
vitality"; Thomson also notes that the passage is not a §tatement
given from the‘point of view of either Lucy or George but is an
impersonal account of the “ultimate reality" of the yiglets and the

17

"view themselves.'’ Miss Bartlett's role is also impersonal. She is

‘2 brown shadow emerging silently from the bushes overhead; she is a

\Q
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molesting voice and a "sombre form" standing black against the sk_y.]8

Tﬁe "baét]etta“ of words sounding out above them frightens the youhg
couple; we note the speed with which these words block the action:
"Before she could ngak, almost before she could feel, a voice
called. . . "“. woraé and figure, impersonal and repressjve, are
-symbolic of Lucy's own ihner censorship. Charlotte appears
precisely at the moment of greatest danger; of greatest threat to
Lucy's program of self-concealment. Charlotte's words, disembodied
in "a voice," are the echo of Lﬁcy's own pfe-conscious inner self.
Thé early images of Charlotte as a repressive force and as a
symbolic obstacle, herge with a third, that of her dominance over

t.".ISJ In the second scene emblematic of the tangle

Lucy as a "ghos
over George, Charlotte becomes a true double for Lucy,'a shadow
emanating from Lucy's own self. It is this scéne which completes
the transformatién of Lucy into a copy of her cousin; in Part Two,
as other characf;;s remark, they might as well be one person.

In the last Ehavter of Pa%t One, "They Return," Lucy becomes
frighténed by a sudden storm, which suggests a tumultuous unknown,20
and she snuggles next to Charlotte during the ride back to the
Pension. "Charlotte, dear Charlotte, kiss me. Kiss me again.

Only you can understand me. You warned me to be careful. And I--I
thought I was developing" (p. 72). It is the 1hdu1gence with which
Charlotte responds to Lﬁcy's sighs that begins to draw Lucy out:
"Under the rug, Lucy felt the kindly pressure of her cousin's hand.

Miss Bartlett, by this timely exercise of her muscles, gained

more than she would have got in hours of preaching or
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cross-examinatio” (p. 70). But when the two wlmen retreat to
Charlotte's room, instead of a sympathetic confidante, Lucy
encounters a censorious, even vindictive, accuser.

Egs a time, Lucy clings to the hope that she has done no
wrong. ghe:te11s Charlotte, "I think he was taken by surprise,
just as I was before. Bug_;his time I'm not to blame; 1 do want
you té believe thét- f’sinp1y s1ipped info those violets. No, I
want to be really truthful. I am a little to blame. I had silly
thoughts. The sky, you know, was gold, and the ground ail blue,
an{‘for a moment he looked like someone in a book" (p. 72). But
frightened by Charlotte, Lucy yié]ds her vision of the truth to
“her cousin's coarse, prudential ingerpretation.

With some solemnity the door was shut, and a cane
chair placed for the girl. Then M{ss Bartlett said:
"So what is to be done?" '

She was unprepared for the question. It hal not

occurred to her that she would have to do anything.
A detailed exhjbiiion of her emotions was all that she
had counted upon. :

“"What is to be done? A point, dearest, which you

alone can settle."
The rain was streaming down the black windows, and
the great room felt damp and ¢hilly. One candle burned
trembling on the chest of drawers close to Miss Bartlett's
~ toque, which cast monst(gui and‘fantastic shadows on the

bolted door. A tram roared by_in'the dark, and Lucy



felt unaccountably sad, though she had long since dried

- her eyes. She 1ifted them to the ceiling, where the
griffins and bassoons were colourless and vague, the
very ghosts of joy. (pp. 73;74)

The sinister mood of this scene, a mood not unlike that of
other "education” novels where the schoolboy is drawn into the
headmaster's dark room to be punished over the back of a chair,
suggests first that the confrontation between the two women .
involves more than their differeﬁces of opim'on.21 There are. forces
loose in the room which not only undermine Lucy's tottering
self-confidence but which actually “demolish” her dreams. It is,
in particular, Charlotte's “ghost® which succeeds in overpowering
Lucy and manoeuvring her into accept1ng a policy of escape. The
double first enunciates Lucy's own deeper fears--that George's
attentions and his kiss are part of a "brutal” sexual insult
(p. 75). Speechless at this interpretation, Lucy turned-to "the
dripping window and strained her eyes into the darkness” (b. 75),
in part drawn by the dream-symbol, the tram, but alsg in hdpes 0
seeing George.who had been left to return alone from the hilltop.
Héwever, Charlotte once more intervenes: "'Come away from the w1'd0w,
dear,' said Miss Bartlett. 'You will be seen from the road.' Luc
obeyed. She was in her cousin's power. She could not modulate out
of the key of self-abasement in which she had startgd" {p. 75). -

In the last part of their encounter, Lucy even embraces her

ghost:
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To her tired eyes Charlotte throbbed and swelled like a
ghostly figure in a dream. They began to sort their
clothes for packing, for there was no time to lose, if
they were to catcﬁ the train to Rome. Lucy, wheﬁ
admonished, began to move to and fro between the rooms,
more conscious of the discomforts of packing by

» candlelight than of a subtler i11. . . . .She only felt
thatlthe candle would burn better, the packing go easier,
the world be happier, if she could give and receive some

" human love. The impulse had cﬁme before toda}, but never

so strongly. She kne1p down by her cousin's side and
took her in her arms. (p. 76)

This scene of inquisition is almost 5&\ new material, composed
by Forster when he turned back to his Lucy drafts and saw them "so
th'in.",z2 Were it not for the gradual move of Lucy away from her
"dreams” of discovery and towards her “self-abasement” under the
mastery of Charlotte, we might wonder why Forster decided tg fill

23

out the scene with images of the "ghost" double. 'Lucy's

psychology aside, there is,perhaps, an autobiographical root as
well as a creative one to the negative double. A note in The Lucy
Novels describes how Forster, during his travels with his mother,

had to refuse an invitation to meet a Cambridge friend in Greece--

"the d?fficulty of leaving my mother, who cannot speak Itah'an."z4

Though, in another place, Forster diverted the source of

25

Miss Bartlett{s'character to "an aunt, editor Oliver Staliybrass

- suggests “that '01d Lucy' is among other things a projection of his

- )
E

-]
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“resentment, tinged with self-contempt, at his continuing failure to
detach himself from his mother's apron-stm‘ngs.“26 Bondage to his
-mother was to perpetua]ly‘trouble Forster, but the early
' disappointment and realization of failure may have fixed in his min
with exaggerated pain. For many writers, not onjy Forster, the
doudble is a way to reenact a traumatic experience, to probe its
elusive causes.27 |
Within the novel, this scene is structurally pivotal in two
ways. First, it signifies the symbolic mom;nt of choice: when Lucy
kisses her cousin, it is a kiss chosen unwisely and in the
darkness, in contrast to George's kiss whic@ took place in "light
and beauty." By acquiescing in Charlotte's-program of escape and
concealment, Lucy shows herself wiiTing to reject Géorge in order
to repress an "exhibition of her emotions.”
Second, this dramatic contretemps between the cousins leads
to a new, hard negativism in Lucy{s'personaiity. In "07d Lucy,"”
it is here that Lucy realizes that "Miss Bartlett and herself are
a pair of dissolving partners" and that she must Teave her cousin

28

and go to Rome.“® But in A Room with a View, on the contrary, Lucy

abes not dissolve the partnership but strengthens it, so much‘so
that she allows Charlotte to become her “"master” and her role model
It is with a summary of that “subtler i11" of Lucy's gradual
transformation that the Forster narrator concludes Part One:
George would seem to have behaved like a cad throﬁghout.
. . . At the moment when she was about to judge him her

cousin's voice had intervened, and, ever since, it was

d

J
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Miss Bartlett who had dominated; Miss Bértlgtt who, even
now, could be heard sighing into a crack in’ the partition
wall; g?ss-BartTett who had Eea11y been nejther pliable
nor humble nor inconsistent. She had worked like a great
artist; for a time--indeed, for years--she had been
meaningless, but at the end there was preﬁented to the
girl the complete picture of a cheerless, Toveless world
‘ in which the young rush to destruction until they Tearn
better--a shamefaced world of precautﬁon§ and barriers
which may avert evil, but which do not seem to bring good,
if we may judge from those who havé used them
most. . . . Never again did she expose herself without
due consideration and precaution against rebuff. And
such'a wrong may react disastrously upon the soul.
(pp. 78-79}

Part Two of A Room with a View might very well have been \\\

subtitled, “The Spirit of Muddle." There is the muddle over the
rented villas in Summer Street, the muddle over whether to bare the
secret of George's kiss, the muddle over whether Mr. Emerson
"killed" his wifé, the muddie of Lucy's engagement‘and its
cancellation. Chariotte Bartlett is absent from mucﬁ of the main
action but her absence underscores the idea tha; iucy has
assimilated her cousin's pérsonality. Several aspects of this part
of the story suggest that Lucy becomes a sécond Charlotte: the
nature of Lucy's re]étionship with Cecil, her parody of

Charlotte's mannerisms and words, and her "doing and undoing" of

her plans.
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Unnaturalness and repression are sasrely suggested by the name
"Vyse." Cecil is Charlotte's apostle; in a sense, he is a
continuation of her character.29 "He was medieval": with "a head .
that was tilted a little highef than the usual level of vision, he
resembled those fastidious saints who guard the portals of a French
cathedral® (p. 86); he was comfortable in rooms, not views; he

hated the physical violence of youth (p. 112}, and though “well
- educated, wel]‘endowed, and not deficient physically, he remained in
the grip of a éertain devil whom the modern world knows as
self-consciousness, and whom the'hedieval, with dimmer vision,
worshipped as asceticism" (pp. 86-87).-, In short, Cecil is a
self-centered aesthete who wants to pull Lucy into "more congenial
circles," to correct her faults, and to make out of her a work of
art, “a woman of Leonardo's" (p. 88). The fully genial Freddy
Honeychurch instinctively dislikes him and, in another symbolic mark
against Cecil, when he finally kisses Lucy, he bungles the job.

Lucy's engagement to Cecil signifies another act of
self-abasement. In "New Lucy," a discussion between Lucy and
Charlotte about Cecil makes it clear that marriage to Cecil is

“gafe," that it is what Charlotte would want. 0 In A Room with a

View, Charlotte warns Lucy--in 2 letter--that since "Mr Vyse is so
éensitive," she had better confess to her mother George's

lamentable behaviour in F16rence now that he and his father have
taken the villa in Summer Street (pp. 119-20)}. Thus, the engagement
js an act of prudence, a way to widen the gulf between her goiden
moment at Florence an%;her new 1ife in Enb]and, between her

\ o
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repressed true nature and her outer false self.

The central motif in Chapters 11-15 is that of the divided
self. Lucy, plagued by nightmares, finds herself torn between her
memories of that night of inquisition when she turned herself over
to Charlotte and her still strong attraction to George. Meeting
"him at the rectory, she finds that "his voice moved her deeply, and
she wished to remain near him. How dreadful if she really wished
to remain near him!" {p. 142). Earlier, an allusion to Miss Lavish,
the friend of Charlotte's at the Pension, stirs up “ghosts":

"There were too many ghosts about. The original ghost--that touch
of lips on her cheek--had surely been laid Iong.ago; it could be
nothing to her that a ﬁan had kissed her on a mountain once. . . .
It was Miss Bartlett who returned now, and with appalling
vividness" (p. 139). In one sense, while Charlotte cogtinues to be
a representative of Lucy's censoring self, George suddenly becomes
the secret "subconscious" deeper self that opposes all fqrms of
dissimulation'.‘g1 _

Appropriate]y, the two youths of "beauty and vitality," the
genial Fredd;?;nd the moody George, have become friends. After
bathing together at Sacred Lake ("Twelfth Chapter"), where their
friendship is consecrated and the positivism of George's natﬁre is
reinforced, George is invited to tennis at Windy Corner. Besides
Cecil, Miss Bartlett is also visiting. “The Disaster Within" 1is
triggered by Cecil who reads aloud a ridiculous passage in a puip
novel about Florence, in which "Leonora® is kissed in a field of

violets by an "unabserved Antonio." When Lucy realizes that it is

[3
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Miss Lavish's novel and then, that Charlotte must have spread
‘mischief about herself and George, Lucy tries to escape. "“She
thought a disaster wés averted. But when they entered the
shrubbery it came... . . George, who loved passionately, must
blunder against her in the narrow path. ‘No--' she gasped, and,
for the second time, was kissed by him" (p. 160).

The sequence of "Lying" chapters begins with the statement,
"But Lucy had developed since the spring. That is to say, she was
better able to stifle the emotions of which the conventions and
the world disapprove" (p. 161). Donning "the armour of
fa&sehood," Lucy commands Charlotte to chastise George as she once
had done in Florence; the cousin refuses. But the remarkable thing
about this confrontation is'Lucy's tenacity as she strikes out at
Charlotte, using Charlotte's own tone bf voice, indeed some of
Charlotte's own phrases: "What i3 td be done now? . . .Ygu have put me
in a most awkward position. How am I to get out of it? . . . He must--
that man must have such a setting down that he won't forget. .
What's wanted is a man with a whip" (p. 163).

Lucy's wrath is the wrath of the negative double. Having become
a second Charlotte, she is reduced, 1ike Narcissus, to a repetition,
a parody of herself. It is not Charlotte who obscures her
self-knowledge now but Lucy herself who "never gazed inwards. If at
times strange images rose from the depths, she put them down to
nerves" (p. 142); her "first aim waé to defeat herself" (p. 161).
Furthermore, this scene between the cousins, juxtaposed to Lucy's

night of torment in Florence, shows that Lucy and her double have



exchanged places, that Charlotte is now the submissive victim
searching out the window for rescue. "Miss Bartlett could not
think. The days of her energy were over. . . . [Shel was
absolutely helpless. Her own exposure had unﬁerved her, and ‘
' thoughts were colliding painfully in her brain. She moved feebly
to the window, and tried to detect the cad's white flannels among
the laurels" (pp. 163-64). It will be noted that George dwells in
the background of these sections as one of Lucy's mos t disturbing
images: Freddy and the others "had gathered round George, who
beckoned, she felt, over the rubbish, the sloppy thoughts, the
furtive yeérnings that were beginning to cumber her soul" (p. 164).
" Having become another Charlotte, Lucy seems destined to repeat
Charlotte's fate. As Frederick Crews points out, "Charlotte's
pur%tanica] education has kept her from any notion of possible
comradeship between the sexes, and she does her best to drive Lucy

into a barren spinsterhood 1ike her own."32

Two other elements in .
the "Lying" section reinforce the idea‘of the shared destiny and
identity of Lucy and Charlotte. After rebuffing George in
Chdr]otte:S'presence, Lucy breaks her engagement to Cecil and decides
never to marry. Her mother, annoyed at all the fuss, finally
accepts a plan for Lucy to take another trip to Europe, this time
with the spinster ladies, the Miss Alans. Shopping'with Lucy,
Mrs. Honeychurch is struck with Lucy's pose of unselfishness: -
"'Oh, goodness!' her mother flashed. 'How you do remind me of

Charlotte Bartlett! . . . The same eternal worrying, the same taking

back of words. You and Charlotte trying to divide two apples among

»
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three people last night might be.sisters." When Lucy argues,

Mrs. Honeychurch replies: "Charlotte again, my dear; that's all;

_her very words" (pp. 193-94). ' :

In the last pa#% of A Room with a View, two speeches, both by

Emersons, summarize many of the dominant motifs in the novel,
including those of the double and of repression; One would think
that George, who had rescued Lucy in the Piazza and who has
suggested the figure of the subconscious self, would be the agent
of her final liberation: howevzt, his father "doubles" for him. In
a plea for the release of Lucy's deeper self into sunlight and
truth, the kindly old Mr. Emgrson dispels the "spirit of muddle®
which has prevailed for her through most of the novei.

It 1s not necessary tb quote all qf Mr. Emerson's Tohg and
passionatélépeech. In terms of the figure of the negative double,
it is George's analysis on the last page that interests us most.
But when Mr. Emergon outlines to Lucy his ethic of physical love,
he is recapturing for her that romantic vision demolished by
Charlotte and he is mending her self-division. We see now that the
clash between Charlotte and the Emersoﬁé at the beginning of the
novel over a room with a view was the "well-head" of many
antinomies of the novel: rooms, views; medieval, romantic;

cautiousness, )spontaneity; shame, Tove; light, dari.33

The moment of crisis for Lucy occurs when Mr. Emerson ignores
Lucy's mouthings of Charlotte--"He has misbehaved himself from the
first" (p. 196)--and proceeds to tell her the history of George's

mother. Illness, partly caused by the strain of fighting religious
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and social orthodoxy, had "killed" Mrs. Emerson; it has also

orge. Mr. Emerson sees a

weakened Mr. Emerson and now thpéatens
weariness of repres¥ion alse in Lucy'(p/ 196). Lucy, on the point
of lying to the i1l old ﬁ%n, feels suddenly moved: "true
chiva]ry;-not the wo -ouf chivairy of sex) Sutlthe true chiva1ry

may show to all the o]d--:hokg_ig_her&“ and she

¢il ‘is no longer her fiancé (p. 200). “'You love

that all the
te]la him that
George!' And after his long preamble the three words burst against
Lucy like waves from the open sea" (p. 201).

This marks the last struggle of Lucy's dominating censoring
self to suppress her unconscious true feglings. She cannot fight
the old man's knowledge of her: "She.could not understand him; the
words were indeed remote. Yet as he spoke the darkness was
withdrawn, veil after veil, and she saw to the bottom of her souT;
(p. 202).

In For;ter's novels, self-discovery always means the
uncovering of one's deeper self. George Emerson, a shadowy,

wsemi-autSnomous character, has functioned as a doubie for Lucy's
passionate self. HWe see this now at the end of the novel as a
kind of revelation which derives its power from many signals given
throughout the novel. From the start, George is a symbol of dark,
broodiﬁgnsexuaTity; he later becomes a representative of natural man
when he and Freddy bathe naked in the woodland pond. The first
signal of the double motif, however, was given to us by Forster
himself, in the scene where George and Lucy, in duplicate positions,

lean over to watch the Armo. Further indications of George as the
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pass1onate se1f-are Cecil's descr1b1ng him as a “subconsc1ous cad"
and Charlotte Bart1ett s being 'drawn, against her w111 to'the view
oﬁrh1m in h1s wh1te flanne]s Other readers of the novel have aTso
seen the cbaracterxzat1on of George as d1st1nct]y symbo11ca1 "Nhen

George;.for examp]e, appears from nowhere to catch the fa1nt1ng .

: . R . .
- Lucy at the,murder-scene, when the two of'them are suddenly face ‘to

[

-d0‘not imagine that we are witnessing a series of realistic

face on the hillside, and when they meet again af Windy Corner, we

-

) co:nc1dences. On every occa51on Lucy»s#pass1on demands ‘that George

appear, he is congured up by her_neéﬁ of him." w34 i

At the end of the novel, the marriage between.Lucy and George,
aﬁ e1opemént not condoned by society, relibjon, or family, is
symbolic of Lucy's conscious and deliberate acceptance of her
secret subconscious self. Thougn they are bpth outcasts now, Lucy
is whole. It is through George that she finé1ly comes.to terms .

with-ner déeper emotions and her sexuality; her secret dreams and

instincts are one with his nature and the couple's physical union

is a triumph of "youth and beauty and vitaiity." ‘Both the marriage
and‘Lucf's self-acceptance also fulfill the prophecy of Mr.
Emerson: “He is alreaqy part of you..‘Though you fly to Greece, and
never see him again, or forget his name, George will work in }our
thoughts ti11 you die® (p. 202).

George, as Lucy's double, gradually develops a hold on her:

“"ghostly" memories of his face and his kiss and images of his

"beckoning" to her slowly take a disturbing possession of her mind,

dividing her impulses, shattering her self-confidence, causing her
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to lie. This making of a symbol is part of the writer's prerogative
to create characters who work harmoniously with his gradual

unraveling of theme.35

Anq iﬁ Forster, the technique of developing
the double artfully corresponds to the figure's meaning. In the
case of George Emerson and, as we shall see, in mény other stories
'by Fo?ster, the deéper self moves from the shadowy backgrdund of
the narrative into the ligﬁt: "As it came from the depths, so it
soars to the heights, out of local questionings"--wrote Forster in
the essay "Anonymity: An Enquiry"--"as it is general to all men, so
the works i@ inspires have sbmething general about them, namely
beauty.“35 |
The main example of the double in the novel is, of course, .
Charlﬁtte Bartlett. Her personality- and neg§tive viéw of life,
from the first, are the most sig;ificant forces in Lucy's
experiéhce. Not only does Lucy seem destined to parody her cousin's
personalit® and her'destiny, but Charlotte reb}esénts the part of
Lucy that seeks se1f-abasem§nt and self-concealment. In Florence,
Charlotte is the destroyiég obstacle to Lucy's dreams, then the

ghostly shadow drawing Lucy into an apostolic pact of secrecy; in

England, she is the ro;;\ESEET\for\Lucy's mask of dissimulation.

~——
It is George who sees into the bondage of the cousins with

even more perspicacity than either his father or Mrs. Honeychurch.

When Lucy, in "the madness” of her lies, proves to be the

negative double herself, she also becomgs a double for Charlotte.
“I'11 put a marvel to }ou. That your cousin has always

hoped. That from the very first moment we met, she hoped,
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far down in her mind, that we should be like this--of
course, very fa; down. That she fought us on the
surface, and yet she hoped. I can't explain her any
other way. Can you? Look how. she kept me alive in you
all the summer; how she gave you no peace; how month
after month she became more eccentric and unreliable.
The sight of us haunted her--or she couldn't have
described us as she did to her friend. There are -
details--it bufned. I read the book afterwards. She is
not frozen, Lucy, she is not withered up all through.

She tore us apart twice, but in the rectory that evening
she was given one more chance to make us happy.{ We can
never make friénds with her or thank her. But I do
believe that, far down in her heart, fa; below all speech
and behaviour, she is glad.” {p. 209)

Perhaps Charlotte's feeling of identification with Lucy was
re-énforced by the image of George in the laurels at Windy Corners,
perhaps it was the memory of her own lost romance, of her mistaken
turn into the darkness of se]f—obscurity‘thirty years before when
she rejected her own lover (p. 174). Whatever the Eause, something
more profouﬁd than her deep negation of the romance has wished the

right outcome.3’

Knowing Mr. Emerson is there, Charlotte allows her
young cousin to wait in the study that rainy night of Lucy's

self-discovery. s
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27 Guerard, p. 3. The double here is biographical, not literary.

28 The Lucy Novels, p. 10. In "New Lucy," p. 105, Lucy
neither runs away from Charlotte nor submits to her: she simply

defends George's actions and puts Charlotte in her place.

29 That Cecil and Charlotte were connected in Forster®s mind

is suggested by the fact that Forster diverts Lucy's big attack on
Charlotte in "New Lucy" {pp. 102-04} to a bombardment of Cecil in
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A Room with a View (pp. 169-73). I use the idea of continuation

as Robert Rogers does in The Double in Literature where he

describes the appearance in a story of several characters who are
"mul tiplications" of each other; i.e., they represent the same

concept (p. 5).

30 The Lucy Novels, p. 103: Lucy tells Char]otfe, "I am

engaged to marry Cecil. I am safe, as you would call it." See the -

parallel in A Room with a View, p..153: "She greeted Cecil with

unusual radiance, because she felt so safe."

3 References to the “"subconscious” in this novel are always
connected to George: pp. 142 and 147. , -

32 Crews, p. 85.

3

3 Stallybrass, in the Introduction, pp. xviii-xix, offers a

much more comprehensive 1ist of antinomies: "Rooms and views;
1ight, shadow and darkness; spring and autumn; colours; violets

and other flowers; water, baptism and blood; Christian ritual and
pagan deities; faith and love; clothes and nudity; towers and
columns; the Middle Ages and the Renaissancé; Leonardo and
Michelangelo; various composers; art and 1ife; muddle; peevishness;
the preposition 'across'--these interlocking sets of contrasted
pairs, related images, symbols, leitmotivs and highly charged words

are what give this charming period novel its extraordinary

resonance."

34 Crews, p. 90.



35 Crews, pp. 90-91.

36 "Anonymity," in Two Cheers, p. 83.

37 Trilling, p. 110.
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/ Chapter II:

. Where Angels Fear to Tread

The irony in A Room with a View of Miss Bartlett's

transposition from a symbol of the deep ﬁegatﬁon of Lucy's
dgveTopment to a facilitator of her self-discovery serves as an

emblem of the inconsistent "personality" of  the double. The

‘double 1s always capable of reversing itself. In his second

Italian novel, Where Angels Fear to Tread, Forster examines this

quéiity of irrationality in depth.; At first, Gino Carella
represents the part of the persona1it¥ feared by all men, the
primitive self harboured-within the civilized mind. In the middle
of the novel, however, Gino becomes an enchaﬁting "vision of ®
friendship" who fulfills Philip's secret ideal or "prototype" of
man. In a third phase, Gino actually becomes Phiiip's secret
sharer; yet unexpectedly, Gino is-the impersonal and violent -
"other" who acts out Philip's ha1f-consciou§ wish faﬁ:punishment
after the accidental death of Gino's baby. Even in this

frightening guise, however, the double in Where Angels Fear to Tread,

unlike the double in A Room with a View, is unmistakably positive:

Philip's whole character is altered and improved by the Italian
youth who had “bound" him by "ties of almost alarming intimacy. . . .

In the intervals of business he would pull out Philip's 1ife,
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furn it inside out, remodel it, a;d advise him how to use it for
the ‘best. The §ensation\;E§>p1easant, for he was a kind as well as
a skilful -operator. But ng}ip came away feeling that he had not
a secret corner left" (p. 140).

The novel can be divided into two parts} Rescue Mission One
and Rescue Mission Two. The first episodes focus on the
adventures of Philip's sisier-in—]aw, & young widow named Lilia
who, having been dominated for some years by the Herritons, "as

unpleasant a family as one can imagine,"1

Teaves Sawston for a year
6f travel in Italy. She is accompanied by another English lady,
Caroline Abbott, a woman younger than Lilia but more ]evel;headed.
When Lilia meets and falls in Tove with an Italian-of unknown
social class, Philip is sent out to Monteriano to stave off a
marriage. He 1is unsucgessfu]. Chapters 3 and 4 describe Lilia's
unhappy marriage to(Ejno and her death in childbirth.

The second resﬁue mission takes place after the Herritons
decide that the half-English baby deserves to be brought up in a
good English home. The paradox thét Philip must face is put to him
by Miss Abbott: "Do you want the child to stop with ﬁis father, who
loves him and will bring him up badly, or do you want him to come
to Sawston, where no one loves him, but where he will be brought
up well?" {p. 120) This mission ends in tragedy too. Harriet
steals the infant, there is a carriage accident, and the baby is
killed. Nevertheless, the novel ends "optimistically” when the
tragedy is offset by Philip's self-discovery. Throughout the novel,

the child has been a. symbol for the clash ofiincompatible
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personalities, values, and cultures. Philip's'self-division is

the personal symbol of the same clash; his problem is how to bring

together the incompatible "pieces” of his identity.-

“In a letter written to a friend soon after the novel was

published, Forster described the fragmentation of Philip:

The object of the book is the improvement of-Philip, and
I did really want the improvement to bé a surprise.
Therefore in chapters 1-2 I never hinted at the
possibility, but at the same time did not demonstrate
the impossjbi]ity, or did not méﬁn to. In ch. 5 he has
got into a mess, through trying to Tive only by a sense
of humour and by a sense of the beautiful. The
knowledge of the mess embitters him, and this is the
improvement's beginning. From that time I exhibit new
pieces of him--pieces.that he did not know of, or at

all events had never used.2

On the other hand, Forster's centre of interest would seem to

be the character Gino. Forster found pleasure in creating him; he

was proud of the way he built his "novel of contrasts" around

Gino's complicated character. 1In 1962, Forster told an Italian

audience:

On the one hand was the English suburb with the gray
inhibited 1ife that I knew only too well, and on the-
other hand was Monteriano, a romantic hill town which
I established in Tuscany on the basis of San Gimignano.

The English ladies go there to look at the frescoes,
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and one of them falls—in Tové with Gino, a charming
local youth, and they marry. The consequences of the

" mésalliance wére tragic but do not here concern us.
What's so remarkable is my own temerity. For I ﬁ]aced
Gino firmly in his society although I knew nothing about
it. I guessed at his relatives, His daily life, his.
habits, his.house, and his sketchy conception of
housekeeping. I gave him not only a pe(sonal outfit but
a.sdcia1 surround. Italian friends who have read the
book say that I have not done so bad]y.3

Wwhat is also remarkable, from our point of view, is that the

4

novel was tentatively called "Rescue."” It may be that

besides the obvious allusion to the retrieval efforts by the \
Herritons, Forster already had in mind the theme of psychological

rescue that was to preoccupy him while writing Maurice eight years

Iater.5

At the start of the novel, although there.;re cfues that

Philip has suffered from the “gréy inhibited 1ife" of Sawston, he

is not yet a divided personality. He is only a priggish, posturing
young man with a keenness for intellectual thought, a keenness for
“outraging English conventions" (P-\G), and a keenness for Italy.

An early visit there had convinced him that the tourist must see

the antiques and art but that, primarily, he must learn to "Love and
understand the Italians, for the people are more marvellous than the

land” (p. 1). As he tells his mother: "I do believe that Italy

really purifies and ennobles all who visit her. She is the school
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as well as the playground of the worlid. It is really to Lilia's
credit that she wants to go there" (p. 4). Allowed to develop as
he 1ikes, Philip fancies he can manage even his mother and on his
first mission decides that if Lilia's marriage seehs-suitaﬁle, he
can bring his mother around. ‘

It is when Philip arrives in Monteriano, tired, out of sorts,
and nervous about his first m;eting with "Conte or Marchese”
Carella that cracks appear in the armour of his aestheticism. On
hearing from Miss Abbott that Lilia's fiancé is thé son of a
dentist, “Philip gave a cry of personal disqust and pain. He
shuddered all over, and edged away from his companion. A dentist!
A dentist at Monteriano! A dentist in fairyland! False teeth and
laughing-gas and the tilting chair at a place which knew‘the ‘
Etruscan Leégue, and the Pax Romana, and Alaric himself, and the

Countess Matilda, and the Middle Ages, all fighting and holiness,

-

and the Reﬁaissance, all fighting and beauty! He thought of Lilia
no longer. He was anxious for himself: he feared that Romance

might <die" (pp. 19-20). '

The opposition between the two men, instinctual and exagéérat&d,

is more a clash of contradictory natures than of distant 50ciaj

] classes. When Lilia introduces them, Phi]ip.becomes the arch snob,
the inhibited Englishman personified. The presentation of Gino, on
the other hand, is typical of appearances of the double: he emerges
from the shadows of the room and hié face expresses a lack of
effort, an unselfconscious beauty that gives Philip pause. "Philip

discerned in the corner . . . a young man who might eventually prove,
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handsome and well-made, but certainly did not seem so then. He was.
halflenveloped in the drapery of ‘o'ld dirty curtain, and
nervously stuck out a hand, which Philip took and found thick and
damp" (p. 22). However, Forster's humour in this scene undercuts
any seridus interpretation of their clash. At dinner, the

N
Signore Carella," who is sitting in front of a bowl of gaping

. oizs;axed Philip studies "that scion of the Italian nobility,

goldfish. Philip sees in the youth conflicting elements: first

there is a nervous twitch, then the unclean hands, "fidgeting amongst
the shining slabs of hair"; next, the unclean cuffs, no'hangﬁgcghief,
gaudy English suit too big for him. The meal is spaghetti: "when
those delicious slippery worms were flying down his throat_ his face

relaxed and became for a moment unconscious and calm. ‘And Philip

had seen that face before in Italy a hundred times--seen it and
Toved it, for it was not mere]y:beautifu1, but had the charm which
is the rightful heritage of all who'ére born on that soil" (pp. 22-23,

underlining rm'ne).6 Yet despite this momentary insight into Gino's

“inherited" worthiness, Philip continues to "wince" at the youth's

- social blunders; when the two men retire to his rgom to talk, Philip

is arrogant apd rude to Gino, and Gino is indeed not a gentleman,

7

nor even a moral person.” Philip, offering Gino a thousand lire to

give up LT]TQ: this time sees in his face "avarice at one moment,

N — .

and insolence, and politeness, and stupidity, and cunning--and let

us hope that sometimes there was love" (p. 29). Yet, finaljy, Gino
N

—fEQETEEEE“with his secrét, that he and Lilia had married just as

soon as they knew Philip was coming. Convulsed by the joke, he



‘rushes past Philip giving him "an aimless push, which toppled him

- /\ ,
onto the bed" (p. 29). Unharmed but humiliated, . the “assau]teg:__f,///

Philip leaves -the next morning to return to Sawston.

a
We see a Jot of Miss Bartlett in: Philip's character 1n this

_first-tr1p to Ita1y. Ph111p taIks too much and thinks too much of

h1s own social and intellectual standing. At a deeper level,

and Gino have the1r laughter in common but Gino's amusements are

‘not cynical scorings off of other pebple. It is not until Chapter 5,

after Lilia's death, that we really get to see other sides of

- Philip Herriton. Inhibitions and self-superiority are not all.

oy

Forster now p?fers us the details of Philip's physical and

psychological limitations, and we also learn some alarming things

about his upbringing.
At the-t1me of Liiia's death Philip Herr1ton was Just
twenty-four years of age--indeed, the news reached *
Sawston 02; his birthday. He was a tall, weakly-built \,_;/—"'
young man, -whose c1othes had to be Jud1c1ous1y gadded on
the shoulder in order to make him ﬁgss musteri His face
was plain rather than not, and there was curious mixtgre
in it of .good and bad.&\He.had'e fine forehead and a

good Jarge nose, and both observati:n and .sympathy were

in his eyes. " But below the nose and eyes all Qas ‘
confusion, and-those people who believe that destiny-
resides in the mouth and chin shook‘theim\?ead§ when

R -
they locked at him. (p. 54)
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If we have not already guessed by the strainéd conversation in
Chapter 1, we are told in Chapter 5 that Philip has been ihe victim .
of his overbearing mother. "“Her ability frightened-him. Al1l his
Tife he had been her puppet" (p. 68). Moreover, if Philip were not
so much 1like Mrs. Herriton in temperament and disposition from the
outset of the story, the fact that her methods are "diplomecy,"

"insincerity," and "continued repression of vigour" could be taken

as signs of her function as. his negative double. In one sense, his
sense of identfty'ig obscured by her; he ig a continuation of her
negative character. But for éhe most part, there is too fitt]e
intimacy or action between them for Mrs. Herr{ton t6 be‘PhiIip's‘
dBubIe. Actually, Philip js his own worst self; he is already
behaving 1ike an old -gossip.8 Furthermore, with the news of Lilia's
death, he represses his inner self and-becomes a symbol of whaf
Otto Rank calls “the civilized mind which‘can no Tonger comprehend
things in the world of the spirit or the uﬁconscious."9

Philip's disillusion with Italy is the first sign of the
repressigﬁﬁjn his identity. Discarding his vision of the pure and
ennobling;{jaly, he discards an important part of his trqg longings:
“Love,ﬁésiyfy, libertx, affection, and truth," the things he (and

Forster) care about.'l0

Lilia's. "marriage toppled contentment down
for ever. Italy, the land of beauty, was ruined for him. She‘azh‘

‘no powér-tO'change men and things who dwelt in her. She, too, Eog]d -
produce avarice, brutality, stupidity--and what was worse, vulgarity.-
{E}/ﬂﬁgfﬁﬁ her soil and through her influence thét a silly woman

fﬁn?ﬁg;ried a2 cad. He hated Gino, the betrayer of his life's ideal,

<~
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and now that the sordid tragedy had come it filled him with pangs,
not of sympathy, but of final disillusion" (p. 55).

One of the mysterieﬁ of the novel that the reader mugt‘probe\
is th Philip reacts so violently and so personally to Gino Carella;
why does he focus the blame for all his lost hopes on this
negligible son.of a dentist? One reason is that at the back of
Philip's mind is a picture of Gino as a wonderful "primitive," a
qatura] man of an idealized past. When the "sordid" truth unfolds
about Lilia's marriage, Gino changés in Philip's mind froma -
positive spiritual ideal to a negative figure of evil. This change .
corresponds to modern man's transformed view of the double, a shift
from the idedl of an immortal other self to the emblem of man's
demonic primitivism.]]

There is, however, a certain amount of truth in Philip's
negative assessment of Gino. Lilia's life with her husband was far
more miserable than even the Herritons had predicted. There is
almost no society in Monteriano and Gino, anlIta]ian “§ociaTist,"
be1ievgs in entertaining himself without his wife. He does not
work, he resenég Lilia‘'s nagging, he takes a mistress, and, once,
when his wife complains, he rchts with such rage, almost attacking
her, that she never speaks up again.

Gino has one passion--to become a father. When Lilia at last
fulfills her purpose, he "lay outside the room with his head ag;inst
the door 1ike a dog. _when they came to tell him the glad news they

found him half unconscious, and his face was wet with tears. As

for Lilia, someone said to her, 'It is a beautiful boy!’' But she
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It is with "bitterness" and scornful indifference that Phitip
agrees to be his mother's emissary and to return to Italy to fetch
the baby. He is not-at ail convinced of the rightness of his
mission and he js, furthermore, aware of his mother's insincerity
_in the matter (pp. 74-75). But during the “wretched journey,"
Philip is gradﬁa11y transformed by‘the "so1id enchantment" of the
Italian scenery and people (p. 88). The narrator traces Philip's
turnabout to “"nothing admirable," perhaps some deeper urge (p. 89).
Twice, Philip finds himself defending Gino to hié female
companions (pp. 78 and 87), and when he hears that Gino has inquired
about him, he becomes “suffused with pleasure" (p. 88). Dominating
this section of the novel, then, are images of Philip's strange
" enchantment by Italy; indeed, the unifying element in all three
meetings that he will have with Gino is that of the double's
mysteriously provocative charm. -

Their first evening in Monteriano; the English trio go to the

performance of Lucia di Lammermoor at the little opera house.

Although Harriet remains “fretful and insular,” Miss Abbott is
charmed, she regrets not bringing any pretty clothes, and, as
Lionel Trilling notes, something happens to her moral fibre.lz

Her "unbeﬁding“ to Italy, as Philip calls it, is a mirror to
Phi1iﬁ‘§lown relaxation. "As for Philip, he forgot himself as well
as his mission. He was not even an enthusiagtic visitor.‘ For he

had been in this place always. It was his home" (p. 95}.

"His home" is, of course, Gino's-home as well, so it is not
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“acci&eht." Near the\climax of the Opera--bouquets flying, people
shouting--Philip attempts to leave with the ladies.

Then his oﬁn hands-were seized affectionately. It ali
seemed quite natural.

"Why have you not written?" cried the young man.

"Why do you take me by surprise?" '

"dh, I've written," said Philip hilariously. "I left
a note this afternoon.”

"Sitence! Silence!" crijed the audiencg, who weée .
Seginning to have enough. "Let the divine creature.
continue."” Miss Abbott and Harriet had disappeared.

“No! No!" cried the young man. _"You don't escape me
now." For Philip was tryiﬁg feebly to disengage his
hands. Amiable youths bent out of the box and invited
him to enter it. . . . The next moment he was swinging
by his‘arms. The moment after he shot over the
balustrade into the box. . . . Philip had whispered
introductions to the pleasant pecople who had pulied him
in . . . whilst Gino presided, courteous; but delightfully
familiar. Philip would have a spasm of horror at the
muddle he had made. But the spasm would pass, and again
he would be enchanted by the kind, cheerful voices, the
Taughter that was never vapid, and the light caress of

the arm across his back. (pp. 96-97)]3
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With a1l that has gone before, that is to say, with our knowing
Philip's revulsion towards Gino, without the element of enchantment
this scene does not make sense. Why does Philip now leap into a
-meeting with Gino when, at another t{me, this would be an odious
situation at which‘Phi1fp would‘shud&ér? Forster's handiing of the
details of the scene suggests\éhat Philip's is a response to the
ecstasy of finding a natural self lost to him long ago--or perhaps
never known. _ _ )

The symbolically-rich setting of the Lucia performance
predisposes~uS to believe that this is a drawing together of two
selves within an enchahted “otherwhere,“ a place apart from reality}4
Note thg anonymity of Gino here: it is not until midway into the v
scene that the “young man" beckoning to Philip is identified. Note
the half-conscious, half-unconscious state of Ph%]ip: he is "drunk
with excitement" (p. 96). Note his emotional ambivalence: on the
one hand,he feels trapped, but on the other, Philip, in the wam
Italian spirit of Gino and his friends, feels free and happy for the

first time in his life.'>

We do not imagine, therefore, that we are
watching a realistic coincidence: Philip encounters Gino at the opera
because a deeper passion than conscious thought demands that Gino
appear..16

Identification between the two opposite personalities is the
result. The tug-of-war over the ledge of the opera box is symbolic
of a2 tug-of-war between Sawston and Monteriano for Philip's
psychological allegiance; equally, it is a symbol of Philip's inner

L '
struggle between snobbish decorum and natural self-expression.]z
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Phi]fp shudders in the old way once, then joyfully gives into the
voices that "enchanted" him. "It all seemed quite nata}a1.“ Yet,
in another sense, his natural self is forceful. Gino, “"delightfully
familiar," forces hjmse]f on Philip and hauls him into his worid.
Once there, Philip finds a magical circle of friends, a world of
good fellowship, and the fulfillment of a dream long ago abandoned
~ when all "the energies and enthusiasms of a rather friendless 1ife
“had passed into thé~championship of beauty" (pp. 54-55). Having
found a hhome," Philip, at a deeper level, finds an identity: tﬁg
comradeship,of a2 "brother""is joined to the beauty at the opera and,
in the ecstatic moment towaéd which this“ﬁ?ghly-chargedoscene has
been building, Philip feels "the 1ight caress of the.arm across his
back." The "accidental" encounter, the impersonal “peckoning" voice
of the strange yet familiar double, the half-conscious dfeam state
of the character and his half-hearted resistance, and the final
identification and ecstatic union of the pair--all within a
richly-symbolic background of a magical "otherwhere"--are elements
that Forster will use and re-use in subsequent motifs of the double.
As Philip's new identity is being forged, so is that of Miss

Abbatt. '8

"Miss Abbott, too, had had a wonderful evening, nor did
she ever remember such stars or such a sky" (p. 98). Her dreams
that night show her "a joyless, straggling place, full of peopie
who pretended. When she woke up she knew that it had been Sawston"
(p. 99). Her sense of a division of purposes parallels that of

PhRilip’'s: "Beauty, evil, charm, vulgarity, mystery--she also

acknowledged this tangle, in spite of herself” (p. 89).]9 Earlier
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the two had identified with one another as they gazed from the -
hotel at the city in sﬂence;20 there, in a momenfary suspension
of inner conflicts, Philip had had a vision of himself in control

21 It is now

--the complete town suggested to him a complete man.
Miss Abbott, who is a 1ittle "ahead of Philip in her development,
that‘becomeé the Jamesian mirror through which the view of the
enchanting Gino is carefulay continued.

The deeper self as the part of man which inspires him to beauty
and to the Divine is the theme of Chapter 7. Yet, again, the figure
is one of paradox: remote yet mundane, cruel yet loving. In the
mood of doing battle with an insidioﬁs]y "strong" conqueror,
Caroline Abbo#st goes alone to Gino‘g house to begin neggtiations for
the baby. %ino, described as her "adversary" from "another world,”
at first does not notice her but goes upstairs where he alternately
sings to his sleeping child and chastizes it in a mock argument:
"The vista of the landing and the two open ddors made him both
remote and significant, like an actor in the stage, intimate and
unapproachable at the same time. She could no more call out to him
than if he was Hamlet® (p. 102). When Caroline loses her self-
control and cries out, Gino rushes to attend her and they discuss,
over a glass of wine, Gino's, impending "English-style" marriage, an
arrangement with a well-to-do Italjan woman who will be a good
mother to hjs son. "“‘No, he is troublesome, but I must have him
with me. I will not even have my father and mother too. For they
would separate us,' he added. . . . 'They woyld separate our

thoughts. '™ {p. 109)

Suddenly, Caroline sees Gino's profound love for the child
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and_she collapses at the recognition of the paradox: "The horrible
truth, that wicked people are capable of love, stood naked béfore
her, and her moral being was abashed. . . . She was in the presence
of something greater than right and wrong".(p. 109).

It is in the last part of this scéne that Caroline renounces
her dutiful Sawston self and gives in to.thﬁ§ deeper, "greater"
self represented by Gino's bond with his child. "It was too late
to go. She could not tell why, but it was téo late. She turned
away her head when Gino 1ifted his son to his'[jps. This was -
something too-remote from the prettiness of tbe nursery. The man
was majestic; he was a part of Nature; in no ordinary Tove scene
could he ever be so great" (p, 111). “"Humbled,* she gives in to
Gino's entreaties and takes the child. Kneeling:side by side, they
wash it until "it shone now with health and beauéy; it seemed to
ref]ect»1ight, 1§ke a copper vessel. Just such a gaby Sellini sets
Tanguid on his mother's lap," reverent.and divinel .“So they were
when Philip entered, and saw, to all intents aﬁd pursoses, the
Virgin and Child, with Donor" (p. 112). Caroline, unable to
participate iﬁ the business, rushes away frof the house leaving
Philip-in her stead. .

The mystical power of her encounter with Gino makes a new woman
of Caroline Abbott. Seeing clearly to the bottom of the issue--"Do
you want the child to stop with his father, who loves him . . . or
do you want him to come to Sawston, where no one Toves him?"--she is -
now on the side of the father, having joined at last her owﬁ'deeper
-thgugﬁz§ to her actions.22 Philip's insight, however, is not equal

|
|
J

-~

L



71

4

to hers (p. 115). While Miss Abbott sees danger in their trifling
interference, Philip continues to smirk (pp. 122-23). Pre;:ring
for his apointment with Gino that afternoon at the Caffé Garibaldi,
he is weakened by the thought‘that he will undoubtedly fail, that
his “opponent"” is cleverer and knows more than he pretends. On

the way to the meeting, Philip muses for the second :time on the
image of a Eomp1ete man, on “how wénderful it must feel to belong
to a city, however mean® (p. 117). Subconsciously, he wishes that
he could drop the whole business and give in to his natural
affections for the man. When he meets Miss Abbott at the cathedral,
she criticizes him for not settling "which side you'll fight

on. . . . Anyone gets hold of you and makes you do what they °
want" (p. 120). Philip confesses just such a limitation: "I seem
fated to pass through the world without colliding with it or moving
it. . . . You are quite right: 1ife to me is just a spectacfe,
which--thank God, and thank Italy, and thank you--is now more
beautiful and heartening than it has ever.been before" (p. 121).

| In short, Philip suffers from a repression of self, from the
effects of his "civilized" separation from the world of the
subconscious. He calls it a psychological idleness, yet Forster is
harsher. As Miss Abbott says, Philip is "dead--dead--dead" (p. 120),
and though he might understand a thing intellectually, he is afraid
to enter into it with his emotions. It is his opposite self, Gino,
whd.hﬁs invited him into a new world, one 6f romance and truth apart
from the straggling, pretending Sawston. Miss Abbott has entered

jt; Philip cannot. "It was not surprigin, therefore, that the
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interview at the Caffé Garibaldi came to nothing" fp. 123). The two
young men laugh togéther over the mismanagement of the 1adie£.
“Their strife was over" and, as a sign, Gino "laid a sympathetic
hand on Philip's knee." Although he is again “enticg_“ by their’
meeting, Philip remains passive. He can neither identify with the
father's side, as Caroline Abbott pleads for him to do, nor c&n he
“identify" with his true, deeper feelings of aversion to the plan.
His failure to complete the assimilation of his deeper self begun
at the opera precipitates the disastrous conclusion of his mission.
The civilized idle humour of the "upper" British self has a lethal
consequence of which the natural self, Gino, is quite unsuspecting.

It is in the last meeting between the two men that Forster
returns to the view of Gino as it was portrayed in the descriptions
of Lilia's marriage, that of the irrational and béuta] self. The
scene where Gino tries to_strang]e'Phi]ip becomes an exploration of
the bond of love and hate between the two selves--civilized and
"criminal"--within one personaliity. %his scene “stirred" Forster,
though at the time of writing it, he could not say why.23 Perhaps
it was because he recognized elements of a personal collapse of
pretenses in Philip's cataclysmic submission to his passionate
deeper nature.

The Herriton party is leaving Monteriano without the baby;
Philip and Caroline agree that Gino is superb and that “the baby had
better&EEEB,where it is loved" (p. 123). But Harriet, hysterical at
having been betrayed, first by Caroline and now by her brother,

steals the baby from Gino's house and hides him in the carriage. In
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the collision thgt follows on that dark night, the baby is killed.
"The accident had taken place in the wood, where it was even darker
than in the open" (p. 130). Such a setting reminds us of the
terrible darkness of self-obscurity in which Lucy Honeychurch a]s?
suffered. ' -

It is, in fact, the brutal way the baby dies--thrown out of
the carriage and across a rut am{gst carriages and horges' feet--
that shocks Philip into self-recognition. His mother and sister
have been insane and he, in siding with them, "had been
trivial. . . . Tt was his owﬁ fault, due to acknowledged weakness
in his own character. Therefore he, and no one else, must take the
news of it to Gino" (pp. 133-34). Again, as in their first meeting,
AGino responds to Philip in a way that Philip demands of him.

Wanting and deserving punishment for his lethal passivity, Philip
“makes" of Gino a fierce avenger. 1In a sense, Gino is already "the
secret sharer" who knows Philip's motives and desires and who
substitutes himself for Philip.

Even though several hours have elapsed, no one has yet missed
the child. Phi]ip; clutching his broken arm, “told what had
happened; and the other,- also perfectly caim, heard him to @he
end* (p. 134, underlining mine). But as they enter the child's room,
Gino instinctively stoops down to the rug and "was feeling the place
where his son had.lain. Now and then he frowned a 1ittle and
glanced at Philip"; it is only at Philip's urgent insistence that
Gino breaks down and grabs the Englishman by the arm. But again,

he pauses, saying nothing, and, again, Philip encourages him: "You
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are to do what you 1ike with me, Gino. Your son is dead, Gino.
He died in my arms, remember” (p. 135).

Iﬁ a quiet rage, Gino breék§ the lamp and approaches Phj]ip in
the darkness. Philip “struck out, exhorting the devil to fight
him, to ki1l him, to do anything" but this quiet stalking. Then
there was a "lTow growl like a dog's" and su@den]y, “the instinct
came to him. He crawled quickly to where Philip lay and had him
clean by the elbow. . . . At first he was glad, for here, he

thought, was death at Tast. But it was only a new torture; perhaps

Ging inherited the skill of his ancestors--the chiid]ike ruffians
who flung each other from the towers. Just as the windpipe closed .
the hand fell off, and Philip was revived by the m?tion of his arm.
And just as he was about to faint, and gain at least one moment of
oblivion, the motion stopped, and he would struggle instead against
the pressure on his throat" (pp. 136-37, underlining mine).

. Even without its homosexual undertones, this is a very symbolic
scene. In their struggle, we find a cathartic release of tension
and anxiety: Philip compels Gino to break down, forcing him to let
his anguish and rage come to the surface. Yet this is Philip’s
se]f-flagellation also. Since his temperament forbids him to
express emotion, his.ha1f-c0nscious wish for punishment is acted
out for him by “the other."” Note that Gino is once again referred
to as an impersonal, unnamed being silently and "blindly” executing
a series of mechanical tortures.

The scene takés an extraordinary turn. Caroline Abbott enters

the room and, with mysterious strength, holds Gino down in a chair

N
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until his rage passes. The housemaid, still unaware of the tragedy,
brings up the baby's evening milk. Caroline, "a goddess" whose eyes

were "full of infinite pity angefull of majesty," goes from one man

to the other, comforting each, attempting to heal "her quarreiing

sons."% It is Philip's vision of this “goddess," as she enfolds
Gino, “the sufferer," in her hands and kisses him silently on the
forehead, that redeems him. “Quietly, wjthout hyst;rical prayers or
banging of drums, he underwent conversion. He was saved" (p. 139).
In é sacrament t0 their reconciliation, the two men obey Caroline
and drink from the j:g of milk. ;
It is in the context of Gino's role in this scene and of
Forster's statement about his intentions in-the novel that we
understand what Philip's salvation means. Two other readers find
that Gino plays a major role in the novel as the symbol Sf natura1‘
man. George?H.'Thomson obgerves that‘Fors;er intended Gino to be
"unselfconscious, selfish, thbughtTessJy-Erutal, but at the same .,

time powerful, virile, spontaneous; and joyous.“25

Lionel Trilling,
who has viewed Gino throughout.as a figure of amoral emotions,

finds him here a personification of the “"diabolism" in nature.

"What Forster seems to be saying is that Tove arises from a
generally passionate nature and depends upon a valuation of things

so passionate as to quite overwhelm the reason, even to the point of

- cruelty”26 From Trilling's point of view, the reconciliation with

which the scene closes would be a sign that reason, overwhelmed,
ot

acquiesces in and forgives passion.

But Gino is also ready to forgive and love Philip. He is
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not 11ke other men. his act1ons can only be Judged in larger
contexts--he is both the timeless image of the father and the mythic.
revenger.27 Moreover, h1s crue]ty to Rh111p is momentary and, set
beside Philip's profound indifference to 1ife--to say nothing of
the moral cruelty of Harriet or the gentee1 érue]ty of ‘
Mrs. Herriton--Gino's cruelty is far less daab011ca1 28

From 2 th1rd point of view, the image of natural man der1ves .

ifs pover from the motif of the primitive self "split" off From

‘modern man but nonetheless his "remotést" and still living-

éncesﬁor.zg Philip wonders at Gino's uncanny strength: “perhaps

Gino inherited the skill of his ancestors." There are other

-allusions in the novel to Gino as "too remote" from other men and

from normal settings {pp. 111 and 139).30 Moreover, Gino seems 1in

~ a trance; he stalks Philip "blindly," growling and slinking across

the f1oof in the\darkness'by "instinct.* Philip at one point cries
out to “kill" the "foul devil* and when Caroline intervenes, she’
warns, "I will have no more intentional._evil." What we find, then,
is the fight between two aspects of the self, the modern,
"eivilized" man who, having created civilization and with if an
over-civilized ego, is drawn into combat with the physical primitive
self repressed within him. The makeup of the individual is always

these two aspects, civi]ized and primitive,- fighting each other; yet

it makes all the difference whether they are united or continue in

conflict. If they remain in conflict, thinking and feeling remain

. =
separate; if reconciled, these antinomies join and the man is whole?1
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As Forster explained in his létter to Trevelyan, "P. is a
person who has scarcely ever felt the physical forces that are
banging about in the.world, and he‘top]dq't‘get good and understand -
-ty spiritual suffering alone. Bodily punishment, however unjust

superficially, wes mecessary too."32

The process through which
Philip "recognizes" Gino as a part'of himself is that of his fifaily
identifying with the father's anguish over the death of his son.
When Philip sees beyond his own pain and fear and calls Gino "the
victim* (p. 136), he sees his "oneness" with Gino's physical passion.
As Rank states, when civilized man is able to see his primitive
self in a positive way, as the immortal soul passed on to him by
his ancestors and as the purteyon of eternal values, he conquers his
neurotic fear of that self and is led to "the build-up ef tﬁe
prototype of persona]ity."33
We know from the conversation between Ph111p and Caroline
Abbott in the Tast chapter of the noveT that Ph111p is not I1ke1y
ever to be “grivial® agein. He has broken with his mother and with
Sawstor; his plan is "London and work" (p. 142). To his
championship of beauty has been added the human understanding of his
deeper emotions and of the eternal, "primitive" feelinge of love,
suffering, compassion, remorse. The repressed irrational "primitive"
is now a secret sharer in Philip's consciousness; Gino will ecntinue
to instruct and improve him--to "pull out Philip's 1ife, turn it
inside out, remodel it, and advise him hoﬁ to use it tor thel‘

best" (p. 140).

That Ging, too, feels the identification between them is

K
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revealed by an off-hand comment Philip makes later to Caroline: "He
nursed me, he 1ied for me at the inquest, and at the‘funeral,

though he was cryﬁﬁg, you would have thought it was my son who had
died” (p. 180). In Forster's fiction, it is not uncommon for the
double to first try killing the upper civilized self and then
reverse himself by lying for him. We have already seen the double's
wish to exchange places with the main character. Like the double

in A Room with a View, the double in Forster's second Italian novel

is a figure of incredible paradox and incpnsistency.

But what of Philip's failure to take Caroline Abbott in his
arms and join thought to action? Trilling maintains that Philip
cannot‘do it because "he is not quite a man, though he wishes to -
be."34 In Philip's defense, it is partly his shock at Caro[ine's
sudden declaration of love for Gino that makes him hesitant. .The
woman's "improvement" is even more extraordinary than His own.
Furthermore, though his "discourse” with Caroline has been "splendid,"
it seems emotioniess compared to his relationship with Gino. For
Philip to do more than to thank her would be to return to his oid
posturing. And third, to expect a romantic resolution is to misread
Forster's clues throughodt the novel that Miss Abbott is chiefly a
foil for Philip's development, not a focus of his emotions. Even
in the scene of their duplicated positions looking out over the éity,
Forster gives few signals of emotional love.

Still, in spite of these explanations for Philip's inaction,
there is a strong sense in the elosing scene that Philip's salvation”

is not complete or final. Behind his reference to the plans he and

e
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Gino have to tour Italy in the spring (p. 144) and behind his words,
"The most wonderful things may be to come--" (p. 144), there is

only the promise of a fuller acceptance of his double and of a more
complete assimilation of his own subconscious self. It is enough -
for now, in this open-ended novel, that Philip, the civilized mind,
reéognizes the repressed "fragment" of his true seTf: his need for
emotion, that "new pieceJ that he “did not know of, or at all

events had never used." Finally, s{nce the‘motif of the remote
"ancestor,” the primitive self within man, has occurred twice in

the novel, in the beginning presentation of Gino and in the pivotal
scene of violent confrontation, it is appropriate that Forster
Teaves us with the image of the remote "other” in Caroline's
hopeless love-at-a-distance and, para11e11ng that,.in Philip's own

removed idolization of his double.
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p. 153, claims that "with the possible exception of Maurice, this
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parallels between Where Angels Fear to Tread and Maurice are

interesting: both contain numercus allusions to rescues; both are
explicit about the emotional “fragments" that are missing from
the protagonists. (See Forster’'s discussion of “fragments" in

connectiafi: with Maurice in Chapter V below.)

6 The phrase "“unconscious and calm" rings a be]l. When
Forster describes the opponent of the deeper self, the upper
personality¥ in “Anonymity: An Inquiry," he uses the phrase,

_ "conscious and alert" (Two Cheers, p. 83).
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8 Trilling, p. 67.
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Rank, p. 14.
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12 Tri11ing, p. 69.
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14 In P. N. Furbank's Introduction to Maurice, pp. viii-ix, he
, recounts Forster's description of “the rescuer from 'otherwhere, '"
‘a "decisive" other person who leads the protagonist to "salvation?ﬂnahzi
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See Chapter V below.

15 Tri11ing, p. 69.
16 Crews, p. 90.
17 crews, p. 77.

18 That Forster intefids the mirroring of Philip and Caroline is
also evident in the fact that she has had her own "accidental”

meeting with Gino the day before (p. 87).



19 See Philip's own tangle, p. 84: "Monteriano seemed’ in one

vast conspiracy to make him look a fool. He felt tired and
anxious and muddled, and not sure of anything except that his temper

was lost."

20 Their matching pose is identical to the pose of Lucy and

George when they lean over the River Arno in A Room with a View.

21 Thomson, p. 116. 6Eart of the motif of the divided self

that Forster will explore‘hore fully in Howards End is this idea

of the interlocking of place and self. In Where Angels Fear to

Tread, pp. 90 and 117, Philip's two visions of the town give him

a sense~of power and wholeness.

_22 See p. 104: Caroline "had practised self-discipline, and

her thoughts and actions were not yet to correspond.”

23 Stallybrass, Introduction, pp. xiii-xiv.

24 Coimer, p. 61.

25 Thomson, p. 128.

2 Trilling, p. 73.

27 Thomson, pp. 127-28.

28 Trilling, p. 73, makes a similar distinction: “For Gino
may become temporarily a devil because he is a man; but Harriet is

permanently a devil because she is not really a woman. . . . Gino's
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deviltry is the result of passion, not of principle and will, and

it passes.”
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23 Rank, pp. 65-66.

% That both Caroline and, then, Philip see Gino as "remote"
further suggests their parallel development.
31 Rank, pp. 65-66.
. \l
3 popendix A, p. 151.

33 Rank, p. 66.

3% Irilling, p. 73.
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Chapter III:

The_Longest Journey

In the middle of The Longest Journey, Rickie 511iot reads a

letter written by his brother whose name he has not mentioned for
two years. "It was unwise of him, for his nerves were alTveady
unstrung, and the man he had triéd to bury was stirring

ominously. In the silence he examined the handwriting till1 he felt
that a living creature was with him, whereas he, because his child
had died, was dead" (p. 221). The story, as Forster himself
describes it, focuses on "a ﬁan who discovers he has an

illegitimate brother.“1

Stephen Wonham, a country youth of coarse
manners and unconventional, quasi-socialistic ideals, becomes a

syﬁbo1 to Rickie, his more refined brother, of his own deeper

- intuitive self. Yet becauée Rickie is frightened by this side of

himself, he~rejects Stephen. We learn that Rickie has the
predispositfon to be continually overwhelmed by conflicting-.
impulses: the one haﬁd, he is an artist, an alter ego.for
Forster who, it is safdf_"ljved the imaginative 1ife and, whether
in company or in so1itude: ;as attending to imaginative
impressions. . . . He felt as if, on occasion, he could see
through to 'life': could hear-its wing-beat, could grasp it not

Just as a generality but as a palpable presence."2 But on the

other hand, Rickie sees his temperament as something abnormal; he
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longs to be a member of “the great civi{ized world"--dutiful son,
loving husband, responsible father (p. zg). '

The despised, feared, but 3150 envied inner self, the "buried"
double, is a complex figure in this noveL: It stands for that
“something incalculable in each of us, which may at any moment
rise to the surface and destroy our normal balance.:f Rickie cannot
control what form his double will take. Although the artist ‘in him ‘
is attracted to this "fresh” aspect of his idenfity, a fé]se outér
self which fictionalizes many of his feelings views the double as
something vile, as the profligate self that must be disowned.
Through marriage to a woman who is spiritually vacuous and through
the abandonment of his writing, Rickie is able to rqsolute]y
suppress the subconscious.self within him. At the end of the
novel, however, Rickie experiences the Forsterian lesson that
"order" is "something evolved from within, not something imposed
from without; it is an internal stability, a vital harmony," and
we must not Took to society to tell us who we are.4 )

The most dom%nant image in the last third of the novel is that
of-the double as a positive figure of rescue. Stephen Wonham
liberates Rickie from the bondage of his dismal marriage; he and
Rickie then become parallel symbols of the inner man, the
instinctual self in harmony with the spiritual self. This parallelling
or doubling of the characters prepares the reader for the ending
of the novel and allows Forster to shift to another motif.— In the
final episode of the train accident, Forster chooses to do two

things: first, he intensifies the basic paradox of the double by



showing how Rickie and Stephen exchange places and Rickie becomes
Stephen's spiritual doub]é; second, he draws on the mythical
retationship of_the twins--the brother who is sacrifjced to ensure
the immortality of the hero. The collision of these two motifs
causes the ostensible tragedy of Rickie's death to be diverted to
a less pessimistic ending. Rickie's failure to sustain "a normal
balance" and an "internal stability" is transmuted by the
permanent transformation of h{s brother Stephen. Thus, Forster
intensifies his basic theme of self-discovery by combining these
three forms of the double: the psychological re]étionships of two
selves, the 'structural doubling of the characters' development,

and the spiritual kinship of the "twin" brothers.

In the first part of the novel, “Cambridge;“ the dominant
theme is the division between Rickie's feelings and his thoughts.
His gropensity for suppressing certain impulses and converting
others has been called, by one critic, the curse of the Elliot
famﬂ_y.5 As we shall see, the dragon nature of Rickie's aunt, his
father's sister, symbolizes this same smothering of the instinctual
and spontaneous. However, at the start of the novel, Rickie seems
happy and whole; he values writing, people, and books, and though
he is not clever, he does imagine he can capture "life fluttering"
before him (p. 157). | €

Two events foretell the "incalculable” appearanée of his
subconscious self. In a flashback to his childhood, we see the

beginnings of Rickie's self-division:
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The bay grew wp in great loneliness. He worshipped his
mother, and she was fond of him. But she was dignified
. and réticent, and pathos, like tattle, was Qisgusting
to her. She was afraid of intimacy, in case it led to
Zonfidences and tears, and so all her 1ife she held hér
son at a litt1é_distance. Hér kindness and unselfishness
kn;: no limits, but if he tried to be dramatic and thank
her, she told him not to be a Tittle goose. And so the

only person he came to know at all was himseif. He

would play Ha]ﬁa against himself.  He would conduct

solitary Eonversations, in-which one part of him asked

and another answered. It was an exciting game, and

concluded with the formula: “Good-bye. Thank you. I am
glad to have-met you. I hope before long“we shall enjoy
another chat." And then perhaps he would sob for
loneTiness; for he would see real people--real brothers,
real friends--doing in warm 1ife the things he had
pretended. “Shall I ever have a friend?" he demanded

at the age of twelve. "I don't see how. They walk too
fast. And a brother I shall never have.” (pp. 34-35,
under]inigg\mine)(

In a sense, Riéki;\ggé found but does not recognize his brother
in Stewart Ansell. With Anbéll's help, Rickie has "taken root" at
Cambridge and has overcome many of the traumas of his childhood.
'The worst was his fear of his father, a tyrant from whom Rickie

inherited his lameness an® poor constitution, who enjoyed swatting
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the boy around and .mocking him with the name frickety.“ In the
Dell near Cambridge where Rickie first,descripes\&is childhood and
the deaths of both his parents;:Anse11 reminds him that he now has
a home, Cambridge, and a real family, his friends. He also warns
RicgieJthat-there "is no great world at all, only a Tittle
earth . . . full of tiny societies, and‘Cambridge is one of them."
One may go outside Cambridge and observg'the other “societies" and
“say 'Oh, what a differenc;!' and thén.c indoors again apd |
exhibit your broadened mind" (p. 77).

éickie5 in Ansell's company, e;en has a "vision" of Cémbridge.
] which is later juxtaposed with the vision about Gerald Dawes.
Diécussing the idyllic Biblical friendship of David and Jénathan,
'Rickie wishes that "there was a society, a kind of f}iendship'
office, where the marriage of true minds could be registered,”
where "all the confidence and mutual Qhowledge that is Sorn in such
dgp1ace as Cambridge could be organized" (p. 78). Yet, in an )
emblem of his characteristic suppression of such. true visions,
Rickie fabricates a symbol to ;ep1ace it. During a holiday visit
to %ami]y friends, the Pembrokes, Sifkie meets a "young man who had
the figure of.a Greek athlete andf%%e face of‘an English one"
fp. 46). ATfhough Gerald is a bully, Rickie cannot help seeing .
him as "the figure of romance" (p. 125) wheg Gerald embraces
Agnes with brute force and Agnes's face is tfansformed with
"mysterious beauty." “He only 1;oked_for a moment, but the sight
burnt into.his brain" (pp. 51-52). Separating his deeper and

confusing fee]ings.of revulsion and attraction to Gerald, Rickie
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fictionalizes the "riot" of images into a symbol of "Love born"--man h\\/,{“\

jts with his longings to'be\*ﬁﬂhJ/&\,//
Gerald is kil

conguering woman. This latey vision
normal. Furthermore, W in a footba]! accident,
Rickie mistakes Agnes/for the object of his drea f Ger 1d (p. 80)
and, with "civilized restraint,”" he allows Agnes to invade the .
precincts of Cambridge and the Dell, "the very places which symbolize
" Rickie's sense of identity.“s '

Forgter, fifty years after writing the novel, wrote in the
Introduction to a new edition: "Ansell is the widergraduate .
high-priest of that local shrine, Agnes Pembroke is its deadly
debunker. Captured by her and by Sawstonl Rickie goes to pieces,
and cannot even be rescued when Ansell joins up with Stephen and
strikes.“7 The author's account suggests that there iv"a strug
between opposing forces and oppo§ing characters for the control
of Rickie. On the one hand,.Agnés, symbolic of the "great
world," gains possession of Rickie by allowing him to create a
"fabric" of lies over the conflicting impulses of his personality
(p. 80). On the other hand, Rickie's true self, symbolized by his
identification with Cambridge and, in a way, by his identification .
with Ansell, remains submerged and confused.

Before we turn to the "incalculable” third force, Stephen
Wonham, let us examine the characterization of Agnes_Pembroke. . -
From Engzstart, she has all the qualities of a negative double.
Like Charlotte Bartlett, she i§ pretentiously unselfish,

unconventional, and clever, the personification of the "upper

personality.” As Ansell points out, she is "the subjective
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product of a aiseased imagination" (p. 27). a person “"made up" by
Rickie to fit that comfortable "fabric" of what he calls "reality."
‘Even $o0, in the long run, she is only a syn?o1 of Rickie's
suppression of self and not a true double. Rickie's infatuation
with her is not identification, neither is his deeper self ever
possessed by her. "It was to be a frank good—fé11owship, and
before long he found it difficult to speak in a déeper key".
(pp. 192-93). -

While Agnes becomes a symbol of Rickie's se1f-deception,
Ansell articulates Rickie's deeper doubts: "You are not a person
~who ought to marry at all," he writes to éickie after Rickie has
announced his engagement (p. 97). And .to another man, Ansell
exclaims: "I fight this woman not only because she fights me, but
because I foresee the most appalling catastrophe. She wants
Rickie, partly to replace another man whom she lost two years ago,
partly to make something out of him. - He is to write. In time
she will get sick of this. He wﬂn‘t get famous. She wi1170n1y
see how thin he is and how lame™ (p. 96). Rickie himself has
several spontaneous insights into the negativitf of Agnes: once,
after returning from a visit to the Pembrokes, he entered his
rooms and “"sighed again and again, Tike one who had escaped from
danger" (p. 72). ‘

Into this triangle qf characters Forster introduces perhaps
the most symbolical of 21l his creations, Stephen Wonham. The
magnitude of Stephen's suggestivity dwarfs the symbolism other

characters in the novel may have. As Forster's biography reveals,

w
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the author was proud of his ability to create a character at once
more real-and more symbolic than the others:

"Stephen - Wonham--that theoretic figure--" he said later,
with much insight, "is in a sense so dead because he is
cneaEed from without, iq a sense so alive because the
material out of which he was construct;d is living."
Although so vague and stagey, he is the only
character who exists for me outside his book. . .. There
~ was reciprocation--such as I discern inMatthew Arnold's
poem of 'The Scholar Gipsy'. I received, I created, I
restored, and for many years the Wiltshire landscape
remained haunted by my fictional ghosts.8
Forster's relationship with Stephen Wonham mirrors his
protagonist‘s;. Rickie vie@s his brother as a figment of his
imagination,xa "ghost" beckoning him out to the beautiful Downs,
and, as well, as the most alive person Rickie has ever mét. This
twofoldness circumscribes the power of the double.

Stephen's characterization as Rickie's double takes many
forms although all are var{ants of the subconscious self. At
first, he is the oppasing self of physical strength, the “fit"
counterpart to Rickie's weak constitution. Then he becomes tﬁe
anonymous,.instinctua1 man within Rickie's psyche which Tongs for
communion with the outdoors and for a confirmation of his own
spirit by the spirit of Nature. Soon after, in taking possession

of Rickie's subconscious;~Stephen becomes the-symbol of the ideal

friend, the longed-for brother, the dreamed-of “helpmate.” He is
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also the figure of a secret sharer, and then, of a “rescueg“ from -

"self-division. But Rickie, in finding out that Stephen i§'hi§; ‘
illegitimate brother, finally rejects all the earlier intuitions
about Stephen and he makes of his brother a symbol of his own
perverse view of the deeper self as "vile," as a repository of
demonic urges-and instincts; Stephen is the "ghost" of his feared
and despised father.

Stephen, three years younger than Rickie, is first presented
to the reader as a primitive hero in Nature. "This rustic hero is
not to everyone's taste," wrote Forster. "He can\be béorish and a
bore and Qhen he gets ﬂrunk it is not upoﬁ wine. / But he belongs

to t@e countryside, he faces reality and he is the inheritor."9
Two passages, one early in the novel, the other late, circumscribe
Stephen's oneness with Nature. When we first see him,'he is deep-
in a book. “He read Tike a poor person; Eith Tips apart and a
finger that followed the print. At times he scratched his ear, or
ran his tongue along a straggling blonde moustache. His face had
after all a certain beauty: at all events the colour{ng was
regal--a steady crimson from throat to forehead: the sun and the
winds had worked on him daily ever since he was born" (p. 106).

The later passage hints at Stephen's eventual confirmation by
Nature: "At night--especially out of doors--it seemed rather
strange that he was alive. . . . But he would be here in the
morning when the sun rose, and he would bathe, and run in the mist.
He was proud of his good circulation, and in the morning it seemed

quite natural. But at night, why should there be this difference
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between him and the acres of land that co;TEEF;Tj réund him until
the gun returned?” (p: 274)

Next, Forster draws on the image of the foundling as the
aﬁchetype for the “anonymous” double. Stephen had been adopted
some years ago by Rickie's uncle, Tony Failing. Mrs. Failing, now
a wealthy widow, keeps the boy with her not only for his help in
managing her large farm but for her own amusement. As a boy,
Stephen had been a tremendous bother: he had been expelled from
school for fighting and stealing. But of late, Aunt Emily, "a
complicated person," found pleasure in the youth; although she
mocked him, she was intrigued by his independent spirit, his
passion for long solitary walks, and his readings in philosophy
and evolution. "Suddenly it struck her that hé was }ike\an Irish

. . —_—— .
terrier. He worried infinity as if it was a bone. Gnashinghis
teeth, he tried to carry ﬁhe eéernaI suﬂtleties by vio]ence:! As a
man he often bored her, for he was always saying and doing the
same things; But as a phi]psopher.he reé]ly was a joy for ever,
an inexhaustible buffoon" (p. 106). It is appropriate that Aunt
'Emily here draws a 1ittie sketch on her papers of a rabbit-warrén;
we need, however, no further warnings that she is one of the
"dragons" of Rickie's cherished “civilized” wor]d.]o

Rickie and Agnes, the happily engaged couple, are invited to
Cadover to visit Aunt Emily, Rickie's closest living relative. He
cannot recall much about Stephen--"some connection” of his uncle's,

he would guess. Agnes immediately dismisses him from her mind as

an unshaven and bare-footed country bumpkin. Rickie, however,
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parries with him when Stephen suggests that it was their train that.
had run over a poor child at the level-crossing. This is the first
of several foreshadowings of the intertwined fates of the two young
men. Anothér is that Rickie suddenly remembers that Cadover is
"the perilous house" where his parents had had a row. When he
th1nks either of Stephen, the out-spoken ruffian, or 9 ‘the
"heartlessness" of his old aunt "who reminded him t96fmuch of his
father," Rickie is overcome by "the most awful feeling of
insecurity" {pp. 117 and 119). Yet it is exactly at the point of
their opposition that they ﬁre connected: Rickie, at a deeper
level, sees in Stephen his own Toﬁgings to be physically fit,
unselfconscious, and self-assured. However, the reader sees in the
intuitive Stephen a physical ;ounterpgrt to the imaginative Rickie.
Stephen pays active tribute to the Nature which Rickie celebrates
in his stories--fantasies in which England’'s "trees and coppices
and summer fields of parsley were alive" (p. 86).

The ride to Salisbury Cathedral, Stephen guiding; Rickie in.
tow, becomes Ehe first of two symbols from Rickie's deeper mind
about his need for Stephen. As they near the "splendid view,"

Rickie falls into a strange trance. He sees the spire rise and

fall "behind the swelling barrier of earth,” and he hears

Stephen's voice talking to him (p. 130). The dream continues but,
in contrast, he and Agnes are floating silently "alone and

forever." He hears his own voice saying, "Is.it exactly what we
1n;ended?“ And finally, "another valley. . . . But all was richer,

Jarger and more beautiful--" and a man's voice again interprets it

>
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for him (p. 130). Rickie wakes to find Stephen has been gedt]y
holding him on the horse. This is the second time the youth had
come to his aid; earlier, 'he had bandaged Rickie's hurt finger.
Stephen's‘enpathy with Rickie is spontaneous and unaffected: "an
inexperienced animal," Rickie calls him, although he also notes
that Stephen is one of those intriéuingly "fresh pegple" that

" Rickie had 1iked before: "they had been to him symbols. of the
unk%owﬁ, and a]i they did was interesting"” {pp. 127 and 128).

A second, more dramatic symbol of his deeper affinity with
Stephen is offered soon after. Rickie, walking alone on the Downs,
reads a passage from Shelley's "Epipsychidion," the one about man's
need for spiritual freedom. These lines, in particular,are a warning
to Rickie: _ |

"I never was attached to that great sect

Whose doctrine is that each one should select
Out of the world a mistress or a friend,

And all the rest, though fair and wise, commend

To cold oblivion . . . . . . . . . o o 0 . ...

With one sad friend, perhaps a jealous foe,

The dreariest and the longest journey go." (p. 147)
Rickie wonders why he underlined the passage, happy now to be so
"normal,” so in Tove. Suddenly, Stephen appears and enters the
Cadbury Rings, itself a symbolic place believed by the locals to
be a mégica] burial mound of heroes and fairies. Aunt Emily

arrives and asks to be escorted gut to the centre. In an apparent
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slip of the tongue, she compares Stephen, Rickie's "brother,” to

the young shepherds who 1ie under the field. Three times, she makes

this queer "literary allusion. As Rickie looks at Stephen leaning

against the central tree, "a horror leapt straight at him" and he

sees his father's rooms in London.

It'

L N

His mouth went cold, and he knew that he was going to
faint among the dead. He started running, missed the
exit, stumb]gd on the inner barrier, fell into
darkness--

"Get his head down," said a voice. "Get the blood
back into him. That's all he wants. Leave him to me.
ETljot!"--the blood was returning--"Eiliot, wake up!"

He woke up. The earth he had dreaded lay close to
his eyes, and seemed beautiful. He saw the structure
0% the clods. A tiny beetle swung on the grass blade.
Qn his own neck:a human.hand pressed, guiding the blood
back to his brain.

There broke from him a cry, not of horror but of
acceptance. For one short moment'he understood.
"Stephen--" he began, and then heard his own name
called: "Rickie! Rickie!" Agnes hurried from her
post on the margin, and, as if understanding also,

caught him to her breast. (pp. 151-52)

We can do no better interpreting this dramatic scene than

Rickie does himself. For once, his "imaginative impressions" are

informing the development of his thoughts. Furthermore, in its
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strange]j deliberate wording, Rickie's expTanat%on to Agnes is an
enunciation of the functions of thé double, of the figure's twofold
ability to be a symbol and a man, a part of one's identity and a
completely autonomous person. "It seems to me that here aqd there
in 1ife we meet with a person or incident that is symbolical. It's
nothing in itself, yet for the moment it stands for some eternal
principle. We accept it, at whatever éosts, and we have.accepted
life. But if we are frightened and reject it, the moment, so to
speak, passes; the symbol is never offered again” (p. 158). \

Rickie views Stephen as a “symbol" of a decisive truth about
his own personality and 1ife, a truth that emerges perhaps from the
deeper realm of his own mind. At the same time, showing an |
intuitive unders;andiﬁg of such symbols, Rickie is frightened lest
the real man behind the symbol vanish from his 1ife. Though
shaken by the knowledge of his father's transgression, Rickie feels
sure that the "right" thing is to tell..Stephen that they are
brothers, even though to accept the symbol as positi&e would be to
overlook the vulgarity in Stephen's birth, in his character, and
in his past behaviour.

What Rickie does not mention to Agnes 1is tﬁat this country
"scoundrel” is a coming to life of his longed-for brother and that
he is a projection of Rickie's dream of an ideal friend. Later,
when he thinks back on this symbolic moment of choice, Rickie
connects it to his dream during the ride to Salisbury, the vision

of the beautiful valley "of men," as he recalls; he also links it,

in retrospect, to dreams of "another helpmate" (pp. 202 and 220).
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Without Ansell to he}p him, however, Rickie is a weak boy,
prone to muddle. When Agnes and Mrs. Failing join forces and
remind Rickie of the "stain of sin" on Stephen's characte;,

R%ckie is manoeuvered into renouncing his "vision"; he hopes that
the "artificialities of daily 1ife" that Agnes and his aunt
expound will absorb the secret of his kinship with Stephen. "And
so the disastrous visit ended" (p. 162). Yet Rickie fails to
settle his inner conflicts. At one level, he continues to admire
the "brute courage" of Stephen who has rescued a child at the

Jevel crossing but, for the most part, Rickie found "it was
convenient to revert to his good qualities as seldom as possible.
He preferred to brood over his coarﬁenes& his caddish ing?atitude,
his irreligion. OQut of these he constructed a repulsive

figure . . ." (p. 162).

So\face in the welter of images, Stephen Wonham has
represented several things to Rickie's consciou; and subconscious
mind. First, he is the primitive, natural man, coarse but ' T

1ikable, a romantic symbol of the unknown and the physicai
countefbart to Rickie's own poetic love for Nature. Next, Stephen
is the guide who tries to show Rickie that his place is no£ in the
e“wor]d" with its expectations but on the Downs in a beautiful
“valley full of men." Third, he is the "D." of evil instincts--
child abuse, wife-baiting--a ghostly projection of Rickie's worst
fears about his father and the double for that cursed Elliot

strain in his own personality. Fourth, he is Rickie's rescuer

during their ride to Salisbury and, again, at the Rings when his
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gentle hand presses the blood back to Rickie's head and for a

moment draws his attention away from‘the dangerous Agnes. Lastly,
- he is the embodiment of Shelley's "fair and wise," thé‘ |

dreamed-of brother and friend who symbolically offers to quell

+ - Rickie's painful loneliness. In all of these roles, there is a

h common element. Sfephen is Rickie's “secret sharer" because he
acts out Rickie's-.half-conscious wishes--his submerged wish to be
confirmed by the out-of-doors and his wish, deeper than thoughfr;r
feeling, to be distracted from his engagement. It is not
surprising that when he tries to disown so large a part of his true
nature, Rickie experiences "a curious breakdown" and has to spend‘
the rest of the year "partly in bed" (p. 162). As his marriage day
apptoached, “"he prayed to be delivered ffom the shadow of
unreality that had begun to darken the world. For it was as if
some power had pronounced againsﬁ him--as if, by some heedless
action, he had offended an Olympian god" (p. 177).

Iﬁ the Tong "Sawston" section of fhe novel, the seéret kinship
of the brothers comes to symbolize to Rickie the lies and pretenses
between himself and his wife. As their married Tife grinds
towards the catastrophe predicted by Ansell, Rickie is confronted
by more dreams, more frightening ghosts. His personal
deterioration is marked by these "visits"; one night, after
dreaming of "the man he had iried to bury," Rickie becomes aware i
that he had "lost the work that he Joved, his friends, and his ~—
child. He remained conscientious and decent, but the spiwitual

part of him proceeded towards ruin” (p. 223).
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The death of the "spiriiual part" of Rickie is caused primarily
by-his rejection of his secret self, his brother, but it is 4150 a
result of the quality of his married life, of his abandoﬁmenf of his
yriting career, and of his rejection of those Cambridge ideals |
preached .by Ansell. When Rickie accepts the post of Latin
instructor at the Sawston School, he does so having forgotten that
he himself had "crept cold and friendlessAand 1gporant out of a
d?eat public school" {p. 14). However, he is soon repulsed Gy the

multifarious school regulations, the false esprit de corps, the

bullying of the younger boys, the official breeziness of his
‘co]]eagues, and ‘the dictatorial manner of Agnes's brothér, Herbert,
as housemaéter of Dunwood House. _

. As for his marriage, it is j d "the product of a diseased
imagination." When no spiritual uﬁion takes place, Rickie realizes
that he has misiﬁte;preted their being able to converse and differ -

\,hea1%h11y'on several topics and mistaken it fo% Tove (p. 183). Yet
even in the worst of his realizations, Rickie blames the
mésalliance on his own weaknesses. The death of their child, a
Tame and unhealthy infant, becomes a symbol to him of the guilt he
bears in ruining not only his own life but Agnes's also.

During the two years of Rickie's "Geterioration" deeper into
the "shadow of unreality,” Stewart Ansell has become a double for
Rickie, having also been kept aE bay in Rickie's mind by the
intervention of Agnes. If Stephen is the "offended Olympian God"
of Nature, Ansell is his analogue--the Olympian of books. From his

first warnings against "the great civilized world," An3ell has



101

functioned as Rickie's conscience; Ansell's little doodle, the
*circle" of truth imprisonéd by the "square" of unrea1ity,11
symbolizes his clarity of thought and- his intuitive morality. Like
Stephen, Ansell “knew that his life Qas not ignoble. 'It was worth
while to grow old and dusty seeking for truth though truth is
unattainab1é. .. . 1t was worth while reading books, and writing
a‘book or two which few would ;ead, and no one, perhaps, endorse”
(p. 204). But they are doubles in an even greater sense: though
Rickie cannot overcome his fear of Stephen, he "prays" that Ansell
will Qisit. Once he writes to Ansell but rejects the "cry from
prison" tone; finally, at the nerisis of this agony" (p. 224),
Rickie writes again, inviting Ansell to Sawston.

This summons to Ansell reinforces the idea that Rickie is
appfoaching the crisis of his suppression of self. During 2 "long
and stormy" argument with Agnes about her meddiings in the.éffairs
at Cadover, Rickie suddenly dqfehds Séephen's right to his aunt's
money. “For two pins I'd er{; to him this afternoon. Why
shoé]dn‘t he know he's my brother? What's all this ridiculous‘
mystery?" (p. 220} But something drives RicKie to admit even more:
"it's been like a poison we won't acknowledge. How many times
have you thduéht of my brother? I've thought pf him every day--not
in love; don‘t misunderstand; only as a medicine I shirked. Down
fn what they call the subconscidus self he has been hurting me"

(p. 221}.
This confession is pivotal, if not in Rickie's actions, in his

thoughts. Admitting that Stephen has “possessed” his subconscious,
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Rickie grants his double new life. A letter from Stephen comes to ~

the_school; an unhappy little boy had written to ask Stephen's
hdvfce. In the following passage, tﬁo aspects of the double are
recognizable: the figure of the subconscious self gaining stroﬁgér
presence in the consciousness of the character and the beginnings
of the motif of the substitution of brother for bfother: |
On his rounds he looked in at Varden and asked
nonchalantly for the letter. He carried it off to his
room. It'was unwise of him, for his nerves were already
unstrung, and the man he had tried to bury was stirring
ominously. In the silence he examined the handwriting
ti11 he felt that a living creature was with him, whefeas
he, because his child had died, was dead. He perceived
more clearly the cruelty of Nature, to whom our
refinement and piety are but as buﬁb1es. . - . His
father, as a final insult, had brought into the world a
man unlike all the rest of them,--a man dowered with
coarse kindliness and rustic strength, a kind of cynical
pioughboy, against whom their own misery and weakness
might stand more vividly relieved. . . .- For that
Stephén was bad inherently he never doubted for a
moment. And he would have children: he, not Rickie,
would contribute to the stream; he, through his remote
posterity, might be mingied with the unknown sea.

(pp. 221-22}
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At the end of the "Sawston" section and throughout “Wiltshire,”
Forster turns more directly to the relationship of the brothers as
an expre551on of the myth of the hero and his twin. 12 As Qtto Rank
shows, the cult of the'hero probab]y evolved from early notions
about twins.13 Beljeving that a double had an existence independent
of’himself—-in.other words, that he had two souls--primitives often
killed him so that the community would remain stable. The douﬁ1e; 8
that "soul in person," was the "hero" sacrificed for the survival of
the other brother. As the idea developed, the hero was banished
from the community and, if he survived, he was brought back in as a
foundling. Furtﬁer in this evolution, two.things bégan to happen:
the twin had to die to insure the hero immortality and the hg?o then
replaced him. The taboo of the'doUbTe; however, remains constant:
the hero absorbé ;is double, be it demonic shadow or twin, "into a
doubled self which has, as it were, two Tives to"'s_pare.”14
¥  As we shall see, Forster deploys tnp-earTy, middle, and late
_conceptions of the double. At first, Stephen, the "foundling"
double, is purposely heroic. Banished, he returns to Tiberate his
brother from his psychological bondage. Then, for a time, both
brothers are heroes, their Tives and thoughts developing in a
symbolic parallel.. But Forster also draws oﬁ the idea of the twin
who dies to assure the hero immortality. Rickie, in substituting ‘
himself for his brother, rescues Stephen and grants him the
permanent rank of immortal hero. Lastly, however, the relationship
of the brothers reflects the priéitive belief that the one

sacrificed has been the hero.
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insulting offer of money. Like a Greek oracle discrediting the
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W
A motif of parallels and substitutions pervades this rich maze
of heroes and doubles. It begins.with Rickie's faint courage against

Agnes. Once again,he chastizes her for meddiing; thanks to her
s 4 B .

15

~ '/) o - .
gossip, Stephen has been disinherited. ™ Stephen also fights a
- i

dEagon, Aunt Emily, defending her labourers and pleading for
reforms. When she turns him out, he breaks the drawing-room
window.“Stephen comes to Rickie ;o; for aid, but because he now
knows, frém reaaing old Tetters, that they are brothers. Stephen
first encounters Ansell at Sawston. Reminiscent of the first
meeting between Rickie and Stephen, the two take an:instant dislike
to one'another. They squabble and Ansell ends up in a flower bed,

ol

his face pushed in the dirt. .

We are reminded by thié situation of Forster's fondness for

-violence between -opposing personalities as a pﬁelude to their

deeper understanding and truce. As one reader observes, the fight

between Ansell and Stephen is a symbolic coming together of two

‘parts of Rickie's identity, the mind and the bod_y.]6 The "mind,”

having intuitively understood the positive‘worth of.Stephen, does
indeed identify with Stephen. Ansell connects Stephen with
"certain figﬁres of the Greekg, to whom we continually return,”
with the "fair and wise" of Shelley's poem, and with the primitive
natural man who "had been back somewhere--back to some tabie of the
gods, spread in a field where -there is no noise" (p. 245). Gladly,

he speaks for Stephen when Agnes drives the youth away with an

1iars and expounding the "eternal truths," Ansell stands at the
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head of the school dining hall and informs a11.present that Rickie
has sinned by réjecting Stephen, that his brother is not his
father's but his mother's son. Ansell's words break through
Rickie's resolution of self-control; he collapses again, as at ;He
Rings, with the sudden awareness of his own self-deception. This
time, however, it is not horror but remprse that overwhelms him.
He sees that in allowing Stephen's chance§ in 1ife to be ruined,
he has bankrupted himself as well. His brother's fate and his own
are the same.

Even without Ansell's word for it, Stephen‘'s hercism is
assured by the flashback of Chapter 29 1in which we learn the
foundling's history. His father, named Robert--"there is no
occasion to mention his surname" (p. 263)--is an educated farmer
who comes to Wiltshire to experiment with the soil. After six
years of silently Hoving Mrs. E11iot--there is also no occasion
to mention her first name--he lures her away from her indifferent
husband. The “"obscure" and "chaﬁce" lovers go to Stockholm; there,
in a swimming éccident, Robert drowns. Mrs. Elliot return; to her
husband and gives up her infant to Mr. Failingi But the boy
reminds her of "the heroic past" (p. 272).

Forster intertwines the motif of the hero and his twin‘with
the motif of the subconscious double beckoning to the resisting
conscious self. Stephen journeys to London, across "a river
majestic as a stream in hell"; he endures "tests of fortitude" but
with a magic sovereign from a passerby, he is able to return to the

country where he felt "his soul was free" (pp. 279-81). It is from
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_his instinct for bullying, however, that Stephen seeks out the

people who "practically robbed" him (p. 278). In a drunken rage,
he breaks a window, enters Dunwood House, charges up the stairs éﬁd
comes perilously close to tumbling over the hanister: “Rickie; who
was upon the landing, caught the man by the knees and saved his
Tife" (p. 281).17 When Stephen, the next evening, offers to take
Rickie away, it is a disembodied voice Rickie hears,for Stephen is
out in the fog some distance'ffom him. In one sense, the beckoning
voice is symbolic of their mother: A “voice is apart" from sex.
"I+ 1ies nearer to the racial essence and perhaps to the divine"
(pp. 291-92). But in another sense, the voice comes from Rickie
himself; it says all thé things Rick%e has half-consciously
considered, "common-sense" things that only a deeper self would
know: "'Come with me as a man,' said Stephen, already out in the
mist. ‘Not as a brother; who cares what people did years back? We're
alive together, and the rest is cant. Here am I, Rickie, aqd there
are you, a fair‘wreck. They've no use for you here,--never had any,
if the truth was known,--and they've on}y made you beastly. This
house, so to speak, has the rot. It's common-sense that you should
come'" (p. 291). For once, there is no conflict. Rickie, the too
self-conscious self, silently "plunged into the impalpable cloud"
towqrd the figure who represents his true inner feelings.

It is curious of Forster to devote only one chapter to a

description of the brothers' Tife together. o

Yet in this short,
cryptic chapter, we find the last elements of the figure of the

double which we must consider: the identification between the deeper
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self and the conscious mind and the substitution, or transposition,
of the hero and the double. One "symbolic moment" stands for both
actions.

Rickie and Stephen, having made their home with Ansell and
his family, are “fugitives" in the eyes of the world, yet eaEh has
transformed the other. Rickie returns to writing. "His health
was better, his brain sound, his 1life washed c1éan, not by the
waters of sentiment, but by the efforts of a fellow-man" {p. 303).
Stephen, having gained a "new maturity," has ren;unced his fondness
for Qrink and is studying agriculture with the plan of starting his
own farm. Still banned from Cadover, he nevertheless accompanies
Rickie to the Downs so that Rickie can make up with Aunt Emily.
They stop at dusk to watch a rippling stream aﬁd Stephen's thoughts
about marriage strike Rickie as an unwitting echo of Shelley's
poem and as a parallel.to his own feelings (pp- 307-08). The event
becomes, in fact, a sjmboT of that "marriage of true minds" for
which Rickie yearned. Stephen lights a piece of crumpled paper and
sets it on the stream. The “flower sailed into deep water, and up
leapt the two arches of a bridge" (p. 309). It chose one arch,
transfiguring it into a "fairy tunnel, dropping diamonds. Then it
vanished for Rickie," but for Stephen, who knelt in the water, the
flower was still afloat, "burning as if it would burn forever"

(p. 309).

Rickie, later interpreting this symbol, sees it as the earth

confirming what society cannot understand, the interdependency of

brother and brother: He “stood behind things at last, and knew that
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conventions are not majestic, and fhat they will not claim us in
the end" (p.'314). The parallel tunnels also stand for Sfephen and
Rickie, the instinctual and the spiritual inner selves. In coﬁing
to love one another, a precedent has been established for a new
kind of brotherhood, a challenge to our cold “modern mum'-als.“]9
At the same time, the burning flower symbolizes the shaEed soul of
the brothers. The intertwining of their fates is foretold when
Rickie Iosgs sight of the flame but Stephen, kneeling in the cold
stream, is consecrated as the new hero.

Without this ;ynbolic scene, there is, no doubt, misery and
disillusionment in Rickie's last turnabout and his death.
Depredsed after the run-in with his aunt, Rickie walks into the
village only to hear that Stephen is drunk. For a moment, he
reconsiders his vision at the stream: "That mystic rose and the
face it illumined meant nothing. . . . The whole affair was a
ridiéﬁlous dream" (p. 319). In this mood, he comes upon his
brother lying on the train tracks: "Wearily he did a man's duty.
There was time to raise him up and push him into safety. It is also
a man's duty to save his own 1ife, and therefore he tried. The’
train went over his knees. He died up ip Cadover, whispering,
'You have been right,' to Mrs. Failing" (p. 319).

At first glance, Rickie's death signifieé the collapse of the
symbolic moment of truth, & return to the emotional sterility and
self-division which caused his first rejection of his brother. But

on closer examination, we suspect that if it is a reversal, it is

his conversation with Aunt Emily which depresses Rickie more than
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Stephen's drinking. Moments before he finds Stephen, Rickie has
been contrasting his aunt and his brother: "Against ail this wicked
nonsense, égainst the Wilbrahams and Pembrokes who try to rule our
world Stephen would fight till he died. Stephen was a hero. He
was law to himself, and rightly. He was great enouéh to despise ou}
small moralities. He was attaining love. This evening Rickie
caught Ansell's enthusiasm, and felt it worth while to sacrifice
everything for such a man" (p. 316). When he hears that Stephen has
gotten drunk with friends, Rickie struggles to retain his emotioné]
buéyancy while Aunt Emily's warnings against "trusting in earth" and
pretending people are real ring in his ears (p. 318). This small
scene must be read, however, remembering Rickie's propensity to
divide action from thought and surface thoughts from deeper
inpulses. Throughout, his opiﬁjgn of Stephen does not alter;
"Stephen was a law to himself," ﬁitkie repeats to himself (p. 317).
So that in terms of Rickje's deeper mood and in terms of the
spiritual assessment which Forster has been making of their
brotherhood, Rickie's death signifies not a suicidal giving-in but
just the kind of sacrifice he has been contemplating.

The final “epilogue" chapter also suggests that Rickie's death
was precipitated by positive thoughts of Stephen. There, we find
_ a composite of all three of Forster's major treatments of th?
double in the novel, a coalescing of the motif of the subconscious
self and the myth of the twins within a context of the parallel
developments of the brothers. What strikes us first about the

description of Stephen's new 1ife is that he has achieved the

-
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"normal balance" that is “"evolved from within, not imposed from
without." His reverence for his dé&bhter, Ri;kiefs spiritual heir,
does not cause him fb suppress. his deep disdain for the Pembrokes.
Further, his continued friendship with Stewart Ansell also
indicates that, in contrast to Rickie, Stephen has been able to
sustain the assimilation of all parts of his personality, the
intellectual and moral taking their place along side the natural.
The marriages of the brothers contrast as well; Stephen, in his
marriage, has kept proportion and foun& intimacy at the same time.
It is, however, chiefly through the motif of the hero and his
twin that the novel's meaning transcends the tragedy of Rickie's
death. From the time of their mutual acceptance of one another,
Rickie and Stephen have been cast as twins,heach in need of the
other. Although Stephen, taking the more "primitive” view,
believes that his brother is. the hero who "bequeathed him
sa{vation“ {p. 327), Forster, in showing the parallel of their
rescues, finally values Stephen's rescue of Rickie froh a life of
suppression as the more purposefully "heroic.” Stephen is still
de?éndiﬁ% Rickie against the dragons and their "wicked nonsense.”
“When he upbraids Herbert Pembroke for trying to "do" him out of h
the royalties from Rickie's stories, he uses Cambridge notions
mixed with his own intuitive morality:
Listen to me, Pembroke. You've done people all your

1ife--1 think without knowing it, but that won't comfort

us. A wretched devil at your scho@igg;:i,wrote to me,
and he'd been done. Sham food, sham r igion, sham
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straight talks--and when he broke down, you said it was
the world in miniature. . . . Look even at that--;nd up
behind where the Plain begins and you get on the solid
chalk--think of us riding some night when you're
,ordering your hot bott1e--that's the world, and there's
no miniature world." {p. 323)

What we have in this last glimpse of Stephen is a
representation of the magical new self, the hero who has absorbed
the freed soul of his brother, which "not only makes him
independent and invincible but also the fearless revolutionist who
dares all mortai men and even the immortal Gods. It is this utter
independence_that makes the twin the prototype of the hero."20
Forster has brought us full circle through the myth of the twins,
from the primitive hero, through the hero as foundling, to the
courageous and invincible defender. “Though he could not phrase-it,
[Stephen] believed that he guided the future of our race, and that,
‘century after century, his thoughts and his passions would triumph
in England. The dead who had evoked him, the unborn whom he would
evoke--he governed the paths between them" (p. 326).

Yet, finally, Tt is with the image of the "secret sharer" that
the novel closes. Stephen, his thoughts focused on Rickie, carries
his child in his arms and walks silently out to the Downs where he
thinks he sees the Rings illuminated in the moon]ight.Z] In tribute
to the secret "authority" who dwells there and within his own deeper
mind as both guide and comforter, Stephen "bent down reverently and
saluted the child; to whom he-had given the name of their mother”

(p. 327).
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Chapter III Notes

o

! Quoted by Stallybrass, Introduction to A Room with a View,

p. viii.

2 Eurbank, E. M. Forster: A Life, II, 297. Compare this with

_the passage in The Longest Journey, p. 166: Rickie "looked round

the pleasant room, as if life might be fluttering there like an

imprisoned bird."
3 wyhat I Believe," in Two_Cheers, p. 65.
4 "Art for Art's Sake," in Two Cheers, p. 88.,
5 Thomson, p. 137.

6 Thomson, p. 135. (:j,/f-’_‘h\

7 Introduction to The World's Classics edition (London:

Oxford Univ. Press, 1960}, p. xi.

8 quoted by Furbank, E. M. Forster: A Life, I, 149.

9 Quoted by Colmer, p. 69. This passage, part of an
unpublished essay entitled."Three Counties," also describes the
"inspiration" for Stephen's character: “There's no case here of the
direct inspiration which Ité]y gave me. But sjtting upon the Rings

several times and talking to the shepherds who frequenfed them, I
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had an emotion appropriate to the work in hand and particularly to

the creatijgn of one of the characters in it. Stephen Wonham.”

10 see p. 121 where Mrs. Failing describes herself as "a A

dragon that wants nothing but a peaceful cave."

N Thomson presents an excellent explication of this complex

symbol, pp. 143-44.

12 Thomson, pp. 156-58,'also observes tﬁe motif of the twins
in the re]ationship of the brothers. OQur interpretations run
parallel for a time-but then separate, mainly at the point made by
Thomson that the novel does not show that Rickie's death is heroic:
"I do not see how we can get round Tony Failing's words nor round
the complete misery and disillusionment of Rickie's death. He is

offered up, mutilated, and destroyed."

13 What follows is a summary of Rank's ideas, pp. 92-97.

14 Rank, p. 95. R
@

15 gee p. 233 for a description of Agnes's dragon 1augH.

16 Crews, p. 54.

W There are no less than eight rescues in the novel:
Stephen comes to Rickie's aid twice during their horseback ride to
Salisbury, Stephen, in two incidents, saves a child at the train
crossing, Mrs. E17iot tries to save Robert from drowning, Rickie

catches Stephen on the stairs, Stephen will save Rickie from a Tife
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A

of deadening self-suppression, and Rickie will pull Stephen from

o,

the tracks.

18 The five months, June fo November, that Rickie and Stephen
share as "fugitives" parallel the five months that Rickie spent

alone with his mother just before she died.

19 See the passage on p. 311 where Rickie reads from the

- essays written by his uncle, "Let our children, physical and
spiritual, love one another. It is all we can do." In a sense,
his union with his brother is the precedent for a clasé-le;s

— -

brotherhood longed for by their uncle.

20 Rank, p. 96.

2l Several mysteries are contained in the last few pages of
the novel: Does Stephen mean that Pembroke should lock for him
and Rickie riding out on the Plain when he says “us"? Possibly,
<ince he has not yet begun taking his daughter out there at
night. Second, not only is his wife nameless, but so is his
daughter; both are feminine figures who continue the anonymity

of Stephen and Rickie's mother.



Chapter IV:
Howards End
%
No reader of Howards Endggan deny the symbolic power of a
relatively minor character, Mr;. Wilcox. A1l interpretations of

the novel deal to some degree or other with the positive, spiritual

meaning ofth?r persagality. -EEEIEEE_iEFﬂ“ate 1ink,betweeh tﬁis
character, who is even more "vaque and stagey" than Stephen Wonham,
and the protagonist of the novel, Margaret Schlegel, has not been
sufficiently explored. That Mrs. Wilcox is a double for Margaret
is suggested by many images and motifs and by Forster when he
claims of Margaret: "Few women had tried more earnestl& to pierce
the accretions in which body and soul are enwrapped. The death
of-Mrs Wilcox Eif,iﬁfbed her in her work. She saw a 1ittle more
clearly than hitherto what a human being i1s, and to what he may
aspire" {p. 101).

“'Only connect . . .' Such is the epigraph of a novel much
con;grned with the refationships, and thg possibility of
reconciliation, between certain pairs of opposites: the prose and
the passion, the seen and the unseen, the pr&%tica] mind and the
intellectual, the outer life and the inner‘."1 Margaret Schlegel is
involved in a search for a "vital harmony" between the parts of the

self but, particularly, between those of the outer life and the

.
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inner. In the central portion of the novel where MargareEAis.
consciously seeking to mould herself into a second Mrs. Wilcox, she
is also, unconsciously, separating herself from her sister He]en.”“
Hargaret begins to regard Helen in much the same Tight as Rickie
Elliot viewed his brother, as a projection of the irrational
subconscious self. This is even more inexplicable in Howards End
since; at the start of the novel, Forster describes the sisters in
thé metaphor of thextwins or the two facsimile selves of a single
persodality.z
Compared to Forster's other protagonists, Margaret Schlegel
endures a more protracted crisis of identity since she is pulled
in two directions by two ggposite doubles. She is conscious of
"that utquiet yet kindly ghost" Mrs. Wilcox (p. 240) and, at the
same time, she is confrbntgg by Helen as a double who verbalizes
all her deeper_impu]ses and who reminds her of a lost ideﬁf%ty.
Despite 1ts Edwérdian surface of decility, this is a violent novel
and its most volatile scenes are between Margaret, the hostile
upper personality, and Helen, the irrationaT, deeper se1f.3 Thus,
the central conflict of the novel between the intellectual
Schlegels and the practical-bourgeois Wilcoxes is complicated and

underscored by the conflict between the Schlegel sisters and by the

conflict within Margaret's own personality.

The novel opens with the "crisis” of Helen's engagement.
Margaret, a young woman of independent wealth and refined tastes,

has for some years been the guardian of her younger sister and of

-



117

their younger brother, Tibby. Their way of living is "thoroughly
Bloomsbury: they enter;ain musicians, at}ists, and even an
actress; they believe in.Jiterature, art, and personal relations;
they are moralists and anti-Utilitarians; they have a snobbish
faith in the rightnees of their own sensibilities."< When Helen
first gets involved with Paul ﬁi1cox, the son of a wealthy

. industrialist, this cocoon of culture and intellectualism is
threatened by contact with an ﬁouter‘]ife,“ a foreign world of
motor cars, golf clubs, "telegrams andrangeri“

Visiting the Wilcoxes at their country home, Howards End,
Helen falls in love with Paul; then, realizing th different their
families are, she writes egain to her sister, “All over. Wish I
had never written. Tell no one.--Helen" (p. 10). Later, when
they are reviewing the event together, Margéret and Helen agree
that Helen had been momentarily infatuated with the novelty of the
Wilcoxes: "The enerqy of the Wilcoxes had fascinated her, had 7
created new images of beauty in her responsive mind. To be all day
with them in the open air, to sleep at night under the1r roof, had
seemed the supreme joy of life, and had led to that abandonment of
personality that is a possible prelude to Tove" (p. 21). For the
moment, she had renounced "one by one the Schlegel fetishes” and,
with them, all that her sister represents.

Margaret and Helen Schlegel represent "the two dramatized
human beings who constitute a single personah‘ty."5 Their
excitement and subsequent relief over the Paul episode suggest not

only paraliel rhythms of emotion but. their consciousness of a

\

(
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duplication of feelings. Helen, for example, aCknoﬁ]edges her

sister as the source of her {deés on Equality, Poetry, Votes for
women, Socialism {pp. 3 and 21}. There is a "voiceless lanquage

of sympathy" between them (p. 6), and by "slight indications the
sisters could convey much to each other” (p. 23). In addition, they
share the uncanny ability to get behind words and theories to the
subconscious patterns of their thoughts, so much so that if one
sister can not find the exact word, the other supplies it. Together,
their conversations reégmble a debate betwéén two sides of thetgéme
person: at a dinner party, “somewhere about the entrée‘their
monologues collided, fell ruining, and became common property"

(p. 123). Thus, the two women have transformed the teachings of
their German father into a "fetish" for their own "inner life." As
Margaret states, "The truth is that there is a great outer 1ife that
you and [ have never touched--é Tife in which té1egrams and anger
count. Personal relations, that we think supreme, are not supreme
there" (p. 25).

The introduction into .the novel of Leonard Bast, a young c]efk
whom the sisters wish to improve, strengthens our view of their
“sing]enéss" of mind and temperament. Bast, invitéa"fb'éhi1 at
Wickham Place after Helen wanders off with his umbrella at a concert,
is entranced by the sisters' duplication. His confus%on mounts
"under the gaze of four since;;‘zyes. As yet he scarcely

distinguished between the two sisters. One was more beautiful and

more lively, but 'the Miss Schlegels' still remained a composite

Indian god, whose waving arms and contradictory speeche%}were the
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product of a single mind" (p. 137).6_

The Forster narrator, also aware of their singleness, assigns
to Helen the "vivacity" that he had already noted as the
distinguishing mark of Margaret.7 Then, in a summary of their
characters at the end of Chapter 4, he makes subtie distinctions
about their pafa11e1 developments: Margaret, having concluded early
on, that "any human being lies nearer to the unseen than any
organization,” is followed by Helen who “advanced along the same
1ines, though with a more irresponéib]e tread. In character she
resembled her sister, but she was pretty, énd so apt to have a more
amusing time. . . . The sisters were aliké as little girls, but ét
the time of ;he Wilcox episode their methods were beginning to
diverge" (p. 28). Forster goes on to note that Helen, more than
Margaretlwho went “straight-azhead," was apt to be "enticed" out into
the world (p. 28).

It is at the deeper level of their shared idenf%ty that
Mrs.Wilcox comes between them.‘ Although Margaret, twenty-nine, and
Helen, twenty-one, are already beginning to diverge, Mrs. Wilcox's
influence on Margaret céuses Margaret to criticize “Schlegel
fetishes" and question whether the "suﬁerstructure of ideas” and
personality upon which she and Helen live is not Tacking.

Like Forster's handling of Stephen Wonham, the characterization
of Ruth Wilcox is developed with subtle and compliex images of the
double. She is not just Margaret's spiritual .inner self; she is also
a positive role model. At first she is presented in the images of an

archétypa] deeper self in‘Nature; hers is the magical setting which
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symbolizes the reality of the subconsciousﬁsupraconsc%ous mind.
Helen's first letter to Meg from Howards End is divided between
descriptions of this magical place, the setting for a play, she
notes, and 6f Mrs. Wilcox "trailing in beautifu]ldresses“: "The house
is covered with a vine. I looked out eariier, and Mrs Wilcox was
already in the garden. She evidently loves it. No wonder ‘she
sometimes looks tired. She was wa;ching the 1afge red poppies come
out. Then she watked off the lawn to the meadow, whose corner to
'the right.I can just see. Trail, trail, went her'1ong dress over
the sopping grass, and she came back with her hands full of the hay
that was cut yesterday--I suppose for rabbits or something, as she

kept on smelling it" (p. 2).8

Forster later interprets Mrs. Wilcox's
mystical identification with her house, garabn, and meadow as the
source of her instinctive wisdom: "She seemed to belong not to the
young people and their motor, but to the house, and to the tree that
overshadowed it. One knew that she worshibped the past, and that
the instinctive wisdom the past can alone bestow had descended upon
her--that wisdom to which we give the clumsy name of aristocracy"
(b. 19). This is the same'persistent past of an agrarian England.
that nurtured Stephen{s sp%rit: As Margaret comes to realize, "In
these English farms, if anywhere, one migh; see life steadily and
see it whole, group in one vision its transitoriness and its eternal
youth, connect--connect without bitterness until all men are
brothers" {p. 266).

By this introduction, one might expect Forster to be preparing

us for the double as a symbol of the Ideal Friend but, in fact, he
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presents Mrs. Wilcox in other guises.9 He begins with a
dramatization of Margaret's deeper and, at the same time, more ‘
spiritual subcdﬁscious mind. The two persona1ities'are not merely
‘opposite but are clashing opposites: Margaret and Mrs.Wilcox do not
believe or think the same things or act at all alike. ‘Ruth'N11cox
is a woman of simple tastes and plain conversation. Her lack of
selfconsciousness suggests to Margaret not only a retreat into things
unknown but also a criticism of the kind of busy "involved? 1ife
tHe Schlegels live. "Why can't the woman leave us alone?" (p; 62)
is Margaret's surprising comment when the Wilcoxes are discovered
staying in a flat across from Wickham Place. "She hit out as
lustily as if she had‘not considered-the matter at all" (p. 64) and
composes an insulting note suggesting that the Wilcoxes please not
call upon the Schlegels. On the surface, she claims to be
protecting He]eﬁ from another "accident™ with Paul, but her rush of
impuises and her sécret feelings of “crisis" imply more.

In the first stage of their contact, Mrs. Wilcox is a shadow
in Margaret's consciousness, a fragmenf deep in her personality that
she cannot explain or interpret. Margaret continuously misses
Mrs. Wilcox's meaning; when the older woman tries to be friendly,
Margaret mistakes her words for criticism. Their conversation
seems across a chasm, separating two different realities and

- Margaret suspects that her own, when with this strange woman, is
a dream.
Ushered into Mrs. Wilcox's bedroom, she sees the older woman

sitsing up in bed; the “1light of the fire, the light from the window,

Al

-

N
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a e light of a candlelamp, which threw a quivering halo round
her hands, combined to create a strange atmosphere of dissolution”
(p. 65). Margaret is made increasingly uneaﬁx by the "shifting and
eternal shadows" (p. 70) keeping the “invalid" and her words
obscure. ‘

The shadows clear somewhat during their next meeting, and
Margaret is unwillingly drawn towards an alliance with Mrs. Wilcox
against her clever Titerary friends-at‘1uncheon.' Margaret alone

sees that Mrs. Wilcox has little to say to strdhgefs because "clever

_ ‘talk alarmed her, and withered her delicate imaginings; it was the

social counterpart of a motor car, all jerks, and she was a wisp of
hay, a flower" (p. 71). This realization represents the double

gradually moving from the shadows to the foreground of

 consciousness. But now aware of the nature of the abyss between

them, Margaret’ feels on the verge of some "crisis": she "wanted
everything te be settled up immediately. She mistrusted the periods
of quiet that are essential to true growth" (p. 77). L

As at the first, Margaret is again summoned by Mrs. Wilcox.
Yet the woman's personality is still beyond her grasp. After a
dismal shopping expedition, in "growing discomfort they drove
homewards. The city seemed éatanic, the narrower streets
oppressing like the galleries of a mine . . . . It was rather a
darkening of the spirit, which fell back upon itself, to find a
more grievous darkmess within. Margaret nearly spoke a dozen times,
but something throttled her. She felt petty and awkward . . . "

(p. 82). It is not until Margaret connects her depression with
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that of Mrs. Wilcox that she is suddenly enlightened: ". . . Margaret
watched the tall, lonely figure sweep up the hall to the 1ift. As

. the glass doors closed on it she had the sense of an imprisonment.
The beautiful head disappéared first, still.buried in the muff; the
.long trailing gkirt followed. A woman of undefinable rarity was
going up heavenward, like a specimen in a bottle" (p. 83).

- That Mrs. Wilcox, too, focused on the invisible! That was their
bond. Suddenly, Margaret sees herself in the tall, lonely figure
oppressed by the city, "like a specimen in a bottle." Like herself,

Mrs. Wilcox had been searching for an outlet to her visions of the

Ld
i

"unseen." And, at a deeper level, though Margaret had missed the
clues, Mrs. Wilcox was seeking, like herself, a special friend, a
spiritual sister. That was what the extraordinary invitation to
Howards End had meant!

The soundness of Margaret's judgement, something Mrs. Wilcox
had counted on from the beginning (p. 62), is seen in the last brief
and symbolical conversation between the two women. Rushing to
King's Cross station, Margaret catches up with Mrs. Wilcox just as
she is about to board the train for Hertfordshire:

"You are coming to sleep, dear, too. "It is in the
morning that my house is the most beautiful. You are
~coming to stop. [ cannot show you my meadow propenly
except at sunrise. These fogs"--she pointed to the
station roof--"never spread fér. I dare say they are

sitting in the sun in Hertfordshire, and you will never

repent joining them." . yr”"*
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"I shall never repent joining you."

"It is the same." (p. 84)
This exchange between Margaret and Mrs. Wilcox signifies the
cessation of struggle between the upper self and its deeper
"fragment" within: Mrs. Wilcox represents a feminine spirituality,
a loss of self in the service of others that is part of Margaret's
makeup but which is nevertheless a "new piece" of her that she "did
not know of, or at all events had never used."10 Although their
Jjourney is cancelied when Mr. Wilcox and Evie return to London a
day early, the fact that Mrs. Wilcox bequeaths Howards End not to .
her family but to the "outsider,” Margaret Schlegel, emphasizes the
strength and importance of thei; identification and spiritual bond.

Mrs. Wilcox's function in Howards End is almost entirely

symbolical: "she was a wisp of hay, a flower." In a sense, she is
not a flesh-and-blood character at all butla "fragment" of Margaret.
She is "on stage" in only three chapters--where "the friendship"
between the two women of such opposite temperaments "was to develop
so quickly and with such strange results® (p. 62). It is no wonder
Margaret has difficulty grasping what kind of person Mrs. Wilcox is:
if she is not trailing through her sunlit darden at dawn, she is
oppressed in the sinister shadows of a deserted London flat, or in
a dark airless 1ift, or in the dank corridors of the railway
station. In such continuousiy "magical" surroundings, Ruth Wilcox
is even more "theoretic” than Stephen Wonham. Her permanent home in
these chapters and in the rest of the novel is the "otherworld"

hidden behind the reality we perceive with our conscious mind.IT
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Thus. it is only when the hyper-conscious Margaret lets down her
defeﬁses, when she is tired, or depressed, or in a "dreamy" state,
that she can define or “sgttle" in her mind what the symbol means.
Mrs;‘wilcox's ro]e'is also somewhat practical. When she leaves
Howards End to Margaret, the Wilcoxes view it as the whim of a woman
in pain. “In one sense, Margaret is temporarily cheated of what is
hers," Crews notes, “but in a deeper sense she is justly denied a role
that she had not yet earned."12 Margaret has yet to visit Howards
End and has yet to understand the full meaning of Mrs. Wilcox's
inheritance. The intuitive wisdom and self-knowledge that is
Mrs. Nilcox‘é gift can only be appreciéted in the "sunlit® freedom
of its source, the English farm. Margaret possesses these virtues
in theory but has not had to exercise them.' By the end of the
novel, having undergone a period of trial and growth, she will have
become the new Mrs. Wilcox both in fact and in spirit; Margaret can
then resume Mrs. Wilcox's quiet work of connecting the mechanical
and the personal, the seen and the unseen, and of bringing together

the personalities around her that represent these antinomies.13

The spirit of muddle dominates the central portion of Howards
End. First there is the muddle of where to live--the lease on
Wickham Place expires soon and Margaret grows "depressed” (p. 147).
There is the muéd1e with Leonard Bast: in having him to tea, the
sisters first err in patronizihg him and then wrongly interfere
with his fortunes by advising him to change jobs before his company

crashes. At the centre of all the confusion, however, there is
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the muddle of Helen and Hénry Wilcox. ﬁargaret's sister -
instinctively dislikes Mr. Wilcox who, in haying grown richer since
his wife's death, has alsp grown more poﬁb;us..{

Where there is muddle in Forster's novels, there is also
repression. The novel's most explosive scenes occur in these
middle chapters, 17-30; they show Margaret in a state of protracted
cris{s. As she becomeSvmeE'preoccupied with fashioning a
self-image from her idéa1 of Mrs. Wilcox, Helen develops the Schiegej
impetuosity into a "recklessness” that Margaret begins to think is
"abnormaj." The "“divergence of thgir-methodsf is, in fact, 2
divergence of the upper or surfac;\Bersona1ity from its deeper'
self; it is a splitting of the "single mind" into the warring
factions of a rational and an irrational self.

The first sign of this division is the fact that Margaret
finds herself drawn to the Wilcoxes against her deepér impulsés.
After the death of Mrs. Wilcox, she "saw a little more clearly than:
hitherto what a human being is, and to what he may aspire" (p. 101).
But a new tolerance for "business people," whose virtues were |
"neatness, decision and obedience," forces her to think of the
Wilcoxes, even the officious Charles, as stimulating men who “could
pratect her, excelling where she was deficient" (p. 101}. Two
years later, when the Schlegels acEﬁdenta]]y meet Henry Wilcox
again, Margaret still flinches at his patron}zfng way of speaking,
yet she continues to want to see him:: The sisters, at this point, ’
are still in agreement: when Helen sums up Henry as a "prosherous

vulgarian,” Margaret-silently agrees (p. 134). Her thoughts had
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turned to Howards End and Mrs. Wilcox; the fact that Henry had -
avoided discussing his wife, together with the news that the house
was rented, had saddened Margaret.

It is at the point of Henry's proposal that three changes in
Margaret occur. First, Margaret becomes aware of being led towards
something by the "welcome ghost" of Mrs. Wilcox (p. 163). Second,
she begins to view Henry and Helen as contrasting symbols of Love
and Truth, "and she_herse1f hovering as usual between the two, now
accepting men as they are, now yearning with her sister for
Truth" (p. 227). Margaret now suspects that identifying always with
the ideal and persoan inner 1ife may lead to "sloppiness,” to an
ignorance of the duties of Love (pp. 25 and 101). Third, in thus
separating herself from her sister, éhe "creates" of Helen a double
for her own deeper reservations about Henry. Helen, in hysterics
at the news of Henry's proposal, accuses Margaret of being "mad" to
marry a man who, as Margaret herself admits, is materialistic, afraid
df emotion, uncaging for the past, and spiritually slack.

| "Don't, don't do such a thing! 1 tell you not-to--
don't! I know--don't!"

“What do yéu know?"

~“Panic and emptiness," sobbed Helen. "Don‘t!"

Then Margaret thought: "Helen is a 1ittle selfish. I
have never behaved like this when there has seemed a
chance of her marrying." She said: "But we would still
see each ‘other very often, and you--"

“It's not a thing 1ike that," sobbed Helen. And
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she broke right away and wandered distractedly upwards,
stretching her haﬁds towards the view and crying.

“What's happened to you?" called Margaret, following
through the wind that gathers at sundown on the northern
slopes of hills. "But it's stupid!" And suddenly
stupidity seized her, and the immense landscape was
blurred. But Helen turned back.

"Mog--"

"I don't know what's happened to either of us," said
Margaret, wiping her eyes. We must both have gone
mad." (p. 169)

What we notice most here is the absence of that intuitive sympathy
between the sisters that marked their earlier discussions of
intimate matters. This is a see-saw exercise of power; as Helen
becomes more irratidnally opposed to Henry, Margaret é&kes a more
rigid defensive line. Her "mov;ment of irritation" away from Helen
conveys a new repugnance towards her sister's loss of control. On
the other hand, Margaret's identification with Helen is still potent
since Helen's hysterical cries sweep Margaret toward her own
collapse. -

Helen +is a substitute for Margaret here. Verbalizing
Margaret's deepest doubts and fears, she draws the worst fire from
Margaret when she compares Henry to Paul. The cases are, in fact,
parallel. Margaret does indeed fear the panic and emptiness” of
Henry's well-hidden soul. She has already experienced his

abologetic proposal and, later, his furtive kiss, carrying with it
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"the sneaking belief that bodily passion is bad" (p. 183), reminds
Margaret of Helen and Paul (p. 180).

‘ It is the “maaness" of the upper personality to fixate on the
surface of things and to chastise those who defend the emotions as

Helen does at the close of their ar'gum»ant.]4

"The upper
personality," Forster writes, "has a name. It is called

S. T. Coleridge, or William Shakespeare, or Mrs Humphrey Ward. It
| is conscious and alert, it does things like dining out, answering
letters, etc., and it differs vividly and amusingly from other
persona11tie§."15 Its function is "information,” not creation; its
domain, the artificialities of daily life. In short, the upper
personality, though vivid and amusing, thrives not on people but
on "order"; when people get disorderly, they must be censored.

Margaret's alliance with Henry Wilcox symbolizes an almost

exclusive identification with the “surface" self in her personality.
"Her surface could always respond to his without contempt, though
all her deeper being might be yearning to help him" (p. 217).
Accepting his proposal means accepting that deeper contempt and, -
at the same time, it means allowing Henry to dwell intact. She
vows never to jar “those defences that he had chosen to raise
ggainst the world. He must never be bothered with emotional talk,
Ef.ﬁith a display of sympathy. He was an elderly man now, and it .
would be futile and impudent to correct him” (p. 163). There are
two paradoxes involved in this strange mania to protect Henry. For

a woman who “had taught herself only to_desire“ and who had clothed

the outer 1ife "with beauty" (p. 161), Margaret's vow represents a
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conscious abaseﬁent of self. Second, when Margaret envisions her
marriage as a romantic bridge that wﬁuld connect.the prose with
the passion; she is actually increasing her self-delusion. "Only
connect! That was the whole of her sermon. Only connect the prose
and the passion, and both will be exalted, and human love will be
seen at its highest. Live in fragments no Tonger" (pp. 183-84).
We ca&not read such outbursts of Margaret's romantic idealism
without a sense of the irony of her own deep self-division, the
fragmentation in her own soul that is contained in her rejection of
her sister.

There is much in the character of Henry Wilcox for even the new

16 He is the

“practical" and “"submissive" Margaret to overlook.
epitome of Forster's "Englishman of undeveloped heart." “Indifferent
to things of the spirit,” Henfy is one of Eng1and's "unconscious"
hypocrites “"who have built up an Empire with a Bible in one hand, a
pistol in the othe;:fand financial concessions in botﬁ'pockets.”17
Margaret thinks that Henry‘s~occasiona1 "muddieheadedness" can be
" changed without nagging, ihét there is plenty of unused emotion
underneath. But Helen has a clearer view of the dangers of such
"obtuseness to personal influence” (p. 240).18 As exchanges between
Helen and Henry characteristically reveal, Henry's thinking is hazy
and uncharitable when it veers away from taxes and solvency. He
fails to see how he is responsible for Leonard Bast's loss of money:
"I am grieved for your‘c1erk- But it is all in the

day's work. It's part of the battie of life.”

"A.man who had 1ittle money," she repeated, "has less,
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owing to us. Under these circumstancé; I do not consider

'Ehe battle of 1ife' a happy éxpression;“ (p. 187) |
He]en;-“tireéomg" and preachy in that "neurotic modern way," sees
through Henry's COmpléceni shibboleths about business and "the .
tendency of civilization." Nﬁén he advises her to continue v
donations. to charities but to avoid getting “cafried away by absurd
schemes" since “there a1wéys will be rich and poor," Helen flaéhes
at him: "Owing to God, 1 suppose . . . . You grab the dollars.
" God does the rest" (pp. 188-89).

The repres%ed violence of this argument and the reader's sense
that at any moment someone will be slapped across the face are
intensified by the fact that Margaret allows Helen to enter this
battlefield alone. Withdrawing from:the fray, Margaret beg%ns to
use Helen as a scapegoat. She_on]y_sebarateS'the opponents when it
looks as if Henry is feeling defeated. First comforting Henry, she

then turns and “censures" Helen: 7 .
- Margaret had no intention of letting things slide, and the
eﬁening before she:1eft Swanage she gave her sister a-
_thorough 5co1ding:_ She censured her, not fof disapproving
> of the enéaéement, but %or"throwing over her disapproval a
veil of mysterj.‘ Helen was equally frank. "Yes," she
said, with the-air of one looking inwards, “thére is
mystery. I can't'he]p it. It's not—my féu]t. If‘s the
X way 1ife has beén'made.“ Helen in those days was

over-interested in the subconscious self. She exaggerated

the Punch and Judy aspect of life, and spoke of mankind as

——

- - . T
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puppets, whom'an invisible showman twitches into love
and war."” (p. 191)
Helen's "character has three functions in these exp]osi&e scenes:
‘lfjng abéu: the ;ubconscious, she‘is a double for Margaret's own
éroodings about marriage and sex.19 She is also a cdgent
spokesperson for Margaret's reservations about Henry's character and
for the questions Margaret herself would 1ike to put to Hénny.
Finally, she is a scapegoat for Margaret. By. condemning Helen,
Margaret proclaims her a11e§iance to Henry and reassures him that
the negative traits in Helen of “cleverness® and disrespect to the
male experience of 1life are not her own traits. |
Events in the volatile Oniton episode reveal Margaret as'a
"surface personality” whose first responsibility is to protect
domestic tranquility. -Yet instead of self-control, the unnatural
and self-conscious rationél self, divided from its true impulses,
is always on the verge of hysteria. During the journey to-
‘Shropshire where Henry's daughter, Evie, islto be married, |
Margaret represses her deeher repulsion to the "hurfying men who
know s0 much'Qut connect 56 1ittle" (p. 202). But when a Tittle
girl's cat is run over in thé road, Margaret'iﬁpUIvae1y leaps from.
the car to go back to comfort the family (p. 21}). :Secret1y, "she
felt their whole journey from London had been unreal. They had no
part with the earth an¢ its emotibns. They were ®ust, and a stink,
and cosmopolitan chatter, and the gfrl whose cat had been killed
had 1ived more deeply than the&" (p. 212). Margaret experiences

another wave of hysteria that night when, wandering about the grounds

-

N~
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of Oniton, she laughs and cries out at a shadow watching her: "Saxon
or Celt? . . . But it doesn't matter. whicheyer you are, you will
have to listen to me. I Tove fhis place. I love Shropshire. I
hate London. I am glad that this will be my home" (p. 214). At
eéch turn in the events, however, Margaret conceals these strong
emotions from Henry. The climax of this denial of self is her
response to the "rumour" of Henry's adultery. Her deeper contempt
surfaces, "her brain reeled" (p. 237), yetrshe-suppresses it once
égain and forgives him. "She chose her words carefully, and so
saved him from panic. She played the girl, until he could rebuild
his fortress and hide his soul from the world" {p. 243). From
another view, Margaret's "double turn” is a result of her secret

identification with Mrs. Wilcox: the note Margaret writes to Henry

"seemed to proceed from some other person® (p. 237).20

The surprise arrival of Helen ;t Oniton symbolizes Margaret's
subconscious emotions pushing their way up through the defenses and
bérriers of the conscious mind.\ That Margaret at first does not
recognize her sister "dressed in her oldest c]othes“ISuggests that,
in one sense, Helen is a figment of Margaret's beleaguered mind. .
Once again, Helen substitutes for Margaret's true self. She
hysterically claims that-Henry has ruined the Basts and triggers
Margaret's wrath: "'Oh, Helen!' moaned Margaret. ‘Whatever have you
done now?'" (p. 221). Margéret's aversion to Helen momentarily
subsides when Leonard Bast speaks for himself with a clarity of a
man who stands "near the abyss.” After promising to speak to Henry

about a job for him, Margaret turns again on Helen: "I haven't nearly
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done with you, though Helen. You have been most selfzindulgent. I
can't get over it. You haQe less reétraint rather than more as you
grow o1derb- Think it over and alter yourself, or we shan't have
happy lives" (p. 225). Later that night ﬁargaret breaks her promfse
to help the Basts and commands Helen to drop them at once. vwhat'has
offended Margaret most is Helen's assoéiation with Jacky Bast, the
woman Henry had ruined in Cyprus. Helen's reckless action of
bringing the “starving" Basts to Oniton is the climax of the
hostilities between the two selves. In fact, Helen does disintegrate
from fhis point on.21 Her sympathy for Leonard takes an erotic
turn;22 she sleeps with him that night, then haéti]y leaves England
the next day after trying to settle haif her income on him. These
are the inéonsistent and irrational actions of a vengeful double
who has been used and rejected unfairly. For Margaret, Helen had
“passed into chaos"; she now "scarcely existed" (pp. 277 and 274).
The estrangehent between the two selves of Margaret's
personality is, in part, caused by the symbolic repression of Henry
Wilcox. Though hesis not a double, 1ike Agnes Pembroke in The

Longest Journey he is a symbol of Margaret's self-suppression and

the repression that dominates when one connects with the "outer

= jfe." The subconscious double, though banished, continues to be

,/"“-’; a "secret sharer" in Margaret's submerged mind: appropriately, /

since her real identity lies at Howards End, during Margaret's two

visits there, she encounters the "ghosts" of both Mrs. Wilcox and

He1en.23

During the first visit, Margaret remembers that Howards End is

-
\
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in a sense, Helen's house since her sister had been the first to
stay there, the first to love jt. The beautiful “earth,” the
"greengage trees that Helen had once described," the meadow, the
hedge, the dog-roses, and the wych-elm all contribute to a Helen-1ike
vision: "an unexpected love of the island awoke in her, connecting
‘on this side with the joys of the fTesh, on that with the inconceiv-
able. Helen and her father had known this love, poor Leonard Bast
was groping after it, but it had been hidden from Margaret till this
afternoon™ (p. 202). Margeret is also confronted by the "ghost” of =
Mrs. Wilcox: "A noise of drums seemed to deafen her' (p. 199}, and
for a ﬁoment, Margaret fears something supernatural. Forster wants
to suggest that the house has a life of its own, that it is

attended by a maternal Spirit.24d When Margaret opens the door to
the upstairs, she finds Miss Avery, the spiritual guardian of
Howards End and the guardian of Ruth Wilcox's interesis.

Something deeper than conscious will draws Margaret to Howards
fnd a second time. By some misunderstanding in instructions, Miss
Avery has unpacked the Schlegel boxes and Margaret finds the memories
of her iden%ity with her_sister surrounding her in every room.
Waiting for her again inside the house is Mrs. Wilcox's “double,”
Miss Avery: "The house is Mrs Wilcox's, and she would not desire 1t
to stand empty any longer" (p. 268). Both Margaret's doubles are
made more alive in her mind by this visit. The old woman's
confusing the two Mrs. Wilcoxes, together wieh the sight of the
Schlegel furniture arranged with uncanny ingenuity--"old gods in new

niches"--forces Margaret to realize that the women absent from her
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life are more npeal" than the people spe sees daily. A "presence
of sadness" overcomes Margaret when she sees that she has chosen to
Tive outside this rich inner life; nevertheless, she is attendgd by
"a feéling of completeness. In these English farms, if anywhere,
one might see 1ifelsteadi1y and see it whole, group in one vision
jts transitoriness and its eternal youth, connect--connect without
bitterness until all men are brothers” (p. 266).

Impersonaily, and with her eye on the rewards of proportion,
Margaret has sought connection with the “outer 1ife* through Henry
Wilcox. She has used him for an “excursion" into a foreign reaim
of surfaces.25 Now at the personal level, she is struck by a need
to re-connect with that lost inmer 1ife, the deeper and the
spiritual "invisible." Margaret's transformation is caused,
simultaneously, by the betrayal of the outer life and by a third
encounter at Howards End with both hér doubles.

There is no real "rescue" in this novel, no sacrifice by the
double, no motif of substitution. Margaret is liberated from her
falseness of self by things, not schemes, by words, not actions.
Again, her contabt_with her deeper self is t;iggered by an unplanned
coincidence. Helen is summoned to England, after an eight-month
absence, because Aunt Juley appears to be dying. Yet the old lady
_recovers and Margaret, now brooding about Heler's strange behaviour,
consents to a plan devised by Henry to trap Helen &t Howards End
where she wishes to gather some of her books to take back to Germany.
It is as a "wolf-pack" that Margaret, Henry, and a doctor descénd -

upon Helen; still another wave of hysteria threatens Margaret in the
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car ride to Hilton and, at the moment she sees Helen in the doorway
of Howards End, something tells her that Helen "was as she had
always been," beautiful, innocent, and, most importantly, a part of
her own true self. When the sisters enter the house togetﬁer,
Margaret's spontaneous feeling of identity is confirmed. As they
walk through the rooms recalling incidents from childhood, they
regain the intuitive sympathy that was the mark of their singleness
of mind and “each minute their talk becomes more natural:
| "Oh, what a place for mother's chiffonier!" cried
Helen.

"Look at the chairs though."

"Oh, Took at them! Wickham Place faced north,
didn't it?"

"North-west."

“Anyhow, 1t is thirty years since any of those chairs
have felt the sun. Feel. Their dear little backs are
quite warm." |

“But why has Miss Avery made them set to partners?

I shall just--*

"Over here, Meg. Put it so that qnyone-sitting will
see the lawn." (p. 294)

The extraordinary feature of this exchange is the flow or rhythé of
understanding that 1ies beneath the surface, as if one sister kéows
the mind of the other. In addition, the furniture, the cherished
symbol of their shared past, in this new magical settingofﬁwonderfu]

powers"” makes the sisters for the moment believe that this is their
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house, that their childhood had been spent here. Then, over both of
them comes the "knowledge that they never could be parted because
their love was rooted in common things. . . . And all the time
their salvation was lying round them--the 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" (p. 296). 7

We cannot forget that Helen is approximately eight'moﬁths'“with
child." Since, according to Margaret, Helen is not to blame (p. 309),
her pregnancy is gnother sign of the anonymity of the irrational
double. She comes to her sister without a husband, without a home,
and without much reason for her behaviour. S0, in a sense, Margaret
must assimilate her. - For the moment, Helen's condition is the thing
that triggers Margaret's "affection" and "the new feeling" that she
was "fighting for women against men" (p. 287). But at a deeper
Tevel, it s Margaret's sense of her own guilt at having repressed -
the Hé]en—side of her own personality. The “greater crime" had been
her own "want of confidence" (p. 29Q), her lowering of their
colours (p. 284), in short, her denial of their identity.

It is significant that the scene of Margaret's defusing of
Henry- comes between the two chapters of the sisters' reconciliation.
Before Margaret can completely understand her true identity, she
must destroy her alliance with Henry and thereby cut herself free
from her own false, surface self. Henry has already betrayed
Margaret by his attempt to manage Helen withput Margaret (p. 284).26

Then, although he has neither feeling for Howards End nor for Helen,
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he rigidly forbids the sisters to stay one night in the house with
their possessions. For the first time in their marriage, Henry
mentions hi§ "dear“‘wife whose memory, he says, will be
desecrated by Helen's presence. Suddenly, the veil falls from
Margaret's eyes: Henry is the "devil" whose works of deception
triggered this chain of tragedies (p. 290).27 “Margaret rushed.at
him and seized both his hands. She was transfigured: ‘Nat any
more of this!' she cried. 'You shall see the connection if it
kills you, Henry!'" (p. 305). The connection is, of course, the
paraliel of Helen's sin and his own. In explicit terms that pierce
his "obtuse® soul, Margaret outlines his numerous crimes--not only
against Helen, but against his first wife, and against Leonard Bast--
and proclaims herself free of him: "I've had enéugh of your unweeded
kindness. I've spoilt you'1ong enough" (p. 305).

"Live in fragments no longer!" That had been Margaret's
motto; yet she now discovers. that such a harmony of self cannot be
imposed from without but must come from within. When Margaret
returns to Howards End, it is the spirit of Mrs. Wilcox that she
encounters, even as Helen is describing her strange adventures: "So
tired was she that her attention had actually wandered to the
teeth--the teeth that had been thrust into the tree's bark to
medicate it. From where she sat she could see them gleam" (pp. 310-
11). Suddenly, in her reverie, Margaret's thoughts focus on
Mrs. Wilcox who had first told her about the teeth; in a sense,
Mrs. Wilcox had first told her about everything: “Except Mrs Wilcox,

dearest, no one understands our little movements," Margaret suddenly
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fe]]s Helen. "I feel that you and I and Henry are 6n1y fragments of
‘that woman's mind. She knows everything. She is everything; She is
the house, and the tree that leans over it" (p. 311). Once‘again
enlightened to Mrs. Wilcox's special symbolism, Margaret goes a step
further in her discoveries when she realizes that "being" is greater
than-“trying to be." Her error was in straining to model herself
after Mrs. Wilcox, her ideal. In fact, surrounding Margaret now are
the things that identified Mrs. Wilcox and can now identify
Margaret: the tree, the meadow, the house. "I cannot believe that
knowledge such as hers will perish with knowledge such as mine. She
knew about realities. She knew when people were in ?ove, though she
was not in the room. I don't doubt that she knew when Henry
deceived her" fg]]) Margaret, at last, has a sense of continuity
with Ruth Wilcox: "fh-\beacg\of the country\gis entering into her.
It has no commerce with memory“\and little with hope Least of all
is it concerned with the hopes of tﬁs‘hext five minutes. It is the
peace of the present, which passes‘hnderstanding. Its murmur came
‘now', énd ‘now' once more as they trod the gravel, and 'now' as the
moonlight fell upon their father's sword" (p. 312). |

Here, and in the closing chaper of the novel, Forster presents
us with the ideal personality: Helen, Margaret, and Ruth Wilcox,
corbined, represent the emotional, the practical, and the spiritual
selves of the complete individual, the person in whom all things are
Tinked up. On another level, Mrs. Wilcox, whose personality
suggested the loss of self and the'absence of will and of striving,

alone represents the ideal self of absolute proportion. Her inner
¢
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life was maintained through all her contacts with "hurrying men,"
racing cars, telegrams and anger because it was not actually touched
by any of these things; “she and daily life were out of focus: one
or the other must show blurred" (p. 74). By extension, she is also
an embodiment of England's best ée]f, its past self.28 Unaltering
in her tolerance for people, Mrs. Wilcox symbolizes a forgotten
time when "men were brothers." She had heroically defended a quiet
comradeship and, at another level, the right of the individual to
retreat into the country, the private 1ife and one's own ancestral
past. As a matter of fact, through Mrs. Wilcox, all the polarities
of the novel are’}econci]ed: the outer 1ife and the inner life, love
and truth, the surface self and the deeper self, matter and spirit,
the dark Wickham Place and the suniit Howards End.29
Despite the triumph of reconciliation and proportion signified
by the integration of both the spiritual double and the deeper,
emotional self into his heroine's more practical personality, it
seems that Forster, in the last four chapters of the novel, shifts
back to a rather narrow view of the supremacy of the inner 1ife.
Several events, for example the death of Leonard Bast and the
collapse of Henry's health, do not signify aF all; they are outside
' the "real® things 1ike poetry and the bond between the sisters.
Leonard's death, the sisters decide, was his only adventure
(p. 336). Again, no one is actually to blame. Charles Wilcox,
thinking he has uncovered a conspiracy, attacks Leonard when the

clerk arrives at Howards End to confess his guilt to Margaret.

Though Charles means only to frighten him, when ng;frikes Leonard
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with the flat of the Schtegel sword, Leonard collapses from heart
failure. Margaret later reorders these events and dismisses them
as "unreal™: “Events succeeded in a logical, yet senseless, train.
People Tost their humanity, and took values as arbftrary as those
in a pack of p1ay1ng —cards. It was natural that Henry should do
this and cause Helen to do that, and then think he} wrana_}EF do1ﬁg
jt; natural that she herself should think him wrong; natural that
Leonard should want to know how Helen was, and come, and Charles be
angry w%th him for coming--natural, but unreal" {(p. 327). ~

Then, in the last chapter of the novel when Henry's vague
illness is juxtaposed with the contentment of the sisters, the
reader again detects the ShTft of priority to the ‘inner life. After
the trial of his son, Henry's “fortress gave way. He could bear no
one but his wife, he shambled up to Margaret afterwards and asked
her to do what she could with him. She did what seemed easiest--she
took him down to recruit at Howards End“ (p- 332) Yet fourteen
months later, Henry is still not "recruited"; he has given over the
business to his younger son, Paul, and has divided his properties
and money among his children, leaving Howards End to Margaret.
*There was something uncanny in her triumph. She, who had never
expected to conquer anyone, had charged straight through these
Wilcoxes and broken up their lives" (p. 339). This and several
other similar reflections by Margaret or by Helen create a disturbing
sense of Schlegel dominance.30

Primarily, it is the negative events at the novel's end which

prevent the reader from sharing spontaneously in Margaret's triumph.

- -
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Lionel Trilling, while calling Howards “End Forster's masterpiece,
qualifies his judgement by observing that the true relationships
that Forster sets up against the false are never in themselves

3

real. George H. Thomson recognizes a “sinister echo of panic and

emptiness which 1ies behind the triumphant joy of the final scene

of Howards End."32

In fact, there is a strain between what-is
intended and what is displayed. Instead of showing us the three
aspects of the self connected and in harmon}, Forster, inadvertently
T think, suggests the dominance of one aspect, the impulsive and
unrestrained deeper self. Though we ‘cannot dispute the positive
benetits to Margaret of her renewed identificatton with Helen, the
cost seemslfar too great. Forster's ending shows the tyranny of
v the inner 1ife where living and dying do not matter as long as one
hes peetry.

One explanation for this unbridged gap between theme and
presentation is that as individua¢s, Forster's characters come to -

interest him Iess.33

He admitted not caring for any one of the

noveli's characters and we know from the biography that towards the
end of composition, the writing became a chore.34 From our point
_of Qiew, the characters seem to have disintegrated into symbols of

FY

each other: by the end of the novel, everyone and everything has
become a fragment of Mrs. Wilcox's mind. 3 Henry is, after all,
the double for Leonard. He becomes the “father" of Leonar?/s son
and bequeaths Howards End, through Margaret to the child.: Helen
and Margaret represent a composite wife: Helen, the mother,

confesses she cannot Tove 2 man, Margaret, the wife, that she cannot
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~ove a child. Helen's sin doubles for Henry's and, in a sense,
Henry pays for them both. Except for the theme of reconciliation,
Forster's imaginative response to his characters dries up. And
after How;rds End, Forster madg a conscious effort to escape from
the "swish of skirts" by concentrating more of his imaginative
powers on the relations that really %nterested him, the relations
between men.36
P Yet, in sﬁite of Forster'sldetectable inattention to his
themes at the end of the nayel, the motifs of the doubles have, for
the most part, been successful. We have followed the psychological
movement of Margaret toward and away from her other selves in her
quest for a true identity. We have aiso discovered an irony: the
most obvious'simbo] in the novel, Mrs. Wilcox, has in a sense been
the hardest‘symbol for the perceptive Margaret to grasp. Though
explicitly described as her ideal, as the prototype of her
conception, Mrs. Wilcox's lesson of loss of self and effort doesAnot
become clear to Marga}et until she has gone through the trauma of
-creéting a false upper self, a self in service to the
artificialities of daily 1ife. The less obvious symbol or double in
the novel, Helen, has in fact been the easiest for us to trace:
Margaret's "divorce" from her sister causes the most explosive
scenes 1in the novel and illuminates for us Margaret's dangerous

abasement of self.
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*

1 Sta1fyﬁrassg‘Introductidn, Rowards End, p. X.

21 am using the term “facsimile" to describe bodily

duplicates 1ﬁke the twins in Shakespeare'sip1ays;

-3 T}i1lin§,'pp.;122;25 makes a case for Howarﬂsrﬁnd as
Fo?stef'é suﬁ%eme‘hove1uofilibéra1 intellectualism. TConversely,
Stone, p 255, "criticizes it as a mora]xty play“ in wh1ch the
characters and events fa11 "to convince because quster 1s 50 -
preaud1ced in favar of the Schiegel "ange1s E11zab¢th-sowen.s, '
assessment seems. c]oser to the truth. In "Truth'énd Fiétion;“

in Afterthought.-Pleces About: Nr1t1ggﬁ(Loddon: Ldngmaﬁ's, 1962),

ﬁ. 132, -she_counts seven violent sceneé "It is p1tched h1gh What

' cduses this protracted crisis? Conf11ct1ng values, Oppos1ng views

of Tife." ..I count nine such scenes.’

4

Wilfred Stone, The Cave and the Mountain: A Study of

'E. M. ForSter (Stariford: Stanford -Univ. Pre‘ss, 1966), p. 239.

.5 Guerard, p. 3, cites Macbeth and Lady Macbeth as doubles of -

a singie persona11ty

6 See also p. 232: “"While the M1ss Schlegels were together he

had felt them scarce]y human—-a sort of admon1tory wh1r11g1g

\ /——---"'“\‘\
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770n p. 7, Forster says Margaret is vivacious and responsive, -

“then, on p. 28, that Hg]en'5~distinguishing characteristic is her
“vivacity. When the paths of the sisters begin to diverge, we see
more clearly that Helen's is not particularly a responsive mind;

indeed, she is quite obtuse in her dealings with people.’

8 Stallybrass, in the Introduction to The Manuscripts of

Howards End, p. xi, points out that an earilier fragment of the
novel has Mafgaret consciously associatipg “!'something deeper than
truth or falsehood' in Mrs Wilcox with ‘'a bunch of hay'. This
p]acés beyond doubt Forster's deliberate use of hay for symbolic

purposes.” The Manuscripts, besides showing that Foréter went back

and added "the hay,“ glso shows thét Mrs. Wilcox‘s knowledge became
“intuitive and wonderful as'Forster revised: 1in one draft Helen had
simply confided in her (p..x),'1A1so see Tﬁomson, pp. 180-83 for a
detaf1ed analysis of the pervasive hay symbol in the nove]:'Tﬁé
'inc.li_vidu_a] human 11ife and, later, the spiritual vision of life of
each of the three main women characters is represented by the symbol

of ha}.

? Margarét, unlike Rickie Efliot, has no dreams of an Ideal

Friend.

]011 am borrowing this phrase from Forster's description of

Philip's fragmentation: Appendix A, in Where Angels Fear to Tread,

p. 149. - -
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1 I am using Forster's terms "otherwhere" (from the
Introductidn to Maurice, p. ix), “underworld" and “another wor}d“
{from the essays in Two Cheers, particularly pp. 83 and 111)

'syhonymously because I believe Forster used them as synonyms.
12 crews, -p. 111.

13 It ié Crews, p. 111, who sees Mrs. Wilcox connecting the

'methanical and the personal.

14 Although the split between Margaret /and Helen is the
clearest example in Forster's fiction of a conflict between the
“upper personality" and its "deeper” self, there are characters
in most of his novels who resemble the upper self. Besides the

J\\\sz; obvious case, Charlotte éartlett in A Room with a View, one

mignt mention Mrs. Herriton in Where Angels Fear to Tread,

Mrs. Failing in The Longest Journey, and Clive Durham in Maurice,

all of whom fixate on the surface of things and hold sacred the

-artificiaTities of 1ife.

15 "Anonymity: An Enquiry,” in Two Cheers, p. 83.

-~

16 see the awful picture of their married life on pp. 256-58.

L

17 sNotes on the English Character,” in Abinger'Harvest,
pp. 10-11.

18~Henry's obtuseness pervades this middle section; it is
referred to by Margaret, pp. 171, 178, and 184, and Helen, pp. 186-
89.
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13 Margaret is preoccupied by "the mere pressure of virginity" |

(p. 157) and by "a social pressure that would have her think

conjugally” (p. 171).

20 Trilling, pp. 16-17, explains: "Forster's insistence on the
double turn, on the something else that lies behind, is sometimes
taken for 'td1erance.‘ but although it often suggests forgiveness
(a different thing), it almost as often makesathe severest
judgments.* A{though Trilling does not cite the double turn of 4
Margaret, I think Forster had Margaret forgive Henry so that he

could show the underside of Margaret's tragic nobility, her

self-deception and, then, his disapproval of that self-deception.

21 A symbol of Helen's ego-centricism is her statement about

the supremacy of “I," pp. 231-32.

22 Stallybrass, Introduction, p. xiv, notes that sympathy can
easily take an erotic turn, a fact that must havé led Forster éo
include the seduction affair. I think a stronger reason for
ﬁe]en's indiscretion is her desire to “"surprise" Margaret, a desire

Forster himself discusses, as Stallybrass shows in the Introduction,

)
+

p. xiv. P

23 See the passage on p. 283 where Margaret, returning a second

time to Howards End, thinks that, as onher first visit, “the same

figures, seen and unseen, are wandering by coppice and meadow." .~

24 (olmer, p. 106.
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25 See p. 192: "[Truth] was only to be found by continuous

excursions into either-reaim . . .

26 There is a paraliel between Henry's tricking Margaret on
p. 284 and his tricking Ruth, p. 279: "When his first wife was
seizéd, he had promised to take her down to Hertfordshire, but

meanwhile arranged with a nursind home instead."

27 wThe work of the devil," Hénry, has caused Margaret to
mistreat Helen. This view of @argaret's is reiterated twice more,
on pp. 300 and 327, where tfie beginnings of “the tragedy” are
ascribed.to “man's deft assertion of his superiority" and to

Henry's rejection of Leonard Bast.

28 This is also the view of Stone, p. 258.

*

23 Thomson, p. 194, Tists a different set of interesting
polarities: “"grass and hay, tree and house, body and soul, matter
and spirig, Wickham Place and Howards End, love and truth, Demeter
and Sophia. A1l the polarities are reconciled except one. The
city of London is not included in the vis%on of England, for it

negates every value that Howards End and Mrs. Wilcox stand for."

30 Other passages which disturb the reader's sharing in the
Schlegel t}iumph are on pp. 167 and 197 where there are allusions
to the Schlegels wishing to “get" Howards End, p. 295 where their
old bitterness towards men revives, pp. 298-99 where Helen shows

excessive smugness about their relationship, and p. 334 where
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Margaret shows too much complacency towards Henry's illness. Colmer,

pp. 107-08 and Stone, pp. 264-66, also criticize the Schlegel

sisters' complacency.

31 Trilling, p. 115. Trilling mak‘es this criticism about the

characters although he chooses Howards End over A Passage to India

as “undoubtedly Forster's masterpiece" {p. 114). A

32 Thomson, pp. 198-99.

3 See Colmer, p. 107, for the Forster quote to this effect.

Crews, p. 122, and Stone, p. 266, make similar observations about

the gap between theme and events..

34 "Have only jﬁst discovered why I don't care for it: not a
single character in it for whom I care." Quoted by Stallybrass,
Introduction, p. xvii. Also, Furbank, A Life, I, 185: “His own
running comments on the novel were, as usual, rueful: he was
'grinding out my novel into a contrast bePween money and death'; he

g

was 'tired and discontented at the slightness of my work.'"

3 Thomson, p. 170, says the same thing but takes a more
positive view of the fact that "every one and every thing is a
fragment of her mind. She js the most inclusive of all the symbols
of totality."

36 Cofmer, p. 108."



Chapter V:

Maurice

Although it is only a sketch of a novel written primarily for
the author himself and for a smail c¢ircle of friends,1 Maurice
contains an enofmogs number of references to the double. Like
Howards End, it pre;;nts two characters who are doub]es\for the

-beleaguered protagonf§¢< The dominant motif, 1ike that in The

Longest Jdurney, is one of rescue and sacrifice. The figure of the
double is also synonymous with the Ideal Friend and the “secret

sharer”"; this recalls Where Angels Fear to Tread and its theme of

bondage to one's class and family. And, finally, like A Room with

a View, Maurice contains the figure of a negative or censoring

double. Yet it should not surprise us to find such richness in the
language and characterizations of the double. The explicit topic
of Maurice is homosexual self-discovery, therefore the themes of
repression and the subconscious self are hardly out of place.
Furthermoré, the usefulness of the double as a dramatic device is
greater in a story which concerns the homosexual's repeated
attempts at self-deception and self-censorship.

It was in connection with writing Maurice that Forster

explicitly discussed the "rescuer from 'otherwhere'"; he described
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him to his biographer and friend, P. N. Furbank,as a "decisive"
other personality who Xould transform and grant “salvation" to the
individuaL2 Rescue, a motif found in all Forster's novels to some
degree or other, is the outstanding aspeéf of the double in
Maurice: the incident of a distracted character summoning a
"rescuer" with a call into the dark night is repeated no less than
six times and is reflective of Forster's debt to the Gothic
novelists who present the double as a phantom of the night.3
Forster defended these melodramatic scenes when he suggested that
Maurice was in deeper trouble than his other protagonists, that
he was not seeking just one other self: "My defense at any Last
Judgement would be 'I was trying to connect up and use all the
fragments I was born with'--well you ﬁad it exhaustingly in
Howards End, and Maurice, though his %ragments are more scanty and
more bizarre than Margaret's, is working at the same job . . .". 4
The novel concerns Maurice's discovery of his homosexual
nature and the results of that discovery in two contrasting
relationships. First, Maurice resists the advances of Clive
Durham, an undergraduate 1ike himself, but when Clive appears to
him in the form of a double, Maurice is forced to admit_his
returned Tove. Their relationship, prgsented as a platonic love
between "twin" selves, imb;oves Maurice's self-image during its
two-year course. Since, as doubles, they share parallel fates,
when Durham falls "i11" and renounces his homosexual nature,
Maurice, too, finds himself disintegrating towards a morbid

preoccupation with disease.
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In the second half of the novel, Maurice's impulses become
divided between the self-censorship represented by the now "normal"\
Clive and the self-expression warranted by a homosexual interest
in Clive's gameskeeper, Alec. Calling for help one ﬁight out his
bedroom window, Maurice is "rescued” by “someone he scarcely knew"
who whispers, "Sir, I know . . . 1 know" (p. 178). Forster
contrasts fhis pbsitive secret sharer with the negative double,
Clive, to reinforce the theme of complete selfhood: the positive
double is equated with "trying to connect up and use all the
fragments" one was born with while the negative double is equated
with the fragmentation of self and the "disease" of

_self-deception.

The novel opens with a poignant description of Maurice's
boyhood anxiety over sexuality. Among typically stodgey school
masters, his development is thwarted; like Rickie Eiliot as a boy,
Maurice experiences worrisome sexual fantasies, sometimes of
another boy, sometimes of his own shadow moving across the ceiling.
The double who is the "combination" of another boy and one's own
self f{rst appears in a description of Maurice's late-night
confusion: "The troubie was the looking-glass. He did not mind
seeing his face in it, nor castiﬁg a shadow on the ceiling, but
he did mind seeing his shadow on the ceiling reflected in the
glass. He would arrange the candle so to avoid the combination
. . . As he opened his eyes to look whether the blots had grown
smaller, he remembered George. Something stirred in the

unfathomable depths of his heart. He whispered 'George, George. '
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Who was George? Nobody--just a common servant. Mother and Ada and
Kitty were far more important. But he was too 1ittle to argue
this. He did not even know that when he yielded to this sorrow he
overcame the spectral ;nd fell asleep" (p. 13). The comfort
Maurice received from the "spectral" of his friend is an indication
of the positive powers of the “rescuer from ‘otherwhere'" whose
region is the half-awake, half—asleép mind of the protagonist.

The early chapters of the novel detail the fragmentat1on of
Maurice's personality, the division between his outer, social se]f
"good boy" trying to fill his father's shoes, and his deeper,

hidden self, his forbidden longings for George. This split is
déscribed in the meiaphor ofr;aurice's descent into the "Valley of
the Shadow" (p. 16). At school, Maurice feels an inner numbness,
a deadening obscurity of self. Yet somewhere in the recesses of
his being, the image of rescuer remains; the deeper self is met in
dreams of a special friend, a brother, for whom he "could die"
{(p. 15).

it is during the next episode of his development that Maurice,
having for a time successfully repressed his longings for the dream
friend, meets his homosexual double. In his second year at
Cambridge, Maurice moves into college. By now he is a handsome
young man with a muscular build and an easy-going temperament.
At night, “a new process began" (p. 21). Walking alone im the
courtyards, he suddenly becomes aware of the deeper selves of ali
men, "that they were human beings with feelings akfn to his own.

He had never lived frankly since Mr Abraham's school, and despite
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Dr Barry did not mean to begin; but he saw that while deceiving
others he had been deceived, and mistaken them for the empty
creatures he wanted them to think he was. No, they teo had -
insides. 'But, 0 Lord, not such an inside as mine'" (p. 22).
Maurice's new thoughtfulness attracts the attention of several
Trinity intellectuals. Among them is Clive Durham, a "small
man--very small--with simple manners and a fair face." Clive
represents to. Maurice all that he longs-to be--self-assured, clever,
articulate but, most of all, um‘nhibited.5

Although they are opposites in temperamenttand physical type,
Maurice and Clive share a deeper, psychological affinity. "Both
young men ﬁave suffered difficult boyhoods in households dominated
by women. Both are searching for a balance betqeen-their duties
to family and their need for intimacy. The main point of their
attraction-opposition, however, is their deeper homosexual longings.
Unlike Mauricej Clive has accepted his recurrent affections for
boys by rationaiizing them as part of his generally iconoclastic
disposition. At a deeper level, however, Clive fears the handsome
Maurice as a double of his unexpressed yearnings éo go beyond
that idealization.

Clive becomes the “phantom” double of Maurice's repressed .
homosexual self the first night the two young men meet. Maurice,
going to visit one of his new Trinity friends, finds Clive alone
in the fellow's room. After a brief conversation, Maurice escapes
from Clive in an attack of nerves. Yet in the dark courtyard, he

1ies in wait for him: "For a whole hour he might have been watching
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for Durham. Presently there was a noise on the staircase and the
neat little figure ran out with a gown round its throat and books
in its hand. It was the moment for which he had waited, but he -
found himself strolling away” (p. 31). The vision of CIiQe, fhg

impersonal "neat little ffgure“ in the dark gown, is a J
re-enactment of Maurice's childhood vision of the shadew on the
ceiling. Also, charac%eristica]ly, the outer self responds to his
double with ambivalence, with fear mixed with attraction. But
Maurice acknowledges becomiﬁg "possessed" by this image of Clive:
walking all night "to and fro on the hallowed grass, himself
noiseless, his heart glowing," Maurice feels at last alive to the
depths of his being. " . . . one thing in him at last was ?eal"
(pp. 31-32). -

The deeper homosexual self within Maurice is now part of his
consciousness, yet six years of repressidn have left Maurice
resistant to change. Ignoring Clive's romantic overtures, his
sitfing at Maurice's feet and his physical friendliness, Maurice
feels the "battle" is merely his own. An episode with a girl over
vacation leaves Maurice strangely unbalanced. He would 1ike to
feel Clive his victim, yet in their playful interchanges, he senses
himself in the power of his friend. Finally, Clive's confession of
his love for Maurice forces Maurice to acknowledge his own agony
of repression. The narrator points out, in terms typical of
descriptions of the doub]e:;"A slow nature such as Maurice's
appears insensitive, for it needs time evenr to feel. Its imstinct

is to assume that nothing either for good or evil has happened,
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and to résist thg invadgr“‘(p. 51).

Two parallel- scenes at the end of Part One of the novel
contain this figure of the "in;ader.ﬁ The ffrst depicts Maurice's
confrontation with his own inner phantom. Having caﬁtigated Clive
~for his "rotten notioh," Maurice is'neVetheIegs ﬁdsséséed &uring
sleepless nights by thqughté_of Clive. fﬁe climax of thi®
possession occurs several days after Clive's revelation:

That evening Maurice went to bed as usual. But as he
laid his head on the pillows a flood of tears oozed from
it. He was horrified. A man Erying! Fetherstonhaugh
might: Near him. He wept stifled in the sheets, he
sprang about kicking, then struck his head against.the
wall and smashed the crockery. Someone did come up the
stairs. He grew quiet at once and did not recommence
when the footsteps died away. Lighting a candle, he

 Tooked with surprise at his tbrn pyjamas and trembling
1imbs. He continued to cry, for he could not stop, but
the suicidal point had been passed,-and,. remaking the
- bed, he lay down. His gyp was clearing away the ruins
when he 6pened his eyes. (p. 52) '
This scene expTorés the homosexual deeper self in Maurice as both
a phantom emanating frdﬁ the shadows of the room ;nd as an inner
being suddenly come to 11?&:6 Maurice's tearing at{his bedclothes
signifies his desire to rend his external being and to Jiberate an

inner self hidden there. On another level, the torn pyjamas and

trembling 1imbs suggest to Maurice that some stranger has entered
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- his bed and bfutal]y‘ravaged him. Eithe; way, it is clear to him«
that he has been temporari]j "mad," possessed by some devilish
other being. The paradox is‘lat while Maurice may objectify this
inner self as a dark phantom attacking him, the double is
nevertheless connected to Clive whose confession enlightens Maurice
about his own true feelings and whose personality pervades the

close of the scene.7

After Hauricé experiences this "crisis,” his identification
with Cijve becomes so intense fhat he seeks Clive as one self
seeking his other, truer half. The passage describing the change
in Maurice, the new "'he,' neither body or soul, nor body and
soul, but 'he' working through both" (p. 54), though ambiguous, is
suggestive of the anonymous power of Clive within Maurice.
Moreover, several elements in their relationship have already
indicated the parajlel development of the two young men. Clive,
too, battles against his physical attraction to Maurice; he fears
the eruption of his repressed physical needs. And in the second
scene of an "invader," Maurice becomes the figure of liberation
for Clive. ' ‘

It is here.fhat the motif of the rescuer, begun with Maurice's
whispergd cries for George, first achieves full draﬁatization in
the novel. After three weeks of torment without Clive, ."'i'n a night
that resembled the first--drizzly with faint stars" (p. 57),
Maurice dreamily wanders outside Clive's window. Mysteriously

drawn closer, "he caught hold of the mullion and sprang. 'Maurice--'

As he alighted his name had been called out of dreams" (p. 57).
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When Cl1ve calls 0ut to Maur1ce in a half-asleep, ha]f;awake

‘ state, Maur1ce c11nbs in to h1m and they tender1y embrace. The

beckoning motif is repeated tw1ce in Clive's m1nd (pp. 64 and 65),
then “twice aga1n when "Maurice is visiting Clive a% Penge -

(pp. 163 ane 178). In the Tast 1nstance Forster deSCr1bes'the
semi~conscious call for help as "a noise so 1nt1mate that it might
have arisen inside his own body“ (p. 178}. The figure of the
rescuer is the projection of that autonomous innmer votce; it is

the “"decisive" double whose region is the "otherwhere" of the

Ehéracter's deeper'mind. Since the double and the caller are

-identicaW beinés the double cTimbs'through the window :esponding,

Ahypnot1ca11y, to the command. 8

- -

Part Two of the novel briefly deviates from the theme and <
motif of the rescuer and presents the figure of the double as the

“beloved." Protected by Cambridge, the haven of their love and

. their 1iberation, Maurice and Clive "transmuted everything” (p. 68).

Forster's description of one of their adventures--in Maurice's
side-car--is intentiona11y Platonic: "Bound in a single motion,
they seemed there closer to one another than elsewhere; the
machine took on a 1ife of its own, in which they met and realized
the unity preached‘by Plato" (p. 71). After graduating, the twe
travel to Italy, then return to London where Clive begins to study
for the Bar and Maurice joins his grandfather's brokerage firm;
they reserve weekends and Wednesday evenings for a shared apartment
in tgwn. JIn part, the descriptions of their two years together

centre on the image of "ggo imperfect souls” reaching for
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pgrfgction (p. 89); but images of Clive's power over Maurice are

(

Y present since it is he who designs the course of their love

* as an idealistic parallel of.“the love that Socrates bore Phaedo"

(p. 89).

ﬁear the end of Part Two, the ba}ancé of the "two souls" begins
to. alter and Forster returns to the themes of fragmentation and the
rejected double. The dominant Clive suddenly falls ill; two

attacks of influenza Teave him curiocusly withdrawn from Maurice.

When he faints at.dinner one night, Maurice breaks Clive's injunction

against physical disp]ays'and kisses him. The Greek idealism that
had sustained their relationship collapses.

Clive's illness.becomes a structural mark in the novel since
it refers backwards to the. childhood “Valley" of Maurice's
depressions and forward to his deterioration after Clive leaves him.
It also causes a shift in the narrational point of view
(Chapters 18-25). It seems Forster wants to detail, with ruthless

irony, Clive's sudden “reformation,” his new "disease" of

_repreésion. By the narratorial shift, Forster alsp underscores the

\ -
transfer of power that occurs between the two young men.

The double, in this short sectidn, is really two figures:

from Maurice's point of view, Clive represents his true inner se1f;-
he and his lover aré twin spirits. But from Clive's point of view,
the show of physicality triggers an influx of guilt; the homosexual
self becomes a thing of “morbidity and death® (p. 101). In this
way,.forster'comp1icates thifafrangement of the double and the main
character ju;t at the qunr\when a happy inte}dependente of

. Cj;\_d)

. N \
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personalities seems estab]ished.9

He also capitalizes on the idea of the assimilation of the
dbub1e into the pérsona]ity of the main character. Havihg
integrated the double Clive, Maurice becomes the whole self, the
stronger self. One scene in particular suggests his new power.
Clive, adamant about going to Greece to recuperate, is staying
with Maurice. Retiring to his room, Maurice reflects on the
'mystery of their relationship which allows the back and forth flow
of energies: In the mirror, Maurice "saw a well-trained
serviceable body and a face that contradicted it no longer.
Virility had harmonized them and shaded either with dark hair.
STipping on his pyjamas, he sprang into bed, concerned, yet
profoundly happy, because he was'strong enough to live for two.
Clive had helped him. Clive would help him again when the pendulum
swung, meanwhile he mus£ help Clive, and.a11 fhrough i}fe they
would alternate thus: as he dozed off he had a further vision of
Tove, that was not far from the ultimate” (pp. 104-05).

The tr;nsformation of Clive into a figure of the negative
double occurs in two steps. First: "There had been no warning-- ﬂ
jdst a blind alteration of the 1ife spir%t, just an announcement,’
'You who loved men, will henceforward love women. Understand it
or not, it's the same to me.' Whereupon he collapsed" (p. 108)}.
Away from Maurice, Clive feels the old idealistic love for him,
yet upbn his return from Greece, the "horror of masculinity had

returned, and he wondered what would happen if Maurice fried to

" embrace him" (p. 116). These conflicting impulses indjcate the

N
¥
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division of the self. To escape from the\gigggrgns other self,
Ciive rushes into a sexually-disastrous marriage. His sudden
reversal throws light on the dreadful.marriage of Rickie Elliot and

Agnes Pembroke in The Longeét Journey. Both men fear the exposure

of their deeper physical needs. Like Rickie's scare on the Rings,
Clive is frightened by the physical overtures of his repressed
homosexual counterpart and reffeats into a re]ationsh%p that will
prove more tragic than any imagined results of his friendship with
Maurice. In his harriage to Anne, "so much could never be

mentioned. He never saw her naked, nor she him. . . . Secrecy

suited him, at least he adopted it without regret . . .

~

. The actual
deed of sex seemed to him unimaginative, and best veiled in night.
Between men it is inexcusable, between man and woman it may be
practised since nature and society approve, but never discussed nor
vaunted" (p. 151). _

The second step of the chapge of Clive into a negative double
tgkes place when Maurice internalizes Clive's new identity as a
criticism of his own. "Maurice had the Englishman's inability to
conceive variety. His troubles had taught him that other people are
alive, but not yet thﬁﬁ they are differen@, and he attempted to
regard Clive's development as a forerunner of his own" (pp. 147-48).
. Clive's betrayal sets in motion Maurice's own battle with "old
dreams of the other sort" amidst surface longings to be safely
"married and at one with society and the law" (b. 148). He tries
confessing to doctors, then he tries renouncing the truth of his

homosexuaTity; yet an episode with a handsome young cousin when
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"his blood heated" (p. 136} and he once agaiﬁ "smelt atténdant '
odours from the abyss" (p. 138) convinces him that he retaiﬁs his
inner vileness. Throughout this deterioration into jealousy, ,af’ﬁﬁ\'
loneliness, and then, thoughts of suicide, Maurice focﬁses on the
changed personality of Clive. On one Tevel, Clive now represents
the ideal self--dutiful husband, proper gentleman--but at a deeper
level, he expresses Maurice's deadening self-disgust.’ ﬁithin the
images of Maurice's "cracking," Forster develops Clive into
Maurice's negétive, censoring double whose function is the
obscuring of the self. Forster writes of Maurice:
He did notknow what Iéy ahead. He was enterihg into a
state that would only end with impotence or death.
Clive had postponed it. Clive had influenced him} as
always. It had been understood between them that their
hlove, though including the body, should not gratify it,
and the understanding had proceeded--no words were used--
from Clive. . . . It had expressed Clive, not him, but
now that he was alone he cracked hidecusly, as once at
school. And it was not Clive who would heal him. That
influence, even if exerted, would have failed, for a
~ relation such as theirs cannot break without transforming
both men for ever.” (p. 139)
If the first half of Part Three is concerned with the themes
of repression and fragmentation, the second half swings the pendulum
in the novel back to recovery and rescue. Maurice's second descent

jnto the "abyss" of sexual guilt becomes the raison d'étre for the
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appearance of a second double, the, gamekeeper Alec Scudder.
However, even_mofe interesting than the triangle of characters in
these chapters is the way in which Forster gradually develops the
characterization of Alec and pulls him, so to speak, from the

S ws of the narrative and frdm the shadows of the dark gardens
surrpunding Penge.-

A year after their separation, Clive invites Maurice to Pengé,

-;:==<::§%?is country estate, so that Maurice may admire Anne and perhaps
ncure” himself of his love for Clive. Scudder is the firéf person
Maurice sees as he arrives. With the emotional ambivalence
characteristic of the first meeting between character and double,
Maurice is attracted to Alec yet antagonized by his handsome good
looks and his dallying with two village girls by the gate (p. 153).
The youth makes Maurice despise even more his own “abnormal®
temperament.

It is on several counts that the personality of A1e£
immediately suggests the figure of the double. His lower class
birth, his lack of education, and his undisciplined upbringing are
all elements reminiscent of Forster's doubles. Based on Forster's
first and never-forgotten friend, 2 gardenboy named Anse]l, Alec
Scudder, 1ike Stephen Wonham, is Tinked to the natura] life, to an
openness and reciprocity of spirit that comes from a "aneness with
Nature." Readers of Forster will recognize these elements of the
personality of Alec as symbolically positive and even “heroic.”

Second, the rootlessness and anonymity of the double are

suggested by his background:
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He sprang, as he had boasted, of a respectable family--
publicans, small tradesmen--and it wqi/pn1y by accident
that he had appeared as an untamed‘gon of the woods.
Indeed, he 1iked the woods and the fresh air and water,

he 1iked them better than anything and he Tiked to protect
or destroy life, but woods contain no "6penings,“ and
young men who want to get on must leave them. He was

determined in a blind way to get on now. Fate had placed

a snare in his hands, aﬁd he meant to set it. . . .

These sudden changes of pace were typical of thé man, who
a12i¥s advanced as a skirmisher, was aiways "on the
spot" as Clive had phrased it. . . . (p. 204, underlining
mine)

Third, and most significantly, Forster develops the character
of Alec so gradually as to suggest the "symbol" who Turks both in
the obscure background of the narrative and in the obscure
background of the mind of the character. For one thing, the two

young men accidentally meet five times; when Maurice is at his most

despairing or most confused point, Alec suddenly appears. For
another thing, Forster admitted carefully orchestrating the
development of his minor character: "Alec starts as an emanation
from Milthorpe, he is the touch on the backside. But he has no
further connection with the methodical George Merrill and in many
ways he is a premonition. As I worked at him, I got to know him
better, partly through personal experiences, and some of them were

useful. He became less of a comrade and more of a person, he
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became 1ivelier and heavier and demanded more room, and the
additions to the novel® (there were scarcely any cancellations in 7
jt) are all due to h1‘m.“10 In another comment on Alec, Forster 4~;
writes: "In the first place he had to be led up to. He must loom
upon the reader gradually. He has to be developed from the masculine
blur . past which Maurice drives into Penge, through- the .
croucher beside the piano and the rejecter of a tip and the
haunter of shrubberies and the ctealer of apricots into the sharer
who gives and takes love. He must loom out of nothing until he

w11 In watching

is everything. This requires careful hand]%ng.
For;ter's subtle direction here, we cannot help but see thé
parallel to Conrad whose character, Leggatt, rises naked and
silent out of the dark water to graduaily become fﬁe "secret
sharer" in the young captain's fate. |

The totif of the rescuer in the jast part of Forster's novel
is set within the context of the triangle of characters,xﬁaurice,
Clive, and Alec. Although he still identifies Clive as the voice
of authority, Maurice is working himself free from Clive's negative
influence. A "new" and more frightening voice inside him is that
of his deeper desire for Alec. Two nights at Penge worsen Maurice's
fragmentat%on and prepare us for his desperate call for “rescue."”
On the first night, Maurice abandons hope of ever returning to the
joys of Cambridge: “Farewell, beauty and warmth. They ended in
muck and must go. Drawing the curtains, he gazed long into the

. . . < . .
rain, and sighed, and struck his own face, and bit his own 1ips"

(p. 159). But there is to be even more degradation. On the second

~
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night, Clive visits Maurice in his room and, delving into Maurice's
1ife, he prompts Maurice to pretend to be engaged. Clive's pitying
kiss hastens the collapse. The scene of Maurice's summons of the
double, though long, deserves full gquoting since it is resonant
with images both of the divided self and of the deeper phantom self
who magically enters the consciousness of the character:
| Clive stopped talking late while the water gurgled over
the dormer. When he had gone Maurice drew the curtains
and fell on his knees, leaning his chin upon the window
§111 and allowing the drops to sprinkle-his hair.

“Come!" he cried suddenly, surprising‘himse1f. Whom
had he called? He had been thinking-of ﬁothing{and the
word had leapt out. As quickly as possible he shut out
the air and the darkness, and re-enclosed his bédy in the
Russet Room. Then he wrote his statement. .It took some
time, and, though far from imaginative, he went to Bed
with the jumps. He was convinced that someone had Tlooked
over his shoulder while he wrote. He wasn'f alone. Or
again, that he hadn't personally written. Since coming
to Penge he seemed a bundle of voices, not Maurice, and
now he could almost hear them quarrelling inside him.

But none of them belonged to Clive: he had got that

. far. (p 3)

The voi 11y one's own and a stranger's voice

of "the deeper self from the earlier

scene of Maurice's "madnass." Like the first, this ordeal strangely
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comforts Maurice, as if some "shadow" from the dark night had crept
-in and joined him in his loneliness. The autonomy of the deeper
self continues to be an important aspect of the next three
presentations of A]ef. From a "minor" personality éxisting at the
back of Maurice's conscious mind, Alec emerges into a "real" person
with whom Maurice must come to Ferms.

"chenuhere“ is defined in.this novel as the dreamy state
between consciousness and sleep where a person's defenses are
momentarily relaxed. . But it also has a connection with Nature and
the dark pungent gardens surrounding Penge. Has the double, making
" his rounds the night before, heard Maurice's wild call? Forster
said he deliberately delayed Alec's response to the desperate call
12

for help from Maurice's room. In the next “chance" encounter

between them, Forster draws on the classic Rankian idea of the

double as "one who walks or goes alongside” the other.]3
Maurice is leaving Penge the next morming to keep an

appointment with the hypnotist in London. As the carriage rides

out onto the road, Alec leaps from the woods and runs, Pan-1ike,

a1oﬁgside. Mauricei reflecting on his inner disease and on

Nature's "incompete;;e“ with the dilapidated rose bushes Tining

the road, "leant out of the window to see whether she couldn't bring

it off once, and stared straight into the bright brown eyes of the

young man" (p. 166). Alec runs beside the carriage for a time,

then disappears back into the woods; later, during his interview

with Mr. Lasker Jones, Maurice fixes his thoughts on this

“apparition." He even dreams his old dream of a friend walking
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towards him, and at a second interview, he asks the doctor
whether a person can possess another person through his dreams
(pp. 169 and 197). Ironically, the doctor fails to succeed in his
hypnotism. And a]thduéh he confirms Maurice's case as that of
"congenital homosexuality," instead-of the expected depression,
Maurice senses a “"change." Subconsciously, Maurice has
interpreted Alec's ruﬁning alongside the carriage as a sign that
iﬁe world does not wholly réject him, that there may somewhere be
a person who understands. Feeling stronger, he decides to return _
to Penge. |
Again the first person he meets is Alec who apoiogizes for
refusing a tip the day before but makes no mention of his chésing
the carriage. Penge itself is now strangely altered. “Ghostly
but perfect, the evening primroses were expanding in the shrubbery,
and stirred him by their odours” (p. 171). There is a new
disténce between Maurice and Clive; Maurice ‘is now critical of the
petty preoccupations of his host and guests and that evening
escapes them by wandering into the garden. Alec, also fleeing the
tiresqme visitors inside, aimost knocks Maurice to the ground. The
images of hypnotic poss?ssion in this third encounter recall
Maurice's earlier homoséxual awakening at Cambridge. "Pacing"
among the bushes in a dreamy, half-consciousness, Maurice
. étruck against corduroys, and was held for a moment
by both elbows; it had been Scudder escaping from
Mr Borgnius. Released, he continued his dreamings.

Yesterday's shoot, which at the time had'made littile

er
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impression on him, began faintly to glow, and he

rea]izéd that even during iis boredom he had been a1f§é.

He felt back from it to the incidents of his arrival,

such as the piano-moving: then forwards to the incidents

of today . . . . And when he reached "now", it was as if

an elé;fric current passed through the chain of

insignificant events so that he dropped it and let it

smash back into darkness (p. 174). -

Despite the allusions to hypnotism here, this collision marks
a change in the motif of the double. No longer is he a withdrawn,
obscure “apparition" in the background of the narrative and in the
_deeper being of Maurice; he is a fully physical, even viofent other
personality with whom Maurice must come to terms. Going indoors,
Maurice suddeﬁ]y defends “the reprobate" who is quitFing his post
to find new opportunities in the Argentine. "It was as smart a
speech as he had ever made; since the hypnotism his brain had
known moments of unusual powers" (p. 176). Returning to the gardens,
Maurice is entranced again by the "scents" and by the dark figure |
of Alec waiting, "haunting the prenﬁse§ this evening." Maurice
speaks to him: "Dull talk, unimportant meet{ng, yet éhey harmonized
with the darkness, the quietness of the hour, they suited him, and
as he walked away he was followed by a sense of well-being which
Tasted uﬁti] he reached the house" (p. 177).
The sense of strength give;-za:haurice by his feelings that

"someone had looked over his shoulder” and that he "was followed"

by a haunting presence wanes once he returns to his lonely room.
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He again calls for help. But a subtle difference exists between his
“"call" now and tﬁat of the previous night: Maurice now accepts Alec
into his consciousness at the samé time that he realizes thé
uselessness of his paying "a doctor two guineas-to-draw the curtains
tighter" (p. 178). Deﬁpite all his efforts to represé his true
nature, the "old dream" returms. “There was something bettek-in
1ife than this rubbish, if only he c?uld get to it--love--nobility--
big spaces where passion clasped peace, spaces no science could
reach, but they existéd for ever, full of woods some of them,

and arched with majestic sky and a friend . . . " (p. 178).

The motif of the rescuer in its last _instance in the novel
briqgs together all-the earlier scenes of "savjngs“ by the figure
who comes through the window and is identical to, ye% autonomous
from, the one who calls for help.' The double is the knowing secret
sharer, the “decisive" other emerging from the dark region of'thé
caller's "otherwhere" of dreams. By "knowing" the secret buried in
the personality of the "cracking' Maurice and ?y personifying that
repressed homosexual self, this stranger is paradoxically no .
stranger at all but Maurice's own self. Behind Forster's description
of the delayed but no@.complete physical, emotional, and spiritual
union of Maurice and Alec 1jes the metaphor of the two selves of _
one personality who finally recognize their unalterable identity.

He was really asleep when he sprang up and fiung wide
the curtains with a cry of "Come!" The action awoke him;
what had he done that for? A mist covered the grass of

the park, and the tree trunks rose out of it Tike the
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channel marks in the estuary near his old private

. school. . . . He shbok the ladder and glanced into the

o

woods, but the wish to go into them vanished as 506n as
he could go. What use was it? He was too old for fun
ih the damp. |

'But a; he returned to his bed a little noise sounded,

a noise 50 intimate that it might have arisen inside

hfs own body. He seemed to crackie and burn and saw the

Iadderfs top quivering against the mooniit air. The
head‘§nd shoulders of a man rose up, paused, a gun was
Teant against the window sill ve;y carefully and someone
he scarcely knew moved towards him and knelt beside him
and whispered, "Sir, was you calling out for me? . . .
Sir, I know. . . . I know," and touched him. '(p. 178,
underlining mine)
In Part Four of the-noveT, Forster elaborates on this metaphor
,of the twin selves of one identity, but there are also references
to the double as the ideal beloved and, as well, to the double as
the opposing se]f; The two men enter into a strained
relationship that shows them confounded by the suddenness anq
intensity of their psychological and seiua1$Bond. This is the same
struggle between "doubles" that Stephen and Rickie experience in

‘the last sections of The Longest Journey; the part-playful, part

serious antagonism of the brothers is a symbol of their trying to
work out surface differences of class and temperament. At one
point in Maurice, Alec brusquely leaves after a night of

love-making and Maurice reflects in his characteristically
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before Clive, as it was after Clive, and would now be for ever.
He had failed, and that wasn't the saddest: he had seen Alec fail.
In a way they were one person" {p. 218).+

Part of the ambivalence Maurice feels derives from his fear

_ of exposure. With the liberation of his sexual feelings, Maurice

. becomes even more acutely aware of the forces of repression in

society and in himself. Maarice fears detection by Clive: What if

Clive should discover that he and Alec.had slept together in the

. Russet Room? After a cricket match between the gentlemen and the

viliagers, Maurice, sick with'shame, flees Penge, leaving Alec to
N . . )
think he has had an attack of class-consciousness. One passage
siggests - not only that Maurice lapses into'his old division of -

self but it also indicates how the novel and the metaphors of

" rescuing 1iﬁefation have been structured by the parallel of .

Maurice at Cambridge and Maurice at Pénge.

His whole Tlife he had known things but not known them--

PN

it was. the great defect'ih his character He had known

it was uns?fe to return to Pange, lest some folly
Teapt out of the woods at fhim, yet he had returned.

. Q~He had known in a way it was wiser not to Tean out of
) - ~
his bedroom window again and aga1n into the n1ght and

- 1
call "Chme!" His interior spirit was as sensitive to

promhtings as most men's, but he épu]d not interpret
B -, LY ~

" thein. Not till thé crisis had come was he clear. And

ey .

;

c - this tangle, so different from.Cambridge, resembled it S0

4
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far that too late he could trace the entanglement.
Risiey's room had its counterpart in the wild rose and‘
the evening primroses of yesterday, the side-car dash
through the fens foreshadowed his innings at cricket.
(pp. 190-91)

- ‘

In a scene which recalls Howards End and the mutual
recognition by Margaret and Helen of their psychological |
‘interdependence, Maurice and Alec meet at the British Museum to
confront each other and their own deepest fears of love. Since
~Alec hints at blackmailing Maurice, the tone is "horrible,
reptilian.” Like Margaret Sch1egel; Maurice vacillates between
fighting his doublé and caressing him. Yet the description of the
two young men as they walk through the rooms of the Husehm stresses
the underlying amiability and %dentity of their personalities:
"They would peer® at a goddess or vase, then move at a single
impulse, and their unison was the ;tranger because on the surface
they we;e at.waraa.'. . When he chose to reply iheir eyes met,
and his smile was sometimes reflected on the Tips of his %oéf
(p;-207). And {n a wonderfully ironic incideht, Forster utinzes
the theme of the double as a case of mistaken identity. ﬂhen
Maurice's old school teééher, Mr. Ducie, suddenly éreefs them; the
two $en are seized by tﬁe same spirit; Maurfcg squeezes Alec by the
neck and introduces ﬁimse1f as "Scudder." This Tittle game seems
to trigger the coi]ébse of their surface conflict.® Maurice

reflects on their lovemaking that night again in the terms typical

of an identification with his deeper self: "They knew too little
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about each other--and too much. Hence fear. Hence cruelty. And

he rejoiced because he had understood Alec's infamy through his
own--glimpsing, not for the first time, the gen1us who hides in
man's tormented soul” (p. 211). Though Alec is expected to sa11 the
next dﬁy, Maurﬁce, in agony, goes to the dock to see him off and
finds that his lover has given up his plans of going to the

ﬁArgentine; the boat dramaticaily sails without him. Maurice joins
Alec that evening in the boathouse at Penge, drawn there by

instinct (p. 224). ’

In a play on the motif of the "call," the description of the
final transformatioﬁ 6¥ Maurice into a whole and happy self takes
into account the intertwined fates of the two selves: "He had
brought out the man in Alec, and now it was Alec's turn to bring
out the hero in him. He knew what the call was, and what his
answer must be. They must Tive outside class, without reddtions or
money; they must work and stick to each other till death. But
England belonged to them. That, besides companionship, was their
reward. Her air and sky were theirs, not the timo;ous millions'
who own stuffy little boxes, but never their own souls” (p. 223).

* For once, Maurice "was clear"; he could interpret “the promptings"
\bf his "interior spirit.” 'The main thing was to resist repression.
“whateyer happened he must not collapse. He had done that enough
over C11ve, and to no effect, and to collapse in this graying
wilderness might mean going mad. To be strong, to keep calm, and

to trust--they were still the one hope” (p. 224).

In the last chapter of the nove},\Forster brings together al

v
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the motifs of the double by, placing in deliberate juxtaposition
the disintegration of Clive and the new wholeness of self of
Maurice sustained by his assimilation of the positive, "heroic"
double. Clive is now the representation of the divided self while
Maurice, whose permanent realm is the uﬁrepreﬁsed "otherwhere" of
the out-of-doors and of dreams, becomes the buried homosexual

self in Clive's tormented mind. With this reversal of ro{es,
Forster ends the novel by returning to its beginning themes of

the “disease" of self-division and repression. Appropriately, the
narrative point of view shifts agqin to Clive. ‘

Working late in his study, Clive is summoned to the garden by
Maurice. In their last conversation, Maurice “defuses” Clive by
announcing that he and Alec are Tovers--physical Tovers. C1ive\
recoils in disgust:

“Maurice, quo vadis? You're going mad. You've lost all
sense of--May I ask whether you intend--" |
"No you may not ask," interrupted the other. "You
bé1ong to the past. I'11 tell you everything up to this
moment--not a word beyond.® (p. 229)
From Maurice's point of vfew, Clive is no Tonger a “voice™ within
him. Clive is powerless to censor or “rescue his old friend"
from eternal damnation-(p. 230). Before he can begin, Maurice
vanishes into a bush of laurels.

In thé “cankerous” gardens Clive sits alone. The repression

and the hypocrisy of his marriage jmprison him at Penge. Isofation

is the true symbol of the negative other self, tﬁe personality whose
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fixation on its own reflection leads to impotence or death.14 But
Forster elaborates on the motif of phe doub]e even more by showing
the vanished Maurice as a phantom self hauntinQ Clive. Involved
in this last scene of. the novel are many images and themes of the

double: the shadow Turking in the dark open air, the

»

semi-conscious dreaminess of the’character, the "beckoning calil,"
.and the symbolical offer of "rescue.” Maurice is now the
“fragment" or symbolic character who "must loom out of nothing
until he is everything."

The imagery of the flowers ties all these strands together.
The white primroses paradoxically symbolize the negative narcissism
of Clive and the positive hypnotic powers of the beckoning deeper
self. Maurice has several times admired the spring flowers in the
garden; once he comes into the Qouse with a wreath of polien
sp;ink1ed in his hair (p. 175). \As he lectures Clive, Maurice is
crumpling these blossoms in his hand. The novel closes with Clive
contemplating Maurice as a deeper phantom self lurking in the
alleyways of the garden:

. . Maurice had disappeared thereabouts, leaving no

trace of his presence except a little pile of the petals

{n

of the evening primrose, which mourned from the ground
like an expiring fire. To the end of his life Clive wg
not sure of the exact moment of departure, and with the
approach of old age he grew uncertain whether the moment
had yet occurred. The Blue Room would glimmer, ferns

undulate. Out of some external Cambridge his friend
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began beckoning to him, clothed in the sun, and shaking

out the scents and sounds of the May Térm. (p. 231)

While Maurice certainly is not the best of Forster’s novels,
it is a good novel and, from the point of view of effectively
exploring the figure and the motifs of the double, it succeeds
The most important aspects of Forster's handling of the double
here include his woving different characters into that role, his
gradually developing the double from a minor character to a full
character, and his contrasting the positive double of liberation
wiFH the negative double of censorship. By focusing first on the
division of self plaguing Maurice and, then, on the same
fragmentation of C]ive? Forster underscores the basic autonromy of
the deeper self, the “generalne§s" and commonality with 211 other ;5
deeper selves that he discusses in the essay "Anonymity." In
Parts Two and Four of the novel, Forster revea;; an interest in the
processes of self-division and repression themselves. Clive's inner
conflicts are greater than Maurice's so while_pughing Clive forward,
Forster pulls Maurice back into the shadows of the.naprative. Thus,
Clive.and Maurice not only exchange places but also roles since
Maurice now represents the buried aspest of hﬁQ friend's identity.
The whole treatment of Alec Scudder is a further example of this
movement of the double into and out ofithe shadows .

The other outstanding aspect of Forster's handling of the double

in this novel is the way in which he contrasts the positive double
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with the négative. The metamorphosis or “education" of Maurice is
not.a simple affair. In the last part of the novel, after his
vacillation between 'the health df love and the disease of
self-disgust, Maurice must distinguish between the he]pfﬁ] double
and the harmful double. To underscore the theme of the terrible
impotencé caused by Méurice's identification with the negative
double, Férster concludes the novel with a portrayal of that
double's own torment. Trapped in his own self-censorship, Clive
deteriorates 3 such an extent as to be plagued by the deeper
phantom self which he has rejected.  We aré reminded of the

- comment early in the novel that Maurice saw “Clive's development
as a f6rerunner of his own" (p. 148); the two main characters in
the novel have traversed the same paths of development and have
"doubled" for each other in the structure of the novel.

What does the presénce in one novel of two figures of the
double, the positive and the negative, mean? In Howards End, the
novel written three years before Maurice, Forster described a
character confronted by two doubles, one representing Margaret's
missing spiritual self, the other her repressed subconscious self.
In Maurice, we find the subconscious self both as a repressing
negative double and a liberating positive double. This is quite
a different matter and it leads to difficulties in assessing the
completeness of the novel.

Given the sexua{ explicitness of Maurice, it is not surprising
that Forster explored through the doubles both the positive and

the negative results of homo-eroticism. Guilt is the underside of
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sexuality. The theme of the negative double in A Room with a View

involved Lucy's assimilation of a figure of censorship; that novel
showea how quilt can be assimilated, put {n its broper place
within the mind. In Maurice, however, the neéative double, Clive,
is cast off, “defused," so that Maurice may escape from his *
terrible and recurring psychological impotence. By uniting with
his healthy homosexual counterpart, Alec Scudder, Maurice is
brought into a state of inner harmony and peace.

However, from another view, it is just this casting off of
one of his doubles that makes the metamorphosis of Maurice
‘unsatisfactory. Many readers have criticized the ending of the

novel as “wish-fulfi11ment.“]5

I agree with them but not for t{g
same reasons. The "happy ending” of Maurice and Alec escaping to
the "greenwood," an ending which Forster was determined to put

into 1‘1’ction,]6

involves an oversight on Forster's part. The truly

jntegrated man, as Forster pointed out in hjs biography of

_Goldsworthy Lowes Dickinson, gives "an impression of unity":

"I could see that everything linked up, that friendship h§d to do

with politics, and philosophy with both, énd that if he too had

his Timitations, he was, within those limitations, complete. of

most of us this cannot be said. We do not link up within us such

gifts as we have."17 A ]ihitation to Maurice's self-discovery is

the loss of his intellectual counterp;rt, "the high-minded" Clive.
We must remember that it was the initial 1iberation by Clive

that brought out other buried “gifts" in Maurice, his interest,

for example, in politics andiphiTOSOphy. Although Maurice is
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sexually satisfied in his relationship with Alec, how will that
intellectual development continue? By contrast, the triangie of

characters in Forster's other novel, The Longest Journey, offers

a_}ru1y optimistic ending. Stephen, Ricki;, and Ansell toéether
represent a harmony of opposites and compiements, the "fragments"
of the body, the soul, and the mind fully recognized and

integrated into one l"com;ﬂete“ personality. Such completeness is

lacking in Maurice.
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1 Colmer, p. 114.
2 Furbank, Introduction to Maurice, pp. viii-ix.

3 For a discussion of the Gothic double, see Rogers,
Chapter ii, “The Mirror Image,” pp. 18-39, where he discusses

Hawthorne's "Monsieur du Miroir," Oscar Wilde'siThe Picture of

Dorian Gray," Hans Christian Andersen's “The Shadow," Alfred
de Musset's "La Nuit de Décembre," Guy de Maupassant's "The
Horla," Edgar Allen Poe's "William Wilson," E. T. A. Hoffman's
“Story of the Lost Reflection" and "The Sandman," James Hogg's

The Private Memoirs and Confessions of a Justified Sinner, and

Fyodor Dostoevsky's "The Double.”

4 Furbank, Introduction, p. viii.

5 Forster comments on the two antithetical characters in

The Terminal Note, p. 237. E

6 Two scenes in Hogg's The Private Memoirs and Confessions

of a Justified Sinner (London: The Cresset Press, 1947}, are

particularly similar to Maurice. The first describes the
protagonist encountering his "second self* one dark rainy night,

the other, his hallucination in bed of "two of us in it; when I sat
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up I always beheld another person .. . and this occasioned a

confusion in all my words and ideas . . ." {pp. 106-07 and 139).

7 Note the reference to Clive in an invitation Maurice finds

on the floor (p. 52).

8 As we saw in The Longest Journey when Stephen entices Rickie

out of Dunwood House to join him in the dark night, the aspect of
the double's voice is important to Forster. The voice, always £
detached from any person, is a symbol of the anonymity or

impersonality of tﬁe inner self. It is also an image of the

maiden Echo who is reduced to a voice repeating Narcissus' words.

9 This_rever§a1 and complication of the relationship between
the dominant Clive and the submissive Maurice reminds us of the
same change in the relationship of Rickie and Stephen in the final
section of The Longest Journey Qhere.their *harmony" is suddenly

( -
q:srupted by Rickie's attack of guilt.

10 Forster, Terminal Note, pp. 237-38.

"1 rerminal Note, p. 238.

12 ugr take Alec, when he hears the wild lone cry on his
rounds: should he respond at once or--as I have finally decided--

should he hesitate until it is repeated."” Terminal Note, p. 239.

13 Harry Tucker, Jr.,/“The Importance of Otto Rank's Theory of

the Dpuble,” presenfed to the Special Session on The Double in

Literature, Modern Language Assn. Convention, 28 Dec. 1977, p. 1.
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14 Mary Frosch, “Narcissus: The Negative Dopb1e,“ Diss. City

Univ. of New York, 1976.” I am indebted to Frosch for her clear

-

15 ¢ Py Snow, "Open Windows," Financial Times, in The Critical

Heritage, p. 435. The following are also from the same volume:

. Julian Mitchell, “Fairy Tale," p. 440: "Maurice ends like a fairy

~

tale in the worst possible sense.” Michael Ratcliffe, "Review,"
The Times, p; 442, claims Alec Scudder "remains a fantasy of
fulfillment entertained for.the sake of the central cause." Colin
N11son, "A Man's Man," pectator, p. 435, argues that "Forster has
allowed himself to be blinded by sent1menta11ty The most .

famous comment on Maurice is, of course, Lytton Strachey's "tetpef’
to E. M. Forster," pp. 429-32, in which he declares: “No doubt his
%al]ing in love with Alec was possible, but it's certainly queer

as it happens. . . . As you describe it, I should be inclined to
diagnoseﬁMaurice's state as simply lust and sentiment--a very
wobbly affair: I should have prophecied a rupture after 6 months--
chiefly as a result of lack of common interests owing to class )
differences~-I believe even such a simple-minded fellow as Maurice
would have felt this--and so your Sherwood Forest ending appears to

me slightly mythical® (p. 430).

16 up happy ending was imperative. I shouldn’'t have bothered

to write otherwise. I was determined that in fiction anyway two men

“Should fall in love and remain in it for the ever and ever that

fiction allows, and in this sense Maurice and Alec still roam the

greenwood. " Term1na% Note, p. 236.

T4
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7 Goldsworthy Lowes Dickinson, p. 102.




Chapter VI: v

A Passage to India

A Passage to India marks a c?angq in Forster;s interest in the
double. The motifs and themes of repression, self-division, and
metamorphosis which have marked his characters' developments in the
préceding novels are largely absent here. Although in certain
scenes and in the descriptions of their parallel temperaments,
Forster suggests an infimacy of selves in the characters of Aziz e
and Fig1ding, on the whole, he treats his two main characters in
an almost impersonal manner. Neither man's psyche 1is éxtensiﬁely
probed; in fact, the lengtﬁy-midd1e section of the novel, the
unfolding of Adela's case agains{ Aziz, interrupts and cuts off
their relationship just as it is developing.

In contrast to their carefully adumbrated and idealized
fr1endsh1p, however, is the brief but impassioned encounter
between.Az1z and Ralph Moore. The characterization of Ra]ph
Mrs. Moore's younger son, embodies many elements of the double:
he is a spiritual other self who guides Aziz back to his own
true spiritual feelings, he is the "rescuer” who liberates Aziz
from a burdensome cynicism, and he is the subconscious self
?%Heased from repression who reminds Aziz of his own deeper

instincts. Part Three of the novel, where the motif of the

P ' ' N
. ; ) ’ ‘/‘B"
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doubIe'is mosf explicit, in fact presents such a re]ative?&
. uninhibited view of the characters that one thinks of it as the
'fh germ for a who]ly different, compIetely personal book.
It was not d1ssat1sfact1on with the themes or the figure of
the double but Forster's conscious dec1sron to adopt a
ph1losoph1c and poet1c" approach that caused the reduced
. emphasxs on the deeper self in this novel. ! Between 1910 when

Forster F1rst began A Passage to Ind1a and 1922 when he returned

to it, he had become disenchanted with the conventional form of
the novel and had decided to try a more distanced approach. He
told his mentor Lowes Dickinson that he was bored with the rule
'that'one must view the action through the mind of enly one
. character; he wondered why the author coyld not have‘syﬁpathy or
insight into several minds.2 Thus, we;é%e into not only the
minds of Aziz and Fielding but also Mrs. Moore, Adela Quested,
Professor Godbole and even, in a sense; the mind of India itself.
In assuming a lofty and phi]osophiee] narrative style, Fo;ster, as
Vieginia Woolf pointed out, avoids the extremes of romance or
passion.3 ' - .
Before turning to a comparison and contrast of the two -
(’ -relationships in the novel that interest us most, that of the
\ doubles-manqués, Aziz and Fielding, and thet of Aziz and his
double Ralph Moore, let us summarize the main themes. That the
novel is not primarily about peopie but about the universe is seen

_in Forster's own description:
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- . The book is not really about politics, though it is

r

the political asagft of it that. caught the general public
and made it se11f It's something wider than politics,
about;?é’seq}ch of the human race for a more lasting
.home, bout the universe as emboaied in the Indian earth
and the horror lurking in the Marabar Caves and the
release symbolized by the birth of Krishna. It is--or
rather desires.to be~--philosophic and poetic,aan at
is why when I had finished it I took its title, "PaSsage
to India," from a famous poem ofd?a{s\?hitman's.

Indeed, the vision of A Passage to India is dark. One reader calls

it a case of Forster's "disillusionment of romanticism"; Forster
" creates a Nature that seems to 1ie outside the rule of men, outside
" civilization, even outside time itself.’ India. the symbol of the
universe, is therefore the most fo%cefu] "character" in the novel
and the hot, drf, inhospitabTe landscape is more important than any
of the figures who move across it.s Furthermore, the first page of
the novel creates the impression of a wasteland when Chandrapore is
described as "made of mud, the inhabitants of mud moving. So
abased, so ﬁonotonOus is everything that meets the eye, that when
the Ganges comes down /it might be expected to wash the excrescence
.back into the soil" (p. 2).7
Forster's phi1qsophicaf mood is also reflected in the
divisions of the nove1--“Mq;que,"?“Caves," and "Temple"--divisions
which.guggest how brotherhood igifirst désired, theq thwarted and,

”

finally, partly achieved. As Lionel Trilling concludes, a "sense



. ‘ 189

of separateness brogds over the book, pervasive, symbolic--at the
end the very earth requires; andAthe sky approves, the partin;\of
Aziz and‘?ie]di;g--and perhaps accounts for the remoteness of the
Characters; they are so far from each other that they cannot

n8

reach us. Yet it is because Forster is consistent in showing us

his vision of man's insignificance that A Passage to India becomes,

in Frederick Crews' words, “a solid masterpiece of pessimism."9

The central event in the novel takes place at the Marabar
Caves. The ambiguity and the rich images surrounding this place
suggest that it is one of Forster's "Other worlds," an "otherwhere"
symbolic of the deeper and truer reality 6% the subconsgcious mind.
Indeed, the charactér most associated with the spiritual and ,
deepef "otherwhere" is a complex and, at the same time, strangely
fragmentary figure, Mrs. Moore. This elderly lady, who travels to
India and is caught between the camp of the British racists and .
that of the volatile but pleasant Indians, is Tinked to the subdued
theme-of the subconscious in the novel.

Early in the novel,lthe poetical Dr. Aziz thinks he has met
his spiritual counterpart in Mrs. Moore. Yet at the caves,
Mrs. Moore experiences the negativism of the Indian landscape; the
darkness, the noise, and the smells overwhelm her and "the echo
began in some indescribable way to undermine her hold on 1ife.
Coming at a moment when she chanced to be fatiqued, it had
ménaged to murmur: 'Pathos, piety, courage--they exist, but are
identical, and sb'is filth. Everything exists, nothing has

o,
value'" (p. 140)..
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/ The collapse of Mrs. Moore's faith immediately precedes

la's confusion over the echo in the cave and her "delusion" that

10 Adela is engaged to marry Mrs. Moore's son,

Aziz attacks her.
ubut somehow tﬁe écho signifies her deeper realization of an
incompatibility with the smug young British official. Like

Mrs. Moore, Adela senses that her efforts to Tove him are futile.
It is India itself that thwarts love; as the echo suggests, the
individual exists only in himself and he lacks connections to
other things.n

It has been suggested to me that hrs. Moore and Adela are

doubies and that several deﬁai]s in the story suggest a link

between their two “minds.“12

For one thing, they both seek to
understand and love Indians; for another, their "collapses” ocutside
the Caves are parallel. For yet another, AdeIa,.pfagued by the |
noise of an echo resounding in her head, is cured of her

. obsession when Mrs. Moore, "withdrawing her hand" from Adela‘s
and insisting that she will not testify againét Aziz, implants the
1dea, almost wordlessly, into Adela's mind that "Aziz is good”
(pp. 191-93). Mrs. Moore knows intuitively what Adela suspects;f/
she knows that Aziz is innqQcent and that Adefa has imagined
someone touched her in the cave. Finally, Adela changes her
testtmony at the precise moment that, "like a new and unkpown
sensation,” a "magnificent armour" protects her and the chanting
of Mrs. Moore's name by the people outside the court worked a

magical transformation on her (p. 216).

We are reminded by Mrs. Moore's symbolical function in the



R ' 191

early parts of A Passage to India of another character in Forster's :

fiction, Stewart Ansell in The Longest Journey. Long before the

relationship betyeen Rickie and Stephen begins, it is prepared for
by the briefer relationship between Ansell and Rickie.]3
Similarly, long before we are brought to the doubling of Aziz and
Ralph Moore, Aziz is "infected" by the spiritual Mrs. Mogﬁé{ Not
only does her young son become the spiritual heir to her original
faith in the world and in love and so come to represent a
continuation of her character, but Ralph succeeds in being
assimilated into Aziz's character where Mrs. Moore does not. As

for the Mrs. Moore-Adela relationship, it parallels the Ralph-Aziz
relationship in the sense that in both cases the subconscious-
spiritual mind is struggling to be admitted into that of the
conscious "upper” self. But the fact that Mrs. Moore is so readily
dismissed from the novel suggests that Forster saw no character in
this wasteland with enough stature to integrate permanently her
subconscious and spiritual powers. In another sense, Mrs. Moore's
muddle also prepares us for the repression and despair of Cyril
Fielding, one of the characters in the failed doubles relationship
of the novel.

At the start of the novel, however, Forster seems to have had
in the back of his mind the idea of the facsimile doubles. In
several ways, Fielding and AziZ resembie the two-as-one or facsimile
selves represented by the personalities g} Margaret and Helen

Schlegel in the early parts of Howards End. The two men, ailthough

almost ten years apart in age, share a Romantic worldview. Both are
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intelligent and sensitive; both aré respected, Fielding by his
students and‘their parents, Aziz by his patients and his
colleagues. Fielding is albacheTor gnd Aziz is a widower whose
yoﬁng children live with relatives in another part of India. Their
lack of family and roots suggests the anonymity of the double.
Moreover, they are both outcastes.‘Fiering is viewed‘with
suspicion by his own community for wanting to befriend Aziz:
The feeling grew that Mr Fielding was a disruptivé force,
and rightly,lfor ideas are fatal to caste, and he used.
ideas by that most potent hethod--interchange. Neither
a missionary nor a student, he was happiest in the.
give-and-take of a private conversation. The world, he
believed, is a globe of men who aré trying to reach one
. another and can best do so by the help of good Wj11 plus
culture and intei]igence:-a creed 111 suited to ‘
Chandrapore, but he had come out too late to lose it. He .
had no racial feé]ing--not because he was superior to his
brother civiiians, but because he had mgtured in a
different atmosphere, where the,herd-inglinct does not
flourish. (p. 56) -
The unconventionality of Fielding's racial attitudes is.mirrored in
Aziz's own hopes for an "experiment" in friendship across the
colour line. His hopes are even more poetiq and %dea]istic;.
although he has given in to the regime of wofk at the hospital, his
mannerisms and his group of mildly activist friends together-'
indicate that he is still, fundamentally, a young “outcaste” and

"poet" (p. 47).
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‘Other aspects of the doubles are revealed when Forster
présénts the two characters in the context of Islamic law. The
tenets of Muhammed are very explicit about a man's duties to his
l::rothefr;,.'14 For example, an individual must assist his brother
before he' has revealea the need for help. He must also extend the
courtesies of inquiring into his brother's'health, into his
interests, and into his past. Aziz is exuberant about these
duties: When the two men meet for the first time, their 1qferéhange
ranges{%;sm the "pre1iminaries" to the question of "Post
Impressionism" (pp. 57-61), and Aziz "felt Fielding's fundamenta]
-good will. His own went out to it. . . " (p. 60). Aziz also lets
his "brother" know that he shares in his joys and pleasures and,
occasionally, he dnstructs him in "worldly matters” for his own -
good; in their second meeting, Aziz warns Fielding about his
outspokenness at the Club (pp. 111112). The courtesies, inquiries,
invitations, and pledges between the two men becdme associated in
the ngye] with man's larger quest for an Ideal Friend. Through the
poems that Godbole recites and the legends of true friendship that
Aziz fondly recounts, brotherhood becomes a romantic idéa1,
"philosophic and poetic." Hindu Gods and Mogul Emperors alike are
expressions of the important Oriental concept, "our brother reminds
us of the 0ther.“15 Aziz's reverie after the second visit suggests
his yearning to make Fielding his “"spiritual® brother, despite the
shortcomings he senses in the Englishman:

But they were friends, brothers. That part was settied,

their compact had been subscribed by the photograph,
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they trusted one another, gffection had-iriumphed for once -
in a way.. He dropped off to sleep amid the happier
memories of the last two hours--poetry of Ghalib, female .
grace, good ¢1d Hamidullah, good Fielding, his honoured .
wife and dear boys. He passed into a region where these
Jjoys had no enemies but bloomed harmoniously in an
eternal garden, or ran down watershoots of kfbbed marble,
or rose into domes whereunder were inscribed, black
against white, the ninety-nine attributes of God. (p}113)
The c1earestlsign of Fielding's brotherly regard is his defense of
Aziz in the “"assault” case brought by Adela Quested, a defense
Lhat does not rest on knowing the facts of the incident but that is
spontaneous and absalute.

Despite their initial attraction, however, the two men
discover areas of painful opposition. One passage, ir particular,
focuses on their differences of temperament. It occurs in Chapter
21 during the night-long celebration that follows Aziz's freedom
from prison a;d his “victo}y" in the courtroom. The conversation
between the Englishman and the Indian, which has a cértain paraliel
with the characters and the setting in Forster's homosexual story
"The Life to Come," suggests a lapse into the personal-psychological
realm that Forster means to avoid in the novei.16 Discussing
Mrs. Moore's inexplicable silence after the Caves incident and
comparing Aziz's generosity to her with his recalcitrance towards

Adela, Fielding begins to criticize Aziz:
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“Your emotions nevér seem in proportion to their
objects, Aziz;"

"Is emotion a sack of potatoes, so much the pound, to -
be measured out? Am I a machine? I shall be té]d I can
use up my emotions by using them, next."

"I should have thought you could. It sounds common
sense. You can't eat your cake and have it, even in the
world of the spirit."

“If you are rigﬁt, there is no point in any friendship;
it all comes down to give and take, or give and return,
which is disgustin;, and we had better all Iéap over this
parapet and kiil ourselves. Is anything wrong with you
this evening that you grow so materialistic?"

< "Your unfairness is worse than my materia]isﬁ."
"I‘bee. Anything further to complain of?
(pp. 241-42)

This exchange is pivotal in their relations. It mafks the
underlying ho;ti]ity of two opposing personalities, the poetical
"soul" versus the ratiopalist "mind." In many ways, Fielding is

“the prototype of the "upper personality," the Englishman of

undeveloped heart.!’

What he Tacks in terms of a generosity of
spirit, Aziz excels in. During the central portions of the novel,
the personality of Aziz represents the deeper self that Fielding
cannot acknowledge. The character of Aziz may be compared with the

positive double of Where Angels Fear to Tread. As Lionel Trilling

points out, “"The mould for Aziz is Gino Carella of the first novel.
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.It is the mould of unEnglishress, that is to say, of volatility,
tenderness, sensibiTity, a hint of cruelty, much warmth, a love of
pathos, the desire to please eveﬁ.at the cost of insincerity. Like
Gino's, Aziz's nature is in many ways child-Tlike, in many ways
mature: it is mature in its acceptance of chde-]ike inconsistency.
Although eager to measure up to English standards of puritan
rectitude, Aziz lives closer to the literal facts of his emotions; ~
for good or bad, he is more human.“]8

Thus, within the relationship of Fielding and Aziz are several
allusions to the motifs of the double: the facsimile selves, the
"brothers" bound to each other eternally, the upper and deeper
selves of one persoha1ity. But there are several reasons why the
two characters remain psychologically separate. For one thing,
Fielding's disagreement with Aziz over whether to excuse Adela from
the court-assigned reparations pinpoints the tenuousness of
Fielding's goodwill. In the abstract sense, it stands for the
failure of personal relationships to surmount racial barriers.
When Fielding saw that Aziz wanted him to stay in India and to help
him spend the money, "to 'give in to the East', as he called it,
and to live in a condition of affectionate dependence:upon it,"
Fielding experienced an involuntary revu]sion:b "When they argued
about it something racial intruded--not bitterly, but inevitably,
1ike the colour of their skins: coffee-colour versus pinko-grey”
(p. 249).

But this disagreement also stands for the failure of the

rationalist to accept the inconsistency and emotions of his deeper
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sglf. In counterpointing Fielding's reactions to Aziz with the
spontaneously generous friendship between Aziz and Ralph Moore [:’
which follows, Forster shows that goodwill cannot be measured ou£
"so much to the pound" nor can it be arranged in pleasant
“brfdge-parties." Love cannot withstand too much scrutiny; the
excessive self-consciousness of Rickie E1liot in The Longest
Journey is hinted at here in therpersona1ity of Cyril Fielding.

v

The suspicion between Aziz and Fielding is, however, a sign

of the doubles-manqués relationship. Hisunderstanding,-distrust,

failures to communicate in crucial moments, secrets kept from one
another, and running away--whether it takes the form of emotionai
repression or.of actual escape from the other--are éxpressive of
the curious idéntity and interdependency of the main character
and the double. Yet when Fielding decides to leave India and Aziz
later comes to beliéve Fielding has married Adela in England, Aziz
does not deteriorate as do other characters who are seﬁarated from
their doubles. Although they are happiest when they are together,
neither man needs the other for his own emotional stability.
Separated, neither exhibits the extreme repressive tendencies of a
Rickie E11iot nor the less devastating but still disabling

-

self-division of a Margaret Sch1e§e1.

Furthermore; the narrative form of A Passage to India .prevents

the motif of the double from domina;ing the story. When a double
is present, the narrative typically persists in exploring the

consciousness of one character; the other self is a "shadow" both

in the background of that consciousness and in the backgrobnd of
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the story. In_A Passage to India, however, the point of view first
focuses on Aziz, then shi%ts to Fielding; then it shifts back to
Aziz, then back to Fielding. Forster was experimenting wi&h point
of view. As we noted earlier, he was trying to capture the
modernist's "insight" into several characters that he had admired
in his reading of Proust. Since both Aziz and Fielding are "main®

characters of A Passage to India, neither man can dominate the

story, neither can be a "fragment."

In terms of plot, too, both Aziz and Fielding fall short of .
the characterization of the double since neither personality
becomes assimilated into the other nor is either man “sacrificed"
for the other. Forster does not make Fielding a double for Aziz
for the simple reason that Aziz is mot unaware of the "mind" of
materialism, of rationalism, or of other matters of "puritan
rectitude." Aziz, wﬁo exhibits the vo]at%lity and unrepressed
emotion typical of_Forsfé}‘s doubles, is definitely not "absorbed"
into the personé]ity of Fielding at the end of the novel.
Fielding's change, after their separation, shows him less, not
more, aware of the subconscious; his shy inquiries into the
meanings of the Hindu celebration indicate the gulf between his
“personality and the world of the deeper mind. The fact that Aziz
escapes being a victim or scapegoat of the British also precludes
his being a double. He, in fact, becomes the champion of a
wholeness of self that contrasts, at the end of the novel; with the
weakened personality of Fielding.

The episode involving Aziz and Ralph Moore is both a contrast
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to the teetering friendship of Aziz andrFieIding and the cause of
a reconciliation between the Doctor and the Principal. The real
point of éhe episode, however, is an exploration of the
repercussions Aziz endures after his imprisonment and trial and a
dramatization of his rescue by a forgotten spiritua1 other self. -~
The themes of repression and division of self as found in this

. o

short section of Part Three suggest that Forster was aggiﬁ\lip§ing

into the "personal voice.”

Two years after his trial and after Fielding's departure to
England, we find Aziz established as the court doctor in the Hindy
state of Mau. His new Tife is comfortable; he immerses himself in
his duties to the Maharajah, he writes political poetry, and he
enjoys his three children who now live with him. But at a deeper
level, his isolation as a HSSIem in this “remote jungle" and his
cynical memories of Chandrapore days disturb him:

) His impulse to escape from the English was sound. They
had frighfened him permanently, and there are only two
reactions against fright: to kick and scream on
committees, or to retreat to a remote jungle, where the
sahib seldom comes. His old Tawyer friends wanted him to
stop in British India and help agitate, and might have
prevailed but for the treachery of Fielding. . . . It
was the end of a foolish experiment. And, though

sometimes at the back of his mind he felt that Fielding
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had made sacrifjées‘for him, it was now a1l .confused with
h%s genuine hatred of the English. "I am an Indian at
last," he thdught, standing motionless in the rain.
(pp. 283-84) ' |
The solitariness and repréﬁsion in Aziz's new life reinforce
the domi;ant fheme in the novel of man's isolation from his
brothéf. When Fielding arrives fn_the district on a tour of
schools, Aziz "refused to think about him, because it disturbed his
1ife, and he still trusted the floods to prevent him from
arriving" (p. 282). But repression and self-loathing also signal
the appearance of the double. Fielding and Aziz meet by accident
one afternoon near the famous Mau Tank. Their conve}sation is
hostile even a%ter Aziz learns that Fielding has married not Adela
Quested,as Aziz had believed,but Stella Moore, Mrs. Moore's
daughter. Fielding's wife and her brother are travelling through
India with him; When the young “stranger” is attacked by bees“near
Q%he water, Aziz angr?Iy promises to attend hige
That evening at the Guest House, Aziz confronts the youth
alone: "'Oh, oh, who is that?' said a nervous and respectful voice;
he could not remember where he had heard its tones before.

Something moved in the twilight of an adjoining room" (pp. 298-99).

- Aziz announces he has come to treat the bee stings. As Ralph moves

out into the light, Aziz is immediately attracted to his looks:
“What a strange-Iobking youth, tall, prematurely aged, *the big blue

eyes faded with anxiety, the hair impoverished and tousled! Not a

type that is often exported imperially. The doctor in Aziz thought,
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'Born o6f too old a mother,' the poet found him rather beautiful"
(p. 299). |
Aziz fights to overcome this momentary attFaction and tries to
group Ra]ph with the "treachery" of Fielding and with the
"treache}ous h1deous harridan" Miss Quested. He further mistakes
‘the gng1xsh youth's tone and manner for submxssivenesé and,
speaking witﬁ sneering sarcasm, he roughly examines the bites.
Suddenly thjé “ext}aordinary youth" turns on Aziz: -
“You should nof treat us like thfs," he challenged,
and this time Aziz was checked,hfor the voice, though
frightened, was not weak.
" “"Like what7“ . ’
“Dr Aziz, we have done you no harm."
“Aha, you know my name, I see. Yes, I am Aziz. No,
of course your great friend Miss Quested did me no harm
at the Marabar.". {(p. 300)

In the next few minutes, anhough Aziz continues to bait the
youth, against his will he finds his malicious mood passing. The
conversation becomes more natural and, fina11y,‘the two young men
turn with unusual intimacy toward spiritual topics. Ralph's strange
“beauty, his kind but firm voice, and his perspicacity in reading
Aziz's moods become integrated with the music and chanting of the
Jjoyous villagers outside. Tdiking quietly, they move out to the
balcony.

"I must go back now, good night," said Aziz, and held

out his hand, completely forgetting that they were not
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ffiends, and focusing his.heart on something more distant.
than the caves, something beautiful. His hand was taken,
and then ‘he remembered how detestable he had been, and
said gently, "Don't you think me unkind any more?"

"No." ‘

"How can you tell, you strange fellow?"

"Not difficult, the one thing I- always‘know."

“Can you always tell whether a stranger is your
friend?" o

"YES." L '

"Then you are an Oriental.” He unclasped as he spoke,

I

with a Tittle shudder. Those words--he had said them to

-~ Mrs Moore in the mosque in the beginning of the cycle,
from which, after so much suffering, he had got free.
Never be friegds with the English! Mosque, caves, mosque,
caves. And here he was starting again. (p. 301)

With the sudden recognition that Ralph is_the heir to the
"eternal goodness of Mrs Moore," the resistance within Aziz breaks
down and he begins to “obey" the son. When Ralph suggests they row -
out onto the 1aée to get a better view of the procession, though
the wind is great and rain threatens, Aziz agrees. "His heart was
too full to draw back. He must slip out in the darkness, and do
this one act of homage to Mrs Moore's son” {p. 302). From the boat,
Ralph points out the chhatri of the Rajah's father. The sight of
this royal umbrella hidden in the trees near the tombs stirs in Aziz

an emotion amounting to adoration: "There was only one spot from
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which it could bé seen, and Ralph had directed him to it. Haéti1y

‘Rie pulled away, feeling that his companion was not so much a visitor

-

as a guide" (p. 303).]9

There are three aspects of the double presented in this
episode.‘ In one way, it is simply an example of Forster's interest
in the theme of the spec1a1,rintimaté friend. Beginnin%.with
Godbole's short lecture to Azig, "I am, as far as my limitations
permit, your true friend" (p. 295), the theme of fratermity runs
through this section. Aziz later wonders of Ralph "whethgf.ﬁ
stranger is your friend" (p. 301) and, soon after, he finds himself
clasping Ralph's hand in. a spontaneous show of goodwi11. Finally,
Aziz gives the youth “the magic ointment” for his bruised hands
(b. 301), thus completing the series of motifs in which there is
a suggestion that God is the stranger who, in spite of his
“Timitations,” is the true friend. The Ideal and one's "brother®
are thus linked.

In another way, the transformation of Aziz occurs at a deeper
Tevel. It is his discovery that Ralph‘s gentleness, goodness, and
friendliness have counterparts in his own psybhe. As the
narrative states, "a part of Aziz's mind that had been hidden
seemed to move and force its way to the top” (p. 301). This
phrase is indicative of the release from repression that Aziz
experiences, a new inner freedom that is underscored by the release
and the escape of the scapegoat "prisoner” intc the Hindu community
that signals the birth of Krishna (p. 300). Moreover, the

reference Aziz makes to slipping out into the darkness where a man
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can be free, recalling the motif of the double in Maurice, suggests
that a buried fragment of Azi%'s mind has been accepted by the
conscious personality.

But, primarily, the double here is a spiritual other self not
only connected to the Krishna festivities but also embodied in the
positive memory of Mrs. Moore. Aziz is redeemed by'renenbering his
"great gratitu&e“ to Mrs. Moore whose actions had been beyond "the
test of thought" and whose image "had stolen to the depths of his
heart" (p. 307). Ralph has saved Aziz from a bitterness of heart.
He has guided him back to the positive forces of God and to the
positive spirit of Mrs. Moore. In "homage" to both, Aziz forgives
Fielding and writes to Adela in England to thank her for changing
her testimony.

Lastly, two small but significant details found at the end of
the episéde stand as emblems of the encounter between the main
character and his "decisive" other self. The first occurs when
the} row too nearf%he shore: "I'd rather not go nearer--they have
‘such strange cu;toms, and might hurt you" (p. 303). This concern
illustrates the way the character may view his other self as
physically dependent on him although, in fact, the double is more
often the truly dominant personaTity.zo Tﬁe second detail, also
characteristic of the powé? of the double to influence an unwj]]ing
counterpart, is that Aziz Eonfides in Ralph the secret that the
Rajah is dead. In doing so, he is countermanding the cayrt's
decision to postpone the announcement until after the festival to

"prevent unhappiness” (pp. 303-04). Aziz's willingness to submit
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to Ralph and his sharing the secret with him symbolizes his
subconscious desire to establish a bond of intimacy with ﬁhe young

Englishman.?!

At another level, Ralph also "guides" Aziz towards
a reconciliation with Fie]ding; by rowing closer, they collide in
the dark with anotherugoat carrying Fielding and Stella. In the
mayhem of rescuing Stella and Ralph, the two men forget their past
hostilities.

The last chapter of the novel, continuing in the wholly
di fferent and more persona] tone begun in the episode with Ralph
Moore, attempts to pr0v1de a bridge between that episode of
successful brotherhood and the rest of the novel's "lofty

contemplatidn of man's he]pInessness.“22

There is, however, a
mixture of pessimism and optimism in the result. "Friends again,
yet aware that they woﬁ]d meet no more, Aziz and Fielding went for
their last ride in the.Mau jungles" (p. 307}. Having made up their
differences, the two men even\}oke about the cultural and racial
barriers between them. "After the funny shipwreck there had been
no more nonsense or bitterness, and they went back laughingly to
their old relationship as if nothing had happened" (p. 307). -
However, both men know that their intimacy is impossible. It is
Aziz who articulates the viewpoint of the nega£ive or disillusioned
Romantic when he notices that "the scenery, though it smiled, fell
like a gravestone on any human hope" (p. 311). Fi€Tding, the one
character who has belonged to both sides, departs India for good,

having finally acquiesced in the racial muddle there.

In part, the barriers are internal barriers. "Fielding
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Jaughed at the tangle and waste of energy, but he did not travel as
lightly as in the past . . . " (p. 307). In addition,jhere is
some mysterious lack in his marriage to Stella Moore: "He was not
quite happy about his marriage. He was passionate physically
again--the final flare-up before the clinkers of middle age--and he
knew that his wife did not love him as much as he loved her, and he
was ashamed of pestering her" (p. 308). Forster implies that a
sexual frustration, a repression of emotions, hinders Fielding's
full acceptance of personal relationships.

Nevertheless, in terms of the dominating themes of the novel,
it is appropriafe that the relationship of Aziz and Fielding is ‘
frustrated and "failed." The book, as Forster stated, is about the
"search of the human raqe.for a more lasting home"; it is not about
the search of the individual for a true identity. Moreover, since
the portrayal of India--the universe--is that of a wasteland
fostering both evil illusions and forbidding barriers, there is
little chance here for men to be comrades, much less for the
individual to know his true inner selif. Fielding could have been
transfo}med by an acceptance of the other, deeper seif represented
by the spontaneous Aziz. But, instead, as sometimes occurs in
Forster's motifs of the double, the character escapes into a
disappointing marriage. At the end of the novel, Fielding is still
in isolation, having been overwhelmed by the muddle he experienced
in India.23

As a whole, the "Temple" section of the novel creates

conflicting impressions in the reader. Forster seems, on the one
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hand, to want Ideal Brotherhood to be realized; on the other, he
seems unable to express himself direct1y,yvhen it comes to the

relationship,of the main characters.%?

But the ambiguity created
by the fact Ehat Forster may have felt inhibited about the union of
Fielding and Aziz is counterbalanced by the unambiguous display of
Aziz's new composure and wholeness of self in the final scene of
the novel. Aziz's transformaiion testifies to the work of his
double and, as well, to Forstef's lingering romanticism.

Aziz is the author's "optimistic" counterpart fo the strangely
withdrawn Fielding. A sign of the successful assimilation of the
doubTe into the personality of the character is Aziz's refusal to
meet Ralph Moore agai;; they need not meet since they are now "one"
person. To Fielding, Aziz explains: "Tell him also, I have nothing
to say to him, but he is indeed a wise boy and has always one
Indian friend. I partly love him because he brought me back to you
to say goodbye" (p. 309). A last revery, in fact, shows that Aziz
loves Ralph for an even more important reason, namely, for
transforming Kim at a spiritual and, at the same time, at a
"sensual" level.

Duri;g the ride, Aziz, for the moment, forgets Fielding's
presence: “the mirror of‘the scenéry was shattered, the meadow
disintegrated into butterflies. A poem about Mecca--the Caaba of
Union--the thorn-bushes where pilgrims die before they have seen

the Friend--they flitted next; he thought of his wife; and then

the whole semi-mystic, semi-sensuous overturn, so characteristic of

his spiritual life, came to end 1ike a landslip and rested in its
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due place, and he found hiTse1f‘riding in the jungle with his dear
Cyril® {p. 310, underlin ﬁé mine). Although it is only a brief
episode, Aziz's encounfer with Ralph Moore in the "semi-mystic,
semi-sensual” otherwhgre of the Hindu celebration undercuts to some
degree the pessimism of the novel's ending and allows the reader,
along with Forster, to hope that certain opposing personalities

and cultures may yet achieve understanding.



Chapter VI Notes N

L The fact that many of the stories written after 1924 contain
the double testifies to Forster's continuing interest in the-

fragment-character and its themes.

2 Furbank, E. M. Forster: A Life, II, 106.

3 Virginia Woolf, "From 'The Novels of E. M. Forster,'" in

E. M. Forster, A Passage to India: A Casebook, ed. Malcolm

Bradbury (London: Macmillan, 1970), p. 73. Woolf suggests Forster
sublimated his interest in his characters and kept them in tow lest
they upset his theory. Malcolm Bradbury in the "Introduction® to

the Casebook, p. 23, also notes #hat A Passage to India "withdraws

from extremities.”

4 “Three Countries," unpublished material in the Forster

Archive, King's College Library, Cambridge. Quoted by Colmer,
p. 156. 'o

% Bradbury, "Introduction," A Casebook, p. 16.
-
Crews, p. 144.

7 Thomson, p. 204, describes India in this novel as a

fydéte]and."
RN
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8 Trilling, p. 152.
9
Crews, p. 178.

10 Crews, pp. 159-62, gives an excellent psychological

analysis of Adela's experience in the cave.

R Thomson, p. 226;

121 am grateful to Thomson who suggestéd that I look more

closely at the relationship of Adela and Mrs. Moore.

13 Keppler, pp. 121-22, discusses this process of an

introductory pair of doubles in relation té Les Misérables.

14 I am sumparizing these duties from al-Ghazzali, On_the

Duties of Brotherhood, trans. Muhtar Holland (Woodstock New York:

Overlook Press, 1976), pp. 19-87.

15 al-Ghazzali, p. 32.

16'This scene is akin to the parapet scene in Forster's

homosexual story, “The Life to Come.” For an-analysis of the

doubles there, see Chapter VII below.

17 Eorster's "Notes on the English Character,® Abinger Harvest,

pp. 8-9, is particularly relevant to the characterizatien of
Fielding: The English emotions are like fish which “are always
trying to get up to the surface, but don't quite know how. For the

most part we see them moving far below, distorted and obscure."
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18 Trilling, pp. 152-53.

19 Interestingly, both characters mistake the image on the
umbrella for the Rajah himself. In the gloom, it is a double for
the dead king.

20 Rickie Elliot's proud declaration to Stephen, "Let me take

care of you" when he has just collapsed from mental strain, is an

example ‘of such irony.

21 The parallel is Conrad's Captain in "The Secret Sharer®
who shares private information with Leggatt about the ship's course
and cargo and then sails closer to the shore than is wise, in order

to protect his double.

22 Crews, p. 143.

23 Through Fielding, Forster is giving voice to his ﬁood of
negative romanticism. Like the “romantic" poet Byron, Forster/
Fielding is overwhelmed by "the horror of man's isolation, the
terro;ﬁ of the empty spaces, and does not share the feeling of
continuity and basic at-homeness*in the universe of the great

Romantic poets." Romanticism: Points of View, eds. Robert F.

Gleckner and Gerald E. Enscoe {Englewood C1iffs: Prentice-Hall,
1962), p. 208. For a different view, one that claims Forster “was
able to confront the muddie of India“ and "accept the frustration

of reason and form," see Thomson, p. 242.
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24 Stal]y;:Lss, "Forster's 'Wobblings': The Manuscripts of

A Passage to India," in A Casebook, pp. 39-40; Sta]lybrass, who

studied the manuscripts of A Passage to India, wonders if

Forster's rigorous editing of passages which describe Fielding

Ve

and Aziz in more detail and venture into their pasts is not a

case of "too many babies thrown byt with the bathwater.”

)



Chapter VII:

The Short Stories

Fantasy is the perfect medium for the figure of the double
“
since the other self combines strangeness and familiarity and '
encountering him is indeed uncanny. Forster called the stories in

The Coliected Tales “"fantasies" and, in a comment on Samuel Butler's

Erewhon, he writes, "I like that idea of fantasy, of muddling up the _
actual and tge impossible unt;?.the reader isn't sure which is

which, and I have sometimes tried to do+it when writing myse]f."1

In both a fantasy and in an ;ppégrance of the double then, we
recognize certaiq familiar symbols even though they may be presentedv
in strange new surrounding;. One migﬁt say the double is an actﬁa]‘
person "muddted up" in the mind of the protagonist until he is

feared as an impossible fabrication. The figure of the double

appears in four fantasies, written between 1902 and 19171 and found

in The Collected Tales: “The Other Side of the Hedge," "The Curate's
Friend," "The Story of a Panic," and "Other Kingdom." In each of

these stories, the double is unequivocally positive. /L
The actual and the impossible are even more muddled in i
/:,___,_4"-_ o
Forster's later volume of fantasies, The Life to Come and Other

Stories, published in 1972 two years after his death. Here we are

struck not only by the variety of settings for the double but also
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by the truth of Keppler's idea that the double is a “new
experience on the part of each writer who has made use of him,"2

The stories in The Life to Come which contain“figures of the double

are "Dr Woolacott" written in 1927, "The Life to Come," 1922, "The
Other Boét," 1913 and 1957-]958, "Albergo Empedocle,” 1903, "The
Purple Envelope,” 1904 or 1905, "“Arthur. Spnatchfold," 1928, and
"Ansell,™ 1902 or ]903.3 In many of these stories, the double is
presented simultaneously as a demon and as a.saviour. In several,
the narrative point of view is obchFé. But the fact that Forster
consistently uses the form of fantasy for his stories provides us
with direction for our interpretations. Essentially, Forster's
stories are not the realistic chronicles characteristic'of prose
fiction but rather they are modes of expression offering us the

truths of poetry, "a poetic image of h‘fe."4

In all the stories we
will discuss, it is just this aura of the “poetié“--the uncanny,
the symbolic--that is a consisfent feature of the motifs of the
double.

In addition to Forster's concentration on the creation of a
symbolical actual/impossible fantasy setting, two other features may

also be discerned. In the comic setting of the four stories of the

double in the Collected Tales, the double characteristically rescues

the main character, a meek and emotionally "undeveloped" young man,
from a 1ife of dull convention. The double draws the protagonist
into a garden, or a woods, or a ravine--into “the timeless deeper
reality of the subconscious mind"--where he experiences new delights

and a new inner peace. These stories end on the note of harmony
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l
between the two selves, the protagonist achxeving through an
jdentification with his éeeper natura] self a happiness, a sense of
creativity, and a loss of se;> consciousness previously unknown to
him. '

In the homosexual setting of three stories in The Life to Come,

the double is the liberator of a sexually-repressed and
severely-divided character. Taking the guise of a devilish tempter,
the double in "Dr Woolacott," "The Lifé to Come," and "The Other
Boat," draws the resisfing character into an illicit liaison. The
dream-world characteristic aﬁ the comic settings is continued in
these stories, yet the fantastical homosexual "dream" must be hidden
from society. The violent ending typical o?'many of the Life to
Come stories of tﬁe double marks the cessation of antagonism between
the two selves, the fragmented se1f'and his buried homosexual self.
On another level, such an ending suggests that for the integrated
homosexual personality death is the only escape from 2 censorious
and hypocritical society.

Two stories in The Life to Come volume, “Arthur Snatchfold" and

"Ansell," bridge these groups. Analysed last, we shall see how both
stories present the double who is a homosexual or deeper self
dwelling in an only partly¢fantastical setting. This doubte is not
a demonic provocateur bﬁt a rescuer of the protagonist, a heroic
///_‘;:E§¥§§Ete in the tradition of Forgter's treatment of the "twins."
In addition, the optimism contained in the endings of these stories
matches the lighter tone of four other homosexual stories in The

Life to Come which suggest doubling but which lack any of the
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clear-cut motifs we ha@e been-étud_ying.5 These Tighter
homosexual stories testify to Forster's interest in exploring, in
comic as well as in serious fiction, thé problems the homosexual
faces in balancing his private personality with his public self.
Forster's particular mood at the time of writing probably had a
great deal to do with the tone--comic or tragic--which the story
adopts. On the one hand, Forster sometimes thought the homosexual

6

~ stories better than any of his other writings;” on the other, he

periodically burned what he called his "indecent writings" in the

"be]iéﬁ that they clogged me artisticaﬂ_y."7
‘t .

Although the double in "The Story of the Siren" remains only
a sTight allusion, one passage. describes the magical enyironment
that signals his appearance in such vivid images as to be worth
quoting. The narrator, having dropped his novel in the lagoon, is
brought to a solitary and beautiful rock where his guide interests
him with a tale of the bewitching Siren: "I was delighted with him
for thus falling into the key of his surroundings. We had been

left together in a magic world, apart from all the commonplaces

that are called reality, a world of blue whose floor was the sea

and whose walls and roof of rock trembled with the sea’s

reflections. Here only &’e fantastic would be tolerable. . . "

(p. 248, underlining mine). Though the presence of the guide
suggests a journey into the realm of the subconscious and though

. there is an allusion in the tale to the strange link between the
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Siren and Giweppe, the guide's brother, the ma%n reason the double
does not appear as a motif in "The Story of the Siren" is that this
Englishman is not unawafe of the 1ife of the spirit. However; by
contrast, the trave]]er_in "The Other Side of the Hedge" stumbles

" blindly into a "magic world" and it is only through the “guidance"
of his deeper self that he gains a sensitivity to his

surroundings. .

Two opposing worlds are presented, one symbolized by the "rpad®
of scientific progress and social compefition, the othér, 2 magical
Eden of human companionship and beauty. Like the grotto, the garden
on the other side of the hedge provides a highly successful allegory
for the deeper reality of the subconscious mind. JWith gfeat
difficulty, the protagonist leaves the winding, dirty road and,
crawling through a gap in the hedge he almost drowns in an icy
moat just on the other side. An older man, who remdins nameless and
who is "just the kind of age we mistrust on the road,” pul]s the
wanderer from the water and takes him around the garden. But
instead of being grateful, the trave¥ler becomes antagonistic to his
"unwelcome guide." The contrast between the surly impatience of the
protagonist and the kindly certitude of the guide, a parallel to the
beginning of the relationship betﬁeen Aziz and Ralph Moore in A

Passage to India, prepares us for the motif of the deeper self as a

guide. Like the strange moment of Aziz's return to spirituai topics,
the narrator of this story, provoked by the calmness of the guide,
suffers a change of heart. Inexplicably, he loses both his

self-consciousness and his vexatiousness as he begins to merge into
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his surroundings. Brought at evening to the gate, the traveller
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sees again thé “monotanous,’dusty“ road .confined forever by the
"brown cracklfng hedges on either side"; he becomes "strangely
disquieted at the sight, which seemed to deprive me of all
self-control" (pp. 47-48). Not knowing what to do, he stops a ~
passerby 15 the garden and drinks from his mug: "It was nothing
stronger than beer, but in my exhausted state it overcame me in a
moment . . . . Though my senses were sinking into oblivion, they
seemed to expand ere they reached it. They perceived the magic
song of nightingaies, and the odour of invisible hay, and stars
pisrcing the fading sky” (p. 48). In the next moment, the young
man recognizes the passerby: "The man whose beer I had stolen
Towered mé down gently to sleep off its effects, and, as he did so,
I saw that he was my brother" (p. 48).

This last, odd detail on the surface detracts from the idea of
the guide as the other self of the traveller. But on another
Tevel, the appearance of the brother reinforces the idea that the
' protagoggft suffers from a mistaken identification with the road
and a coﬁsequent lack of kinship. It is human companionship in its
many forms that first attracts the traveller's attention in the
garden. In his moment of ecstasy, when he suddenly loses
self-control, the character lets down his defenses and allows
himself to experience the "deeper reality" of this friendly other
world. The brother represents this realm of emotions; he is both
Ideal Friend and spiritual counterpart to the overworked, rational

personality of the main character. The role of the guide has been
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that of the traveller's rescuer, first from the icy moat, then from
the state of nervous exhaustion. But he has also facilitated the
union of the brothers. By this token, he is both a representation
of the deeper needs of the main character as well as a guide, or
double, for the brother-friend. .

Another story, "The.burate's Friénd," though Tess successful
because of Forster's facetious tone, involves ve}y nearly the same
motif: the narrator is “saved" from a dull, spiritless gxistence by
a fantastical agent within a fantastical settfng. The ocutcome is
also the same: the protagonist, ironically a parson, for the first
time in his 1ife experiences an ecstatic moment of absolute peace
and loss of self-consciousness--the awakening 1ife of the spirit.
And 1ike‘the previous story, this awakening of the spirit is

-dramatized as an encounter with an o;her self whose domain is the
"deeper reality" of Nature.

"How I came to see him is a more difficult question. For to
see him there required a certain quality, for which truthfulness
is too cold a name and animal spirits too coarse a one, and he
alone knows how this quality came to be in me" (pp. 113-14). Thus,
from the beginning, this character is already aware of his
shortcomings; he understands also that the deeper quality of
"truthfulness" or "animal spirits" within his personaiity is
projected by the faun. Therefore, his response is not merely to the
strangeness of this creature but to the familiarity. Forster is
playing with the notions that the double is familiar because he

has once been within ourselves and that the character feels the most
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privacy when in the company of his double.
Setting out tea for his fiancée, her mother, and another guest,
the curate notices that the woods are suddenly transformed into a
noisy garden of sﬁpernatura] delights: the trees, the stream, the
meadgﬁs,even the insects seem to be calling to him. A faun
". appears, laughs and cries at the group's conversatién, bﬁt the
curate alone hears him. Moreover, although he feels the need to
~ hide thfs "woodland creature” from the others, he gives the faun
free reign. Magi%a]1y, the faun carries out what the curdte must
have subconsciously desired: the fiancée and the guest suddenly
fall in love and the fiancée releases the curate from their
engagement.

It is the curate himself who interprets for the reader his
divided state of mind when he confesses that he had previously led
a 1ife in which "he tried to conceal his thoughts not only from
nature but from himself" {p. 123). Indeed, he had been attracted
to Emily for her own ability to "talk about the sub-conscious self

“in the drawing-room” with such perfect detachment (p. 114). Emily
fails to see this creature of the subconscious even when he stands
beside her. He "béckons“ to the curate who "advanced struggling
and gesticulating with tiny steps and horrified cries, exorcising
the apparition with my ﬁat“ (p. 118). As "the strange fingers®
close upon him, the curate realizes “that a great crisis in my 1ife
was approaching, and that if I failed in it I might permanently
lose my self-esteem" (pp. 118-19).

Forster's descriptions of the faun are equally expressive of
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the double. The faun announces, "No one else has seen me. . . .
But you will not be able to lose sight of me, and until you die you _
will be my friend. Now I begin to make you happy: lie upon your
back or run races, or climb trees, or shall I get you blackberries,
or harebells, or wives--" {p. 119). This "great pagan figure of
the Faun," both an "apparition” and a "tormentor," paradoxically
offers 1ittle services of comfort if only the curate will allow
himself to trust Pim._ When he performs the magi&al feat of urging:
Emily and the guest into each other's arms, the faun wins the
curate with h%% perspicacity: "'l see happiness at the bottom of
your heart,' said he" {p. 122). The curate is transformed;
infected with the spontaneous mirth of{the faun, he admits all are
happier by this arrangement. Indeed, féconci]ed to the “Tittle
friend," the curate experiences a moment of "ecstasy": "That
evening, for the first time, I heard the chalk doﬁns singing to
each other across the valleys, as they often do when the air is
quiet and they have had a comfortable day. From my study window

I could see the sunlit figure of the Faun, sitting before the

beech copse as a man sits before his house. And as night came on

I knew for certain that nét only was he asleep, but that the hills ~
and woods were asleep also” (p. 123).

Thus, the transformation of the éurate resembies that of the
young traveller who is comforted by the care given him by his
brother. Opting for the companionship of the faun who visits him
daily--to sweep out the shrine, to accompany him to meetings and

bazaars (p. 120)--the curate ceases to feel a deadening loneliness
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and he begins a new and joyful life. Looking back on his old life,
his mistaken engagement in particular, he admits that he has beén
rescued "out of the mire" (p. 124). The irony of his new situation,
however, lies in the fact that his impulse to prociaim the "joy"
brought to him by his "friend" must continually be tempered by the
' awareness that "I can tell no one éxactly how it came to me. For
_'if I breathed one word of that, my present life, so agreeable and
profitable, would come to an end, my congregation would depart and
so should I, and instead of being an asset to my parish, I might
find myself an expense to the nation" (p. 124). This facetious
conclusion points to the forbidden nature of the curate's new
relationship; at the same time, it refers to the curate's
recognition that the double is a figment of his liberated
imagination. ,

The spiritual connection that both the traveller and the
curate make with their "joyful" deeper selves results in the
improvement or correction of their lives. Theirs is not so much a
breakdown as a liberation by a fantastical agent. Two other stories

in The Collected Tales, however, describe a different sort of

encounter within the same "magical" otherwhere. Instead of
presenting the double as an agent of the resistant character's
transformation, “The Story of a Panic" and "Other Kingdom focus
on the double and the character as they, together, find a balanced
or shared iﬁf1uence. The theme of liberation is just as strong,
however. And 1ike the life-affirming power of Mrs. Wilcox in

Howards End, the most prominent aspect of these doubles is their
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positivism. No ambivalent met;;hori are foﬁhd in these narratives;
after their symbolic joining, the tﬁo selves battle the repressive
forces of society together. The death of one signifies the escépe
of the other from the clutches of an evil world.

"The Story of a Panic," the first story Forster ever wrote,
describes a group of dull tourists in Italy and a bored boy of
fourteen named Eustace, whose “lack of manners comes under the
censure of the stuffy English narratqr. Travelling to the
outskirts of town, the téurist§ stop to gaze at a picturesque va]{ey
from the side of a hill; suddenly, sensiﬁ§<the presence of evil in
the strange winds blowing down the ridge, they flee wildly down the
hill. When they returmn to the spot, they find Eustace lying in the
grass fondling a lizard, "so natural and undisturbed" and they
notice the unmistakable hoof prints of Pan nearby (p. 15).

The peaceful happiness of Eustace jars the aduits; he steps
out "manfully, for the first time in his tife, holding his head up
and taking deep draughts of air into his chest" (p. 18}. Rushing
back into the village ahead of the gvoup, he throws himself into
the arms of the Italian servant-boy, Gennarﬁ. The adults then
decide Eustace is mad and must be watched.

Even more than their suspicions of a demonic change, they are
disturbed by the spontaneous friendship between Eustace and
Gennaro. Their "panic" is revealed primarily in sadistic attempts
to separaté the two boys. Dressed in "the nice little

English-speaking waiter's dress suit" for whom he is substituting,

Gennaro is Eustace's age, and he is as attracted to Eustace as
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Eustace is to him. Uncannily, they seem to Speék the “saﬁe
language,” though Gennaro knows no Ehg1ish and Eustace knows only
pidgin Ita1ian. When they are forcibly separated from each other by
the adults, Eustace seems to go mad, "singing and chattering to
himself in a most alarming way.” In the middle of the night, he is
found standing in his nightshirt "saluting, praising, and blessing,
the great forces and manifestations of Nature" (p. 28). The two /

"8

boys, "brothers in nature,"” embrace in the garden and share this

wild ecstasy. |
The narrator and the others now lock Eustace in his?room but
his hysteria increases. Though Gennaro has been bribed by the
aduits, he neverthe1éss releases the bby from his room and carries
him out of doors. The narrator describes Eustace's escape:
I reached the terrace just in time to see Eustace
jumping over the parapet of the garden wall. This time

I knew for certain he would be killed. But he alighted

in an olive tree, looking like a great white moth, and

from the tree he slid on to the earth. And as soon as
his bare feet touched the clods of earth he uttered a
strange loud cry,'such as I should not have thought the
human voice could have produced, and disappeared among
the trees below. |

“He has unde}stood and he is saved," cried Gennaro,
who was still sitting on the asphalt path. '"Now,
instead of dying he will 1ive!" (pp. 37-38, underlining

mine)
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As for Gennaro, he collapses in the garden under the interrogation
of the narrator--"Something had gone wrong iﬁside him, and he was
dead" (p. 38).

As one early review of the story points out, this is a "most
poetical and delightful piece of writing" which describes how
Eustace "suffers a change, miraculously wrought, from a lethargic,
peevish lad into an elfin creature, a spirit of the woods, for whom
henceforth life among mortals, cribbed and confined between four
walls, is impossib1e."9 But the "change, miraculously wrought," is
really given ample attention by Forster. Eustace first encounters
on the hill the mysteries of the natural world; it is surely Pan,
not Satan, who brings him to Tife. Having known such joy; Eustace's
§ou1 can no longer abide the hypocrisy of ‘the rational aduit worid.
'Hfs double, in age and "Tanguége," alone understands this. iIn
freeing Eustace, Gennaro offers himself to the spiteful adults as a
surrogate victim; he sacrifices himself to the evil, material
"power of a self-righteous and spiritually-dead societ_y.”0
Underlying this sacrifice is the motif of the twins. The brother,
in dying, gives life to his twin. MWhen Eustace rejoins Nature as
"a great white moth," he is the body escaping repression but he 1is
also the "reborn, renewed, and greater self" made strong by the
sacrifice of the brother.]]

The motif of sacrifice by a character who represents the
greater or immortal self is also present in Forster's story "Other

Kingdom." Evelyn Beaumont, brought by her fiancé from Ireland, is

of unknown parentage. She and another foundling are being tutored
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in the Classics. Al1 that i's known about the young man named Ford
is that he is the ward of the family. Like the attraction between
Eustace and Gennaro, the bond between Evelyn and Ford begins during

an outing in the woods; there they experience, together, a oneness
) 12

~

with Nature and an ideal past. Part of that experience of the

jdeal past implies "the integration into the conscious mind of
ancestrally based unconscious e1ements;"]3

A witty; educated, and personable youth, Ford stands in contrast
to the officious and repressive fiancé, Harcourt Worters. Jealousy
between the two men breaks out during the tea party in the woods.

The adults resent the gajety of Evelyn and Ford who enter the copse,
christened “Other Kingdom," reciting silly Greek rhymes to the

trees (p. 86). Evelyn, dressed in a flowing green frock,“speaks
for Ford too when she pleads with Worters to leave her Tovely copse,
his wedding present to her, unfenced: "'0Oh, fence me out if you

1ike! Fence me out as much as you 1ike! But never in. Oh,
Harcourt, never in; I must be on the outside, I must be where any
one can reach me'* (p. 96).

In this story, there is no conflict between the character and
the double; conflict comes from without. Worters sees Ford as his
enemy in competition for Evelyn's attention. Further, his sadistic
bullying of Ford in the forest--he twists the boy's ankle, then
Braws blood--further establishes Ford as a victim. As one reader
notes of this scene, Ford makes a blood sacrifice to the fulfillment
of Miss Beaumont's forest rituals and, at the same time, seals

their relationship in b'Iood.14
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When paths, bridges, and fences are built around and through
the copse, Worters' “domineering tyranny" is exposed. Ford is ‘
turned out of the house, his private journal of love poems to
Evejyn discovered by the tutor, and Evelyn finally collapses.
During a raging storm, she locks herself up in her room. Yet when
the storm breaks, Evelyn seems to recover. Dancing throﬁgh her
"Other Kingdom" woods 1ike a tree in motion, she funs away from
Worters and suddenly disappears. The narrator remarks:

She . danced away from our society and our 1ife, back,
back, through the centuries til houses ana fences fell
and the earth lay wild to the sun. Her garm?nt was—as
foliage upon her, the strength of her limbs as boughs,
her throat the smooth ubper branch that salutes the
morning or glistens to the rain. Leaves move, leaves
hide it as hers.was hidden by the motion of her hair.
Leaves move again aﬁd it is ours, as her th;oat was ours
again when, parting the tangle, she faced us crying,
"Oh!" crying, “Oh, Harcourt! 1 never was so happy. I
have all that there is in the world. (pp. 108-09)
Though Forster chooses to present Evelyn's escape in these
symbolic and ambiguous terms, her “death” confirms Ford's own
escape from Worters. Settled in London and hard at work on his
studies and his writing, Ford no ]énger fears Worters who visits
him, demanding Evelyn's return. WOrfers‘ last words, "I'11 break .
them soul and body" (p. 111), are ironic since the reader has

sensed all along that, together, Evelyn and Ford have comprised
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the soul and body of one person. When Evelyn merges into "Other
-Kingdom," she returns to her natural bipthplace, the mythical and
spiritual place "apart from reality" that many of the stories in

The Collected Tales describe.

Implicit also in this story is tﬁe idea that the double acts
out a subconscious desire of the character. The restrained wish of
Ford to escape Worters' bullying is carriéd_out by Evelyn's
rebellion in the last part of the story. Forster elaborates on_.
this motif of substituéion by merging it with the theme of
sacrifice. The double not only dramatizes the unsocial act but
alto takes the punishment for the character. Evelyn, as well as
Gennaro, becomes the victim in place of her “twin" self.

In Forster's comic stories, moths, fauns, and woodnymphs are
metaphors for man's positive, spiritual other self. As Otto Rank
points ouf, when man interprets his double in a positive way,‘
that is, asxtﬁe immortal soul, such an interpretation leads to the
building-up of the prototype of personality or JEest“ se1f,]5 The
ﬁode of fantasy in Forster's comic stories allows Forster to
appropriately express his romantic belief in the goodness of
supernatural forces in Nature and in man. Moths, fauns, and
woodnymphs are magical forces challenging what Rank calls "the evil
civilized power of the adult world, medicine, and science.“16
Absorption of such magical forces marks a triumph fopﬁpoth selves.

~

The greater self in Nature is, after all, the immortal soul of man.

—

On the other hand, when Forster presents a double whose main

aspects are evil, Mephistophelian powers, it is because Forster is
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viewing the inner soul of mar as a "modern" would. "fhe civilized
mind" views his instincts as primitive, not spiritual; "since we
pride ourselves on 1iving on‘a pure1y(iational p1aﬁe, we reject
those irrational life forces as belonging to our primitive past

17 The

instead of recogniz%ng them in our present spiritual needs."
doubIe, says Rank, appears in modern society when man, having
created civilization and, with it, an over-civilized ego,
disintegrates by splitting up the latter into two opposing se'lves.18
Giving the double a demonic interpretation_is symptomatic of‘the
disintegrated modern personality. i

Madness and the disintegration of the personality is a theme

_in five of the stories of the double in The Life to Come:

“Dr Woolacott," "The Life to Come," "The Other Boat," "Albergo
Empedocle,” and “The Purple Envelope.” Typically, the garden
settiqg becomes a homosexual dream experienced by the frightened
and sexually-repressed protagonist.- His double aﬁpears to him as_
either a demonic figure or as a “"primitive." The violent
attraction~antagonism that occurs between the two selves ends,
paradoxically, in their harmonious integration and, at the same ‘\\\
time, in society’s condemmation Bf them. -j% |
Forster seems to have been of a divided mind about these

19 0n the one hand, the protagonist often views his

stories.
doubie as the "death-bringer,” the evil primitive who, having

secured his soul, will destroy him. On the other hand, Forster
appears to believe the opposite. Though he no doubt sympathizes

with the "civilized" protagonist, in fact he shows us that the

—~_)
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absorption of the homosexual self represents health and a
reintegration of the personality. In reading these five stories,
it must be remembered that the collapse occurs when the two selves
are separated, either by the force 6f society or by the frightened
protagonist himself; it does not occur when the protagonist and
the double are‘joined.

The existence of these two views--Forster's positive view of
the homosexual self and(the protagonist's deluded and "civilized"
view--creates much of the ambiguity found in these stories. It is
often difficult to find where the moral lies. As one reader notes,
Forster "evidently found great difficulty in dealing imaginatively
with a serious homosexual relationship-without seeing it as heading
for disaster, or in envisaging such a relationship without sensing

within it the seeds of tragedy.”20

Forster's darkest, most sinistef‘story of madness in The Life
to Come is “Dr Woolacott.” It is also the most ambiguous. Here
the muddling up of symbolism, allegory, and fantasy invites and
resists interpretation; most readers become dissatisfied with the

story's thematic vagueness.21

Yet we find a familiar motif of the
double as “a stranger," "a vision,” “"a phantom,” "a ghost," "an
intruder," and "a devil® who seems both strange and familiar and
who enters the consciousness of the character gradually. Here, as
is so frequent in Forster, the figure is attractive and virile; he

is of the lower classes and is the opposite in temperament and

interests to the protagonist.
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~ The story is essentially a fantasy reflected through the
consciousness of Clesafit, a young squire afflicted with a vague
illness of "the heart." Prohibited by "Dr Woolacott" from being
active or from becoming "intimate with people" (p. 84), Clesant,
nevertheless, becomes distracted one morning in the garden by fhe
figure of a stranger, a handsome young worker whom he sees over the
hedge. The two young men exchange only thé usual pleasantries.
Yet for some uncanny reason, Clesant feels more alive after "the
little incident." "The park, the garden, the sounds from the tennis,
all reassuqed their due proportions, but it seemed to Clesant that
they were pleasanter and more significant than they had been, that
the colours of the grass and the shapes of the trees had beauty,
that the sun wandered with a purpose through the sky, that the
Tittle clouds, wafted by westerly airs, were moving against the
course of doom and fate, and were inviting him to follow them"
(p. 85). Soon after, Clesant reflects on the "Tanguorous yearning"
for intimacy, symbolized by his wanting to play the violin, that he
has had to suppress at WOolaéott‘s command.

As if summoned, the ;igérous-]ooking stranger returns, asking';
for his tea. The description of him is strongly suggestive of his
psycho}qgica1 significance for Clesant: "A stranger entered his

_,conscfohs;éss——a young man in good if somewhat provincial clothes,
f” with a pleasant and resolute expression upon his face" (p. 86). At

first Clesant fails to recognize him, but he finally sees that it

is the farmhand dressed up in the fashionable clothes of a country

squire. As Clesant recognizes the youth's physical similarities to
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himself, he experiences a moment of inexplicable happiness:
Clesant clutched at his heart, jumped up, sat down,
burst out laughing. It was that farm-worker who had |
been,prossing the park.
“Thought I'd surprise you, thought I'd give you a
-turn,“ he cried gaily. "I've come for that drink you
promised."
Clesant couldn't speak for laughing, the whole room
seemed to join in, it was a tremendous joke." (p. 86)
The "joke," of course, derives from Clesant's perception that this
person is his other self, the healthy counterpart with whom he can
secretly be intimate. Not only does the farm-worker look 1like him,
but he returns Clesant's interest in him: “C1es£%t had often been
proud of his disease but never, never of his body, it had never
occurred to him that he could provoke desire" (p. 89). But just
when Clesant accepts the youth's advances, the double makes a
small but fatal error: he mentions Dr. Woolacott.

The furious argument about Woolacott between the two men is a
projection of Clesant's internal debate over the risks of being
"upset" versus the b]easurés of intimacy offered by his "charming
new friend.® The double makes several romantic bids for Clesant:
"He came over and sat on the sofa; his weight sent a tremor, the
warmth and sweetness of his body began casting nets" {p. 88). On
the other hand, Clesant fears going égainst Woolacott who had
warned that he might die if he were to "enter into this sort of

thing" (p. 91). As fhe,doub]e tells Clesant the story of his own



233

encounter with Woolacott during the war--"not a single man he
touched ever got well"--Clesant has "the sense of an incredibie
catastrophe moving up towards them both" (pp. 91-92). Consequently,
he tries, once again, -to repress his wild emotions by hiding the
stranger in a closet. “Collapse. . . . He fell back into the
apparatus of decay without further disaster, a?d in a few hours any
other machinery for 1ife bécame unreal” (p:‘bﬁ). The family,
drawn to the room by the playing of a violin, finds the closet
empty. ;

Clesant lapses intd_ghcoma. Though he is given medication,
it seems likely that under woo]acott's'orders he will never recover
but will grow old with a maiingering illness. Such a prognosis
s his punishment for "intimacy" (p. 94). But the double returns
within this new form of fantasy. Woolacott, also appearing, becomes
the voice of disease declaring that Clesant must be saved "from
yourself. Not from him. He does not exist. He is an illusion,
whom you created in the garden because you wanted to feel you were
attractive” (p. 94). Tgén “an echo" and the "disease began to
crouch and gurgle. There was the sound of a struggle, a spewing
sound, a fall" £p. 94). Clesant begins to feel better as "a shell
of nakedness" joins him at his bed.

Once acknowledged by Clesant, this phantom gains new powers.
He magically puts the nurse to sleep and kills all invaders to the
room. "He seemed to gather strength from any recognition of his
presence, and to say, 'Tell my story for me, explain how I got here,

pour life into me and I shall live as before when our bodies



234

touched*" (pp. 94-95). Yet outside the dream, Woolacott arrives and
: the phantom changes from an "adversary, waxing Tovely and powerful®
to a "human being who had somehow trespassed and been caught, and
blundered over the furniture in the dark, bruising his defenseless
body, and whispering, 'Hide me'" (p. 95). This time, Clesant hides
the youth under his covers. In a final climax of péssion, they
“entwined more closely, their 1ips touched never to part, and then
something gashed him where’ 1ife had concentrated, and Dr Woolacott,
arrived too late, found him dead on the floor" (p. 96).

The ambiguity of this story derives in part from the fact that
this is a fantasy within another fantasy and we cannot tell if‘
Woolacott is a hallucination 1like the farm-hand.. In one sense,
Woolacott is a double for Clesant during the “coma"; he represents
the part of Clesant's mind that is neurotically attracted to disease.
But overall, Woolacott functions in the story as a real person who
has a gruesome history of patching ub soldiers in France and who .
will sustain Clesant's 1ife by modern science and modern morals,
even if the youth never regains consciousness.

The farm-hand over the hedge is another matter. He 1s, as
Woolacott warns, an illusion Clesant creates out of a need for
companionship. Then, within Clesant's coma, the double becomes
also a nightmare projection of Clesant's changing self, the
vacillation of his deeper emotions, now courageous, now skulking.
In the first part of the story, the double is the classical
figment of the imagination; in the second, it is a night-dream.

Both are ideal extensions of the figure of the double since, by
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definition, the double always appears to the protagonist as a real
person and as a projection of some inner aspect of his personality.

The real problem comes when we try to Tabel the double positive
or negative. Has Clesant, finally, been liberated or murdered by
his deeper homosexual self? There are two viewpoints involved in
the resolution of the story. From the point of view of-woolacott
and, presumably, from that of Clesant, the double is negative in
that the union or assimilation of the -deeper personality does not
relieve Clesant's fragmentation but, in fact, kif]é him. "“Forster
seems to be saying that union with the homosexual self, if too sud-
den and passionate, can result in madness and suicide-murder-~the
self killing the self. On the other side, Forster seems to hold
a detached opinion. Union with the homosexuai self in
"Dr Woolacott" is described as a triumph{ as an esFape from the
evils of a civilized world. In pitting disease against love,
Forster suggests that it is better to die than to lead a life of
diseased repression. Clesant's malingering coma is set against
the Tiberating violin music--"gay, grave and passionate" (p. 93).
The beckoning of the double to enter into his world is not viewed
by Forster as "death-bringing": "Come éway with me for an evening
to my earthly lodging, easily managed by a . . . the . . . such a
visit would be Tove. Ah, that was the wordf-1ove--why they pursued
me and still know I am in the house; Tove was the word they cannot
endure, I have remembered it at Tast" (p. 95).

In looking at the next few homosexual stories, it is well to

remember two things discovered in "Dr Woolacott."® First,
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frégmenfation and collapse usually occur when the double is hidden
or when the two selves are separated. Second, despite his allusion
to the double as a demon and a tormentor, Forster equates the
homosexual double with love and with the positive expression of
self. The constrictions, the guilt, and the obscuring of self that
the protagonists in these stories experience are not a result of
their encounter with a deeper self but are caused by a punishing
and "death-bringing" world. Society's censorship of the homosexﬁa1
is tﬁe real tormentor. Like Clesant in "Dr Woolacott,” the
protagonists in "The Life to Come" and "The Other Boat" first
acknowledge a deeper self and thereby give expression to their

Tatent homosexual needs but then try to repress their true
.identities. Lastly, they succumb to the violent conflict of the
two factions, their deeper homosexual nature and society. In these
two stories, there are again two viewpoints: Forster's detached
view of the posit;ve qualities of the double and the protagonist's
view warped by what Rank calls "the evil, civilized power of the
world, medicine, and science.”

“The Life to Come" concerns a young British missionary who,
having sexually seduced a native chieftain with the religious
phrase, "God is Love," awakens with a pang of guilt and tries to
commit suicide. When his gun cannot be found, he prays that "his
unspeakable secret" might be hidden, even from God. Though the
beginning of the story is treated comically, its tone shifts; in
the next three sections, Vithobai, the chieftain, becdmes the ~

haunting secret self of Paul Pinmay. He is a constant reminder to

\ ‘.\
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the young missionary of his sinful act and he is also an emblem of
his still strong homosexual attraction:-to the chief.

The native is a perfect figure of the doub1é since traditionally,
the double was believed to be a representative of original,
primitive man. Fundamental to the power of the double is his
strangeness to the character. Forster's characters always find a
fascination with fheir opposites in Tooks and temperament, but men
of darker skins and of more "barbaric" cultures hold a special
fascination for the Forster Englishman.

The young missionary Pinmay is ambivalently repelied and
excited by the chieftain's culture and behaviour. "The chief was
wearing but Tittle. A cincture of bright silks supported his
dégger and floated in the fresh wind when he ran. He had silver A
arm1ets,.and a silver neck&et, closed by a-fa1con's head which \\/>\
nestled against his throat. His eyes flashed 1ike a demon, for he
was unaccustomed to rebuke, but he submitted and vanished into
his stockade"~(p. 71). But because he confesses his sin to God,
Pinmay continues to stay in the village, converting its members and
bringing in Western advancements. "“He paid no respect to local
customs, suspecting them all to be evil, he undermined the tribal
organization, and--most risky of all--he appointed a number of
native catechists of low type from the tribe in the adjoining
valley.” Trouble was expected, for this was an ancient and proud
people, but their spirit seemed broken, or Barnabas broke it where
necessary. At the end of the ten years the Church was to know ne

more docile sons" (p. 70). Thus, the young chief changes his name
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and becomes ,a tool for Mr. Pinmay.

Civilization takes the brunt of Forster's irony in this story.
The sexual hypocrisy of Pinmay is only one part of the larger evils
of the "Christian Society" which eventually destroys village life
and many of the villagers themselves. ‘Though Barnabas does Pinmay's
bidding out of sincere feelings of 16ve; Pinnayjs skills of
repression allow him to ignore the chief almost entirely: "Mr
Pinmay's repentence was now permanent, and his conscience so robust
that he could meet the chief with ease and transact business with
him in private, when occasion required it. The brown hand, lying

dead for an instant in his own, awoke no reminiscences of sin"
(p. 73).

Five years after his initial success at converting the village,
| Pinmay decides to marry. _One evening, Barnabas invites Pinmay for
a drive; the young chieftain confesses his still strong love for
Pinmay and throws himself out of the cart when the clergyman
chastises him for his “"backsliding." This incident marks a
"erisis® in Pinmay's 1ife. "The concluding five years of Mr Pinmay's
ministry were less satisfactory than their predecessors. His
marriage was happy, his difficulties few, nothing tangible opposed
him, but he was haunted by the scene outside the grove” (p. 76).
Guilt feelings, once repressed, now resurface and Pinmay wonders if
the backsliding of Barnabas has a counterpart in his own deeper
soul and if God has forgiven him after all. "The dark erotic
perversion that the chief mistock for Christianity--who had

implanted it? . . . Day after day he heard the cold voice of the
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somewhat scraggy énd unattractive native inviting him to sin, or saw
the leap from the cart that suggested 2 dislocated soul. He turned
to the Christianity of the valley, but he found no consolation
there. He had implanted that too: not in sin, But in reaction
against sin, and so its fruits were as bitter" (pp. 76-77).

The last part of the story combines the theme of the
destructiveness of Christian civilization with the motif of Pinmay
silencing his true self. When disease, brought bj the European
mineworkers, spreads throughout the village, Barnabas falls i11 and
calls the missionary to his side. .Pjnmay sees in the "unfortunate
fellow" a mirror to himself, a "corrupt acquiescence." The
energies of both men, the one for his Society, the other for his
love, are depleted, and Pinmay "even felt weaker himself, as.if the
same curse infected them both" (p. 77). These images of impersonal
and personal disease suggest that the two young men, English and
native, are twin souls, both corrﬁpted by "civilized" man. The
fragmentation of self with which the story began is also an element
in the résoTution of conflict. Kneeling at Vithobai's side, Pinmay
is again torn between accepting‘the chieftain's kisg.and dgmanding
yet another sign of repentance. “Mr Pinmay feared to venture the
kiss lest Satan took an advantage. He longed to do something human
before he had the sinking man carried down to receive the Holy
Communion, but he had forgotten how. 'You have forgiven me, my poor
fellow,' he worried on. 'If you do not, how can I continue my
vocation, or hope for the forgidéness of God?'" {p. 80). In his

sterility of feeling, Pinmay is the victim of his ten‘yea?s of

Qe
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repression. Vithobai, in a last gasp of 1ife, punishes Pinmay and
releases him.. "His voice gained strength, his eyes had an austere
beauty as he embraced his friend, parted from him so long by the
accidents of earth. Soon God would wipe away all tears. 'The life
to come,' he shouted. 'Life, life, eternaT life. MWait fof’ge in
;t.“ And he stabbed the missionary through the heart" (p. 81).

It is the images of the double as a twin sou1:‘5i1enced and
weakened, that reveal the pathos of the situation. The
humiliation and disgrace caused the native by the'Christian‘Society
is much the same as the final recognition by Pinmay of his inability
.to love. Two souls have been "dislocated" by the fa1§e, Chrisfian
principle of Tove. In his act of vengeance, the double kills the
missionary in order to retrieve the repressed soul and to be
reunited in ihe "shade" with it.

. The double in “The Other Boat,” one of the last stories
Forster worked on, is also a "native" who represents the English
protagonist’s primitive, subconscious selt whi;h is first released
and then denied. Forster develops the opposition between the
characters with ironic foreshadowings and échoes. At the
beginning of the story, during a voyage home from India, Lionel and
Cocoa are children playing on the deck with Lionel's sister and
baby brother. Mrs. March,{Lionel's mother,_igsginctive]ywdislikesf//‘
Cocoa who knows the secret hiding places on the ship and who |
tempts the children intd silly games. It is th;\aéhnting quality
of this first encounter that disturbs Lionel when he again meets

3

Cocoa by "coincidence" and Cocdé,rnow a ship's  steward, arranges a
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berth;;sF'Lione1 in his own cabin. Lionel remembers his mother's
distrust for Cocoa; his brother had died from fever soon after that
first journey and "the mater" had blamed the careless, mockin /
Indian bgy. Another negative memory is of Lionel's father who
betrayed his mother by “going native." )

Lionel and Cocoa are physical and temperamental opposites.
Lionel is the prototypical, self-assured English "sahib" while
Cocoa i§ the stealthy, patronizing Indian. Lionel appeafé virile,
ouEgoing, confident: "he had got into one of the little desert wars
that were becoming too rare, had displayed ﬁash and decision, had
been wounded, and had been mentioned in despatches and got his
captaincy early. Success had not spoiled him, nor was he vain of
his personal appearance, although he must have known that thick
fairish hair, blue eyes, glowing cheeks and strong white teeth
constitute, when broad shoulders support them, a combination
irresistible to the fair sex" (pp. 171-72). In fact, Lionel is to
be married to a girl in India. The only fiaw in this picture of
self-assuredness is Lionel's "clumsy hands."

The bortrait of Cocoa presents the opposite elements to
Lionel’'s respectability--indecency and lack of propriety. ~Indeed,
the fiést mention of him during the second voyage stresses his
primitivism. Lionel returns to their cabin to find that the
Tower berth "contained Cocoanut. Who was naked. A brightly
coioured scarf lay across him and contrasted with his
blackish-grayish skin, and an aromatic smell came off him, not at

all unpleasant. In ten years he had developed into a‘personable
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adolescent, but still had the same funny-shaped head" (p. 173).
The second part of "The Other Boat" plunges us into”the midst

of the passionate lovemaking of Lionel and Cocoa. Lionel is -

‘1ead1ng a double 1ife: Up’on deck; he plays bridge with the Colonel '

Arbuthnots and Lady Manning, laughing at their jokes about the
"wogs" and “the coffees” rubbing off on the sheets; below deck,
Lionel finds that "something alert and predatory about him,
something disturbing and disturbed" is given expression in his
secret liaison with Cocoa (p. 172). Lionel cannot help himself;
he is in the power of this magician, this devilish tempter. When
he en%ers the cabin, Cocoa, naked, beckons him to the Tower berth:
“i|ionel, O Lion of the Night, love mefi‘SB. 173). Feigning
feminine submission, Cocoa entraps his lover; he also confuses
Lionel about his true identity.

The description of their lovemaking indicates that Forster
éssociated Cocoa with a plotting Mephistophe?és: “They lay
entwined, Nordic wa::jgf and subtlessupple boy, who belonged to no
race and always got wh;t he wanted. A1l his 1ife he had wanted a
toy that would not break, and now he was planning how he would
play with Lionel for ever. He had Tonged for him ever since their
first meeting, embpaéed him in dreams when only that was possible,
met him again as the omens foretold, and marked him down, spent
money to catch him and lime him, and here he lay, caught, and did
not know ;;}\(p. 178). The allusion to Cocoa's unknown origins,
his being a half-caste of many races and no particufar home,

Pl s

reminds us of the anonymity of the double. y
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Even Lionel becomes aware of the demonic powers on board the
ship (pp. 194-95). Further, he cannot shake the uncomfortable
feeling that he is betraying himself and his "upper” personality
that is sb admired on deck. The conflict intensifies when that
self begins to revolt at the jokes made by "The Big Eight" who
comprise the evening bridge parties. After one such joke,

" “Lionel could nét understand why he suddenly wantéq to throw
himself into the sea. It was so unfair, he was the'aggrieved
party, yet he felt himself in the wrong and almost a cad. If only
he had found out the fellow's tastes in England he would never
have touched him, no, not with tongs. But could he have found out?
You couldn't tell by justﬁlggﬁjng. Or could you? Dimly, after

ten years; forgetfu?neés, something stirred in that faraway boat
of his ;hi1dhoqd‘and he saw his mothef. . . " (pp. 175-76).

The criéis of Lione1's_se1f—division occurs qne night during
a conversation with Cocoa after lovemaking. Lionel reveals the
intimate secrets of his family--his brother's mysterious death,
his father's betrayal--and the truth of his own silly Breakdown
during that “littie war.” Forster,'in this scene, shiftstto the
point of view of Cocoa, and, in this way, he intensifies the
jmages of a sexual deeper self of varijous Mephistophelian powers.
"Meamwhile the other one, the deep one, watched. To him the
moment of ecstasj was sometimes the moment of vision, and his cry
of delight when they closed had Qavered into fear. . . . Still,
it seemed wiser to watch. As in business, so in love,

precautions are desirable, insurances must be effected" (p. 178).

3
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Drawing these secrets out of Lionel is part of Cocoa's larger powers -

of "discovering people’s weaknesses" {p. 180). Later, after Lionel
finishes his history with the confession that he has fallen in love
with Cocoa, the Indian reflects: "Everything had gone fairly right
for a Tong time. ~ Each step in the stumbling confession had
brought him nearer to knowing what the bé1oved was 1ike. But an
open avowal--he had not hoped for so much. ‘Before morning I

shall have enslaved him,' he thodght, 'and he will begin doing
whatever I put into his mind'" (pp. 186-87).

For a time, Lionel views his intimacy with Cocoa as a wonderful
process of self-discovery. It is the gratification of many buried
needs. Through his emotional and sexual frankness, Lionel
experiences a new feeling of unity, of self-acceptance, of
liberation from that false "upper-deck" self fashioned by the joint

forces of the Arbuthnots and his mother. "Yes, this was the life,

and one that he had never experienced in his austere apprenticeship:-

Tuxury, gaiety, kindness, unusualness, and delicacy that did not
exclude brutai pleasure. Hitherto he had been ashamed of being
built Tike a brute: his preceptors had condemned carnality or had
dismissed it as a waste of time, and his mother had ignored its
‘existence in him and QlT her children; being hers, they had to be
pure" (p. 180). Yet it takes only a small incident, Tike the
murmuring in "Dr Woolacott" of the doctor's name, to trigger the
collapse of this momentary equilibrium. When he discovers the
cabin door has been unlocked throughout lovemaking,and confessions,

Lionel turns on Cocoa and accuses him of bedevilling™gim.

T
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The resolution of the attraction-opposition between Lionel and
his deeper' carnal self is, like the story "Dr Woolacott,® a
complicated matter. Images of Cocoa as Lionel's demonic provocateur
continue and, at the same time, Lionel himself is accused of being
a "monster in human foré," his murder of Cocoa and his own
subsequent suicide seen by those.on board as an act of
sado-masochism. "That infernal Coeoa--the mischief he had done.
He had woken up so much thatfmight have slept” (p. 193). Yet now
Lionel feels as_if he had just awakened from a nightmare.
Dressing to go up on deck, Cocoa warns him, “When you come back
you will not be you" (p. 191). *"Up on deck, alone with his pipe,
Lionel began to-recover his poise and his sense of leadership"
(p. 192). After & brief and insignificant exchange with the
Colonel, he returns to the cabin re;olying to break his
relations with Cocoa. The native again waits for him in the bunk,
naked and unashamed. When he bites Lionel like a serpent,
teasingly on the arm, Lionel goes mad: "The sweet act of
vengeance followed, sweeter than ever for both of thém, and as
ecstasy hardened into agony his hands twisted the throat"
(pp. 195-96). Lionel then covers the body with the bright scarf,
rushes back to the deck, and throws himself into the sea. Only
the note, he "kissed the closed eyelids tenderly® (p. 196),
implies Lionel's true feelings. ’

One reader, commenting on the sordidness of this ending;
claims it is neither surprising nor shocking bﬁt is given an

"adequate péycho]ogica1 and sociological origin® in Lionel's
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earlier vacillations between the "tribal morality" of the Big
Eight on deck and the private mo;a1ity of frankness below.22
In addition, the ending throws 1ight on the patterns of remorse and
shame that accompany the chance encounters of young lovers in

Forster's early fiction.23

The experience of self-discovery, of
the liberation of one's true feelings, is always in Forster S
moment of perfect happiness, but it ends suddenly and is
frequently punished. Not only is it a challenge to a
non-permissive society but it is a challenge to that “upper
personality" of prudence and, sometimes, of falseness.

As Eudora He1ty notes, it is the intensity of Lionel's
inner conflict, his love for Cocoa clashing with his sense of
shame at having strayed from the “fold,” that is “the herald of
the murder and suicide with which‘the story ends. Like most of
the stories, it is carrying a heavy burden of emotion with nowhere
to go. As Forster saw, the stories were homosexual daydreams;
1ike all daydreams, they go rushing toward the sanctuaries of
extéemes, and can end only in vio]ence."z4
' Another source of the "foreshadowings” of this ending is
the antagonism between the two young men within their cramped
cabin. They are struggiing to see who is going to domjnate whom.
Within Lionel, it is also a struggle for dominance bet;een his
English "sahib" exterior and his homosexual inner self. In the
trivial incident of the unlocked door, Lionel for the first time

recognizes his identicalness to Cocoa. He views the Indian's

baseness and vanity as counterparts to his own personality. In

-
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addition to this recognition of affinity, there is also the deeper
knowledge that Lionel has sold himself to Cocoa, that he has become
submissive to him. Later, on deck with the "quiet sleeping company
of his peers," Lione1 not only longs to "sleep" again but to
reassert his mastery of the relationship and o% his own self. If'
he cannot regain "leadership," that is, if he is prohibited from
assimilating the deeper self in proper proportion and in the
daylight of the upper deck, then both he and the primitive carnal

self must be joined eternally in the darkness of the sea.

Two other stories in The Life to Come, "Albergo Empedocle" and -

“The Purple Envelope,”" also present the theme of self-discovery
through the motif of a “pursuing” and “demonic" double. A
mysterious exchange between two selves, in whigh secrets and
confessions are shared, forms the basis of ea;h story. Furthermore,
the main character is the typically inhibited Englishman. But both
stories suffer from the lack of a consistently-held narrative point
of view. In "Albergo Empedocle," a young maﬁ is overpowered by an
ambiguous other, but always internal, Greek self; in “The Purple
Envelope," the two characters seem to view each other as their evil
doubles. 1In both stories, good and evil are not clearly separated

25 nor does the reader see where Forster's moral

in two characters,
values lie.
"Albergo Empedocie® 1is about a Cambridge student, recently

graduated, who is travelling through Sicily with his fiancée and



248

ﬁer family. He has a psychic experience when he falls asleep at the
foot of a gigantic Greek statue. As he later explains to his
fiancée Mildred, he dreamt of a previous 1ife when "I was better, I
saw better; heard better, thought better" (p. 24), and, as if that
were not enough, “loved very differently" (p. 25). In the context
of the couple's discussions about the superior qualities of the
Greeks, this confeséion can only mean that Harold has loved men.

"I see myself to the bottom, now" Harold declares to Mildred, and he
begins to talk about himself as if he were truly a noble, “great”
Qrgek warrior trapped in the body of an Englishman.

Lg The conflict, however, does not occur between the two selves of
Harold's personality but betw;en Mildred and her transfigured lover.
Having first been enthusiastic about his "previous existence,"”
Mildred later comes to resent Harold's vision. He "had scored off
her" and exposed her own insight jnto Greece as something "shifty,
shallow" (pp. 28 and 27). At their hotel, the Albergo Empedocle,
Mildred turns on Harold, calling him a "Charlatan!® Harold, who
has been acting strangely affectionate and self-assured, suddenly
breaks down. He begins to sob and then to tell his story to the
doctor who comes to attend him. What seems crucial to him is
Mildred's approval. When she too thinks him "mad," he collapses.
The “next morning Harold had forgotten how to put on his clothes,
and when he tried to speak he could not pronounce his words. .

Long before Harold reached the asylum his speech has become
absolutely unintelligible; indeed, by the time he arrived at it,

he hardly ever uttered a sound of any kind. His case attracted
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some attention, and some experiments. were made, which proved that
he was not unfamiliar with Greek dress, and had some knowledge of
the alphabet" (p. 34).

The story ends with the description of the narrator's visit to
the asyium. Harold's friend, Tommy, accepts Hﬁroid‘s new Greek
identity: “For the greater has repiaced the iess, and he is living
the 1ife he knew to be greater than the Tife he lived with us"

(p. 35). Tommy feels that he alene understands Harold's

predicament; he even identifies with Hargld's greater secret self. -

The bond between the two characters might have suggested the
narrator is a double for Harold, but we see tco little of Tommy to
be able to say he is the dramatization of the other self in
Harold's makeup. The double is also suggested in Mildred's
violent opposition and jealousy towards Harold's Greek experience,
yet the bond of intimacy is missing in their relationship. Though
ambiguously undeveloped, the main suggestion of the double in
“Albergo Empedocle” is provided by the division of Harold intc two
selves. Like Stevenson's character, Dr. Jekyll, who develops 2
second personality, Mr. Hyde, Harold is confronted and overcome by
a deeper other self who must be kept hidden from "eivilized"
society. But the same problem found in "Or. Jekyll and Mr. Hyde"
" pccurs in Forsterfs story. There is never a %rug other self since
there is never more than one mind.2®  Although there are shifts
between Harold and his Greek self, the two personalities always
take place within a single individual. A true double sooner or

later obtains an independent existence and an objective reality.
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Forster's story, "The Purple Envelope," may be his first to
employ the motif of the Mephistophe]iaﬁ double. Written in 1905, -
it predates both "The Life to Come" and "The Other Boat“ where,
as we saw, the primitive and satanic powers of the double are the
main aspects of E;;-figure. On the surface, "The Purple
Envelope" is merely a ghpst story: Qhen Howard Sholton is haﬁnted
by a phantom who leaves him messages of warning written on his
shaving mirror, he and the other guests make a game of it, an
exploration into the psychical origins of "spooks.” At another
Jevel, however, the strong themes of repression, of self-division,
of projecting onto another person one's own negative traits, and of
a mysterious intimacy between two clashing personalities suggest
that this is a story of the double. Irideed, the motif of
self-division is very plain in the language that Howard's uncle
uses to describe his differences with Howard.

As the story develops, we find that despite his generosity
at Howard's twenty-first birthday, Mr. Sholton is loathe to leave
his country estate to this “brainless, squalid-souled youth®
(p. 143) whose passion seems to be guns and field sports.
Criticizing Howard in conversations with his guests, Mr. Sholton
“pointed to the beautiful country by which the house was surrounded
on every side. ‘All that's mine. Think of it Howard's! Think of
the vulgarity, the slaughter, the desecration of nature that would
come after me. It's more like Paradise than anything I've ever
known--and because he's my nephew is it to be made into Hell?'"

(p. 39)
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The strange but profound relationship between these two
antagonistic temperaments is éiven two expressions. First, the
uncle finds himself repelled by Howard's accounts of finding
messages written on his mirror each morning. He accuses Howard of

writing them himself, yet the words on the mirror, "The inexorable

.. Tdulring my own life, humanitarian principies. The pur-"

(p. 43), are words that find their way into Mr. Sholton's
discussions with Howard. Second, the suggestion is made that the
hatred Mr. Sholton feels for Hoﬁard,is somehow irrational and
stems from his recognition that the shallowness énd vanity that
he criticizes in Howard ha@e counterparts in his own deeper
personality. The reader is not given aﬁ“satanic“ view of Howard
since the narrator covers the viewpoint of both characters. When
his uncle accuses him of trying to fool them all with this nonsense
about the mirror, the narrator comments: "Howard's honesty was
irregular, but well defined. He would sooner have killed himself
than Tied in this particular way. He turned with a good deal of
dignity, and left the room" (p. 48).

Mr. Sholton is vaguely aware that he is the "phantom" who
visits Howard's rdom at night. Hleaints one morning when he hears
Howard recall the Tatest words foud@;on the mirror. Furthermore,
he ponders the problem of a person's two selves. duoting
Maeter1{nck, Mr. Sholton explains "'tﬁat Justice dwells in each of
~us. Khen we do wrong it is because we are acting suyperficially,
and contradicting our real self, who does the real deeds, and cannot

err. “And the inexorable--' He stopped suddenly and, much tg
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Howard's relief, began to help the eggs" (p. 37).

It is, in fact, thg "inexorabie" and "real" self of Mr..Sholton
"which visits Howard while he sleeps. Forster describes this’ scene
of confrontation between the two antagonists in the images of the
demonic double. Seeing the phantom come into his room that night,
Howard realizes that his uncle's supprsssed hatred for Howard has
surfaced:

For he saw his uncle's face plainly, andkit was
transfigured with hate. At last things were simple.
They were here to kill each other.

The young man was helpless from the first. He was
only a cold frightened lump of flesh and bTooq, and
there was nathing inm him to oppose the power of the
sleepwalker. A tiny net seemed to fall over him, and
after it fell another. Slowly he was drawn towards the
bed. He cursed his obstinacy. He cursed the
Bellinghams and their fiendish experiments, and he
cursed every breéth hfs uncle should ever draw, every
pleasure he should approach, every kind word he should
ever utter. They were face.to face now, with the bed
between them. Howard snatched up the shaving-glass,
and hurled it at the enemy. But he must have aimed
badly, for the glass smashed on the opposite wall.

The figure smiled. Another net fell over him, and he
bent forward obediently to kisé the finger that
beckoned him. (p. 51)
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Besides the reference to the "beckoning" gesture, the fact that the
.powers of the uncle seem to expand as Howard gives more attention
to the figure aiso suggests the uncle represents a part of Howard.
Yet despite the "spell" the phantom casts over the youth, Howard is
able to realize that he-must kill this other self if he is to
surviQe. "But ere they touched, his hands fell on the gun, and

for a momgnt he was strong again. There was no time to sight. He
fired str;?hht into his uncle's body" (é. 51).

Two ironies form the ending of.the story. The first is that
the uncle is discovered the next morning dead in his bed: "‘A
curious collapse, the doctor says,' whispered Mr Bellingham.

'Thank God, he did not suffer, but it was as if something exploded
inside him; all the sources of 1ife have been dergnged. This is
what the doctor says. You, when you see him, would imagine no such
thing. For he died with a quiet smile on his f;ce, and his finger
stretched out, as if to bless us'" (p. 53). On one level of the
story, Mr. Sholton has merely died in his sleep. Howard's vision
of his uncle coming to ki1l him has been only a nightmare. But at
another level, his death in the stifiing room symbolizes the
derangement caused by repression, his outstretched finger an image
carried into "reality” from the nightmare realm.

[t is the second irony, however, which suggests that Howard
1s a counterpart to his uncle's deeper and despised self. Though
Howard has been described earlier as "a kind comfortable youth,
singularly free from envy and uncharitableness" (p. 36), at the

news of Mr. Sholton's death, he triumphantly takes his uncle's
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chair at breakfast and appears to the horrified guests tol have
become some sort of primitive man: "He was covered with mud and
hay, his eyes were still bloodshot, and in his face there was
neither affection nor anger nbr remorse, nor any spiritual quality .
but the hunger of the beasts who are said to perish" (p. 53).
After the estate is turned over to Howard, he changes into thg
"dictatorial and noisy,” quarrelsome and vulgar autocrat 2
prophesied by his uncile. If'wéqu seem that Howard has been
transformed into the demonic and primitive self of base instincts
that Mr. Sholton feareq existed at the bottom of his own nature.27
Although the motif of the double is relatively clear in this
story, other readers have claiméd there is more "hocus-pocus" than
is necesséry for a good ghost story.28 The main problem is the
inconsistent point of viey. On the one hand, the story concerns
the uncle who becomes obsessed with the "vulgarity" of his nephew
yet who recognizes in the youth his own deeper and hateful self.
On the other hand, the story focuses oH Howard-who is the victim
of his uncle; in killing him, Howard is freed of a demonic
pursuer. Fantasy, 1in thg case of this story,'obscures rather -
than illuminates Forster'slpurpose. The "muddling up" of the
actual and the impossible, of Howard's actual negative
transformation and his nightmare of being victimized by his

uncie, 1s not a successful device,
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Two other stories. in The Life to Come volume st;ess the same

aspects of the homosexua1 deeﬁer self ghat are found dramatized so
successfully in Forster's novel Maurice. In “Arthur Snatchfold”
and in "Ansell," the settings are not totally “muddled up” with
fantasy nor is the double ambivailently presented as demonic from |
the point of view of the prétagonist.and "saﬁing" from the point of
view of the author. Like Maurice, the;e'stories develop the motif
of the "stranger's" phantom-1like or accidental entrance into the
consciousness of the protagonist. They also reveal an “inexorable"
deeper bond of identity between the pair. The double in each story
represents, unambiguously, the positive but repressed side of the
meek protagonist. Each double stimulates the expression of buried
romantic feelings in the character, and each intentionally
sacrifices himself for the character. “Arthur Snatchfold" is
particularly dominated by the spirit of Maurice: the story
contains Forster's comic contrast of the boring company\inside the
house with the "de]ightfq]" company of the double in the
out-of-doors .2 ' ' : ’
Visiting a business.associate in the country, Sir Richard
.Conway, a widower, aQékens one morning feeling strangely
discontented. Hearing the clink of milk-cans, he Tooks out the
window and sees "a very proper youth. His shoulders were broad,
his face sensuous and open, his eyes, screwed up against_thé light,
promised good temper. One arm shot out gx'ap angle, thé_othef

supported a milk-can. 'Good morning, nice morning,’ he called,

and he sounded happy" (p. 98). ~\x\



256

Though usually not prone to sentiment, Cdnway finds that,
against his will, this stranger Becomes a “viﬁion": "The whole
scene blazed" (p. 98). As he is dressing, Conway admits to himself
that he "would have 1iked to meet the vision again, and épend the
whole of Sunday with it, giving it a slap-up lunch at the hotel,
hiring a car, which they would drive aTtérnate]y, treating it to
the pictures-in the neiéhbouring town, and returning with it,
after one drink too much, through dusky lanes" (p. 99). The
impersonal pronoun, "it,” is often a signal of the presence of the
double and it reflects here how Conway makes of this youth a |
symbol. The milk-man seems to reach out to him as an "eﬁua]," as
a friendly and kindred spirit; he seems to inv{te Conﬁay to escape
with him from his steady but emo£ionai1y-void“dai1y Tife.

_v_,;::: The next part of the story describes the meeting betwegn the
i\\\_ﬁﬁxﬁo men so différent in age, class, and background.: Early }n the
morning, Conway, dressed ohly in his pyjamas and raincoat, sets
out for the woods in search of his fantasy. “He waited until he
heard the milk-can approaching down the narrow path. Th;n he
moved quickly, and they met, well out of sight of the Donaldsonian
demesne" (p. 101). At first nervous, the youth affects a
brusqueness that, in fact, entices Conway: "Seen at close quarters
" he was coarse, very much of the people and of the thick-fingered
earth; a hundred yéars ago pis t (;~was trodden into the mud, now
it burst and flowered and djdqjgxiare a damn" {p. 102). However,

Conway soon discovers that thé youth, like himself, wants to be

playful and kind; he is even "amused" and "charmed" by the "01d
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granfa'." Their 1ovehaking, "deeper in the wood, where the fern

was highest,” is described in the romantic terms of a deeper union
than that of two men merely satisfying their lust: "Conway was
entranced. Thus, .exactly thus, should the smaller pleasures of life
be approached. They undersiood one another wifh a precision
impossible for lovers" (p. 103). This is Forster once agajn
utilizing the Garden-Woods as a symbol of the déeper reality of the
individual's subconscious mind and of his buried longings.

The after-effects of this "lTittle incident" also suggest its
deeper, psycho]ogical significance. The rightness of the youth's
behaviour, his gracious acceptance of Conway's note, his “hearty
handshake," and his delightful "disappearance" back into the woods
with "the sunlight and shadow rushing over his back” all produce in
Conway the feelings of "luck," of completeness, of lightness: it
both "flattered his vanity" and "increésed his sense of power"

(pp. 104-05).

It is in the Tast part of the story that the theme of the
sacrifice by the double is made explicit. Over lunch at their
club some weeks later, Donaldson-tells Conway about a case before
the Bench in his district. The milk-man had been arrested for
“indecency between males," having been seen by a policeman staked
out in the woods between’Dona]déon's estate and a risqué village
hotel. Donaldson tells Conway: "'There was abundant evidence of a
medical chafacter, if you follow me--what a case, oh, what a case};—
also there was the money on him, which clinched his guilt’“(p. 110). .

The real irony of the situation lies-in the fact that if the youth

U



N

258

had\named."the old man in pyjamas and a mackintosh" who had been
seen with‘Him at the rendez-vous, the youth would have been let off.
Instead, He had thrown the.police off the track by intimating it
was someone from the hotel.

Reminiscent of the sacrifice made by Alec Scudder for Madrice
and of the heroism of Stepheh Wonham just before he rescues Rickie
Elliot, the milkman's gallant protection of Sir Richard suggests
that the stranger has not only taken on the burden of their gquilt
but has suffered society's unfair ﬁenalty for them both. ‘“Wretched,
wretched, to think of that good-tempered, harmless chap being
bruised and ruined . . . the whoié thing so unﬁecessary--betrayed
by the shirt he was so proud of. . . . Conﬁay‘wa§ not often moved,
but this time he felt much regret and c0mpassioﬁ" (p. 109).

Two items in the Tast.pages of the story reinforce the
identity that Conway comes to feel with the youth. For one thing,
when Donaldson describes the young man's indignation before the
Bench, his shouting at the judges "that if he and the old
grandfather didn't mind it why should anyone else® (p. 112), Conway-
recognizes these words as his own explanation to the youth during
their adventure. The second item is the confusion of names. When
Conway asks his associate the name of the culprit, Dona]dgon
mistakes him:

“But we don't know, I tell you, we never caught
him."®
“I mean the name of the one you did catch, the
village boy."
"Arthur Snatchfold." (p. 112) i

»
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This smll bit of information devastates Conway. He Sees himself
in the mirror as "an old man. . . . For a moment he considered
giving himseTf up and standing his trial, however what possible good
would that do? He would ruin himself and his daughters, he would
delight his_enemies and he would not saQe his saviour" (p. 112).
Recalling the "trivial" but now so important incident--"the
good-humoured résponse, the mischievous face, the obiiging body"--
Conway writes down the name of his lover in his notebbok "in order
that he might not forgetqt" (p. 112). Thus, the motif of the
naméiess, rescuing double ends with Conway's‘new consciousness
of the significance of that rescue and his recognition that,
although he "had only heard the name once, and he would never hear
it again,” the deeper homosexual self within his nature had had at
Teast one full and happy chance at liberation.

The substitution of the double for the main character is a
standard part of the motif of the double in many stories. Often the
"Hero“ is a nameless youth who chooses to perform a dangerous feat
in order to protect or saye the character from some danger, even if
_ the character does not possess a matching courage to make the
relationship permanent. In the story “Ansell,” however, the main
character recognizes the bravery of the double and he is able to
incorporate his "saviour" into his own personality. "Ansell"
concems a young ¥armhand who saves the life of a Cambridge
graduate student and, later, transforms the scholar into a champion
of the outdoor life. The ending to this story is the positive

complement to the ending of "Dr Woolacott" since the absorption of
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the "natural self" into the personality of the main character
results not in the death of the pair‘butlin their lasting happiness
together.

For any reader of Forster, the gameskeeper employed by
Edward's cousin will immediately be recognized as heroic; he is the
blood brother of both Stephen Wonham and Alec Scudder.30 Edward,

a student of the Classics, brings with himon his holiday in the
country his notes and books for a dissertation on Greek grammar.
His first acquaintance with Ansell "had been when I was fourteen
and he was garden and stable boy. We were thrown at one another by
my cousin, who thought it nice I should have a companion, and in a
few days were on the most intimate footing” (p. 2). But later,
Edward's father had separated the boys, not 1iking his son to be so
entirely parted "from rational companions and pursuits" (p. 2). At
their second meeting, Edward had changed into a passive youth who
“preferred reading to outdoor amusements" and who found Ansell “a
dull companion® (p. 2).

At their third meeting, the poinf at which the story begins,
Edward, now 22, finds Ansell somewhat coarse. "We were now sO VEry
different that comparison was painless and ‘even interesting”

(p. 3). VYet at a deeper level, Edward is annoyed by the silent
self-assurance of the youth and, even more, by the contrast of his
own sloping shoulders‘with a quick calculation of Ansell's chest
measurement. During their drive along the difficult river road,
Edward finds their conversation ha]tjng and discomforting but, at the

same time that he notices Ansell's "clownish" remarks, he continues

Z,
t



261
LY

to admire the youth's “total freedom from self-consciousness" (p. 1).
It is within this setting of the conflicting temperaments and
appearances of the two young men that Ansell, who c1ea;ly represents
" the natural and spontaneous self, “saves" Edward, the bookish and
artificia]GpersonaT{ty. With the seat pushed forward to make room
for the heavy box of books and notes, the cart is off-balance;
when the horse, unnerved by a horsefly, begins to dance around, the
cart rolls back against the wood railing. "Bangf and a long crack
this time, for the fence was reeling backwards. Something slipped -.-
from the cart into the abyss, and I concluded it was me. .Then that
it was Ansell, who was gone. But no. He had got out before the
concussioﬁ, and had taken advantage.of the recoil to haul Josiah
forward and just save us from goiﬁg over the edge. Josiah had
kicked him on the shin and he had torn the armholes out of his new
suit, but we were safe. It then struck me that what had gone wés
the box" (pp. 5-6).
Though Ansell is the one injured, he soothes both the horse
and the hysterical Edward by speaking "of the things that he cared
for" (p. 7): the new shooting where “"the air was so pure that you
felt Tike a differént person and so clear that you could see the
sea" and "the great Tandsiip in the upper burn which had turned
an arid waste of rocks and pebbles into a deep bathing;poo1"
always full, always sheitered (p. 7). It is this “chorus" bursting
from Ansell that staves off Edward's collapse. In the succeeding
days, as Edward finally comes to terms with the loss of Both his

dissertation and the acadgmic post that was to follow, he

iry



262

experiences ‘a tfansformation. In place of that life, “AﬁseTl has
appropriated me, and I have no time to think of the future. I
cannot fend him off. I have a bruise on m§y shoulder from shooting
and a cut on the foot.from bathing, and the pony'has rubbed my knee
raw against a wall. And we talk--goodness knows what of: I cannot"
remember afterwards, but I know that an allusion-to the box of
books is a recognized witticism® (p. 8).

Linked to the theme of Ideal Friendship in this ending is the
motif of the opposite but also identical self who cannot be avoided
because it is the counterpart to one's own deeper, unseIf-consc1ous
personality. By ridding him _of the unnatural weight of his
dissertation, Ansell has freed within Edward his true, natural
self. Through Ansell's "“appropriation," Edward has returned to
a younger, happier self, an ideal for-Forster which derived from
his own memories of spontaneity and mirth when as a boy he played
among the haystacks with his greatest friend who, not surprisingly,

was named Ansell.

Artificial vs. natural: in short, these are the two selves
and the two realms present in many of Forster's short stories. In

the comic Collected Tales, the double is a rescuer of the

spiritually-undeveloped and prudish young man whose life of duli
convention is replaced by a fantastic experience of new pleasures
within a "garden" of magical delights. Love is the final bond
which holds the two selves together; since theirs is a spiritual

union, they can remain outside society.
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The "artificial" self in the stories of the double in The Life
to Come finds his fantasy more frightening since it is an explicitly
homosexual an& not a particularly “spiritual” experience. The.
double in three of these stories is viewed as a "death-bringer," a
Mephistopheles of evil, primitive powers. The violent antagonism
between the two selves resolves itself in a paradox of union and
-death.

Fantasy is the perfect medium for ali these stories. Forster
was not concerned with presenting factual evidence of the
"artificial® hohosexua] or self-conscious individual when he
encounters his deeper self; he was offering something truer than
fact, "a poetic image of 1ife." In both motifs, the comfcfand the
homosexual, the upper persona]fty of the individual is a "civilized"
mind”dediéated to the "road" of science, rational thinking, and
progress. Suddenly, he must come to terms with his deeper self,
the natural and instinctual self, a part of Him feared yet '
absolutely needed. The double, the figure of strangeness and
familiarity, is the perfect instrument for this encounter, just as
the device of the dream, not factual but true--provides the
perfect background for the double.

In discussing the contrasting motifs of the double in The

Coilected Tales and The Life to Come stories, the concepts

“positive double. %Ehﬁ and "negative double plot" must be
considered.31 The positive or successful doubie piot describes the
main character who confronts, “wrestles" with, and finally

acknowledges an alter ego or other self who seems repugnant but
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The clasiical positive double plot is Conrad's "The Secret Sharer."
There, tﬁé main character experiences a reintegration of his
personality, a strengthening of his will, and a feeling of unity
with other men. In Forster, the positive double plot similarly
descr?bes a divided prbtagonist who confronts his deeper self and
finally experiences a benef%cia] and strengthening reintegration
of the selves, public and private, "upper" and "lower." Sometimes,
as in three of the homosexual stories, this reintegration may be
achieved only in death. Even so, these are still stories of a
positive double. The farmhand in "Dr Woolacott" is an emblem for
all these only outwardly “negative,” primitive doubles. He
represents a supernatural force challenging the "evil civilized
power of the ﬁdu1t world."

When the double cannot be reconciled but continues to fight
with the protagonist, the result is a negative double piot. There
often arises between the main character and his beloved an other
self who bars their un'ion.33 The classical negative double is the
self-obscuring image of Narcissus in the pond, an image with which
the youth so readily identifies that he is prevented from falling

in love with the maiden Echo.34

In Forster's novels, the true
negative double plot appears in only two places, in the

characterization of Charlotte Bartlett in A Room with a View and in

the characterization of Clive Durham in Maurice. [t is in their
roles as censors and in the associated motifs of repression and

deterioration of the self that we find Lucy Honeychurch and Maurice
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Hall prevented from developing their true and whole identities.
Both doubles are figures of the "cast-off" lover; both function as
a8 defense against the natural and segua1 “stirrings" and against
the loss of control that Lucy and Maurice so intense]x fear.

The resemblance of these two doubles in the novels to certain
doubles in thg stories who appear negative in the perception-of
the protagenist yet positive in the view of the narrator raises
the question of the success of Forster's use of the censorihg

double. In A Room with a View, for example, it is only when

Charlotte Bartlett reverses herself that she is assimilated--a
trick on Forster's part to get to é happy ending. In Maurice, we
" suspect that the protagonist's censoring self, Clive, continues
‘to fight him, but the negative double plot is ostensibly
transcended by Maurice's bond with a positive double, Alec Scudder.
Nevertheless, that happy ending is weak and ambiguous since, in
effect, the negative double is neither assimilated nor transformed.
' Similar confusion marks the endings of some of Forster's
homosexual stories ("Dr Woolacott," "The Life to Come," and "The
Other Boat"}. The homosexual double is only superficially
assimilated into the personality of the main character. At a
deeper level of the narrative, the two selves continue to fight
each other. It is the death of the protagonist at the end of each
story that troub]és us:'despite Forster's thematic development, we
are unconvinced of the positive value of the homosexual doub]e.(
These are superfigial]y positfve doubles set iﬂto negative double

plots: thus, the relatively unsatisfactory "mixed" endings.
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1 "A Book That Influenced Me,. in Two Cheers, p. 215.

2 Keppler, p. xiii.

3 These dates are included by Stallybrass in the Introduction

to The Life to Come, pp. vii-xxi.

4 Colmer, p. 28.

3 Though they lack the motifs of the double, "The Torque,"
“The Obelisk," and "The Classical Annex," 1like the stories anatlyzed
here, develop the conflict between sexual liberation and repressive

Christianity with characters who represent opposite personalities.

% Norman Page, E. M. Forster's Posthumous Fiction (Victoria:

English Literary Studies, 1977), p. 24.

) 7 Quoted by Stallybrass, Introduction, p. xii. Evidently
there were two major burnings, one in 1922 after Forster had

returned from India and one sometime in the early 1960s.

8 Colmer, p. 32.

9 "Unsigned Notice," Daily Telegraph in The Critical Heritage,
p. 169.
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10 Thomson, p. 75. .

1 Thomson, p. 81. o

12 Thomson, p. 80, defines Forster's theme of man's identity
with nature as -'the central vision" of Forster's best stories. What
the character experiences is "a primitive pastoral world that looks
with direct eyes on the power of nature and knows neither fences nor
barriers; it is a youthful civilization in which even the oid and’
the blind man may regain youth and vision. Above all, it is the
world of our ancestors which reaches into the present to give us

strength and consolation.”

13 Thomson, p. 81. R

14 Thomson, p. 78. =

15 Rank, p. 67.

16 pank, p. 67.

17 Rank, p. 63.

18 pank, p. 65.

19 Stallybrass, Introduction, p. xiv, after concluding that
“considerable tensions were involved" in writing these stories,
asks, "Did the stories provide a release from the tensions, or did

they exacerbaté them?"

LY

20 Page, b. 42.
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2 For example, John Sayre Martin, E. M. Forster: The_Endiess
Journey {Cambridge: Cambridge Univ. Press, 1976), pp. 80-81.

22 Colmer, p. 135.
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v

23 colmer, p. 135. °

24 Eudora Welty, "A Collection of 01d New Stories by

E. M. Forster,” New York Times, 13 May 1973, Sec. 7 (Book Review},
pp. 27-30. | -

25 Thomson, p. 56.

26 Keppler, p. 8, makes this important distinction in defining

L

what is and is not a double.

27 Page, p. 33, claims that Howard is a "blood-brother" to
Stephen Wonham but Forster's negative tone towards Howard

dominates his characterization far too much to enable me to agree.

28 Two critics who have most recently written on Forster's
posthumous fiction, Margin, p. 74 and Page, p. 32, observe the

hocus-pocus in "The Purple Envelope."

-~

29 Page, pp. 29 and 49, admires the clarity of "Arthur
Snatchfold" and "Ansell." Colmer, p. 131, says that "Arthur
Snatchfold" and "The Other Boat” are the best sfories in The Life
to Come. These readers would undoubtedly agree with me that fantasy
is contro]led in these stories and that Forster does not employ

ambiguous images nor does he vacillate between two moral views.
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"0 Forster's character, Ansell, created in 1902-1903, p}eddfes

not only the other gamekeepers in his works, Stephen Wonham and
Alec Scudder but,also, as Forster himself points out in the ..
Terminal Note of Maurice, the _gau;keepers of D. H. Lawrence's

novels and storijes.
31 These are the terms used by Eder, pp. 21-23.

32 Eder, pp. 21-22. I must disagree with Eder's claim that
Poe's story "William Wilson" is an example of the "negative double
plot." Along with Kepp]Zr, pp. 105-06, I believe Wilson is the
protagonist's "better self," his conscience, and the double whom
he needs for a wholeness of being. The function of the double in
“William Wilson" parailels that of the farmhand in Forster's

“Dr Woolacott” as I describe it here.
33 Eder, p. 22.

34 Frosch, pp. 58-59.
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Conclusion

Forstgr's fascination with the “deeper" personality dwelling
within the self and his use of the double, in its many |
manifestafions, to représént that personality is an aspect of his
characterization§;‘settings, and themes unnoticed by his critics.
The double, however, is:related to the critical debate over
certain Forster characters--"complex symbols” who falter as
“conv{ncing human beings "--an important concern since character
is at the éore of the writer's narriéixe technique. At the
beginning of this stu&}, I suggested that Forster was aware of
these synbofic éharacteré énd that he consciously turned to the
"fragment" as & way to e%’1ore another realm of human gxperience,
the deeper'reajity,of the subconscious mind. ﬁor éxamp}e, in’his
essays and in biographibal material, ;e find evidence of -Forster's
attract%on to “the modern subconscious way" of.1ooking at
character and to such devices as the “dividings of the
personality.* And as Claire Rosenfield has shown, “In the

twentieth century Doppe]gﬁnggr novel there can no longer be any -
’ ~

question of whether the author realizes that he i$ exploiting fhe

conflict between the conscious and the unconscious life, the

~ constant menace of personal disintegration which apparently

threatens us all and the loss of jdentity consequenf both upon

~
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nehtal disordgr and the necessity that the character mask his
5%nterna1‘1ifé by creating roles to p]ay."] _

_For Forster, it would seem to be the case of his asserting
that the "upper™ personality can be improved by its assimilation of
its deeper counterpart, the subconscious self, rather than a case
Qf his dispairing og.man‘g psychotic dilemma. As to Rosenfield's
other point, Forster{s'hand1ing of the double is partly conscious
and partly unconscious.. In such motifs as the'Ideai Friend (the
"twin soul" and the Beloved), or the brother-double, or the two
facsimile selves of one personality, Forster seems to have been
aware of the standard metaphors and images used for the “dividings
of the personality," the v;;ﬁous guises of the double. 1In other
motifs, in those derived fréuLmyth, for example, or: those arising
from his preoccupation with each story's central anﬁ?thesfs, the
doubie is managed, I believe, unconsciously. It arises fro;tgther
aspects in the story, the struggle between certain types of
personalities, for example, ,or the friction within the protagonist
between the forces of repression and those of liberation.

f have examined the motifs of the double and the
corresponding themes of:repression, fragmentation, and finally,
when the double is Assinﬁlated by the main character, the
transformation or self-discovery of the individual in each of
Forster's novels and in e]évén of his sho;t st&ries. ‘Certain
conclusions about the 1ink between the "incomplete" or "undeveloped". -

protagonist and an important psychological "other" character have

been established.
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In A Room with a View, a lTittle-discussed secondary

character, Charlotte Bartiett, turns out to be Lﬁcy Honeychurch®s
hegétive double. Charlotte's repressive personality and negative
view of life -are the most significant forces in‘Lucy's experience.
In the first half of the novel, Charlotte is the destroying
obstacle to Lucy's.dreams, the haunting "shadow" which drives Lucy
into a morbid state of seIf-obscurity. In the second half of the
novel, she is the model for Lucy's mask of dissimulation; Lucy
seems destined to pa;ody her cousin‘s personality and her destiny.
Forster shows, however, that at the point when the main charaqter
assimilates the negative doublg, the double ceases to be

negative. Lucx‘must come to terms with~%§at part of her true seif -
that is represented by the‘se1f-conscious; vaciilating, and
interfering spinster aunt. In other-words, she must not reject but
must integrate the fragment in her own character that is
self-censoring.

In Forster's second "Italian" novel, Where Angels Fear to

/?.
Tread, the figure of the doubie is presented through the quixotic

temperament'of Gino Carella. It is here that Forster begins to
explore in his novels the theme of “rescue." Philip Herriton finds
“salvatfon" through an acceptance of the deeper, irrational "piece
A A
of himse1??\represented by the unpredictable .Italian youth. And
although sevéFal readers have Esgg/that Gino's role in the novel is
\
as a symbol of natural man, the motif of the primitive self "split"

of f from modern man is also an important part of his characteri-

zation. In additjon, the last section of the novél contains a

(5
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third guise of the double. Gino saves Phil{p when he becomes his
"secret sharer," when he carries out Philip's deeper or
half-conscious wishes. Gino represents the instructor in Philip's
psyche-who would "pull out Philip's Tife, turn it inside out,
remodel it, and advise him how to use it for the best."

In Forster's third novel, the double is again ;-paradoxiéal

figure' at times crude, at times heroic. At the beginning of The

Longest Journey, Rickie E1liot's illegitimate half-brother, Stephen

Wonham, is a "vague and stagey" figure embodying, for Rickie, his
deeper impulses, the "hurting" thing deep within "the subconscious
self.* Then, when Rickie's self-suppression is greatest, the

degeneratE‘ﬁ?%ther becomes his rescuer, the anonymous “other” who

m away from a deadening life at Sawsten. At the end of
the novel, the reader, having been prepared by the parallel
improvements of Rickje and Stephen, discovers the most traditional
of all motifs of the double, that of the twin brothers. The death
of/gjcgie E11i0t suggests the sacrifice made by the twin for his
_brdther, and the epilogue chapter of the novel appropriately reveals
the "hero" who has gained immortality and has replaced his brother.
Forster‘s handling of the double becomes even more complex in
Howards End. The self-division that plagues the protagonist,
Margaret Schlegel, is expressed through two doubles, an ideal self
represented by the “shadowy" énd "otherworldly" Ruth Wilcox .and a
subconscious self symbolized by the impulsive Helen. In the central
portion of the novel where M?rgaret cohsciously seeks to mould .

herseif into a second Mrs. Wilcox, she also undergoes a separation
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from-Helen, her deeper mind. This division of thg sisters is
fundamental to an understanding of Maréaret's many inexplicable
actions and of the violence in the novel; the division grows out of
an earlier metaphor in the novel, that of the facsig;les or two
selves of one personality which the Schlegels represent.

Forster's fifth novel, the posthumously-published Maurice,
also contains two figures of the double. One is a negative double

which, like Charlotte in A_Room with a View, obscures the

protagonist's true identity. The other is a positive double which
facilitates his full development. This is the novel with

reference to which Forster discussed his belief in the "pescuer
from 'otherwhere,'" and it is here that the otherwhere sétting, a
different order of reality outside or perhaps within ordinary‘daily
1ife, is so richly imagined in those scenes of Maurice's beckonings
while iéihalf-awake, half-asleep state. It is also in this novel
that we are most aware of how Forster organizes the movements of
the double. The figure is the anonymous character-fragment, a
symbol Turking in the shadows of the narrative scene. Thus,
Maurice Hall is an emblem of the usual emotionally-undeveioped

~ Forster protagonist whose counterpart is the product of his own miﬁﬁ
and the possessor of unfathomable secrets. In Forster, the double
is always the antithetical self, the missing fragment of the
personality that has been overlooked, or unrealized--"a new piece"
of the individual that “he did not know of, or at all events had
never used.” In short, the double is both a real person and a

fiément of the protagonist's imagination.
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It'was not dissatisfaction with the themes or the figure of

the double that caused Forster to write A Passage to India in a

lofty, ph%losophical style that preciudes his usual emphasis on
personal relationships. It was his preoccupation with wider, more
thiversal themes. Within the dominating world of India, none of his
main characters has enough stature to sustain a psychological
treatment. Nevertheless, important éspects of the novel are
clarified when the central relationship between Aziz and Fielding
is contrasted with the briefer and more symbolical intimacy between
Aziz and Ralph Moore near the end of the novel. The
characterization of Ralph Moore and the exotic setting which
surrounds him exemplify the figure of the double: Ralph is Aziz's
spiritual other self, he is the "rescuer" who makes Aziz whole
again, and he is the subconscious self released from repression.

The detached and pessimistic worldview with which Forster
treats the primary relationship in thé novel, however, mak;s it
appropriate that Aziz ahd Fielding are "doubles-manqués,"
frustrated and failed doubles. The book, as Forster stated, is
about “the search of the human race for a more 1astin§ home"; it is
not about the search of the individual for his true inner self.
Part of Forster's achievement in this novel is his ironic balancing
of the two pairs of characters within the context of an ideal but
always thwarted brotherhood.

Since so many of Forster's short stories are fantasies where
“thé muddling up of the actual and the impossible® provides exactly

the right setting for the protagonist's uncanny encounter with a

1
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double, it is not surprising that the figure is found in eleven of

the short stories: four in The Collected Tales and seven in The

Life to Come and Other Stories. In such sto?ies as "The Other Side
of the Hedge" and "QOther Kingdom," the double ;;scues the main
character by drawing him into a garden, or a woods, or a ravine--
into "the timeless deeper rea]ity:of the subconscious mind." In

the recurring homosexual settings ﬁf such stories as "Dr Woolacott"
and."The Life to Come," the "dream-worid" is changed to a nightmare
of conflict between the two halves of the protagonist's personality,
the “civilized" surfacg self and the devilish tempter who

represents his buried homosexuality. In both kinds of stories,
however, we find Forster exploring a traditional motif of the double,
the substitution or sacrifice of the fragment character for the
main character. In "Ansell,” in “Arthur Snatchfold ""and in "The
Story of a Panic," for example, the "hero," a "foundling" youth,
chooses to perform a dangerous feat in order to prétect or save the
main character. Still, one important outcome of our examination

of the details of these stories is that we appreciate the richness
and variety with which Forster handled the motif of the double, dnd
we are reminded that the double can be a new and spontaneous.
experience on the part of each writer who has made use of him.

: The figure of the double in Forster's fiction, though employed
S0 extensiveﬁy, is not formulaic. The motifs of the double, "the
divings into and dividings of the personality” within a rich
variety of otherwhere settings, are not to be read as applied

metaphors but, instead, they are felt “as a possibﬂit_y,“2 as an
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inner prophetic movement of the characters. The quises of the
double in Forster's fiction include the "secret sharer®” who acts
out the uncon%ciqus wishes of the protagonist, the negative double,
the two facsimile characters who are occultly connected in the
author's imaginatioﬁ, the pursuing tempter, the “doubies“ whose
~developments are pointedly parallel, the double who sacrifices
himself for his brother, and the "rescuer" who delivers the main
character from self-torment and self-fragmentation. Forster is -
. also aware of the irony of the doubie: when he creates the negative
double in the characters of Charlotte Bartiett and Clive Durham,
he is exploiting the conventional "modern" notion of the double as
a ghostly and destructive other self.

| To the extent that they are always the two halves of the same
pergbna1ity, however, Forster's psychologically-intimate characters
are formulaic. As fhis study shows, Forster's idea of character
was informed by his concept of the divided self, the upper and
deeper personalities in the mind. The Forster protagonist, as an
upper self or "civilized" mind, separates himself from his deeper
stirrings. This separation causes the character to project those
spontaneous and natural impulses onto a second character. At.a
deeper Tevel, the protagonist acknowledges his bond with this
character in the sense that he knows that the "other” -is
particularly essential to his own identity.

It is highly appropriate then that the secondary character, in

moments of encounter with tﬁe protagonist, is a partial or "frag-

ment" character. Since he has arisen from the muddled depths of
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the protagonist's mind, the figure who doub]ei for the deeper
recesses of that mind ought to be less than "flesh and blood,"
ought to have a strangely inhuman quality. Moreover, one of the
most interesting aspects of the fragment character is its strange
movability. As it emerges from the shadows of the protagonistié Lo
deeper mind, it also comes forward from the shadowy background of
the narrative scene. Thus, the double in Forster is at home in two
contrasting kinds of settings, in the fu]iy realistic foreground
éﬁELin the darker symbolical background of the narrative.
Finally, féom this study it is>possib1e to see how the double

is related to two other elements of Forster's fiction, the

w cormerstones of his method, fantasy and rhythm. In a certain sense, °
Forster's attraction to fantasy, which extends farther.into his
fiction than most critics have understood, is an outcome of his

fascination with the deeper self. In Aspects of the Novel, for

example, Forster refers to his aim of creating "a poetic image of
life," of revealing "the hidden life at itg source.“3 Furthermore,
his words about Stephen Wonham become emblematic of that aim:
Stephen, though "so vague and stagey," is “the only character who
exists for me outside the book." Is this not the function of é]i
.forster’s doubles: to Tive on within the mind of the reader (and
the -character who encountérs him}? The resonance of such a
character, to whom Forster was obviously greatly drawn, is
‘COH"EEEES on by George H. Thomson: "The characters who assume their

jmmortalily and achieve their moments of admirable luster

reverberate in the mind. The witty qualifications of jrony and the
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dreary qualifications of fact pattern themselves in an ominous but
almost magical circle around the point of spiritual illumination.
The prophet of vision appears in the simplest of clothes and the
shabbiest of settings, but he nonetheless appears.“f‘

' Thomson is right: Forster creates a novel of manners, a
realistic account of life--dull and ordinary, "the shabbiest of
settings.” But this is only the surface atmosphere. In its midﬁt,
the fairy tunnel shines out, the double in Forster appears. We
think of Charlotte, kneeling by the trunk in the barely 1it room,
Gino, an énonymous figure pulling Philip into the magical circle of
the opera box, Stephen, lighting the rose of flame, Ruth Wilcox
standing in the dank shadows of the train station, Helen, in her
oldest clothes, chal]eﬁging her sister's rejection of their
identity, Clive Durham, dashing across the courtyard in a black
cape, Raiph Moore, gu;;;;;—;;?;\fowards the hidden icon of the
Rajah, and Arthur Snatchfold, swinging down the path, sunlight and
shadow rushing over his back. These exceptional effects affirm
that the experience of the double is for the protagonist an uncanny
moment which is rooted in the subconscious mind common to all men.
For the reader; the experience of the double is a dramatization and
a penetration of the mysteries of identity; it is a vehicle for
revealing "the hidden 1ife at its source.” Thomson argues that the
ceﬁtra] symbolic moment in Forster comes when the protagonist
identifies with Nature;5 I, of course, find that the central
symbolic moment comes when the prg;ggonist encounters and is led to

an acceptance of his deeper self in the "otherwhere" of his own
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subconsci?us mind. Moreover, I believe that one of Forster's great .
achigvemehts is the juxtaposition of this fantastical but, all the
same, truer image of Tife with the "real 1ife and manners" which
belong to the traditional setting for the nove].6

The double is equally important to Forster's use of rhythm.
This study has shown that the motif of the double involves thé
repetition of a characteristic action by a symbolical
character-fragment within a relatively unvarying otherwhere
atmosphere. Obviously, such a motif is an extension of Forste;‘s
concern for felt rhythms. Rhythm in a novel or story is created by.
the repetition of a motif, by the repetition of words and images,
‘by echoes and allusions, by patterns that develop organfca11y, and
by parallelisms and juxtapositions of dramatic events.7 It is
rhythm, then, not explicit description, that makes a novel cohere

and resonate.

In Aspects of the Novel, Forster uses a motif from Proust's

Remembrance. of Things Past as an example:

A violin sonata is performed, and a 1ittie phrase from its
andante catches the ear of Swann and steals into his 1ife.

It is always a living being, but takes various forms. . . .9

The little phrase crosses the book again and again, but ¥
an echo, a memory; we 1ike td encounter it, but it has no
binding power. Then, hundreds and hundrgds of pages on,
when Vinteuil has become a national possession . . .

another wofk of his is performed--a posthumous septet:

-

The hero listens--he is in an unknown, rather terrible
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universe while a sinister dawn reddens the sea. Suddenly
for him, and for the reader too, the Tittle phrase of the
sonata recurs--half heard, changed, but giving complete
orientation, so that he is back in the country of his
childhood with the knowledge that it belongs to the

unknown.8
Is this not also a description of the double? ‘A shadowy figure
catches the eye of the protagonist; it means nothing, yet several
chapters later it reappears in perhaps a different form but still
in the "unknown" region of a mysterious "otherwhere." Again and
again the shadow crosses the book as a dream, an eého, a memory.
Then, at some later point, it suddenly looms out of the darkness
confronting the main character--and the reader--"giving complgte
orientation" this time so that he and we see that the shadow is
linked to the unexplored recesses of the character's consciousness,
to the past of his dreams and to his deeper longings and passions.
- At another level, Forster is exploiting the rhythms between
“characters as they move back and’forth, to and from each other and
to and from the narrative surface, with the suggestion of two
selves that are trying to rejoin. These rhythms, expressed through
the figures of the double and the otherwhe;; settings, thus

- reinforce the notable Forster themes of connection: "The

world . . . is a globe of men who are trying to reach one another
9 ;

“Only connect . . ." .



Conc]usioﬁ Notes

1 Rosénfield, pp. 330-31. . ~

2 wEnglish Prose," in Two Cheers, p. 268. Forster's idea of
"felt" metaphors coincides with Rosenfield's comment, p. 314; "the
novel requires that the opposing selves submit to the canons of

plausibility."

3 Aspects of the Novel, p. 3I.
L

% Thomson, p. 124.

5 Thomson, pp. 256-60. This 1is an'egcellent discussion of

’

Forster®s debt to the symbolists.

6 See René Wellek and Austin Warren, Theory of Literature,

3rd ed. (New York: A Harvest Book,” 1956}, p. 216, for their

definition of the novel and the romance.

7 Peter Burra, "The Novels of E. M. Forster,” in Forster: A

Collection of Critical Essays, ed. Malcolm Bradbury (Englewood

Cliffs, N.J.: Prentice-Hall, 1966}, p. 319. Colmer, p. 105, also

discusses rhythms ig_Forster.

8 Aspects of the Novel, p. 114; underlining mine.

\
9 A Passage to India, p. 56, and Howards End, p. 183.
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Aspects of the Double in Forster's Fiction

by June Davis Klamecki

Abstract

This dissertation examines the ways in which E. M. Forster
utilizes the literary figure of the double in all of his novels and
in eleven short stories. Fascinated by the idea of the subconscious
"deeper personality" as an antithegiga] self autonomous from the
“upper personality" of the individual yet unalterably linked to it,
Forster creates a kind of Zharacter that becomes symbolical and
fragmenfary in certaiﬁ key scenes. In other words, it functions as
a double for the main character. The double, a richﬁand_complex
device, is vital to our understanding of Forster's theme of the
individual's escape from repression to his full self-knowledge.
While somé previbus studies have recognized the existence of the
emationally "incomplete" Forster protagonisf and others have
described‘certain “partial” secondary characters (among them,
Stephen Wonham, Ruth Wilcox, and Gino Carella), none have seen that
 <the two-~the "incomplete” self and the character-fragment--are
- 1inked and interdepegdent, nor ﬁéve any studies shown how Forster

relies on the aoub1e and on the figure's "otherwhere" setting as a
technique for dramatizing the mysteries of the main character's
identity.

This study identifies the dominant motifs of the double,
discussing the novels in cﬁrono1ogica1 order and treating the short

stories as a unit. First, it focuses on the narrative details



surrounding the presentations of the “partial" character, including
his characteristically "shadowy" background suggestive of his place
in the deeper recesses of the protagonist's subconscious mind.
Second, it explores the primary actions of the double as he .
gradually dominates the protagonist and draws him into a symbolical
intimacy of selves. Third, it analyzes the particular themes
advanced by the double's appearances in the novel or story, the *r'
themes of repression, fragmentation, and, finally, transformation
of the protagonist into his true and whole self.

In Forsier‘s first three novels, A Room with a View, Where

Angels Fear to Tread, and The Longest Journey, the protagonist,

fearful of his "deeper stirrings," creates a double in order to

divorce himself from those impulses. In Howards End and Maurice,

the treatment of the doubie is more complex. Margaret Schlegel
divides herself from her "facsimile self," her sister, and, at the
same time, she incorporates the personality of the otherworldly
Mrs. Wilcox into her identity. Maurice Hall suffers a similar
¢risis of identity: by denying his deeper homosexuality, he -
hysterically creates a “dre;m" visitor--what Forster called "a
rescuer from otherwhere'--embodied in the character of Alec
Scudder. But C]ive Durham also functions as Maurice's double,
first as a positive or 1iberatﬁng other self, then as a symbol -of
Maurice's own self;censorship. .

-

Forster's masterpiece, A Passage to India, though an impersonal

and philosophical narrative which does not focus on the

individual's search for identity, cdntains the doubles-manqués,



Fiélding and Aziz, and, in contrast to that re1atﬁonship. the more
fully treated doubling of Aziz and his subconscious "saviour," C?
Ralph Moore.

Lastly, the examination of the motifs of -the double in
Forster's sho;t stories leads to an appreciat{on of his full
technique s1nce the stories cover the range of the author's use of
the device. Some motifs which this study identifies and d1scussqs
in Forster are the negative or censoring double, the "twin® who
substitutes himself for the pfotagonist, the "secret sharer” who
acts out the protagonist's subconscioqs wishes, the dark,
pursuing tempter who possesses the character through his dreams,
the "spiritual" higher self, the doubles whose-fates are
intertwined, and the double and the protagonist who actually
exchange foles.

. This study deals with several critical problems that affect
Forster's reputation. For examplie, the persistence of the double
in Forster's work is related to his creation of two kinds of
characters, those that are “reaI{stic" or "round" and those that
function in certain dramatically symbolic scenes not as
flesh-and-blood characters but as fragments of the protagonist's
_ inner self. The study also uncovers new aspects of Forster's '
preoccupation with faﬁtasy as a coée of romance within the
narrative. It also defines Forstet's use of rhythms as movements

of certain paired characters to and from each other in their

psychological interdependency. ~





