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Introduction

Some look to the past to understand the present, others simply to revel in it.  E. M. Forster does both.  His short stories, novels, and histories display a great affection for both the human life he lives and also for the myth and culture of the classical world he knows.  Forster unites two ages with an unconscious ease of relation; his mind sees connections between modernity and antiquity that only an intimate acquaintance with classical learning can allow.  Hellenism is irresistible to Forster.  His examples and themes alike are saturated with Greek and Roman thought; his integration of them into modern life creates a unique reality which broadens the beauty of the present while focusing it on the most important ideas of the past.  Forster’s education instilled in him a love for the pagan past which causes him to embrace nature, scorn Christianity, and create his own moral code for the human character.  His life principles are consequently best understood through the analysis of his references, both specific and general, to classical texts, myths, and thought.   This study will occasionally comments on Forster’s nonfiction and posthumous works, but will primarily examine the fiction he published during his lifetime.  Forster’s fictive texts present an ample variety of sources from which to discern the influence that his Hellenistic experiences had in shaping his view of classical detail, Christianity, Paganism, nature, and the human person.  

Chapter I
Edward Morgan Forster: His Life and Learning


The study of Edward Morgan Forster’s life and loves reveals a pattern of intense classicism.  His difficult childhood and thorough schooling gave him the emotion and intellect of a Greek, while his actual experiences in Greek lands and communion with other Hellenists allowed these tendencies to flourish personally in him.  To condense his great life of ninety-one years into a manageable size requires an emphasis on particular areas, and three categories seem to encompass the majority of his classical experience.  Forster’s education, acquaintances, and travels were what most fashioned in him the classical mind, and here begins a roughly chronological but specifically focused overview of his classical life and learning.


Forster’s developed strong sentiments towards places and faith as a young child, and both later enhanced his love for the classics.  Since his father died before his second birthday in 1880, he received much of his upbringing from his mother and aunt.  An upper-class family, they resided primarily in three houses during his youth: Rooksnest, West Hackhurst, and Battersea Rise.  These estates were important to his development of a sense of place; scholar Christopher Gillie says that they actually “impregnated him with that deep feeling for place evident in his writings, and a constituent of his values.”
  His readers are continually entwined in his nostalgic sentiments toward buildings and countries.  The estate in Howard’s End is Forster’s replica of his own childhood residence, Rooksnest.  Gillie declares that Forster depicted it in full detail, “including the wych-elm in the garden, with the mysterious fangs embedded in the bark.”
  He reports also that Forster was known to claim that if he had been able to live there, he would have married and raised a family. Forster did not marry, however, but remained single throughout his life. He is both factual and imaginative in his depictions of place.  Though Rooksnest, his childhood estate, and Tonbridge, his hometown, factor quite closely in his works as plain descriptions, he romanticizes the cultures and settings of his traveling experiences in Italy, Greece, and India.  

In addition to the love for place his childhood instilled in him, early letters of Forster’s also evidence a training of some kind in Christianity.  Alec Vidler states in a remembrance of Forster that “he came of saintly stock.  He was an heir of the Clapham Sect—an informal group of Anglican evangelicals.”
  Several of his letters home from his first term at boarding school at age eleven show his understanding of Christian church teachings as the normal way of life.  In one letter he asks for his Bible to be sent to him, and in another he exclaims about one friend who had no such similar catechesis: “I was shocked.  He did not know anything about Christ.  He did not understand,” he says of the boy. 
  This early understanding of the structure of religious thought is important to understanding his later dexterity with Christian jargon despite his eventual aversion to the faith as a whole. His prejudice against established religion is a one of his Hellenistic tendencies and includes his preference for a pagan, rather than Christian, system of worship, an aspect of his thinking to be discussed at greater length in a following chapter.  


Forster despised his years at school but grew nevertheless in spite of their trials.  His distaste for the public school system as a whole is evident in many of his writings.  In fact, a history by John Reed entitled Old School Ties: The Public Schools in British Literature, traces the mention of such systems in various authors, and he devotes nearly thirty pages to Forster’s novels alone.
  Nearly all of his references to such institutions are derogatory, as were his experiences there.  He began his learning at Kent House in Eastbourne, but his mother withdrew him from there after less than two terms because he was mocked and mistreated by the other boys, for he was weak and a poor athlete.  He moved to Tonbridge, then, and at this point his mother also moved from Rooksnest to be close enough so that he could commute as a day student.  His time at Tonbridge was quite unhappy as well, and he illustrates the many horrors of life in a boy’s school in his autobiographical novel The Longest Journey.  Leonard Trilling notes that Forster represents Tonbridge town as Sawston and Tonbridge School as Sawston School in this work and in Where Angels Fear to Tread.
 His school years developed in him some fine skills, despite all their hardships, and he finished as a well-developed pianist, classical scholar, and admirer of church architecture.
 This architectural fascination led him all over Europe in future years touring churches and religious structures, but his later writings show the futility even these Christian symbols had in evoking his interest.  He depicts a facet of himself through Leonard Bast in Howard’s End when he goes to St. Paul’s seeking comfort or inspiration from a particular picture, but finds none.  Forster was relieved to find, however, that boys’ schools do not accurately represent all of society.  In the transition from high school to college he encountered a great and pleasant change in his relationships and happiness.


He felt happiness and self-worth for the first time at Cambridge.  Here he grew in confidence, knowledge, and strength.   Those whom he met showed Forster great kindness.  As if in his own voice he says in The Longest Journey that “the tutors and resident fellows . . . treated with rare dexterity the products that came up yearly from the public schools.  They taught the perky boy that he was not everything, and the limp boy that he might be something.”
  As one of the limp sort, Forster took heart from this new, supportive environment.  With this growing confidence came also a growing inspiration, and Forster here immersed himself even more heartily in the Classics of which he was so fond.  With this change of life came also, however, an undermining of the Christian upbringing he had earlier claimed.  He attributes this certain change to the compulsory chapel attendance at King’s College, which was eventually retracted but replaced with a mandatory early-morning sign-in sheet (early rising was an equal evil to church attendance for Forster).  In one of his later speeches Forster proclaims that this system “proved the undoing of many an earnest child.”
  Beauman, in his biography of Forster, counts this seemingly insignificant occurrence as the beginning of Forster’s aversion to the Christian faith, an aversion to be described in more detail later.  


Along with the absence of religion, however, was a new growth of friendships.  He found particular camaraderie in King’s College because it “had become a haven for sensitive young boys who were unmoved by the popular ideals of success, sportsmanship, and horseplay.”
  Finally, friends of like minds and temperaments were available for him, and he engaged in many activities with companions.  He joined a discussion society called the Apostles, known for members such as Tennyson, Bertrand Russell, and G. E. Moore, a philosopher whose friendship he enjoyed. The exclusivity of the group later troubled him, however, and he eventually withdrew his membership.  Even more directly influential to his intellectual development were his friend, Goldsworthy Lowes Dickinson, about whom he later wrote a biography, and his Classics tutor, Nathaniel Wedd.  In his biography of Dickinson, Forster states explicitly that to Wedd “more than to anyone, I owe such awakening as has befallen me.”
  The awakening was to classical literature, and for Forster that meant an understanding of Greece.  The Greece of each man’s mind is unique, as Trilling says, and Forster’s is “the Greece of myth and mystery, of open skies and athleticism, of love and democracy.”
  Perhaps un-athletic Forster admired the idea of physical agility in a world detached from the mockery he encountered in his own community.  Though his study of the classics was reasoned and accurate, Forster lends them the feeling of something beyond humanity through his boundless descriptions of nature and myth. Through Harold, the hero of his story “Albergo Empedocle,” Forster says of his imaginary former life as a Greek: “I was better, I saw better, heard better, thought better. . . Yes, I also loved better too.”
  The myth of Greek culture actually clarifies life through its roundabout descriptions. The moral being, physical senses, mental powers, and emotional agility of a Greek are superior to modern man because the Greek concentrates on the weightiest aspects of human existence and overlooks the trivial ones. The Greek way of life is Forster’s ideal; he longs for the good qualities of this past and desires to be a part of them himself.  


His friend, “Goldie” Dickinson, had a similar importance in his life.  Dickinson, a specialist in ancient history, embedded Greek ideals even deeper into Forster’s thinking.  Furbank characterizes Dickinson as “a man of great zeal and good-will, standing for most of the Liberal virtues: reason, decency, and a very Cambridge brand of Hellenism.”
  Forster particularly appreciated him because he did not merely escape from the present through the past, but instead used the past to understand the present.  He himself later declared that, “knowledge of the past will help us to control the future, and unless we control the future our happiness, private and public, is at the mercy of chance.”
  He indicates his earnest belief in this statement in his novels and stories, which reflect his nostalgia for the past but always affirm the significance of it to his current age.  From Dickinson, he also learned a version of moralistic sentiment which he would later adopt in part.  The author said that Dickinson “had the religious temperament, but he hated all religious weapons.”
  Rather than a dogmatic attitude toward religion,  Forster advocates a gentler, more general embrace of all manners of life.  He says that “to give the intellect its full scope, we must ‘link up with such gifts as we have.’”
  Man should not limit his capacity for life to merely a moral code of rights and wrongs, but should embrace every aspect of life, without regard to traditional morality; such a practice will allow him to experience the full range of human emotions.  


After Cambridge, Forster’s career choices were limited: his academic Seconds not being sufficient for employment as a don, his sentiment forbidding him to return to the public schools, and his disposition too weak to work for the Indian Civil Service.  Instead, he chose to spend a year traveling in Italy with his mother, Lily.  Italy awakens new sensibilities to beauty, nature, and art in him, and he embodies his change later through the character of Lucy in A Room with a View.  Forster experiences a certain freedom and coming-of-age as Lucy does, and though this experience begins with his attitude towards travel, it certainly does not end there.  Both of them struggle until coming to a place of independent travel, where they can free themselves from the dictates of a tour book and enjoy the country as their sense of life demands.  During one of her sightseeing trips, Lucy’s friend, Miss Lavish, lectures her: “Tut, tut! . . .I hope we shall soon emancipate you from Baedecker. . . . The true Italy is only to be found by patient observation.”
  This sort of soul-searching is what helps both Lucy and Forster to understand their natural capacity for art.  Through Lucy, Forster shows his new understanding that travel should be more about living and less about gaining information.  He says of her that “the pernicious charm of Italy worked on her, and, instead of acquiring information, she began to be happy.”
  Growth of the heart and not the mind is Forster’s ideal for travel.  His trip to the continent had the same effect on him, and he left with a greater sense of passion.  During his travels in Italy he also composed his first short story: “The Story of a Panic,” an auspicious start to his literary career. 


From this expedition he returned home to put his classicism to practical use by teaching a weekly Latin class at the Working Men’s College in Cambridge.  During this time he also embarked on a three-week cruise to Greece, this time without the constraints of his mother as traveling companion.  The depth of his education becomes evident on this trip, as on others, when he says that he was “so well drilled by school books that nothing surprised [him].”
  Forster does not need Baedecker because his mind knows intimately the information such a guide can provide.  The trip was not wholly devoid of inspiration for him, however.  In Greece he composed “The Road to Colonus,” a riveting account of an older gentleman’s epiphany while on Hellenic soil.  Two years later he took another job lecturing on his other passion, Italy, for the Cambridge Local Lectures Board.  

The later years were those in which Forster heard most clearly the voices of the muse.  The following summer he worked as tutor in Germany to the children of Englishwoman Elizabeth, Countess von Arnim.  During these years the simple instruction of children stimulates his mind, in the year 1905, he publishes his first novel, Where Angels Fear to Tread. Thus begins the most productive stage of his literary career.  In 1907 and 1908, he delights society with The Longest Journey and A Room with a View, and 1910 marks the publication of Howard’s End.  In each story he becomes more adept at expressing his own character with subtlety: in The Longest Journey he relies heavily on autobiographical experience; he portrays some aspects of himself through Lucy in A Room with a View; and finally in Howard’s End he expresses himself most discreetly through certain traits of Leonard Bast.  He begins A Passage to India just two years later, but twelve years will pass until its completion and publication.  

In 1913 Forster shrugs off all traces of his suppression of self and begins writing Maurice, but does not pursue publication for this story; others find it years later and publish it after his death.  Maurice is a description of the mind of a homosexual like Forster, and the torment of such a one for whom society had no place.  Forster circulated this work amongst his friends, but limited its audience because homosexuality was a criminal offence at the time.  This accomplishment is significant for him, because only here does he make this direct connection between himself and the Greeks.
Forster’s other travels include a visit to India in 1912 and a four year stay in Alexandria, where he worked for the Red Cross.  In 1921 he returned as a private secretary to the Maharajah of Dewas Senior in India.  This last visit provided the final resources for his soon-to-be-completed India.  A chief observation of Forster’s during his years on Indian soil was the hostility between the nationals and the European community residing amongst them.  

His later writings are mostly literary works, histories, and biographies rather than novels, and detail the extent of his travels and the people whose lives most interested him. Perhaps an urgency comes upon him in his older years to record the factual details he observed from his friends, experiences, and studies, and so he shifts his genre of composition.  The fanciful nature of his descriptions survives even within his nonfiction works, however; Forster refuses to omit the poetry of life even when accounting the mere details. 

 In Aspects of the Novel, a work comprised of a series of lectures delivered at Cambridge, Forster outlines his qualifications for the ideal work of fiction.  Fantasy, as he describes in this work, is always a key element of literature, and such fantasy exists even in his histories: Alexandria: A History and a Guide, Pharos and Pharillon, and The Hill of Devi.  Each of these are about places with which he was intimately acquainted, as is clear from his travel journals.   He also writes biographies of Goldsworthy Lowes Dickinson and his great-aunt, Marianne Thornton.  Finally, Forster is also acclaimed for his composition of the libretto for Billy Budd and his essay collections Abinger Harvest and Two Cheers for Democracy. These collections shed particular light on his views of politics, religion, and art, and they provide a clear reference for understanding the themes of his fiction.   
Forster’s short stories include “The Celestial Omnibus,” “The Eternal Moment,” and “The Life to Come,” along with the other stories published within each of these collections.  His short fictions are more sensational than his novels and account fairy tale-like occurrences.  They often are more specifically focused, and sometimes even plot-centered, on myth.  Forster’s lighter side often comes out in his short stories; his almost caricature-like descriptions of supernatural events are often marked by humorous irony.  He died at the age of ninety-one, having been acclaimed one of the finest English novelists during his lifetime.  


Though not an entire summary of his person, Forster’s education, travel, and friendships most accurately preface the classical framework for many of his writings.   His homes and travels are often the inspiration for his settings, his schooling the source of his classical allusions, and his acquaintances the models for his characters.    Forster’s classical heritage is an extensive one and is key to understanding his themes and passions.  

Chapter II
Forster’s “Other Kingdom” of Classical Thought


Because of Forster’s background as a classicist, such writings make up the greater part of his allusions and themes.  His pagan ideas of religion and nature are felt throughout his stories, and his direct references to gods and Greeks recur often in his descriptions.  While his general themes provide the larger context for his specific examples, Forster’s individual references to myth are like pieces of a mosaic that are integral to his greater design.  In Forster’s short story  “Other Kingdom,” he characterizes himself in the role of a tutor of the classics and makes explicit comments about his attitude toward them and the role he believes that they serve.  Forster’s explanation of his system in this story demonstrates his method of classicism for all his other works; he likes to use classical allusions but embellish them.  He does so because he believes that the classics, as a part of the body of liberal learning, make the present clear by explaining the past, and he finds them valuable also for their mythological dreams and power over the imagination.


“The Other Kingdom” is a unique story in that it is the only instance of Forster’s fiction in which he states explicitly his opinions towards classical works.  Classical allusions and sentiments pervade his novels, histories, and short fiction, but in no other place does he state as clearly why he uses them or the purposes he believes such references accomplish.  Here, for once, he lays out clearly for his readers the philosophy behind his incorporation of the voices of antiquity.  His statements about the classics are simple and comprehensive, and as such provide a clear summary of his methods and motives for their use in his other texts.  The principles he makes clear in this story illuminate his purposes for the use of the classics, and through them the study of classical references in his other works become clear.  The self-conscious narrative role he plays in “The Other Kingdom” is the same silent voice that comments subtly through the classical references in his other works.  Though Inskip is more detached than Forster in his response to incorrect opinions about the classics, his philosophy of presenting them often and with a fresh twist because they are good is indeed Forster’s own method.  


His role in the story is that of Mr. Inskip, an employee of a dominating man named Harcourt, whose task it is to tutor Harcourt’s charge, Mr. Ford, and fiancé, Miss Beaumont, in the literature and language of the Greeks and Romans.  While Inskip maintains a detached relationship to the other closely-related figures of the story, his omniscient view allows him insight into each of their characters.  The study of the classics becomes the point of tension between the family, and Inskip notices this tension, though he does not intrude into their conflicts beyond what his role of employee should permit.  He makes several comments regarding his view of the role the classics play in the human life. 

He begins by describing his own philosophy of Hellenism.  First, he states on his own behalf: “it is part of my system to make classical allusions.”
  References to the classics arise naturally from him because of the large part of his mind that they consume.  His system of thought and writing cannot help but include the characters and sentiments of the ancients, and this quality is evident in his other tales.  Second, he states near the beginning of the story: “I always brighten the classics—it is part of my system.”
  He prefers not only to restate the factual events of Greek and Roman tradition, but also to embellish them through his imagination so that their applications become more pertinent for daily life.  Third, he believes that the study of classics is vital to the mind of man, even one for whom they will serve no practical purpose.  Though Harcourt questions the wisdom of allowing such an impractical study to occupy so much of his fiancée’s time (“The only question is—this Latin and Greek—what will she do with it?  Can she make anything of it?  Can she—well, it’s not as if she will ever have to teach it to others.”),
  Inskip does not relegate the study of the classics to practical purposes, but thinks that they are a necessity for the shaping of the mind.  For this reason he notes of the study of classics that, “no one can grasp modern life without some knowledge of its origins.”
  To Forster, then, the classics are good for the simple expansion and understanding of the mind, whether or not they accomplish any practical purpose.  The mind that knows the successes, failures, and mysteries of the ancient world is more capable of grasping the significance of individual occurrences in his own life.  


He continues his discussion of classics by showing their imaginative as well as their intellectual qualities.  He shows that they are good simply for their beauty.  Though they serve practical and serious purposes, he also commends them for their artistic and imaginative qualities.  “’Classical education’, [he] said dryly, ‘is not entirely confined to classical mythology.  Though even the mythology has its value.  Dreams if you like, but there is value in dreams.’”
  There is more to classics than just imaginative qualities, he affirms, but the fanciful nature of them is also a good quality and not a mere decoration.  Metaphors and allusions to myth might brighten the reader’s enjoyment of a text, but such images also transform his mind and make it capable of grasping the greater cultures of Greece and Rome.  In a conversation of his with Miss Beaumont he again declares the dual value of ancient texts. She exclaims: “I do like the classics. . . . They are so natural.  Just writing things down.”  He staggers before responding with, “Ye—es . . . but the classics have their poetry as well as their prose.  They’re more than a record of facts.”
  This dual nature of classical instruction is of great importance to Forster, and is evident in his presentation of them in other works.  Such an understanding of Forster’s classical philosophy creates a structure from which to understand his use of classics in the rest of his fiction.  


That it is part of Forster’s system, like Inskip’s, to make classical allusions is quite clear from just a straightforward reading of his works.  Even the classically-untrained eye can see clearly that his stories and novels are replete with them, whether they are extended comparisons or similes and metaphors that seem like afterthoughts.  The brief references come in the form of terse statements such as “towering over her like Pallas Athene,”
 “it reminded him of the Greek Drama,”
 and Forster’s notion that gods do indeed “live in the woods.”
  Each of these small references expresses a bit of the mind which envelops his entire plots in classical themes. 

Encompassed in his love of classicism is a distaste for Christianity, a preference for pagan mysticism, an embrace of nature, and distinct opinions about the ideal human character.  Specific references to mythology as a whole are also prevalent in his works, however.  They differ in their style and degree according to the mind of Forster at the time he wrote them.  In his short stories, classical themes and characters often constitute the majority of the plot.  A 1947 review of his short story collection reports that, “all but two are fantasies; introducing figures from Greek myth or visions of other worlds.”
  Even the titles of some (“The Road from Colonus,” “The Story of the Siren,” and “The Classical Annex”) clearly reflect the classical themes of the stories.  In his novels, his attitude towards the use of classics varies.  In his earlier novel A Room with a View classical allusions are many, but as he refines his style in his later works, Howard’s End and A Passage to India, his use of these themes changes.  As his pen becomes more subtle, so does his use of myth.  Though in the stories and early novels his myth is wholly that of the Greeks and Romans, in Howard’s End it becomes the Germanic myth of the English countryside, and in India a Hindu mysticism which refers to gods and spirits in a less specific sense than the Greek images he used earlier.
  Critic W. Giloman summarizes Forster’s change in his use of myth when he says that “the cruder kind of supernaturalism—the coming and going of fairies, sirens, and gods—has given way to an almost impalpable mysticism, implied in the landscape, the animals, and the people.”
  Forster’s desire is that the most common aspects of life be filled with a sense of myth, and his incorporation of them into everyday occurrences brings myth further into the human world.  These less apparent uses of mythical figures and more adept portrayal of the mythic spirit as a whole demonstrate his development as a novelist.  


One characteristic of his use of classics, as he states through Inskip, is that he does not simply reiterate myths as they were told, but embellishes them so that they become an unusual part of our present-day world.  He often takes mythic figures out of their normal context and presents them to us in new environments.  In “The Celestial Omnibus,” for instance, he pictures Achilles standing as sentry to the gates of heaven.  Not the typical Christian St. Peter, but a classical figure of tremendous strength determines who will take part in eternal life.  He characterizes heaven and Achilles himself in a new light through this portrayal of them: heaven becomes the realm of those who, like Achilles, embrace human passion rather than squelching it with morality.  In “The Story of the Siren,” the Siren, too, becomes a character unlike any other Siren represented in the classical tradition.  For Forster she lives in the sea, and he longs for someone to “fetch up the Siren from the sea, and destroy silence, and save the world!”
  This Siren does not distract man from his intended purpose as Homer’s does, but creates an atmosphere that facilitates man’s mental and spiritual health.  
Forster twists yet another Greek myth in “The Road to Colonus,” where he uses the characters from the original Oedipus myth as examples of the new characters he creates.  Of the father and daughter in the story he says that “Mrs. Forman always referred to her as Antigone, and Mr. Lucas tried to settle down to the role of Oedipus, which seemed the only one that public opinion allowed him.”
  The story is one similar to the Oedipus tale, but with several differences.  Forster takes the location, the road, and depicts it as a place of great change and fate for Mr. Lucas.  The setting itself has a remarkable effect upon the old man.  Forster says: “Yet Greece had done something for him, though he did not know it.  It had made him discontented, and there are stirrings of life in discontent.”
  Mr. Lucas comes to see that much of reality exists not in the commonplace, but in the myth that gives meaning to the practical.  Forster takes this ancient tale and puts people with new versions of the old struggles into it, and through them he creates a brighter myth.  


Forster uses classical descriptions because he believes them to be not merely decorative, but useful for the mind as well.  The events of “Other Kingdom” demonstrate the longing that he and his characters, such as Miss Beaumont, naturally have for the things of the past.  Forster calls the study of the classics a good in itself because man cannot help but wish to understand his origins, and they thus satisfy his natural desire to know.  When Harcourt forbids his future bride to study the classics as she longs to, he stirs a discontent in her which will eventually lead to her abandonment of him.  She runs away from him to Mr. Ford, a true lover of the classics, and declares it is because “he won’t let me do what I want.  Latin and Greek began it: I wanted to know about gods and heroes and he wouldn’t let me.”
  By withholding the study of the classics from her he denies her not only the freedom of choice, but also the freedom that comes from study of the past.  
With comments such as this one, Forster makes it clear that the past is something that the soul naturally yearns for, and that to suppress that learning is to close one’s mind to the most beautiful aspects of life.  Mr. Lucas, like Miss Beaumont, has this yearning for the Greek past.  “Forty years ago he had caught the fever of Hellenism, and all his life he has felt that could he but visit that land, he would not have lived in vain.”
  Had he known the significance of ancient cultures, he would have found satisfaction for his desire to understand his place in the world.  For people such as these, the classics make life worth living; human existence is no longer meaningless, but a great story that offers a resolution for its characters.
Forster makes classics so important by demonstrating that those who think and feel most deeply do so because of their assimilation of ancient sentiments.  The fault that Margaret Schlegel finds in Henry Wilcox is that he has too little concern for the past.  Of her, Forster says: “high-born she might not be.  But assuredly she cared about her ancestors, and let them help her.”
  Connection with antiquity does not necessarily imply elitism, he affirms by juxtaposing Margaret’s low class with her love of history.  Rather, the trouble with upper-class Henry is that he refuses to see the good in an affirmation of his ancestry. Margaret’s full soul, however, accepts the traditions of her past, and makes them a part of her. In The Longest Journey Forster depicts spirited Agnes as yearning for an understanding of the past such as her fiancé has: “Ah, that’s your line, Rickie.  I do envy you and Herbert the way you enjoy the past.”
  Indifferent though Agnes is in many ways, she still expresses her longing to know about antiquity.  In this case hers is a longing for a longing, in which place every human desire must begin. 
Forster notes, as well, how important an understanding of history is in “The Curate’s Friend.”  He begins the story with a commentary on history: “It is uncertain how the Faun came to be in Wiltshire.  Perhaps he came over with the Roman legionaries to live with his friends in camp, talking to them of Lucretilis, or Garganus or of the slopes of Etna.”
  He begins his story in this manner immediately, almost expecting that the reader will desire to know the history of the figure at hand.  These brief phrases, humorous or slight though they may seem, are telling revelations of the concern he takes for his readers and characters to understand the past which shapes their world.  


The classics go beyond recording history or shaping the thinking and have an imaginative, poetic aspect as well.  This use of classics is perhaps the most recurrent in Forster.  The dreams of myth are important to him, as he says through Inskip, who notes that Ford dreams “of the tangible and the actual: robust dreams, which take him, not to heaven, but to another earth.”
  Heaven is just a weak illusion for Forster.  To encompass the other-worldly but not the Christian heaven, then, is his tendency in classical references.  He affirms that the myth and not just the history of a society is necessary to its culture.  In Howard’s End he struggles to understand how a civilization can exist without a body of mythical belief on which to base its experiences:  

Why has not England a great mythology?  Our folklore has never advanced beyond daintiness, and the greater melodies about our countryside have all issued through the pipes of Greece.  Deep and true as the native imagination can be, it seems to have failed here.  It has stopped with the witches and the fairies.  It cannot vivify one fraction of a summer field, or give names to half a dozen stars.  England still waits for the supreme moment of her literature—for the great poet who shall voice her, or, better still, for the thousand little poets whose voices shall pass into our common talk.”
 

Myth is what gives life to nature; a summer field may be beautiful to look upon, but an understanding of forces beyond it lends a whole new liveliness to it.  Myth gives a sense of specificity and personality to life.  It names the stars and makes them an intimate acquaintance rather than a far-off generality.  The personality of a poet is necessary to infuse the common with this radiance, Forster says.  He loves the pagan past and the great tales and legends that accompany it.  He desires for England, as for all other cultures, to know or create a system of mythology that the society can use as a reference.  


Perhaps the most central way that Forster uses myth is as a reference for his character’s descriptions and an explanation of their emotions and psyche.  To compare someone to a classical figure is not necessarily to approve or disapprove of him, but depends on the nature of the classical thing he is compared to.  Forster sees that myth is a complete framework, and like the rest of life, involves heroes and villains, the mighty and the weak, the noble and the fainthearted.  For him to designate one character by his relation to the classics is neither to commend him, nor is it to represent another without any classical background to discredit him.  In “The Other Kingdom,” for example, Inskip himself, though an instructor of the Classics, is not a particularly great or poor character.  He is the neutral, noncommittal voice of the employee.  Just because one teaches, studies, or resembles something relating to Greece or Rome does not make him better.  Forster’s use of the classics, then, does not always compliment, but simply reveals more aspects of a character than commonplace prose can describe.


The myths of Phaeton and Persephone are favorites of Forster; he mentions them often and portrays them in an extended sense in A Room with a View.  The song of Phaeton recurs often throughout the story and begins with Forster’s depiction of it in the young carriage driver and his lover as they take the group of tourists on a carriage ride.  “It was Phaeton who drove them to Fiesole that memorable day, a youth all irresponsibility and fire. . . . And it was Persephone whom he asked leave to pick up on the way. . . . the goddess was allowed to mount beside the god,” he says.
  These two young people, with their fiery passion and natural affection, represent the purest form of love, and are the ideal to which Forster holds the other loves in the story.  Cecil, who is more like a celibate Christian Gothic statue than a fruitful Greek god, cannot love naturally, and it is not until Lucy unites with George Emerson that she experiences Forster’s ideal.  He ends the story by stating that “Youth enwrapped them, the song of Phaeton announced passion requited, love attained.”
  The height of liveliness they experience in their youth in Forster’s ideal; he longs for all men to live continually in their prime, even if only in their minds.  He connects song inseparably from love, lending an emotional, musical quality to human relations.  The backdrop of myth is what molds and shapes the personalities and standards of love in the story.  


Forster also uses myth in a general sense to describe the world of nature and the gods that he sees are an inherent part of it, those beings which infuse it with beauty and mystery.  These creatures must inhabit the world of nature, or it is lifeless to Forster.  In “The Story of a Panic,” he states that “it is through us, and to our shame, that the Nereids have left the waters and the Oreads the mountains, that the woods no longer give shelter to Pan.”
  When nature is bereft of these life-giving forces, the pagan notions of life that he cherishes die, and the ritual rationalism of Christianity takes over. 
Just as Forster is no dogmatist about standards for the human person or for his use of the classics, however, neither is he harsh in his view that nature is the only possible setting for romance.  Through a description in A Room with a View, he concedes that humans can meet with mythology in some unnatural places as well as natural ones.  He says: “Perseus and Judith, Hercules and Thusnelda, they have done or suffered something, and though they are immortal, immortality has come to them after experience, not before.  Here, not only in the solitude of Nature, might a hero meet a goddess, or a heroine a god.”
  This place is the Piazza Signoria, which houses the mature statues of history.  Myth and nature are closely but not unexceptionally related, though Forster’s love of natural things often cannot help but tie the two together.  


In fact, for Forster’s mind, myth often creates itself in wholly un-mythical surroundings.  Philip of Where Angels Fear to Tread has such an experience when Miss Abbott leaves him at the train station in Italy.  Forster narrates: “Philip’s eyes were fixed on the Campanile of Ariolo.  But he saw instead the fair myth of Endymion. This woman was a goddess to the end.”
  For a character to confuse a clock tower with a goddess is indeed a rare occurrence, but such is Forster’s perception of the world through the lens of myth.  He often cannot see the common because the tremendous is most prominent.  Myth pervades the thinking of Forster and his characters, so that it often turns up where few would expect it.  For Rickie, the Classics teacher and the representation of Forster himself in The Longest Journey, classics pervade every sphere of life as well.  “He tried to express all modern life in the terms of Greek mythology, because the Greeks looked very straight at things,”
 Forster claims.  Forster’s mind works like Rickie’s; he sees no fitter representation than the history and myth of the ancients for anything in life.  Though looking straight at things often indicates seeing clearly the surface of an issue, for Forster it means far more.  The one who looks straightest sees not the outer peel, but the core of truth.  The importance is not, he would say, in the stark details of life, but in the feelings which make the details meaningful.  Thus stories are often more direct than explanations at teaching principles, for to capture the emotion is the capture the mind as well.  That which is purely instructive or didactic is often the least effective means of communicating truth.  


Forster’s artistic design uses and embellishes the classics because he believes that to know the past is to understand the present, and that the poetry of myth should infuse all of life.  When explicit references to classical figures and stories overwhelm, Forster resorts to less direct mentions of myth.  His novels, especially, demonstrate the mythical philosophies that fill his mind, and his observations of religion, nature, and the human person reflect his emphasis.  

Chapter III
Clericism, Religious Ritual, and the Celestial 


E. M. Forster’s study of the classics and travels through the histories of classical lands developed in him a fierce love for paganism, myth, and nature.  His desire for these things, which are so opposite to Christianity in his view, developed in him a skepticism which soon grew into an aversion to the Christian faith.  The classicist often reveals these negative feelings toward it through his negative remarks and side comments about small aspects of the Christian tradition, namely its people, rituals, and ideas about the afterlife.  Forster expresses his obvious disregard for Christianity by portraying ritual as empty and unsatisfying, clergymen as fake and foolish, and heaven as farcical and amoral.

For Forster, established religion of any kind is vapid.  Instead of accepting any established pattern of faith, he creates his own kind of religious moral code and bases it not on faith, but on nature and the pagan past.   In his essay entitled “What I Believe” from his collection Two Cheers for Democracy, Forster explicitly states his aversion to faith of any kind. “I do not believe in Belief. . . . Faith, to my mind, is a stiffening process, a sort of mental starch, which ought to be applied as sparingly as possible.  I dislike the stuff.  I do not believe in it, for its own sake, at all,” he says. 
  While his sentiment allows room for natural religions such as Hinduism and Paganism, he finds unpalatable those establishments that require a belief in a distinct moral code solidified by creeds.  Vidler, a contemporary scholar of Forster’s, classifies the author’s religious sentiment as “undoubted aversion toward the church.”
  References to the Christian faith of many denominations are dispersed throughout his stories and novels, and nearly all of them belittle the rituals and traditions of Christianity.   

Forster’s treatment of clergymen, the propagators of the Christian faith, is perhaps the most obvious indication of his opinion of the church.  His sketches of clerks and bishops range from humorous to evil, and show that he thinks some of them fools and others devils, but all vapid of mind or heart.  The curare in “The Curate’s Friend” is merely simple, while Mr. Eager of A Room with a View is a harsh moral tyranny.  They are far more prominent in his short stories than in his novels, perhaps because he finds their personalities impossible to develop fully, or just distasteful should he succeed in fleshing them out.

Mr. Beebe is the most developed of Forster’s clergymen, he presents him in a not entirely unfavorable light, though he manages to mock clergy as a whole by making Beebe always the exception to the rule.  Here Forster creates a good-natured and respectable clergyman.  Forster uses two instances of conversation, however, to paint Mr. Beebe as the rare example of his sort.  Lucy appreciates him very much, and in conversation with her chaperone remarks: “He seems to see good in everyone.  No one would take him for a clergyman.”
  When questioned, she further explains: “You know how clergymen generally laugh; Mr. Beebe laughs just like an ordinary man.”
 Implicit to these remarks, Forster considers church vicars generally hypocritical.  They see clearly their own nobility but can see nothing but the faults of others.  Mr. Beebe is not partial in his approbation, however. He is of the rare type who attributes respect to pagans and Christians alike, and for this Forster applauds him.  Later, Forster praises Beebe for his skilful persuasion of Mrs. Honeychurch in to allow Lucy to travel.  His success, Forster says, lies in his lack of foolishness.  “By his tact and common sense, and by his influence as a clergyman—for a clergyman who was not a fool influenced Mrs. Honeychurch greatly—he bent her to his purpose.”
  For Forster it is a rare thing to discover a clergyman with such fine qualities.  Though the good woman is befuddled by the whole situation, she finds Mr. Beebe so surprisingly remarkable for someone of his vocation that she listens to him nonetheless.  

Beebe is not, however, wholly perfect, in spite of his good nature.  Like the rest of Christendom, he cannot help but resort to blank speech when situations are difficult.  During the drive to the mountains at which Beebe is prompted to soothe ruffled spirits, Forster says that “Mr. Beebe, who could be silent, but who could not bear silence, was compelled to chatter, since the expedition looked like a failure, and none of his companions would utter a word.”
  He cannot allow the natural world to speak those words which transcend consciousness, but must fill space with the hubbub of talkative Christianity.  While better than most of his profession, the straight-jacket of religion still prevents him from connecting with the real world.  At the end of the novel Beebe remarks revealingly: “we shan’t have rain . . . but we shall have darkness.”
 While held within the confines of the church Beebe fails to see all but faint rays of natural light.
Forster’s other references to clergymen are less flattering than this one, however.  His story “The Curate’s Friend” presents a far less complimentary look at a minister.  This cleric, whose mind he enters through first person narrative, Forster presents as both a dope and a miser.  The man reveals the nature of his hidden self: “No man has the right to call himself a fool, but I may say that I presented the perfect semblance of one.  I was facetious without humour and serious without conviction.”
  This hypocrite devotes his time wholly to his parishioners under the guise of a giving spirit, but he really only does good works to satisfy his own emptiness.  After a life of devoting himself wholly to good deeds he remembers “all the other offerings of people who believe that I have given them a helping hand, and who really have helped me out of the mire themselves.”
  Through this single example Forster characterizes all the work of the church, and implies that its motive is self-satisfaction, rather than true compassion.  

Forster might speculate that religious service can hardly grow from right motives when God Himself seems to have no place in reality.  In “Other Kingdom,” the characters mention the Archdeacon a couple times in no apparent connection to the story.  When boughs break off trees during great winds, the anti-classicist Worters exclaims: “We must remember to tell the Archdeacon about it.”
 Later, the narrator refers to the archdeacon’s wide sphere of knowledge when he says that “not even the Archdeacon can remember such a storm.”
  This figure is far off, unseen, and unreal.  Forster seems to use him in place of the Christian God, to whom people report incidents, but who sees or cares little for what actually occurs.  He is hyperbolic in a humorous sense, and thus powerless.  

Forster’s pessimism towards Christianity does not end with the faith’s people, however; it also extends to the rituals of the faith, and he presents this aspect as shallow and unsatisfying as well.  He thinks of the Christian faith as something almost barbaric; in his history Pharos and Pharillon, he claims that Christendom was able to exist only “where the antique civilization had failed to make men dignified.”
  A person with a true sense of his worth would be able to rise above the crutch of ritual.  Antiquity, not faith, provides man with a sense of purpose.  He sees Christianity as some sort of public consolation, and even says in his story “The Point of It” that “the tempered Christianity of their ethics . . . whetted the half-educated public, and made it think and feel.”
  He ascribes the pleasures of ritual to fools only, and implies that the fully-educated can find something better to put his trust in.  Of Micky in the same story, he says that the man “found a new spiritual consolation” in the Established Church.
 This notion of faith as a crutch pervades most of his references to Christian ritual.  

This broad category of pathetic rote acts also includes concrete symbols of Christianity. In Howard’s End, both Margaret Schlegel and Leonard Bast seek comfort from visits to St. Paul’s Cathedral.  Margaret goes there seeking for direction or comfort of some kind when her conscience pricks her about the trick she intends to play on Helen, but the place provides no help:

She went for a few moments into St. Paul’s, whose dome stands out of the welter so bravely, as if preaching the gospel of form.  But, within, St. Paul’s is as its surroundings—echoes and whispers, inaudible songs, invisible mosaics, wet footmarks crossing and recrossing the floor.  Si monumentum requiris, circumspice: it points us back to London.  There was no hope for Helen there.

The church, strong as it looks from the outside, does not provide shelter as the world of nature does, but directs Helen back to the mindless busyness of city life.  Leonard seeks the same kind of solace at St. Paul’s from a picture he has enjoyed through much of his life.  On this visit the artwork does not have the usual effect on him though, because “the light was bad, the picture ill-placed, and time and judgment were inside him now.”
  He need not lean on the external devices of Christianity because the meaning that he had attached to them has now become a part of his soul.  Not only ritual acts, but also religious objects are dissatisfying to Forster.  In Howard’s End, a copy of the scriptures represents a meaningless token of Christianity.  When Margaret enters the estate to find so many of her things set up in it, she notices that “even the Bible, the Dutch Bible that Charles had brought back from the Boer War—fell into position.  Such a room admitted loot.”
  Here the Bible is not really a holy book, but more of a souvenir for display.  It keeps its position of comfort for the family, but Forster regards it only as the spoils of war.  


Religious ritual is not just meaningless, but also ridiculous in A Room with a View.  The most memorable instance of it occurs in an Italian cathedral.  Though Lucy goes here with serious intent, her Protestant soul finds amusement when she beholds “the horrible fate that overtook three Papists—two he-babies and a she-baby—who began their career by sousing each other with the Holy Water, and then proceeded to the Machiavelli memorial, dripping but hallowed.”
  Forster takes this opportunity to mock both religious paraphernalia and denominational terms.  He calls the children Papists from Lucy’s Protestant view, but his handling of it indicates that her lively soul knows and cares little for the complications of Christianity 


Forster’s characters in A Passage to India best represent the personal ritual at which he scoffs.  Private adherence to repetitive religious acts, as well as the formal regard for religious services and items, is a crutch on which the characters lean but do not truly rely.  Adela’s ritual is prayer and the position that accompanies it.  In the story she resumes “her morning kneel to Christianity.  There seemed no harm in it, it was the shortest and easiest cut to the unseen, and she could tack her troubles on it.”
  There is no real efficacy in her prayer; indeed, she does not expect any from it, but resorts to it for comfort and an outlet for her thoughts.  Forster provides no real peace from it, however, and instead of calmed she becomes red-faced and chokes on stagnant air.  Mrs. Moore, similarly, holds on to Christian faith, also with unsatisfying results.  According to scholar Keith Hollingsworth, “Mrs. Moore’s distress represents what Forster sees as the defeat of Christian belief in the west.”
  Not only is there no consolation in her faith, but the duty of God torments her even when she would like to be rid of Him:

She found him increasingly difficult to avoid as she grew older, and he had been constantly in her thoughts since she entered India, though oddly enough he satisfied her less.  She must needs pronounce his name frequently, as the greatest she knew, yet she never found it efficacious.”

Religious ritual, even in the sense of personal ejaculatory prayer, is in this instance not only empty but also frustrating.  It torments rather than calms, and creates frustration rather than peace.  The wordiness of Christianity is what seems to irk Forster the most: he characterizes faith as “poor little talkative Christianity,” and says that the meaningless words of it amounted to nothing at all in Mrs. Moore’s disturbed mind.
  The words of religion are so easily confused that even the simplest expressions of Christian thought are often distorted by them: thus the “God si love” inscription the State places in a garden designed for God’s honor.  Words are hopeless to express faith, Forster implies; the only speech of his religion is the language of the natural world.  


Perhaps the aspect of Christianity Forster treats with the greatest contempt is the Celestial.  Though heaven in the literal sense does not appear in his novels, he treats it often in his short stories with much sarcasm.  His story “Co-ordination,” for example, is a farcical picture of a girl’s school and its attempts to co-ordinate their entire curriculum around Napoleon Bonaparte.  Mephistopheles, Raphael, Beethoven, and Napoleon himself sit in heaven flattering themselves about the girl’s performances of them, and each is either arrogant, deaf, or inflicted with some other handicap that prohibits him from thinking clearly.  Other portrayals of the celestial are less farcical, and make heaven seem not just a place of silly comfort, but a dry, unsatisfying place with strange entry requirements.  In “Mr. Andrews,” the gentleman by the same name enters heaven with assurance because, “he knew himself to be kind, upright, and religious, and though he approached his trial with all humility, he could not be doubtful of its result.”
  His hypocrisy, to think himself kind when he so brutally condemned his soon-to-be friend the Turk, is evident, as is the supremacy he gives to his own religion by thinking that his way alone is the route to eternal life.  He is surprised to find that the Turk is admitted on an equal plane with him, and later he rejects his unsatisfying harp and white robe to plunge along with his friend into the world soul.  Forster indicates that this choice improves the world, in contrast to the selfishness of remaining in paradise when so much good that could be shared exists in the men who desire to enter heaven.  “All the love and wisdom they had generated, passed into it, and made it better,” Forster says.
 A heaven which rewards only a certain elite is boring to him, as faith itself is stale.


In a revealing instance, Forster propagates his own moral code by creating a heaven suited to his ideas of virtue.  The “Celestial Omnibus” is the story of a young boy and his chance trip to heaven, a unique place that is wholly different from the one the Christian tradition anticipates.  This heaven is a world of history, poetry, and literature. Achilles stands as sentry at the Gate, and it is Achilles who raises the boy upon his shield.  This experience allows the young boy to crouch on “heroes and burning cities, on vineyards graven in gold, on every dear passion, every joy, on the entire image of the Mountain that he had discovered.”
  These height of joy are not attained through God or even a Christian figure, but through a great force of the classical world.  The residents of heaven are not the Christian saints, but literary greats: Tom Jones, Dickens, Shakespeare, and Shelley.  Not those who are most knowledgeable about these men, but rather those who enjoy them whole-heartedly, are admitted.  The boy is accepted because poetry is a real part of him.  He exclaims, “all these words that only rhymed before, now that I’ve come back they’re me.”
  Though he knows little of the technicalities of art, he enjoys it innocently.  His tender heart is accepted while Mr. Bons, the great scholar of literature, is rejected.  Though Bons begs Shelley, “Save me! . . . I have honored you. I have quoted you. I have bound you in vellum,” none of these pleas is sufficient.
  A scholarly treatment of poetry is not one of the virtues of Forster’s moral code; only the simple receiver of beauty can enter his paradise.  


Through Micky’s experience in “The Point of It,” Forster almost seems to give up on any sort of a paradise in the afterlife and depicts heaven as a sort of Hell whether one is good or bad: Micky looks around him after arriving in the afterlife and notes that, “with him lay the sentimentalists, the conciliators, the peacemakers, the humanists, and all who have trusted the warmer vision; with his wife were the reformers and ascetics and all sword-like souls.  By different paths they had come to Hell.”
  Micky’s bed is a soft sandy one, and his wife’s a rigid, hard place, and through these conditions Forster demonstrates which group he prefers.  His general pessimism towards Christian promises of eternal bliss is clear, however.  Near the end of the story he provides a moral: “He had been unhappy in Hell, and all that he had to do was go elsewhere.”
  In this sense, Forster’s religion is one of choice.  Man is not subject to any divine control, but able instead to make his own determination about where he will choose to spend his afterlife.  This same principle, as previously noted, is also clear for Mr. Andrews, who willingly steps into the world soul.  Micky’s choice is not fulfilling, however; on the other side of the beautiful river there awaits him nothing but a farm brimming with flames.  Here Forster’s greatest pessimism comes forth.  He asserts, it seems, that though man is capable of making his own choice, no real good exists in religion for him to select.  

 The state of things is bad for man, but no religion is sufficient to free him from it: certainly not Christianity.  Forster makes it clear that clergymen are simple-minded and malevolent, church ritual a barren prop, and celestial things hopeless and uncertain.  Man can be certain of nothing, and should not rest on these human devices for his peace of mind.  Forster can only propose his own system of morality, which is void of absolutes, but which manages to connect the past with the present and the poetry with the prose.  In his mind, this bridge is the great redemption of life.  

Chapter IV

Paganism: Forster’s Alternate Religion

Though Forster is hesitant to declare any established religion a proper method or solution to the problems of life, a shade of paganism pervades his thinking.  He despises the rituals of Christianity or the belief in a single all-powerful God and prefers to think of the natural world as the giver and sustainer of life.  Forster presents paganism as the most natural way of life.  Ultimately he embraces natural things over supernatural because he denies the existence of God.  Though he is not wholly pagan, his preference lies more in the worship and moral code of nature than in the traditions of Christianity.  
Though Forster’s life did not embrace the obvious evidences of pagan ritual, the more subtle traits of paganism are indeed evident in his writings.  In a remembrance of E. M. Forster, Alec Vidler states that “it used to be said that the existence of charming pagans was a problem for upholders of the Christian faith, and that may well be so.  No one who knew Morgan Forster would think of him as a ‘charming pagan,’ but he was one of those non-Christians or ex-Christians who put the generality of Christians to shame.”
  Though he does not follow the Christian moral code, his love for humanity often exceeds the sterile pride of some Christians.  His faith does not include the ancient extremes of tribal ritual, but embraces the sentiments of natives more than the rudiments of Christians.  
He finds comfort not in the knowledge of God looking down upon him, but in the acceptance of the heavenly bodies.  “For some of us who are non-Christian there still remains the comfort of the non-human, the relief, when we look up at the stars, of realizing that they are uninhabitable,” he says.
  This satisfaction is great for him.  Forster prefers to think that life cannot exist beyond himself and the world he knows.  To imagine that a greater being looks down upon him from the heavens is unnerving, but to know that the stars will never hold life makes the life he knows all the more relevant.  Forster loves the beauties of the present life and can scarcely imagine why any would abandon it for an ascetic pursuit of the divine unknown:
There is, indeed, another coinage that bears on it not man’s image but God’s.  It is incorruptible, and the soul may trust it safely; it will serve her beyond the stars.  But it cannot give us friends, or the embrace of a lover, or the touch of children, for with our fellow-mortals it had no concern.  It cannot even give the joys we call trivial—fine weather, the pleasures of meat and drink, bathing and the hot sand afterwards, running, dreamless sleep.  Have we learnt the true discipline of a bankruptcy if we turn to such coinage as this?  Will it really profit us so much if we save our souls and lose the whole world?

He feels that the satisfaction of life one might enjoy in Christianity looks too far past the natural world to enjoy it, and to neglect the immediate world is a joy Forster cannot imagine giving up.  The author questions whether such an ideal as heaven and the world beyond can really exist, and speculates rather that man will merely return to the earth after death.  Forster speaks through Mr. Emerson in A Room with a View when he states confidently to his son that “you and I, dear boy, will lie at peace in the earth that bore us, and our names will disappear as surely as our work survives.”
  This end of existence is the ideal for him, and he prefers to become a part of the earth of which he is so fond.  Because no afterlife exists for Forster, neither does any God to give meaning to that life.  His skepticism about God causes him to rest entirely upon the earth and what he knows.

Ultimately, he prefers nature because he truly doubts the existence of God.  Forster doubts the Divine’s existence and questions the faith of those who can genuinely believe in Him.  A statement in A Passage to India expresses the confusion that he believes accompanies the belief in God: “God is not born yet—that will occur at midnight—but He has also been born centuries ago, nor can he ever be born, because He is the Lord of the Universe, who transcends human processes.  He is, was not, is not, was.”
  Here Forster tosses about the Christian terms for understanding God and depicts them in all their confusion.  Unlike God, who may or may not exist or have existed, the natural world stands strong and easily visible.  Forster prefers not to trust an uncertain deity, but rather to place his faith in the world he can see and gods he can imagine living independently within it.  

Forster always preferred paganism to Christianity, says David Lodge in his introduction to Howard’s End.   He goes on to say that Forster enjoyed Greece and Italy so much because one “didn’t have to scratch far beneath the surface Catholicism of Mediterranean culture to find the traces of ancient nature worship.”
  Not far beneath the surface of the great elm are the pigs’ teeth that Forster mentions and that point “to the ancient pagan past of the place,” as Lodge says.  Forster is indeed greatly drawn to pagan forces.  He cannot help but include images of them, for paganism is such a powerful force that it draws in all who come in contact with it.  
One reason that Forster prefers paganism is because while Christian rituals take an unnatural sort of discipline and are often accompanied by unpleasantness and discomfort, paganism is attractive and comfortable.  He mentions this aspect of paganism in A Room with a View: “Paganism is infection—more infectious than diphtheria or piety—and the Rector’s niece was taken to church protesting.  As usual, she didn’t see why.  Why shouldn’t she sit in the sun with the young men?”
  Religious practices, once again, are unreasonable and hard to understand.  They confine the spirit rather than freeing it to experience the fullness of nature, and for this Forster resents them.  He prefers that men should do as they feel and enjoy the most natural way of living, rather than confining themselves to a strict religious code which hinders their spirits.  


Rather than embrace Christianity, Forster declares God unreliable at best and probably non-existent.  Even if He were to be real, to embrace Him would be to sacrifice too much of the pleasure one can take in natural things.  Thus, Forster adopts a spirit of paganism that embraces the natural and the self-sufficient and disregards the idea of any deity.  For him, the world of nature becomes the unconquerable force of life and redemption. 
Chapter V

The Natural World: an Agent of Redemption

“Perhaps if gods live in the woods, that is why woods are so dear,” Mr. Worters of Forster’s “Other Kindgom” speculates.
  The woods are indeed very dear to Forster, and mostly because of the gods who live in them.  To him, these forces are unconquerable and incorruptible, the strength that moves and is yet immovable.  The uninhibited freedom of plant and animal life represents the best of life, and so is the model and backdrop for human expressions of passion.  As nature frees man it likewise redeems him, as proper direction of the passions rightly orders the whole of the soul.  Throughout his fiction Forster demonstrates his belief that life-sustaining nature, which is the one part of life man cannot corrupt, is the background for full passion and thus the redemption for the whole of life.  

When Forster rejects the whole of Christian thought, he does not abandon hope completely, but instead turns to another source from which man derives his all of his pleasure, hope, and principles.  Instead of a single God existing as the unalterable life-sustainer, nature takes on these divine qualities.  McConley notes this quality of Forster’s, and labels it a “preoccupation with earth and nature as redemptive agents.”
  He bestows these redemptive powers on the natural world, and represents it as the force that frees the individual from the blindness of restraint and cultural convention.

Nature’s first function, for Forster, is that it creates and sustains life.  Because nature lives, it allows the entire world around it to live as well.  The great wych-elm in Howard’s End depicts the all-encompassing power of nature.  This tree, which sits on the front lawn of the great estate, is the centerpiece for the main actions of the plot.  Forster opens the novel with a letter from Helen during her first stay at Howard’s End, and in it she makes a point to comment on the tree:  “Then there’s a very big wych-elm—to the left as you look up—leaning a little over the house, and standing on the boundary between the garden and the meadow.  I quite love that tree already.”
  Later the tree becomes a place for passion and reunion for Helen and Margaret, and during all these times it remains steadfast, a silent observer of all that occurs.  Forster shows the life-sustaining quality of the tree by his description of its constancy:

“The present flowed by them like a stream.  The tree rustled.  It had made music before they were born, and would continue after their deaths, but its song was of the moment.  The moment had passed.  The tree rustled again.  Their senses were sharpened, and they seemed to apprehend life.  Life passed.  The tree rustled again.”

As the tree rustles, it represents the continual congruity of nature with the living world.  It creates a music in the background, infusing the monotonous events of life with a liveliness at some times, and ordering the highs and lows of existence at others.  The life of nature often spans human generations, existing before and after the lives of man.  When man embraces the myth and chronology of history he must also reflect upon the natural life that watches over all such changes.

Margaret depends on the tree, however, not only to order life, but to sustain it.  When she finally takes up residence at Howard’s End, she looks upon it for the stability of her existence.  She acknowledges that “every westerly gale might blow the wych-elm down and bring the end of all things, and so she could not read or talk during a westerly gale.”
  While what she certainly expects is the destruction of the physical house, Forster also includes in this idea the destruction of the spiritual lives of the family.  They all depend on the tree for the stability of their existence, and should the tree fall, not only would the house break, but all of their spirits would be crushed as well.  


While Margaret fears that the destruction of nature will destroy her life as well, Forster affirms repeatedly that nature is incorruptible and unable to be shattered by man.  This theme he develops less systematically by making brief mention of it in several of his works.  In A Room with a View he comments on it when his group of characters heads off for a drive in the country.  He says of the landscape at this event that “the world of motor-cars and rural Deans receded illimitably.  Water, sky, evergreens, a wind—these things not even the seasons can touch, and surely they lie beyond the intrusion of man?”
  Here he addresses nature in its most unchanging aspects.  From this comment he affirms the invulnerability of nature: not only can man not touch it, but nature is impervious even to other things within nature.  In Howard’s End, Forster compares the purity of nature to Ruth Wilcox.  “Ruth knew no more of worldly wickedness and wisdom than did the flowers in her garden, or the grass in her field.”
  These delicate natural things are susceptible to the elements and seasons, but they remain uncontaminated by the perversions of society or the corruptions of the overly-complicated mind.  In his short story “The Machine Stops,” a whole society flees nature by moving underground and regulating life with a machine, but eventually they all perish when the machine breaks down.  Forster concludes the story with the line: “For a moment they saw the nations of the dead, and, before they joined them, scraps of the untainted sky.”
  While men and their creations create death and chaos, the great, natural sky remains intact.  Its strength resists all injury.  


In A Passage to India, Forster even more emphatically shows that natural things are beyond the touch of man.  Vegetation and the sky trump man again in this story.  He says of the trees: “Seeking light and air and endowed with more strength than man or his works, they soar above the lower deposit to greet one another with branches and beckoning leaves, to build a city for the birds.”
  These plants know that the open sky and clear wind are the most important things to seek.  They are stronger both than man himself and the structures he creates; they build their own city, one of friendship and height, which birds alone can reach.  The sky is similarly powerful.  He says that “the sky settles everything—not only climates and seasons but when the earth shall be beautiful. . . . The sky can do this because she is so strong and enormous.  Strength comes from the sun.”
  Here, the sky becomes a kind of divinity, ordering the world from above with its superior strength.  Its power extends to all parts of life, both the aesthetic and the practical.  In a final passage, Forster speaks of nature in the sense of eternity.  Of a natural scene in India he says that certain joys “had no enemies but bloomed harmoniously in an eternal garden, or ran down watershoots of ribbed marble, or rose into the domes.”
  Nature is once again god-like because it transcends time and has no rival near enough to challenge it.

Not only does Forster establish the physical essence of nature, he also describes the function of it.  “To Mr. Forster nature is both law and impulse,” states Littell.
  Nature is very closely connected to passion for Forster; it evokes passion and smiles upon it.  Forster’s sense of pagan religion always embraces the natural over the prepared, the free over the regulated, and the instinct over the reason.  The responses of the natural world embody each of these traits.  To begin at Howard’s End again, the wych-elm once more typifies this aspect of passion.  It becomes, in this instance, the wooing place that Paul chooses when he feels himself in love with Helen.  He chooses the natural and far-off for this venture: “He had drawn her out of the house, where there was no danger of surprise and light; he had led her by a path he knew, until they stood under the columns of the vast wych-elm.”
  The natural darkness of night and the familiar outdoor spot are the perfect backdrop for Paul’s romantic scheme.  Here the duties of convention fall away, and the lovers are left for a moment in the reality of their emotions, apart from the constraints of their social positions.  This seems to be the place where the fullness of Helen’s feelings come forth, and never again does she love with the passion of this short but poignant time.  Later, the wych-elm again becomes the setting for a moment of intimacy between Helen and Margaret.  After their reconciliation, the two decide to spend a final night together alone at Howard’s End, and pass much of the night talking under the elm.  Forster narrates: “The foot of the tree was in shadow, since the moon was still hidden behind the house.  But above, to right, to left, down the long meadow the moonlight was streaming.”
  The night and the haven of the tree create a small retreat for the women to share their hearts and rekindle the relationship that has long been estranged.  This setting is of great significance to both of them, and Margaret’s dispute with Henry over it almost leads to the break of their marriage.  


In A Room with a View, nature is perhaps even more directly powerful at stirring the emotions.  Mr. Emerson is a fierce champion of natural feelings.  He speaks often of such matters, making such comments as, “do you suppose there’s any difference between Spring in nature and Spring in man?  But there we go, praising the one and condemning the other as improper, ashamed that the same laws work eternally through both.”
  By laws he means the instincts of passion, which nature practices easily but society scorns so readily.   Lucy begins as a character cold to passion and indifferent to the instinctive forces of nature, but gradually she becomes attuned to them, as she does to travel.  She goes for a drive in the country and is accompanied by a kind Italian chauffeur; he opens her eyes to these things for the first time.  “In the company of this common man the world was beautiful and direct.  For the first time she felt the influence of Spring,” Forster records.
  Here he highlights again the significance of the common.  This first warming is just a foreshadowing of the nature she will eventually come to embrace.  


The aura of her relations with both Cecil and George corresponds to Forster’s view of the men’s character.  To Cecil Forster gives a sense of sterility; he is stiff and methodical, concerned more with shaping Lucy to his ideal than embracing who she is.  At one point, he realizes that she detects a certain flaw in his character and confronts her on it.  Thus he inquires: “Do you know that you have never once been with me in the fields or the wood since we were engaged?” . . . I had an got an idea—I dare say wrongly—that you feel more at home with me in a room.”
  Lucy denies the accusation at first, but soon comes to realize that he is right, and that she cannot think of him in the natural world at all, but only in the enclosed places and conventions of society.  Thus, no real passion can exist between them; she accuses him later of being incapable of intimacy in any sense.  


In George, however, the natural passions run rampant.  He is all too eager to act on impulse, and generally does so in the most ideal outdoor settings.  For a time his impertinence disturbs Lucy, and it takes some time for her to recognize that the natural way is really the best.  He approaches and kisses her twice when she is unaware, both in glorious outdoor settings.  The first one Forster creates with glamour:

From her feet the ground sloped sharply into view, and violets ran down in rivulets and streams and cataracts, irrigating the hillside with blue, eddying round the tree stems, collecting into pools in the hollows, covering the grass with spots of azure foam.  But never again were they in such profusion; this terrace was the well-head, the primal source whence beauty gushed out to water the earth.

The beauty of this description lies in its chaotic profusion.  The violets spread like water, the beauty gushes hither and thither as the characters’ passions run equally wild: “He saw radiant joy in her face, he saw the flowers beat against her dress in blue and waves.  The bush above them closed.  He stepped forward quickly and kissed her.”
  George’s action is impetuous, but the scene calls for it as such, and so he acts in accordance with the design of his environment.  Such is ideal passion for Forster.  Lucy rejects it at first, however, and so the event repeats itself again, this time at her home.  He pictures it again: “But as they entered the shrubbery it came. . . . George, who loved passionately, must blunder against her in the narrow path.”
  Soon after, however, Lucy learns to love him passionately too, and their love is endowed with more sweetness than either of them could have imagined.  


In two other stories, Forster shows how a dearth of freedom to be in the natural world impedes romance within established relationships.  First, in Where Angels Fear to Tread, young, Italian Gino feels compelled to exercise some form of control over his older, impetuous English wife, Lilia, and so he orders her not to walk outside alone.  She, feeling bound by the social convention of matrimonial obedience, submits to his order and remains inside all day.  This constraint and other unnatural commands of his break her spirit so that she eventually dies.  In the tale, “Other Kingdom,” Harcourt also forbids his spirited fiancée from going out alone, as well.  “For Harcourt had given the word that she was not to go out unattended.”
  This constraint of Miss Beaumont, as well as other hindrances, embitters her towards him so that she eventually runs off to be with a man who loves the classics and the pagan nature that accompanies them.  Clearly, those who cannot tolerate the natural world are not worthy to be tolerated themselves in Forster’s mind.  


While nature successfully allows the passions to express themselves, it also goes beyond mere facilitation of the greatest human feelings and acts itself as a redemptive agent for humanity.  It does so at times by allowing the emotions full reign, and at other times it is itself a force that brings renewal and awakening.  This characteristic that Forster attributes to nature makes it most like a religion for him; though he finds little satisfaction in church ritual, the outdoors often work instead to evoke great changes in the human psyche.  Each of his works typifies this aspect of nature in some respect.


Forster’s first short story, “The Story of a Panic,” uses nature definitively as the salvation experience of a child.  A young boy, Eustace, is selfish and strange, and his experience with nature frees him from his indifference.  A twister interrupts the picnic he and his family are enjoying, and the event changes him completely.  It opens his eyes to the natural world, and he becomes wild and indomitable in contrast to his usual state of selfish weakness.  From this point Eustace wants nothing but to run off and be outdoors alone.  His friend Gennaro is sought to find him, and Gennaro calls himself, “I who have been in the woods and understand things too.”
  He believes that Eustace will die if confined to the room his family feels is the only place safe enough to restrain him.  Eustace succeeds in escaping, and his uncle says that “as soon as his bare feet touched the clods of earth he uttered a strange loud cry, . . . and disappeared among the trees below.”
  At this event Gennaro cries: “Now, instead of dying, he will live!”
  For Eustace, re-acquaintance with the natural world means the beginning and preservation of life.  


Likewise, Miss Beaumont in “Other Kingdom” finds freedom from the restraints of her fiancé, and she is able to become a part of the natural world.  After Harcourt has restrained her passions by not permitting her to walk alone outdoors, she has a transformation in which she recognizes his constraints upon her and rushes outside in the midst of a storm.  Forster narrates that “she danced away from our society and our life, back, back through the centuries till houses and fences fell and the earth lay wild to the sun.”
  Miss Beaumont embraces the natural world in its most perfect state, before the complication, though not destruction, of it by humans.  She actually believes that she becomes a part of nature in this process.  She declares: “O Ford, my lover while I was a woman, I will never forget you, never, as long as I have branches to shade you from the sun.”
  She thinks of herself as all-powerful in her natural life; she considers her powers of remembrance and protection all-sufficient.  Nature redeems Miss Beaumont by allowing her to control, rather than to be controlled.  


In A Room with a View, Mr. Emerson recognizes most the powers nature has to redeem humanity.  Instead of looking merely at the present nature to save man, he looks to the future and pictures the Garden of Eden in a sense opposite to the one of Christianity.  “The Garden of Eden,” he says, “which you place in the past, is really yet to come.  We shall enter it when we no longer despise our bodies.”
  He believes that society looks toward a future redemption.  For him, this means the simple recognition of the beauties of the world in their most natural sense.  He does not believe that this ideal existed and man fell from it, but rather that the essence of it is yet to come.  To embrace the natural world is to attain Paradise.  


Man’s experience working along side the natural world is perhaps that from which he receives the fullest redemption.  Forster implies that nature, even when it does not seem to create dramatic changes in individual lives, has the ability to transform the everyday experiences of those who connect with it.  In Howard’s End he notes that “in these English farms, if anywhere, one might see life steadily and see it whole, group in one vision its transitoriness and its eternal youth.”
  It is in this separation from society that life becomes clear, and its various mysterious parts begin to make sense.  The Schlegel and Wilcox family experience this gradual reacquaintance with necessary things after they live in the farm as a refuge from society.  They enjoy experiencing the simple successes of farm life, and participation in it becomes the background of their existence.  The book ends with Helen’s exclamation that “the field’s cut! . . . The big meadow!  We’ve seen to the very end, and it’ll be such a crop of hay as never!”
  The farm estate of Howard’s End redeems the family from the scorn of society and the conflicts existing among themselves.  They enjoy common life instead, and proceed steadily alongside the trials and triumphs of the natural world.  


Forster proves nature once again incorruptible; it is both the sustainer of life and passion and also the redemption for lost humanity.  His world is a beautiful one, to be enjoyed with pleasure.  Redemption comes when man embraces nature in itself, and not as a specific means to redemption, however.  When man discovers nature, nature permits him to discover himself. An understanding of the growth of natural things allows human experience to begin to flourish.
Chapter VI
Forster’s Ideal for the Human Character

Forster’s fascination with natural things is such a part of his psychology that it enters often into his descriptions of characters.  Though no written code of virtue or character describes what sort of person is Forster’s ideal, his pagan preference for the qualities he sees in nature often become the standard to which he holds men and women.  His personal narrative voice often states clearly what traits he finds admirable or shameful in a person.  Though these comments are scattered throughout his works, certain of his characters portray quintessential pictures of one of his virtues or vices.  In each novel, a particular character aspect seems to arise and present itself for praise or derision.  Forster’s view of the human person is in accordance with his natural paganism, which admires moral goodness, vivacity, emotion, and intellect, but only when a person embraces them honestly in response to the natural order of the world.

Forster shows sympathy to those who strive for moral righteousness, but does not equate virtue with the greatest good.  He respects the upright way and gives credit to those who try to do right, as he demonstrates through Miss Caroline Abbott of Where Angels Fear to Tread.  Miss Abbott is a twenty-three year old woman who accompanies Lilia as a moral chaperone on her trip to Italy.  Though he pictures her as a bit of a moral tyrant, Forster says that “she, too, was beautiful in her own way, for all her gaucheness and conventionality.  She really cared about life, and tried to live it properly.”
 He is not harshly dogmatic about the triumph of nature over moral convention and is able to admire a person’s vivacity, even if it is not the exact type of liveliness he espouses.  He notes, however, that pure goodness often lacks a vigor that zeal for more than simple right living can provide.  At one point he observes of Miss Abbott that “all the pleasure and light went out of her face, and she became again Miss Abbott of Sawston—good, oh, most undoubtedly good, but most appallingly dull.”
  While moral virtue is not always a flaw, it often lends itself to a diminution of the other faculties that should contribute more to the human person.  

Virtue can be good, but in some cases it can also squelch the beauty out of life. Though Miss Abbott cares to live life well, she often deprives herself of the joy that is an inherent part of life.  She is so fierce in her fight for morality that she will not allow herself the pleasures that arise naturally along with her experiences.  In one instance, after enjoying a pleasant evening during her appointed task of rescuing the deceased Lilia’s child from the low-class, pagan upbringing his Italian father would give him, Forster describes her self reprobation:

She gave a sudden cry of shame.  ‘This time—the same place—the same thing’—and she began to beat down her happiness, knowing it to be sinful.  She was here to fight against this place, to rescue a little soul who was innocent as yet.  She was here to champion morality and purity, and the holy life of an English home.
  

If she could act virtuously and enjoy the happiness that results from it, Forster would bid her good riddance, but as her heightened sense of right and wrong declares pleasure sin, virtue is no longer good.  Her virtue is negative for him partly because it is an active trait.  In one instance she reprimands Philip for his lack of active virtue.  She agrees with him that to intend to do right is part of the process of right living, but makes the point that it alone is not sufficient.  “You told me once that we shall be judged by our intentions, not by our accomplishments.  I thought it a grand remark.  But we must intend to accomplish—not sit intending on a chair,” she reprimands him.
  Her virtue is a bit too active for Forster, though, because it hampers rather than enhances the rest of her life.  


Miss Abbott comes to a crisis when she suddenly realizes that virtue is not the ultimate end of life.  Though she considered it her duty to redeem Lilia’s baby from the pagan upbringing he would receive in Italy, the prospect of happiness beyond this moral redemption confront her upon her observations of the baby with his father, Gino.  She watches Gino delicately hold and bathe the baby, and as she does, “the horrible truth, that wicked people are capable of love, stood naked before her, and her moral being was abashed. . . . The comfortable sense of virtue left her.  She was in the presence of something greater than right and wrong.”
  The idea that anything can trump moral righteousness had never occurred to her, but the picture she now sees of the familial bond between a loving father and his child seems to her greater than the virtuous crusade she has taken up.  Through this example Forster successfully shows that while the moral good may be valid, the natural good often exceeds it.  


Moral goodness is admirable when it contributes to life in agreement with nature, and this philosophy holds true for all good things.  Even vivacity can become misshapen when it does not occur on its own.  To force feelings of excitement is as ineffective as to prefer the objective right over the natural good.  Henry James Foreman describes Forster’s approach to life as a “love for what is real and natural.”
  In A Passage to India, Forster illustrates how shallow zeal for life is when it is fabricated and implies that to take accept both the trials and triumphs is the most natural way to enjoy life to the fullest.  Of Adela Quested, a young woman living in India, he says:

It was Adela’s faith that the whole stream of events is important and interesting, and if she grew bored she blamed herself severely and compelled her lips to utter enthusiasms.  This was the only insincerity in a character otherwise sincere, and it was indeed the intellectual protest of her youth.  She was particularly vexed now because she was both in India and engaged to be married, which double event should have made every instant sublime.
  

Though some would consider such a zeal for living admirable, Forster negates it as he does all unnatural responses.  To be fully human is not to inject oneself with a perpetual serum of excitement, but to esteem the really interesting things and take no thought for the others.  Adela fails when she demands a response from her nature that it cannot naturally produce.  Often she thinks an event should be interesting but has no real fascination with it.  On her first journey to the Marabar Caves she exclaims: “I’d not have missed this for anything,” but Forster adds that she says it, “exaggerating her enthusiasm.”
  She demands too much of life and her response to it, when she should just accept the fervor of life when it comes and enjoy fully only what her soul responds to naturally.  


Her vivacity is good, however, in comparison to the description Forster gives of Ronny, her fiancé.  Ronny never tries to see more good than what exists, but he also fails to see the good that does exist.  “His self-complacency, his censoriousness, his lack of subtlety, all grew vivid beneath a tropic sky,” Forster observes.
  If Adela errs by expecting more of herself and life than is naturally there, he errs by expecting too little.  Subtlety of character grows in response to the subtleties one observes all around, and those who see little change little.  Ronny is dull of spirit and understanding.  Forster says of Adela that “no one, except Ronny, had any idea of what passed in her mind, and he only dimly.”
  This decrease of light in his vision results from a shutting out of the light of the natural world, of which Ronny is often guilty.  Nevertheless, Forster claims that the two possess the moral virtue that characterizes Miss Abbott.  Forster reaffirms Adela’s thought that they both have “abundance of common sense and good will.”
  He recognizes that level-headedness and right intentions are good, but puts them into perspective through the other shortcomings he mentions in their character.  


Not only does Forster demand a true vivacity from his characters, he also requires emotional honesty.  Once again his love of the natural takes precedence, and those who willingly confront their passions are his roundest characters.  The defect of avoiding emotion is evident in Henry Wilcox, who is purely practical and fears confrontation with himself or the past.  Margaret, as she explains her decision to marry him to her sister Helen, claims that she is suited to the task because she already knows all of his faults:

He’s afraid of emotion.  He cares too much about success, too little about the past.  His sympathy lacks poetry, and so isn’t sympathy really.  I’d even say’—she looked at the shining lagoons—‘that, spiritually, he’s not as honest as I am.

Mr. Wilcox’s greatest flaw is his fear to confront himself.  He is busy about life in the present, and has difficulty thinking beyond the “telegrams and anger” which Margaret characterizes as the appropriate major concerns of some.  By his spiritual honesty, she refers to his abilities of introspection.  He has little motivation to see his faults or shortcomings.  Forster’s depiction of Henry is not wholly bad, however.  His good qualities are apparent: “outwardly he was cheerful, reliable, and brave; but within, all reverted to chaos, ruled, so far as it was ruled at all, by an incomplete asceticism.”
  He struggles continually, Forster says, with a subtle suspicion that the instincts of the body are evil, and so never comes to an inward equilibrium.  Forster lauds Henry’s fine qualities, however, and shows his shortcomings to be only a lack of integration of the various aspects of life.  Margaret’s goal for him is the same goal for all humans: to “connect the prose in us with the passion.  Without it we are meaningless fragments, half monks, half beasts, unconnected arches that have never joined into a man.”
  Henry’s qualities are great things, but lack the subtleties which would develop his character to its fullest.  


Part of the reason for Henry’s flat character is that he thinks little of the past, and instead immerses himself in the moment and what he can accomplish through it.  “No pagan he, who lives for the Now . . . He lived for the five minutes that have passed, and the five to come; he had the business mind.”
  Forster fluctuates between acknowledging the practical as a necessary aspect of existence and noting it as the lesser good to the poetry of life.  In another instance he addresses “the tragedy of preparedness,” and notes how a perpetual readiness for future things does not guarantee their success, but often creates a great disappointment for the preparers.  Margaret also praises Henry for his love of adventure.  She explains her approval of Leonard Bast to him when she says, “he cares for physical adventure, just as you do.  Yes, you go motoring and shooting.”
  He is not a lifeless man, but a man who needs to connect the subtleties and feelings of life to his interests.  In short, Forster thinks that he lacks emotional earnestness.  Margaret affirms, however, that each person should be what he is made to be.  She loves Henry for his personality, though lacking, and also encourages Helen to be content with who she is naturally created to be.  She consoles her: “All over the world men and women are worrying because they cannot develop as they are supposed to develop.  Here and there they have the matter out, and it comforts them.  Don’t fret yourself, Helen.  Develop what you have.”
  Neither Henry’s not Helen’s character is bad; the flaw of both is only that they fail to become all that they are.
  Emotional honesty is the one character trait lacking to expand their beautiful natures to the depths they naturally possess.  


Forster consequently embraces characters of all kinds, provided that they remain true to who they are by nature, and he applies this theory of nature to learning as well.  Though a knowledgeable scholar, Forster only took a Second in his year, and is said to have thought that one should never study something which is of no interest to him, but should find what is interesting and study that field instead.  He applies this view of learning to his ideal for the human person.  While Forster values learning and loves the history and language of the ancients, he does not expect such preferences from everyone, and even shows how some natures are too easily contaminated by learning.  


Lucy’s fiancé Cecil in A Room with a View is the sort of person who is made the worse through excessive study.  His mental abilities, though great, puff him up so that he thinks himself above all those around him.  He selects Lucy as his protégée, and tries to transform her into a small model of himself instead of embracing her natural greatness of spirit.  Lucy eventually recognizes this flaw in him, and accuses him of it: “conventional, Cecil, you’re that, for you understand beautiful things, but you don’t know how to use them; and you wrap yourself up in art and books and music, and would try to wrap me up.”
  She will not be wrapped up, however, and claims that music is too glorious to stifle her.  This is one instance in which Cecil’s learning deprives him of the joys of human companionship, for he is too critical of others’ intellects to appreciate their unpretentious good qualities.  In another scene, while the rest of the family plays tennis, Cecil insists on gerund-grinding for the edification of all.  Forster says that “he would stroll around the precincts of the court and call out: ‘I say, listen to this, Lucy.  Three split infinitives.’”
  He plays at these types of peevish quarrels often.  Though at first Lucy respects him for his knowledge, she eventually comes to resent his lofty intellectualism.   Cecil makes a habit of lecturing on things of a philosophic nature, and Lucy finds them increasingly intolerable.  Of his comments on honesty Forster says that “all that he said on this subject pained her, though he tended to exude tolerance from every pore; somehow the Emerson’s were different.
  Perhaps it is because Lucy recognizes a dishonesty in Cecil’s character that his lecturing on truth so offends her.  Instead of being transformed through experience, Cecil grows more disagreeable the more he knows.  Of his travels, for instance, Forster notes: “Italy had quickened Cecil, not to tolerance, but to irritation.”
  Lucy’s travels make her more agreeable to life, while Cecil’s make him discontent with the world.  


Forster does not negate the value of learning and art, of course; he represents Lucy’s piano playing as a fine thing, and sees it as the fulfillment of many of her passions.  He is also emphatic about the wonders of travel.  For instance, when Lucy travels in Italy she finds that it offers her “the most priceless of possessions—her own soul.”
  Education, art, and experience are fine things, and the soul that can enjoy them to the perfection, rather than corruption, of its nature should embrace them readily.  Some, however, are not able to receive these good things without trial.  In Howard’s End Margaret wonders “whether [culture] humanized the majority, so wide and so widening is the gulf that stretches between the natural and the philosophic man, so many the good chaps who are wrecked in trying to cross it.”
  Better for those who cannot partake temperately of the liquor of learning not to imbibe at all, lest they become haughty, and allow the large things of life to corrupt, rather than enhance, the small things.  


Life is best when taken the way it is given, Forster implies.  For him, the only good experiences of humanity are those that are true, and to find truth requires a man to know who he is and be himself to the best of his ability.  Moral, emotional, experiential, and intellectual honesty are the only means by which a man can arrive at who he truly is and experience the fullness of life for himself.  Those who feign a nature other than that which they possess deceive themselves and strip life of the joys it can allow them.  Joy comes most often to the man who does not seek it directly, but seeks to know life, and finds it along the way.  

Conclusion


Despite his intense classicism, Forster avoids the coldness of many classicists.  If Harcourt of “The Other Kingdom” derides classical art for the chilliness of its feeling, Forster rises above the classical stereotype of frigidity and embraces life with warmth and fervor.  Though cold to established forms of religion, Forster’s love for nature and paganism infuse his view of life with vitality.  His ideal humans are those who embrace life with genuine ardor.  The man who can live thus, then, experiences with life all of nature and the lively history of the pagan past.  The classics enrich and amplify the human mind and heart.  Forster’s constant use of classical allusions demonstrates his reverence for the past and inability to separate it from the present—indeed, even the complete inability of the present to survive when isolated from the past.  To forget the classical past is a sort of intellectual arrogance to which Forster will not be susceptible.  Classical pictures decorate and enhance his characterizations, but also express most readily for Forster the greatest things he knows.  References to the past, then, are not merely decorative for him, but provide a context for the present without which no coherent sphere of reference can exist.  
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