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ABSTRACT:
The work deals with the issue of Music in Literature, especially related to 20th century
British fiction. To demonstrate the roles of music in the novel, the thesis analyses
selected works by E. M. Forster and Anthony Burgess from the musical point of view.
Based on the study and analysis of both primary and secondary sources, the work tries
to present the readers both with the existing findings about the theme as well as my own
analysis. The aim of the work is to reveal the ties between music and literature and
introduce a another possible angle of discussing not only the selected authors but
literature in general, enriching thus both our literary and musical experience.

ABSTRAKT:
Tato práce se zabývá otázkou hudby v literatuře, konkrétně v britské próze 20. století.
Rozborem vybraných děl E. M. Forstra a Anthony Burgesse z pohledu hudby práce
ukazuje různé role, které může hudba v románu plnit. Práce vychází ze studia a analýzy
primární a sekundární literatury a snaží se předložit čtenáři jak získané informace o
tématu, tak i vlastní analýzu. Cílem práce je odhalit existující vazby mezi hudbou a
literaturou a představit možný úhel pohledu nejen na vybrané autory, ale i na literaturu
obecně. Tento odlišný pohled pak může obohatit náš literární i hudební zážitek.
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INTRODUCTION

Music in Literature
Music and literature – what an absolutely vague and abstract phrase, two different
concepts, each of them denominating distinct kinds of art, connected by ‘and’. What
does the ‘and’ mean? Does it only place the two concepts next to each other to
contemplate their different position and role within the realm of art? Does it separate
them to deal with them respectively, or does it try to connect them? And if we choose
the latter option, does it connect through contrast or through similarity? Or both?
Of course, the function of the ‘and’, from the point of this thesis, is to connect the two,
for a great deal has been written of these two kinds of art separately. Less has been
written of Literature in Music, though, still, it is far from being rare, as there are many
works of art in music that take on a literary theme. Little, however, has been written of
Music in Literature. Though many books have been written about music, these are but
educational books, autobiographies, and theoretical and thematic analyses. If we
exclude these, poetry and fiction remain. Poetry and music are strongly connected
through rhythm, but what about fiction? Can music be found in fiction?

It certainly can, and the aim of this thesis is to reveal some of the occurrences of this.
However, the theme “Music in Fiction” still seems too vague and as such, difficult to
grasp. Therefore, we still have to specify and limit the scope. First of all, we will narrow
the span of time within a particular century; and not to go too far from the present, we
will choose the twentieth century. To limit the space, we will choose British Literature.
Having narrowed literature, we still have to specify music; out of the great variety of
styles and kinds of music, let us take up one that has been verified by time and that has
united names which have been spelled out, though possibly with different feelings and
emotions, through generations – classical music.

Yet, to be able to grasp the theme, and to reveal the roles that music can take on in
literature, we will have to deal with specific authors and specific novels. There are two
authors discussed in this thesis, both falling within the defined area – twentieth century
British literature in connection with classical music. Of the two, Edward Morgan

Forster is the first in succession and central to the thesis. To demonstrate Forster’s
connection to music, three of his novels are discussed in their successive order, with
the last one, Howards End, summarizing and intensifying the roles of music in Forster’s
novels; therefore it is dealt with in greater detail.
As I will later ask Forster “why Beethoven?”, I should probably ask here “why
Forster?”. He is neither the first nor the last to employ music in his novels. However,
the repeated and consciously developed occurrence of music as an integral part of his
writing justifies Forster’s crucial position in the thesis as a complex example of the link
between music and literature, as well as the roles that might be ascribed to music within
the novel. Yet, from a broader point of view, Forster, in fact, just opens the theme of
roles of music in fiction. Having introduced the theme, and being intrigued by it, we
might still want an invitation to go further. And if I ascribe the significant role of
opening the theme to Forster, I nominate Anthony Burgess as the one who invites us to
go further. Not only further in time, which means closer to the present, but also further
in revealing the specific tie that links music and literature.
The ultimate aim of this thesis is, therefore, not only to present a British 20th century
author, that is E. M. Forster, from a specific point of view - the view of music, and
demonstrating on his work the connection between literature and music and the roles
that music plays within the novels - but also, and most importantly, to open the theme,
spark the interest and invite you within.

Edward Morgan Forster

(1879 – 1970)

“Only Connect!”
To paraphrase the opening sentence of E. M. Forster’s famous novel Howards End: One
may as well begin with Forster as such. Viewed from the point of contemporary fiction,
Forster ranks among modernist writers. His work, to a major extent, falls within
the years that are, according to The Norton Anthology of English Literature sometimes
called the “Heroic Age of the modern novel,” the age of D. H. Lawrence, Virginia
Woolf, James Joyce, Joseph Conrad, and E. M. Forster (Abrams, 1732). It was a time of
several major changes in the attitudes and techniques of the novel.

One of the most important changes was a new view of time, which was no longer
presented as a set of chronological moments in sequence, but as a flow in
the consciousness of the individual. Bound up with it were also the new notions of
the nature of consciousness, which were largely based on the explorations of Sigmund
Freud and Carl Jung. To set the milestones in the new approach and the “stream-ofconsciousness“ technique we should mention Marcel Proust and his Remembrance of
Things Past (discussed by Forster in his essay on “Pattern and Rhythm”), Joyce’s
Ulysses and Woolf’s Mrs. Dalloway. In all these works we can view multiple levels of
consciousness existing simultaneously together with the time as a constant flow, which
means that the novelists preferred to plunge into the consciousness of their characters to
follow the flow of associations, rather than assign this role to the omniscient narrator.

Compared to his more radical contemporaries, like Lawrence, Joyce, Woolf, or Ford
Madox Ford, Forster appears to be in some ways quite traditional. His retention of
omniscient narrator seems to contradict the modernist effort to tell the story through
several different minds and consciousnesses. Yet the narrator’s omniscience in Forster
is tentative and has a distinctive quality. The narrator leads us through the story as
a guide; however, at the same time he lets us know that he is actually not omniscient; he
represents only another view in the whole story. At a particular moment, the narrator
simply steps forward from behind the veil of omniscience and directly addresses
the reader: “It is rather a moment when the commentator should step forward. Ought
the Wilcoxes to have offered their home to Margaret? I think not.” (Howards End, 95).
There is a similar moment also in A Room with a View: “It is obvious enough for

the reader to conclude, ‘She loves young Emerson.’ A reader in Lucy’s place would not
find it obvious. … She loved Cecil; George made her nervous; will the reader explain to
her that the phrases should have been reversed?” (RV, 161)

What does Forster achieve by this step? First of all, he brings forward the question of
the viewpoint that the narrator represents. The question does not directly concern
the plot or the story (‘the unfortunately necessary’ aspects that Forster views as
the backbone of the novel). Rather, it concerns one of the other aspects of the novel that
he deals with in the series of lectures collected in the Aspects of the Novel. His approach
to these aspects differs from the traditional approach of literary criticism; therefore we
cannot be sure exactly which of them, besides the story and the plot - the people,
the fantasy, and the pattern and rhythm – concern the question of the viewpoint in this
case. However, if we take it as a voice it might be closest to the aspect he calls
prophecy. Prophecy, according to Forster, runs through the whole work as an
underflow, shifts the reality in the novel into another dimension and heads to
the universal. It is an ability to fill the novel with a constantly resounding tone of the
author’s voice, which subconsciously enters human mind. (AN, 129-130)

Secondly, he breaks of the image of the traditional novel with its focus on the story. He
interrupts the flow of the story to show that it is not so important, that there are other
aspects. At a time when we are almost wholly absorbed in the plot, he reminds us that
even the voice we had considered as omniscient is just a point of view. Forster does not
provide us with the consciousnesses of his characters in a straightforward stream-ofconsciousness way, as his fellow writers do, which is what makes him less modernist in
the eyes of contemporaneous critics. He is nevertheless far from being traditional, and
nowadays may be viewed as more modern than he first appeared to be. He deals with
the consciousness of his characters in a very subtle way through many different voices
and guides us so that we are able to plunge into their minds by ourselves. The narrator
represents one of the voices, which, till a particular moment, seems to be omniscient.
Then, it steps out from the background, takes up the melody for a few bars and rejoins
the flow of the story again, getting lost in a tangle of other voices, and making us realize
that all of them play an equally significant role in the flow of the music.

The metaphor of music is not used without any specific intention at this point; for
having categorized Forster as a modernist writer, we will at the same time try to
distinguish him from the others, and make him distinct and unique. And it is music that
makes Forster modernist, and distinct from other authors of the time; it is music that
justifies Forster’s presence in this thesis. For while with Virginia Woolf we plunge into
the mind of her characters to see the story from different perspectives, with Forster we
plunge into the flow of voices to hear a symphony or an opera which tells much more
than a simple story.
It is not only the metaphor that connects the narrative aspect of Forster’s novels with
music, but also the music’s role as a narrator in his novels. Music, apart from other
roles it plays in Forster’s novels, functions as a wordless narrator with the capacity to
speak of the infinite. It is often music that reveals to us the consciousness of
the characters and the hidden motives. Forster uses the voice of music to tell what
cannot be told explicitly in words. As Leonard Bernstein said: “Music … can name
the unnamable and communicate the unknowable.” (http://www.quotationspage.com,
7.12.2005, p.2/3) This unique quality of music is reflected in the words of many other
famous thinkers or artists. Ralph Vaughan Williams in his essay “What is Music”,
included in his collection of essays National Music and Other Essays, points out that
music goes further than words and transports us from the particular to the universal.
(Williams, 206) Forster, not only realizing that, also uses music in his novels as a means
of communication.

Communication is surely one of the most crucial themes in modernist fiction.
The concentration on the “stream of consciousness” and on the associations of ideas
within the individual consciousness stressed the essential loneliness of the individual
and provoked the questions of the possibility to love and establish emotional
communication in a community of private consciousnesses. (Abrams, 1733) This is, in
different ways, reflected in Lawrence, Woolf, Joyce, Conrad, and, of course, Forster. He
however does not deal with communication only thematically; his focus on
communication is not restricted to the characters in the novels, but reaches beyond
the limits of the story to the reader. By employing different means of communication,
one of them being music, he allows his ideas to permeate through the world of his
characters to the readers.

Here, therefore we come back to music: Why did Forster choose specifically music as
one of the means of communication? It might be because of the special meaning that
music is able to convey. Music indeed has a meaning, though not one that can be
expressed in words, but rather creating a perfect complement to words. Vaughan
Williams discusses the meaning of music in his essay “What is music”: “Mendelssohn
used to say that the meaning of music was too precise for words … the hearer may, of
course, if he chooses, narrow the meaning of music to fit words or visual impressions …
but this particularization limits the scope of music … Liszt used to talk rather foolishly
about it being nobler for a piece of music to be about Orpheus than to be a mere pattern
in sound, not realizing that it is these great patterns in sound, designed by Beethoven or
Bach, which open the magic casements and enable us to understand what is beyond
the appearances of life.” (Williams, 206)

This quotation of Vaughan Williams seems to offer a tie leading us back to Forster. For
it is a pattern that stands out as one of the distinct and conspicuous aspects of Forster’s
writing. Pattern, together with rhythm, is one of the aspects that Forster discusses in his
Aspects of the Novel as the elements that are able to communicate something that is
beyond words. Searching for an example of pattern in Forster’s novels we may recall
Judith

Scherer

Herz’s

essay

mentioning

Benjamin

Britten’s

comment

on

the construction of Forster’s novels. The structure of his novels “often resembles that of
the ‘classical’ opera where recitatives (the deliberately un-lyrical passages by which
the action is advanced) separate arias or ensembles (big, self-contained set pieces of
high comedy or great emotional tension).” (qt: Herz, 140) Indeed, if we focus on
the structure of his novels we can see that there are chapters which resemble recitatives
(the deliberately un-lyrical passages by which the action is advanced) and separate those
which in its emotional fluidity do not shift the story any further (big, self-contained set
pieces of high comedy or great emotional tension).
Following Williams’s idea, we may connect great patterns with ‘understanding what is
beyond the appearances of life’ and they will lead us to Beethoven, Bach and Wagner;
through pattern we may then make a tie between Bach, Wagner or Beethoven and
Forster. Thus, while Beethoven, whose Fifth symphony Forster discusses in his essay on
pattern, designed great patterns to communicate to us what is beyond individual tones

and tunes, Forster uses pattern to communicate to us what is beyond individual words.
Such as the individual tones will not make beautiful music unless connected with
passion into one flow and performed with no less passion, the individual words will not
convey the message unless written and read with the same emotion. “Connect the prose
and passion,” sounds the famous motto from Howards End.
Reading through Forster’s novels and essays, as well as reading literary criticism on his
work, and bearing in mind the central book to be discussed in this thesis, Howards End,
Forster’s motto “Only connect!” reverberates in my thoughts as a leitmotif in Wagner’s
operas. Indeed, there is a great deal to connect. One may connect Forster with
the questions of art and aesthetic values, traditional English values, issues of gender,
homosexuality, liberal humanism, Wilde and his aestheticism, and the search for truth
and beauty. Yet, the one significant connection, actually the most significant connection
from this thesis’ point of view, is Forster and music.

It is music that, in a way, carries, or is somehow incorporated in most of the other issues
as well. There is no doubt that one associates art and aesthetic values with music. What
is more, it is considered to be the greatest and deepest art by many. “Music is not only a
tool of poetry; in fact, it is even one of the most powerful arts … the effect of music is
much stronger, infallible and quicker than the effect of words” (Schopenhauer, 85/86).
Forster recognizes this power of music. “Music, more than the other arts, postulates a
double existence. It exists in time, and also exists outside time, instantaneously.”
(“The Raison d’Etre of Criticism in the Arts,” p.128, qt: Stone, 107) and as such it
carries aesthetic unity. That is why he uses it as a tool of connection and coherence, as a
tie connecting one issue with another. Thus, if you listen to music carefully, you can
also hear the voices of Bloomsbury ethos, Forster’s humanism, voices seeking truth and
beauty, as well as the voices of gender and gay sensibility.

Not only Forster brings forward the issues of gender through music. Indeed, the notion
of gender, homosexuality and music as an integral part of art and the concept of the late
nineteen century Aesthetic movement has a connotation in Oscar Wilde and his Picture
of Dorian Grey. Dorian Grey “listened in a rapt pleasure to Tannhäuser and saw in
the prelude to that great work of art a presentation of the tragedy of his own soul.”
(PDG, 188) Tannhäuser, an outstanding work by Wagner, depicting a medieval hero

who balances between sensuality and asceticism, carnal and spiritual love, becomes,
according to one critic, “almost a code word for experimentation with forbidden
pleasures” (qt: Herz, 141). The objects of these forbidden pleasures do not really matter,
since Wilde, as well as Forster (through his interest in Wilde), would have known about
the homosexual cult of Wagner. In all of them we see the desires for the heroic, natural
and aesthetic at the same time. Thus, we may travel from Forster to Wilde, from Wilde
to Wagner, from Wagner to Beethoven, till we come back to Forster. Additionally, we
travel from art to gender and homosexuality across humanism, which goes hand in hand
with the questions of traditional English values, till we come back to literature and
music, which has been our guide along the way.
Listening to Forster’s music more closely and with deeper attention, we start realizing
the individual elements of it, the little details, and the secondary paths, the individual
voices connecting the many ideas that emerge in Forster’s novels into one symphony.
Thus we may come not only to Forster and Wagner and Forster and Wilde, but also to
Forster and the opera and Forster and Beethoven, all of which open the door for
different or more detailed views of The Longest Journey and Wagner’s Parsifal, A
Room with a View and Beethoven’s Sonata op.111, and finally Howards End and
Beethoven’s Fifth Symphony. Unraveling the delicate strings of the stories in connection
with the music, we will hopefully penetrate the texture with such satisfaction as one
may feel when penetrating the texture of Beethoven’s symphony or Wagner’s opera.

The Longest Journey
There are three novels by Forster which most obviously reflect his focus on music and
the roles that he ascribes to it. To deal with them in the respective succession we will
start with The Longest Journey. It is Forster’s favourite novel, as he admits in A View
without a Room (a brief sequel to A Room with a View), and possibly his most
autobiographical novel and as such, rich source of connections. Music is present, first
of all, in Forster’s own words. In some passages, the words form a flow so potent with
emotion and symbols that it breaks the boundaries of prose towards poetry. Wilfred
Stone described one such moment, the embrace of Gerald and Agnes, as a “signal for
the prose to burst into a riot of color and music, which mounts to an orchestral triumph
almost embarrassing in its excess.”(Stone, 200)

Indeed, it is the symbol of music that Forster uses to fill the moment with excessive
emotion, transfigured in the mind of the major character Rickie into an experience of
love. “Music flowed past him like a river. He stood at the springs of creation and heard
the primeval monotony. Then an obscure instrument gave out a little a phrase. The river
continued unheeding. The phrase was repeated, and a listener might know it was
a fragment of the Tune of tunes. Nobler instruments accepted it, the clarionet protected,
the brass encouraged, and it rose to the surface to the whisper of violins. In full unison
was Love born, flame of the flame, flushing the dark river beneath him and the virgin
snows above …Was Love a column of fire? Was he a torrent of song? Was he greater
than

either

–

the

touch

of

a

man

on

a

woman?”

(http://www.online-

literature.com/forster/longest_journey/3/, 6.3.2006, p. 9/9)
This particular passage also shows another role of music which is revealed in Forster’s
technique of ‘rhythm’. The technique is based upon a ‘little phrase’,

which he

described in Aspects of the Novel in the parallel of a book by Proust, where by using
a little phrase in Vinteuil sonata the ‘chaotic’ and ‘ill-constructed’ book “hangs together
because it is stitched internally, because it contains rhythm” (AN, 166). Forster later
develops the idea of rhythm almost with the punctuality of Beethoven, which is to be
seen in his following novels, especially Howards End. In The Longest Journey,

however, this technique of Forster’s is in its early stage of development, and therefore
seems to be limited within the space of a passage. Regarding the book as a whole,
the little phrase, and the rhythm as such, seems to be lost in the abundant ideas,
philosophy and symbolism.

It is the emotionality and metaphoric symbolism of music that appeals to Forster. These
qualities can often be found in the music of Wagner and it is him that we might hear in
The Longest Journey. However, metaphors of Wagner can be traced in other novels by
Forster as well. Due to his focus on myth and mysticism, Richard Wagner’s music
provides an extremely rich source of symbols; indeed his operas are based on
symbolism and are often characterized as complicated symbolic structures. Moreover,
in all his works, the words and music “cannot be considered except as an inseparable
unity” (Beckett, 35). Forster’s writing, described by Judith Scherer Herz as “Wagnerian
in its mythic aspirations” (Herz, 137), approaches Wagner both in its unity and
mysticism and in the philosophic-symbolic character; he therefore draws on Wagner for
many allusions, symbols and allegory.

Apart from The Longest Journey, we can find the allusion to Wagner in his following
novel A Room with a View, in which the unsuccessful attempt of the main character,
Lucy Honeychurch, to perform the Flower Maidens’ scene from Wagner’s Parsifal
appears to convey the performer’s hidden feelings, and might bear the symbol of
innocence and seduction. In Howards End, the most striking allusion to Wagner is
the motif of the Rainbow Bridge from Wagner’s Ring. The rainbow bridge in
the Rheingold, the first part of the Ring, spans the valley to Walhalla, the residence of
the gods, bearing the metaphor of the Rainbow Bridge between the Heaven and Earth.
Forster uses this symbol as a metaphor to his ‘Prose and Passion’: “Margaret greeted
her lord with peculiar tenderness on the morrow. Mature as he was, she might yet be
able to help him to the building of the rainbow bridge that should connect the prose in
us with the passion.” (HE, 183)
Many of Wagner’s other symbols will undoubtedly find their echoes in some of
Forster’s novels. Most resonantly, however, he sounds in The Longest Journey, his role
there being symbolic as well as thematic and, in a way, also structural. From
the structural point of view, we will be reminded of the above mentioned parallel made

by Benjamin Britten (quoted in Herz’s essay on The Longest Journey), between
the structure of Forster’s novels and opera. Recalling again the novel’s most musical
passage, quoted above, we could certainly call that passage the ‘aria’, as opposed to
some other moments in the novel, which would push the story further and remind us of
the ‘recitatives’. In considering the structure, however, we might realize Forster’s
search for coherence in his novels, such as Wagner seeks in his operas. Wagner, in his
quest for coherence, broke the opposition of recitative and aria. He creates, as J.Smolka
writes in The History of Music, dramatically logical and musically fluent scenes, whose
construction is based on a difficult worked-out system of leitmotifs – “they enter mutual
relations, change and re-form in a direct connection to the fates of the characters or
ideas, often hidden in a tangle of voices.” (Smolka, 441) Could this not be a description
applied to The Longest Journey? Both Wagner and Forster try to achieve the unity of
the verbal and the musical component. Both of them imply the gap between the sound
and sense. As J. S. Herz writes in her essay “no more than opera can Forster’s fiction
achieve the coherence it seeks. … The Longest Journey is explicitly about the failure of
such quests, the gap between the words and the music.” (Herz, 139)

What is The Longest Journey actually about then? If we should keep to the point of
music, and more specifically to Wagner and his thematic role within the novel, we
might probably find the most conspicuous resemblance, though still mostly on only
the symbolic level, to the story of Wagner’s Parsifal. The parallel is mainly carried by
the characters, revealing metaphoric or symbolic correspondences to the story of
Parsifal, which is based on the myth of the Holy Grail. The Grail is guarded by
Amfortas. He is, however, seduced by Kundry and wounded by Klingsor, and will have
to wait for an ‘innocent fool’, found in Parsifal, to help heal his wound. It deals with
the following themes: suffering and redemption, seduction by a woman,
Schopenhauer’s philosophy of the will to life, “thirstily absorbed by Wagner” (Beckett,
34), which is, in its most extreme embodied in a sexual act, the contrast of innocence
and guilt, and the brotherhood of men, entered through identical experience.

The story of The Longest Journey, though supremely dealing with the metaphysical idea
of reality, undoubtedly reflects all of the themes. Rickie Elliot, a major character in
the novel, is a sensitive and intelligent young man who, in the cruel words of his aunt,
Mrs. Failing, “has failed in all he undertook; one of the thousands whose dust returns to

the

dust,

accomplishing

nothing

in

the

interval.”

(http://www.online-

literature.com/forster/longest_journey/34/, 6.3.2006, p.6/6) In the course of the novel,
while pursuing the question of reality, Rickie, like Amfortas, will be seduced by
a woman, believing that she is his reality; will suffer when realizing that the marriage
was a failure, and seek redemption through brotherhood and friendship, till he finally
comes to the end of his journey when he dies in saving his brother’s life.
The Rickie/Amfortas link is made explicit: “Rickie trusted that to him also benefits
might accrue; that his wound might heal as he laboured, and his eyes recapture the Holy
Grail.” (http://www.online-literature.com/forster/longest_journey/16/, 6.3.2006, p.4/4)
It is the theme of the Holy Grail that Wagner introduces at the beginning of Parsifal and
from which the whole work is fundamentally derived. Symbolically corresponding to
the Holy Grail, it is the theme of the appearance of reality and truth, simplified in
the metaphysical discussion of a group of undergraduate Cambridge students into
the question ‘Is the cow really there?’, that is introduced to us in the first scene of
The Longest Journey and pursued within the novel.

Both Rickie and Amfortas fail in guarding the Holy Grail. In both cases it is due to
a woman. In Parsifal, Amfortas, as described in the synopsis by Michael Stegemann,
“fell victim to the beguilements of a woman of fearsome beauty”, later identified as
Kundry, and lost possession of the sacred Spear, which Klingsor used to inflict
the wound on Amfortas. In The Longest Journey, the role of the seductive woman is
played by Anges, who is introduced to us in the very first chapter, as she bursts into
the undergraduate tea-party and interrupts the metaphysical discussion about ‘the cow’.
Rickie is eventually seduced by Agnes, though he knows that the real experience of love
is over, embodied in the passionate kiss of Agnes and her former lover Gerald. Gerald
had died and the image of him had slowly faded; yet, when Agnes “bent down to touch
him (Rickie) with her lips …he cried passionately, ‘Never forget that your greatest thing
is

over.’”(http://www.online-literature.com/forster/longest_journey/7/,

6.3.2006,

p.10/10)

Thus, Rickie looses the grail. He loses the reality that is within him with the voices of
art and philosophy, Cambridge and his Cambridge friends (especially Ansell, whose
voice sounds throughout the novel as a symbol for truthfulness) and the reality of

friendship as opposed to marriage. He accepts the reality of the ‘world’, which urges
him to be a dutiful son, a loving husband and a responsible father, though he longs for
friendship. “He was thinking of the irony of friendship – so strong it is, and so fragile.
We fly together, like straws in an eddy, to part in the open stream. Nature has no use for
us: she has cut her stuff differently. Dutiful sons, loving husbands, responsible fathers,
these are what she wants, and if we are friends it must be in our spare time. Abram and
Sarai were sorrowful, yet their seed became as sand of the sea, and distracts the politics
of Europe at the moment. But a few verses of poetry is all that survives of David and
Jonathan … He wished that there was a society, a kind of friendship office, where
the

marriage

of

true

minds

could

be

registered.”

(http://www.online-

literature.com/forster/longest_jorney/7/, 6.3.2006, p.3/10)

Rickie, however, marries the beautiful but shallow Agnes, the woman who Ansell says
‘is never there’. He abandons his writing, in which his true personality is reflected, and
becomes a schoolmaster at a second-rate public school, Sawston, where, under
the power of his wife and her brother Herbert (Headmaster of Sawston school), he
assumes the values of Sawston, a ‘world in miniature’. Sawston, in the words of Wilfred
stone, “stands for all that would confine the soul, kill the imagination, and put
respectability before honesty.” (Stone, 203)

Giving up his hopes and values for those of the conventional world, he sinks into
a world of conformity and bitter disappointments and preys “to be delivered from
the shadow of unreality that had begun to darken the world.” (http://www.literatureonline.com/forster/longest_journey/16/, 6.3.2006, p.4/4) It is the cloud of unreality that
wounds Rickie, and such as the balsam offered by Kundry does not heal Amfortas,
Agnes’s balsam in the idea of ‘doing good’, instead of good in the sense of truth and
reality, does not heal Rickie’s wound. Such as Amfortas, Rickie has to wait for
the ‘innocent fool’ who could heal the wound. In the opera it is Parsifal, in The Longest
Journey it is Rickie’s half-brother Stephen, who is brought up by Rickie’s Aunt Emily
in religious ignorance and social seclusion, a sensual and earthly human being. Through
him, together with Ansell, Rickie will enter the real world again, though, similarly to
the opera, it is not to be during their first meeting. When Mrs. Failing (Aunt Emily)
opens up the past to Rickie about Stephen being his half-brother, Agnes makes Rickie
escape from the truth and pretend to the ‘world’, and to Stephen, there is no such

relation as brotherhood among them. Thus, he sinks even deeper into the world of
convention, hypocrisy and pretence.

It is only two years later that Stephen comes to Sawston, having been turned out by
Aunt Emily and seeking friendship with his brother. Instead, he is offered a blank
cheque in return for silence. Stephen, appalled, leaves and it is Ansell who, as
“a Hebrew prophet passionate for satire and the truth” (http://www.onlineliterature.com/forster/longest_journey/27/, 6.3.2006, p.4/5), reveals in his melodramatic
speech that Stephen is not the son of Rickie’s hated father, but of his beloved mother.
When Stephen appears at Sawston for the second time, totally drunk, Rickie sees in him
a symbol for the vanished past and a symbol of redemption. But Stephen refuses that –
he wants to be faced as a man, not as a symbol, nor as brother. “Come with me as a man
… Not as a brother; who cares what people did years back? We’re alive together and
the

rest

is

cant.”

(http://www.online-literature.com/forster/longest_journey/31/,

6.3.2006, p.6/6) Rickie follows the voice because he hears in it the voice of his mother.
“In the voice he had found a surer guarantee. Habits and sex may change with the new
generation, features may alter with the play of a private passion, but a voice is apart
from these. It lies nearer to the racial essence and perhaps to the divine; it can, at all
events, overlap one grave.” He leaves his wife and her brother and goes off with
Stephen

and

Steward

to

regain

the

sense

or

reality.

(http://www.online-

literature.com/forster/longest_journey/31/, 6.3.2006, p.6/6)

His wound is healed. When he fails to save Stephen from drinking, loosing the faith in
his brother and fearing that in his weakness he will again submit to conventions and join
his wife to ‘go on beating time’ on the ‘longest journey’, he finally finds redemption
when he is killed in saving his drunken brother from death at a railway crossing. Yet, it
is not him but Stephen who is the hero, since through him life is to be continued,
through his daughter the line of their mother will be preserved; “he was alive and
created life”. As in the opera, it is Stephen (Parsifal) who is to guard the Holy Grail for
the next generations. “Though he could not phrase it, he believed that he guided
the future of our race, and that, century after century, his thoughts and his passions
would triumph in England.”
(http://www.online-literature.com/forster/longest_journey/35/, 6.3.2006, p.4/5)

“Thus does the novel drift into prophecy, and literature into a music beyond words.”
(Stone, 214) Forster uses music to fill the gap between the words and their sense, and
the music sounds not only as a parallel to the story, or as the rhythm of the novel, but
also, or rather most significantly, in its symbolic sense, as mentioned at the beginning of
this chapter. Forster thus uses the symbolic potency of music, and especially Wagner, to
introduce, hint, highlight, enrich, and emphasize the abundant ideas in his novel.
Therefore, to have Forster’s message complete, we cannot ignore the symbolic value of
Wagner’s Ring, a tetralogy dealing with the fight for gold, which had been stolen and
has become a subject of conflict, touching the theme of Schopenhauer’s ideas of failure
and annihilation. It appears in The Longest Journey as a place, earthworks, called Rings,
symbolizing for Stephen his home and for Rickie a conflict between his sense of marital
duty and the desire for freedom.
Another symbol occurs at the very beginning when Forster mentions Wagner’s
Rheingold (the first part of The Ring), the river with the gold at the bottom, from which
the ring rises and to which it finally returns.

Such is the role of this symbol in

The Longest Journey. The story rises with this symbol and returns to it in one of the last
scenes, where Rickie and Stephen, in a moment of supreme intimacy, are watching
a burning paper sail down the river and prophesying in its symbolic shape of a railway
bridge, the approach of Rickie’s death.

We may conclude with one of the most conspicuous symbols, that of the kiss, found not
only within The Longest Journey but also other Forster novels. The emotional potency
that Forster ascribes to a kiss, later reflected also in A Room with a View and Howards
End, verges on the emotional potency of music. This brings us back to the beginning of
this chapter and the quotation, in which an intense experience of love, flowing from
witnessing the kiss, is described through the symbol of music. In Wagner’s Parsifal,
the kiss by Kundry connects in a strange brotherhood Parsifal and Amfortas, for it is
after this kiss that Parsifal realizes the pain of Amfortas and achieves wisdom and
compassion. Thus, Parsifal’s first words after the kiss are “Amfortas. The wound,
the wound”.

In both the opera and the novel the kiss provides a musical and narrative climax. Rickie
is, at this point in the novel, both Parsifal and Amfortas, and the narrator’s comment at

the end of the scene, “It was the merest accident that Rickie had not been
disgusted,”(http://www.online-literature.com/forster/longest_journey/3/,6.3.2006, p.9/9)
paraphrases Parsifal’s disgust and horror at the kiss, his sense of sharing the wound of
Amfortas, or even his revulsion at the touch of a woman’s lips, which is later reflected
in Rickie’s words: “I prayed you might not be a woman.” (http://www.onlineliterature.com/forster/longest_journey/7/, 6.3.2006, p.10/10) When Rickie sees Agnes
and Gerald kiss, his response is described by Judith Scherer Herz as a kind of
unsatisfied desire. “But what is the direction of the desire? Is it man to man, man to
woman, woman to man, flesh to spirit, spirit to spirit, flesh to flesh? Whose voice is
issuing from whose mouth? What does the score, here the aria sung by the narrator,
have to the do with the scene we are observing?”(Herz, 144/145)

Her questions lead us to think of the autobiographical undercurrent. We realize that
there might be something stronger in the connection of Wager’s opera and Forster’s
novel; the connection lying in the strong current of homosexuality that runs through
the novel, against the background of the homosexual cult of Wagner (already reflected
in Wilde’s Dorian Grey), and is later made explicit in Forster’s posthumous Maurice.
Rickie, however, as Judith Scherer Herz writes when trying to answer her question,
does not, in any literal sense, desire Gerald no more than he desires Agnes. “Rather he
desires their desire,” she argues. (Herz, 145)

Of course, it is not revealed explicitly. Forster ascribes the role of the narrator here to
music. For the opera provides much more than motifs; Wagner’s music has, more than
any other, the ability to express repressed and highly charged emotions, and as such it
fills the text with experience and intense emotion that could not be found in any
narration. Thus, rather than seeking an absolute correspondence between the novel and
the opera, it is interesting to listen to the music while reading, which is what Forster
might have done – listening to the music and meditating on the story while writing his
own. Using the language of music, Forster expresses what is beyond the words and
beyond the story. In some moments, the music is actually more real than the story. As
Judith Herz says, “Paradoxically, the more we hear, the less story there is.” (Herz, 146)

A Room with a View
The following novel, A Room with a View, is thematically very rich, as is probably any
of Forster’s novel; we will, therefore, try to focus on its most substantial aspects. Its
social comedy deals with conventionality – or, as Forster would put it, the ‘undeveloped
heart’ - of English middle classes, who are represented by a group of tourists and
expatriates in Florence. With subtle irony, Forster depicts the English abroad in sharp
contrast to the atmosphere of Italy. But, of course, though observed with an ironic eye,
they are not drawn in a black-and-white way and the small group of the pension
Bertolini occupants, in fact, create a varied mixture of characters, each of them having
a different position on the scale of conventionality.

Let us, therefore, deal briefly with the individual characters. There is Lucy
Honeychurch, who is the central figure in the story; an amateur pianist described with
the memorable statement: “If Miss Hoenychurch ever takes to live as she plays, it will
be very exciting – both for us and for her.” (RV, 52) Lucy, as the ‘undeveloped heart’,
is balancing between the influences of her dismal cousin Charlotte (Miss Barlett),
representing conventional values, and the Emersons (old Mr. Emerson and his son
George), representing unconventional and liberal values. The fact that Charlotte and
the Emersons appear to be at the opposite ends of the conventionality scale might be
supported by a passage from the introductory chapter of the book, following the part
where “one of the ill-bred people whom one does meet abroad” - Mr. Emerson –
intruded into a peevish argument between Lucy and Charlotte over the room with
a view, saying: “‘I have a view, I have a view.’ … Miss Barlett was startled. Generally
at a pension people looked them over for a day or two before speaking, and often did
not find out that they would ‘do’ till they had gone. She knew that the intruder was illbred, even before she glanced at him.” (RV, 24)
Besides, there is Mrs. Honeychurch, Lucy’s mother, and her brother Freddy, who create
the image of Lucy’s beloved home at Windy Corner, representing a small world of their
own, where conventions matter in a superficial way but where we can spot deeper
values that matter more. There is also Lucy’s supercilious fiancé Cecil who looks down
on them and on other people for being conventional. In his effort to be of the ‘better

sort’ – that is educated and unconventional – and to form Lucy into an object of art, he
does not see the things that really matter, that is love and passion. In the words of
George Emerson, his rival in love and attitude to life, Cecil “is only for an acquaintance.
He is for society and cultivated talk. He should know no one intimately, least of all
a woman.” (RV, 185) Finally, there is Mr. Beebe, a nice clergyman who “seems to see
good in everyone” and whom, according to Lucy, “no one would take for a clergyman”
because, as she explains further on “you know how clergymen generally laugh; Mr.
Beebe laughs just like an ordinary man.” (RV, 30) As for the conventionality scale, Mr.
Beebe really seems to see good in every one, which might, for a clergyman, appear
unconventional, but he turns out to dwell in the conventional asceticism.

Lucy, therefore, is torn between lingering Victorian values, social and sexual,
represented in Charlotte, and the spontaneous promptings of her heart, embodied in
George Emerson. Though there are many moments within the novel when Lucy, at least
externally, that is in what she says, what she does and, sometimes, even in what she
thinks (though we feel it is only her trying to think what is supposed to be ‘right’)
approaches her cousin Charlotte, since the beginning of the story we are led to observe
Lucy as being different. Its evidence could be found in the introductory chapter, shortly
after the beginning of the story when Lucy and Charlotte, described in an essay on
E. M. Forster by E. K. Brown as “two culture-seeking ladies” (Brown, 105), arrive in an
old English pension in Florence and are upset to find that instead of the rooms with
a view over the river Arno, as they had been promised, have been given rooms on the
wrong side of the house. Mr. Emerson, who – together with his son - happens to have
rooms on the Arno side, offers them kindly to the ladies. Lucy, who does not seem to
find anything offensive in the offer, is repressed by Miss Barlett, who, in her
conventional eyes, finds Mr. Emerson’s ways wrong. They do take his rooms however.
It is now that Forster draws our attention to the difference between Charlotte and Lucy;
all that Charlotte can do is bar the shutters and search the room for a dangerous hidden
entrance; but Lucy “opened the window, and breathed the clean night air, thinking of
the kind old man who had enabled her to see the lights dancing in the Arno, and
the cypresses of San Miniato, and the foothills of the Apenines, black against the rising
moon.” (RV, 34)

The story then develops through various incidents at changing pace and dynamism as
a flow of music. There are many possible aspects of the novel and therefore many
angles from which we could view the story. Having introduced the characters against
the background of conventionality, one of the major themes in the book, let us now have
the music as the background for the story. Music enters the story in several ways: as
a kind of narrator which is able to communicate to us what is not explicitly expressed in
words, as a way to deal with the issues of gender and characterization, and as a parallel
to the developmental process.
The piano repertoire of Lucy Honeychurch includes, apart from Beethoven’s Sonata
op.111, pieces by Mozart and Schumann and operatic transcriptions from Gluck’s
Armide and Wagner’s Parsifal. Forster’s strong bond to Wagner is reflected particularly
in The Longest Journey, as discussed above. In A Room with a View, however, Forster
lets Wagner speak out as well and chooses Wagner’s Parsifal to show us through
Lucy’s stumbling attempt at the Flower Maidens’ scene her hidden feelings and
condition. In the opera, the scene deals with the innocent Parsifal, enhanced by
the Flower Maidens, and is a kind of preamble to the kiss from Kundra. Why does Lucy
refuse to play the transcription from the scene when asked by Cecil? She might be
aware of the tension of the scene and does not want to reveal the tension in herself. She
might feel that she is, in Cecil’s eyes, the innocent Parsifal who is not to be seduced by
a kiss, knowing subconsciously that she is not innocent and was seduced by a kiss, only
not by Cecil. But when she sees George, she reopens the piano. “Cecil should have
the Parsifal, and anything else that he liked. …She played a few bars of the Flower
Maidens’ song very badly, and then she stopped.” (RV, 174)
Beethoven however proves to be the novel’s most pervasive developmental figure, with
op.111 serving as a recurring motif for heroism and for Lucy’s aspirations to what was
then thought to be the ‘unfeminine’ world of action. It is Beethoven who, as for
the characterization, is connected with Lucy, specifically Lucy in Florence. Not only
because it is in the pension Bertolini where we encounter him through Lucy’s
performance; it is also because Italy, described by Forster as a place “where anyone
who chooses may warm himself in equality, as in the sun”, opens a wider view for
Lucy, which is what Beethoven, with his inherent fight for equality, does unconsciously
through his music.

Sonata opus 111 is Beethoven’s last piano sonata and as such it has a feeling of novelty
and originality that could not be traced in his earlier works. With his last sonatas
Beethoven breaks the limits of the traditional form of sonata and opens the possibility of
new space. No wonder, then, that it is here in Florence and after playing Beethoven, that
Lucy seems to gather her strength to rebel (though in a very subtle way) against
the restrictions of Victorian conventionality in its attitudes to the issues of gender. She
won’t be protected and told what to do. She wants something to happen to her and Mr.
Beebe attributes her behaviour to ‘too much Beethoven’ (RV, 59). So she goes out and
something really does happen. She encounters violence when witnessing a murder and
having fainted finds herself protected in the arms of George Emerson – this time she
does not rebel. Why? Lucy herself does not seem to know; we, as the readers, however,
already anticipate. Forster gives us a hint in terms of the invisible voice. Beethoven
narrates. We can hear the double-tone figure of kettle drums representing the heart beat
and we know that there is passion in Lucy as there is in the music. It is here in Florence,
after ‘too much of Beethoven’ that she opens her heart subconsciously to meet love and
passion, embodied a few days later in a kiss by young George Emerson, though it will
take time till the ‘undeveloped heart’ accepts this reality.

It is, however, not only in Italy, where we feel the connection between Lucy and
Beethoven. Though we do not hear Lucy play the sonata through the rest of the novel,
we actually hear it in her character all the time. The character of opus 111 is described
as disruptive, disquiet, full of jumps and disharmonic cords and modality which have
the effect of harmonic crises and destabilization. (Lockwood, 393) Forster might sum
up all of these difficult words, taken out of Lewis Lockwood’s Beethoven, Music and
Life (Beethoven Hudba a život), in only one word: “muddle”. This word repeatedly
occurs in Forster’s fiction to describe pretence and internal conflicts within his
characters. It is also the word that he used to describe Lucy. In this single word, Forster
indeed tells a lot; and what he does not, he leaves to Beethoven.

Lucy, however, does not let Beethoven speak out after the first kiss. She shuts
the window with the view, leaving Beethoven outside; she lets Charlotte interfere and
runs away with her from Florence to Rome. There she meets Cecil, who only after
proposing for the third time to her becomes her fiancé. From the point of music as
a means of characterization we would probably recall Schumann. Not that Schumann’s

music would really describe Cecil’s character. They are rather subtle ties that connect
Schumann and Cecil against the background of Lucy’s feelings that she,
subconsciously, reveals in the speech of her fingers through the music she plays.
Lucy performs Schumann when she is in London for a visit at Mrs Vyse’s (Cecil’s
mother) flat. Cecil asks for Beethoven, but Lucy refuses and plays Schumann. What
does it reveal? While playing Beethoven once in Italy, in the pension Bertolini, Lucy
refuses to play him in London, in Mrs. Vyse’s flat, playing Schumann instead. Place is
however not the only aspect of the difference in situations. There are the moods and
feelings, the people, the associations, the causes and consequences of the choices that
play a significant role. While Italy, the Bertolini pension, Lucy, muddle, young
Emerson, passion and Beethoven go together, Schumann reaches his hand to London,
the drawing room of Mrs. Vyse’s flat and the refined society it hosts, to Cecil and Mrs.
Vyse and the grandchildren of famous people. Schumann’s music is often described as
having the character of dream and fantasy, of unreality and incompleteness. Of course,
as the interpretation of music can never be definitive, we can only guess what exactly
Forster meant to tell. Dream and unreality, however, could indeed be used to describe
Lucy’s relationship to Cecil. Lucy, of course, takes this dream as reality – it is a part of
her ‘muddle’; the reader nevertheless knows: her love for Cecil is not real.
It is, however, not only Lucy’s love for Cecil that can be described as a dream. Also,
Cecil’s feelings toward Lucy have the aspect of unreality and dream. Cecil views Lucy
as an object of art, and only as such does he loves her, similar to Oscar Wilde’s Dorian
Grey, who was in love with Sibyl as with an object of art - “Ordinary women never
appeal to one’s imagination … But an actress. How different an actress is!” (PDG, 73),
but stopped loving her when he perceived her as an ordinary woman - “You have killed
my love.” (PDG, 86) When Lucy’s behaviour lacks the qualities of art, from Cecil’s
point of view, he tries to educate her in what is charming, amusing and ladylike,
forming her into the shape of a perfect artistic object. That his view of art, as well as
love, is incomplete might be what Forster wanted Schumann to tell: “The sadness of
the incomplete – the sadness that is often Life, but should never be Art – throbbed in its
disjected phrases” (RV, 141).

Through the characterization of Cecil, we have moved in the story from Italy to
England. Apart from the short episode in London, in Mrs. Vyse’s flat, the scene takes
place at Windy Corner, the home place of the Honeychurches, with the intellectual
Cecil hanging around. The story arrives at its climax when the Emersons, brought there
paradoxically by Cecil, hire a house in the neighbourhood of Windy Corner. George
kisses Lucy for the second time, and though she turns him down, with Charlotte in
the background of the scene, he throws light on Cecil. “It is that love and youth matter
intellectually,” he says. (RV, 187) May be it is just what is missing in Cecil. For him it
is art that matters, but is not art without love, without passion, incomplete? “The scales
fell from Lucy’s eyes. How had she stood Cecil for a moment? He was absolutely
intolerable, and the same evening she broke her engagement off.” (RV, 188)
Now, that the scales fall from her eyes, it is still necessary to help her ‘undeveloped
heart’ open. Lucy is trying to help herself out of the ‘muddle’. Tinkling some sonatas of
Mozart (according to Mr. Beebe ‘silly little things’), which might be meant to ease
herself, she passes into Schumann and then comes back to Mozart again. She is trying to
purge her mind and heart. “She must be one of the women whom she had praised so
eloquently, who care for liberty and not for men; she must forget that George loved her,
that George had been thinking through her and gained her this honourable release, that
George had gone away into – what was it? – the darkness.” (RV, 194)

We know, however, that it is mainly she who has joined those marching into
the darkness. “Lucy entered this army when she pretended to George that she did not
love him, and pretended to Cecil that she loved no one. The night received her, as it had
received Miss Barlett thirty years before.” (RV, 194) Darkness, as the opposite of light,
is a leitmotif used by Forster in A Room with a View in a similar way as the ‘Panic and
emptiness’ motif in the following novel Howards End. That the darkness approaches
emptiness in its meaning is revealed in the song that Lucy sings the day after the breakoff with Cecil:
‘Stop thine ear against the singer,
From the red fold keep thy finger;
Vacant heart, and hand, and eye,
Easy live and quiet die.’ (RV, 209)

It is Mr. Emerson who opens the windows for her to see the view again. “‘My dear, I
am worried about you. It seems to me that you are in a muddle. ….Do you remember in
that church, when you pretended to be annoyed with me and weren’t? Do you remember
before, when you refused the room with the view? Those were muddles – little, but
ominous – and I am fearing that you are in one now. …. “Life,” wrote a friend of mine,
“is a public performance on the violin, in which you must learn the instrument as you go
along.” I think he puts it well. Man has to pick up the use of his functions as he goes
along – especially the function of Love.’ Then he burst out excitedly: ‘That’s it; that’s
what I mean. You love George!’ And after his long preamble the three words burst
against Lucy like waves from the open sea.” Thus he throws light into her heart and
saves her from the darkness. “She could not understand him; the words were indeed
remote. Yet as he spoke the darkness was withdrawn, veil after veil, and she saw to
the bottom of her soul.” (RV, 223-224)
The novel’s conclusion is set back to Italy. There we have Lucy and George and
the room with a view. “He carried her to the window, so that she, too, saw all the view.
They sank upon their knees invisible from the road. Ah! it was worth while; it was
the great joy that they had expected, and countless little joys of which they had never
dreamt. They were silent.” (RV, 228) In the background we may hear Beethoven’s
sonata opus 111. It was heard in the introduction of the novel and led us, maybe
subconsciously, all the way to the end. For it is not connected only with
the characterization of Lucy and her hidden feelings; it permeates through the story and
may be in a way heard as a parallel to its development and framework.

As for the framework, the novel, as well as the sonata is divided into two parts. It is
unusual of a sonata to have only two movements. There have been a lot of speculations
on this point. When repeatedly asked, Beethoven replied, with a tone of irony, that there
was no time to write the third movement. There is no evidence of his intentions to write
one, and assumed from the greatness and fullness of the two movements, there was
probably nothing that could follow. (Lockwood, 393) In this, Beethoven might
correspond to Forster’s view on conclusions in general: the novel should end at
the moment when the author has nothing more to say.

As for the development, dealing with the harmonic and thematic development of
the sonata as a parallel to the novel would probably take up as much as another chapter.
Let us therefore be satisfied with the most obvious ties. The harmony of the first
movement goes through several crises with no tonic center, which has the effect of
destabilization and tension resembling the muddle and confusion in Lucy whenever she
has to face herself against the background of some external situation (meeting with
Emersons, witnessing the murder, the kiss by George, etc.), till the harmony finds its
way again in a seemingly clear and stable passage. However the beat of the kettledrums, resembling the beat of a heart, reminds us that Lucy’s peace is only external.
The jumps of seventh cords, a motif that Beethoven had used in his opera Fidelio (in
the scene of Florestan in the cell) might be intended to remind us of the heroic qualities
in Lucy rebelling against the conventional attitudes. This motif prepares us thematically
for the theme of Arietta, the second movement.
Using the words of Thomas Mann’s Doctor Faustus, fictious professor of music,
Lockwood describes the theme of Arietta as a theme “designed for adventures and fates
for which it, in its idyllic innocence, does not seem to be born”. (Lockwood, 394) Could
not the same be applied to Lucy? At the end of Arietta, the leading melody climbs up
the heights and we feel that the unique musical experience has come to its end,
“achieving the wisdom which only great artists can breathe in their work” (Lockwood,
395). Thus, we can hear the distant echoes of Beethoven’s sonata in the novel’s
conclusion; for we know that Lucy as well has climbed the heights and achieved
wisdom - the wisdom of true love, passion and beauty; for “there is the Truth. The Truth
counts. Truth does count” (RV, 225).
“Youth enwrapped them; the song of Phaethon announced passion requited, love attained. But
they were conscious of a love more mysterious than this. The song died away; they heard
the river, bearing down the snows of winter into the Mediterranean.” (RV, 230)

Howards End
The Spirit of the Place
“The more people one knows, the easier it is to replace them. It is one
of the curses of London. I quite expect to end my life caring most for
a place.”

Not only from this quotation does Forster’s strange and deep feeling for places penetrate
to us; another proof of his affection for places could be the title of the novel, which is to
be dealt with in this chapter: Howards End. The title is what captures our attention at
the very beginning, which is the case with any book. Here, not knowing what the title
really means, our curiosity is even more intensified. Forster, however, will not leave us
in doubt for too long. The question mark hovering above the title in our mind is
smoothed away immediately by the very first line: “One may as well begin with Helen’s
letter to her sister”. Howards End captures our attention from the top right-hand corner
of the letter, informing us about the place of the letter’s origin.

The letter itself is actually full of poetic descriptions of the place. If we take music as
a source of connections and metaphors, we definitely would be reminded of the above
mentioned Benjamin Britten’s comment on the construction of Forster’s novels,
comparing it to the dualism of aria and recitative in an opera. We cannot be sure if
Britten would call this very passage an aria, since we feel neither comedy nor great
emotional tension from the letter and there are, in fact, some un-lyrical lines as well;
the lyricism and poetry of the description, however, proves it to be so as it stays far
away from being a recitative. Forster does not wait long to show us that Howards End is
a unique place; a place with a “very big wych-elm … leaning a little over the house, and
standing on the boundary between the garden and meadow,” (HE, 1) which reappears
throughout the novel as a leitmotif and metaphor of Howards End.

The place that E.M. Forster loved so deeply that he made it the centrepiece of one of his
best-loved novels was a country house in Hertfordshire, where he and his mother lived

for ten years. He spent there a happy childhood in the kind attention of his caring
mother and aunts and formed a deep emotional attachment to the place. “I took it to my
heart and hoped … that I would live and die there.” (Marianne Thornton, 269-270, qt:
Stone, 16) Much more than just a house, it came to represent ‘traditional’ English
values for Forster – a connection to place, a respect for individuality and spiritual
contemplation. “Houses, for Forster were living symbols of an emotional and spiritual
security,” writes Wilfred Stone (Stone, 16).

In Howards End, those values were at the beginning of the twentieth century threatened
by the flow of urbanization and industrialization, represented by London. “London was
beginning to illuminate herself against the night. Electric lights sizzled and jagged in
the main thoroughfares, gas lamps in the side-streets glimmered a canary gold or green.
The sky was a crimson battlefield of spring, but London was not afraid. Her smoke
mitigated the splendour, and the clouds down Oxford Street were a delicately painted
ceiling, which adorned while it did not distract. She has never known the clear-cut
armies of the purer air.” (HE, 119)
Forster’s hope to live and die in Hertfordshire, however, did not come true. His
childhood idyll connected with this place was to last only ten years, for at fourteen he
moved with his mother to the fashionable bourgeois suburb of Tonbridge Wells,
“stronghold of orthodoxy, convention, and chauvinism” (Stone, 43), with the school that
gave rise to Sawston in The Longest Journey. It was a place that was home to many
members of the growing business class, which would become one of the central
concerns of his novels, and where we can spot the origin of the Wilcoxes in Howards
End, the major characters in the novel. In Tonbridge Wells, Forster met families who,
like the Wilcoxes, were dynamic and energetic capitalists focused on motorcars and
moneymaking.

And if Tonbridge Wells gave rise to the Wilcoxes, Cambridge was the likely birthplace
of the other central family of Howards End, the Schlegels. It was as a university student
at King’s College that Forster was first inspired by the liberal humanism of the
philosopher George Moore.

Moore focused on the contemplation of beauty, and

the cultivation of personal relations and spirituality in contrast to the rootless,
mechanistic rush of his age, and would later inspire the birth of the Bloomsbury group

of writers. Forster spent some of his happiest days in this company, a lifestyle mirrored
in the Schlegels’ passion for art.

For Forster, the contemplation of beauty was embodied in art and nature. One could
examine nature with the pragmatic, sober eyes of the Wilcoxes, judging places
according to their practicality and position. One could also observe beauty in art
through the senses of Tibby Schlegel, analyzing music from the purely musical
viewpoint, cut clear of its sensual and semantic message. Contrary to that, beauty of a
place could be examined through the passionate eyes of Mrs. Wilcox, for whom every
single leaf of grass at Howards End was throbbing in the rhythm of her heart, as well
one could view beauty of art through Helen, who would not listen to tones but to
the meanings of works of art and live through them passionately till there was
something the music or the picture had to say to her.

Both place and art can be lyrical and epical. It is the prose and passion that Forster urges
us to connect using the voice of Margaret Schlegel; and it is Margaret in whom
the prose and the passion are connected. Through her eyes we find both as essential for
life. Passion, art and the notion of place are the key elements recurring throughout
Howards End as an ‘idée fixe’. Passion, in the sense of poetry, and the lyrical against
the epical, is used to connect the two elements of art and place. Thus, when reading
Forster’s descriptions of Howards End, we can hear its music.
“The tree rustled. It had made music before they were born, and would continue after
their deaths, but its song was of the moment.” (HE, 314)

The Story as a Musical Composition
“Railway termini … are our gates to the glorious and the unknown. Through them we
pass out into adventure and sunshine, to them, alas! we return.” (HE, 9)

Having introduced Howards End as a place and the title of the novel, let us go to
the story. Indeed, many stories and adventures, especially in late 19th and early 20th
century, start at the railway termini. Forster, however, left out the moment at
the beginning when Helen Schlegel stood at the railway termini ready to start her
adventure, and introduced us to her when she had already gone through the adventure
with the feeling of ‘Panic and emptiness’ left as its bitter flavour. We hear her story as
a song, or keeping to Britten’s theory, as an aria – there are no real actions, just
the feelings and emotions. Her adventure, or rather experience, of which we first learn
from short scraps to her sister Margaret - “Dearest Meg, - I do not know what you will
say: Paul and I are in love …” (HE, 3) - took place at Howards End, where she had been
invited by Mr. and Mrs. Wilcox.

It took place under the wych-elm and was embodied by a kiss; a kiss by Paul Wilcox,
the younger of the two sons of the Wilcox family. The kiss was, as is usual with all
‘Forster’s kisses’, charged with intense emotion, and never in her life was she to
experience anything more intense. “To Helen, at all events, her life was to bring nothing
more intense than the embrace of this boy who played no part in it. He had drawn her
out of the house, where there was danger of surprise and light; he had led her by a path
he knew, until they stood under the column of vast wych-elm. A man in the darkness, he
had whispered “I love you” when she was yearning for love. In time his slender
personality faded, the scene he had evoked endured. In all the variable years that
followed she never saw the like of it again.” (HE, 23)
That was “how it happened”, or rather Helen’s account of it when she described it to her
sister Margaret. Of its end we also learn through a telegram to Margaret. “All over.
Wish I had never written. Tell no one.” (HE, 10) But Margaret had told Aunt Juley; and
this is where an action is taken, the story starts its progress, and Forster lets the reader
pass, together with Aunt Juley, through the railway termini at King’s Cross into
the story. The music has changed from aria to recitative. Together with Aunt Juley we

set out on the unfortunate journey to Howards End just to “talk it over with Helen”, with
the difference that we, in contrast to Aunt Juley, are already aware, through Helen’s
letter, that all is over. Aunt Juley’s interference added awkwardness to the whole
situation, and the latent horror of the morning scene, which was later described by
Helen to Margaret: “…and he [Paul] looked frightened. …Somehow, when that kind of
man looks frightened it is too awful. …When I saw all the others so placid, and Paul
mad with terror in case I said the wrong thing, I felt for a moment that the whole Wilcox
family was a fraud, just a wall of newspapers and motor-cars and golf-clubs, and that if
it fell I should find nothing behind but panic and emptiness.” (HE, 23)
The Wilcox episode “fell into the background, leaving behind it memories of sweetness
and horror that mingled” (HE, 25), and, back at Wickham Place, in London, the sisters
pursued the life of art, concerts and social and public meetings. It is the concert of
Beethoven’s Fifth Symphony that Forster uses to make us stop and listen to the music
rather than to the story. He surely does not want to clear the story of its significance; in
Aspects of the Novel he acknowledges the story as the most important aspect, though he
would like something else – such as melody, or the perception of truth – to be the most
essential element. He admits, however, that the novel could not exist without a story
(AN, 34).

On the other hand, Forster is aware that, so far, what has been told in words is not
enough, and lets us look at what is behind the words and behind the story through an
eloquent aria, the language of music, that of Beethoven’s Fifth symphony. Forster not
only used the music for characterization and depiction of contrast between
the characters of the story, but also managed to give the reader a summary of what has
happened and a glimpse at what is going to happen. Thus, behind the goblins, heroes
and shipwrecks, which Helen hears in the music, we can hear the music of Helen’s
story. “The music had summed up to her all that had happened or could happen in her
career. She read it as a tangible statement, which could never be superseded. The notes
meant this and that to her, and they could have no other meaning, and life could have no
other meaning.” (HE, 32)

Yet, despite the clearly emotional character of this chapter, Forster includes
a progressive element – a tie which would connect the aria with the recitative and pull

us into the story again. He, therefore, gives us another character presented in a poor
clerk, Leonard Bast, who wants to keep up with culture but, being on the ‘verge of
gentility’, cannot reach up to the cultured upper-middle class of the Schlegels, and
instead is crushed down by the class of ‘successful businessmen’, represented by
the Wilcoxes, who have “their hands on all the ropes of life” (HE, 128).
After the voices of Beethoven’s Fifth symphony had ceased and Helen, leaving
the concert hall in a world of goblins, had unconsciously ‘stolen’ his umbrella, Leonard
noiselessly entered the novel as a so far unheard voice of poverty. “To trust people is
a luxury in which only the wealthy can indulge; the poor cannot afford it.” (HE, 33) He
was introduced into the story to reflect another group of society. So far we have dealt
with the ‘gentlefolk’ (the intellectual and financially independent Schlegel sisters, with
their brother Tibby, and the wealthy and materialistic Wilcox family). The Basts
(Leonard and his wife Jacky, living in poverty in a depressing London flat) represented
those ‘on the verge’ of gentility, for “this story deals with gentlefolk, or with those who
are obliged to pretend that they are gentlefolk.” (HE, 43)
Entering the story with superficial fuss over an umbrella, while the Beethoven’s music
still echoes in our minds, Leonard nevertheless becomes an essential figure for further
development and progress of the novel. “For the little incident had impressed the three
women more than might be supposed. It remained as a goblin footfall, as a hint that all
is not for the best in the best of all possible worlds, and that beneath these
superstructures of wealth and art there wanders an ill-fed boy, who has recovered his
umbrella indeed, but who has left no address behind him and no name.” (HE, 42)

He did not disappear out of their lives; he was to be included in the heroes and
shipwrecks of Helen’s life. His voice, the voice of poverty and worry, since “there was
always something to worry him ever since he could remember, always something that
distracted him in the pursuit of beauty” (HE, 37), stressed the contrast not only between
the idealistic and intellectual Schlegels and the more materialistic Wilcoxes, motivated
by the desire to maintain their wealth and property, but also between the two
superficially similar Schlegel sisters – the impulsive romantic idealist Helen and
the more self-controlled considerate Margaret - which has already been revealed to us

by the music. Leonard entered the novel at the end of Beethoven’s symphony to act out
what the music predicted, highlighting the novel’s major themes.

Forster thus uses Leonard to contribute with his voice in the whole symphony. Not only
him, however; it seems the truth of each of the characters – such as Mrs.Wilcox,
Charles and Paul Wilcox, Jacky - appear, move the story forward, and sing their own
aria, contributing at the same time to the themes that Forster wants to deal with. Let us
therefore go briefly through the recitatives and arias that will bring us through the story
to the end. When the Wilcox family moves into a flat in Wickham Mansions opposite
the Schlegel’s home at Wickham Place, Margaret Schlegel and Ruth Wilcox meet and
become friends. Helen leaves for Germany, while Paul leaves for Nigeria. Charles
Wilcox has married a young woman named Dolly Fussell.

Margaret and Ruth thus use the chance to get to know each other and establish a solid
friendship which has much deeper roots than others are able to perceive. But
“the characters must be able to come and go like phrases in a musical composition”
(Stone, 109) and Ruth’s health suddenly declines. As she is dying – it is a rapid death,
as is usual with Forster, announced to the reader by the shockingly laconic “The funeral
was over.” (HE, 85) – she writes a note to her husband that she wishes Margaret
Schlegel to have Howards End. This was her most important and the only recitative.
Though the Wilcox family decide to ignore Ruth’s wish and destroy the note (they do
not even tell Margaret of the note’s existence), its voice is distantly resonant throughout
the story and becomes distinct at the end of the novel when it finds its way into
Margaret’s ears.

Leonard, of course, as already mentioned, has his progressive task in the story as well.
The Schlegel sisters feel sympathy towards him, and would like to help him in his quest
of beauty and culture. When they happen to meet Henry Wilcox one evening when
walking along Chelsea Embankment, they get to talking, and mention to Leonard about
his position as clerk at the Porphyrion Fire Insurance Company. Mr.Wilcox makes
a casual remark on Porphyrion’s danger of bankruptcy and advises the young man to
find another job immediately. The Schlegel sisters convey this advice to Leonard, who
subsequently resigns from his job and takes another position at a bank even though it

offers a lower salary. The voice of poverty, contrasted with the materialistic voice of
Wilcoxes and idealistic voice of Schlegels, becomes louder. They all sound more
distinctly now, flowing towards their approaching clash and shaping clearly the novel’s
theme of the repressive character of the English class system as well as the conflict
between materialism and idealism.

Before we get to the climax, however, where all the voices will be heard at once, they
still have to sing their way, developing and gathering strength and dynamism as they go
along. Another recitative could be interpreted in the duet of Margaret and Henry who
meanwhile become acquainted with each other. Henry is attracted to Margaret, seeing
her resemblance to Ruth’s integrity, placidity, and understanding while at the same time
admiring her independence and liberal way of thinking. Margaret “was not young or
very rich, and it amazed her that a man of any standing should take her seriously.” (HE,
162) She accepts Henry’s proposal of marriage despite Helen’s evidently negative
attitude towards the marriage.

There is a lot of music behind this act with many different voices. Henry’s voice sounds
with practicality, confidence, and optimism. Helen’s sings of personal relations that do
matter, of romance, of the panic and emptiness she saw the morning of her broken
engagement to Paul: “But he (Henry Wilcox) was there, they were all there that
morning when I came down to breakfast, and saw that Paul was frightened – the man
who loved me frightened and all his paraphernalia fallen, so that I knew it was
impossible, because personal relations are the important thing for ever and ever, an not
this outer life of telegrams and anger.” (HE, 170-171) Margaret’s song is of the ‘real
man’, who holds on to all ropes and has helped the world to be what it is now. “If
Wilcoxes hadn’t worked and died in England for thousands of years, you and I couldn’t
sit here without having our throats cut. There would be no trains to carry us literary
people about in, no fields even. Just savagery. No – perhaps not even that. Without their
spirit life might never have moved out of protoplasm. More and more do I refuse to
draw my income and sneer at those who guarantee it.” (HE, 172) She knows of Henry’s
deficiencies; nevertheless she believes she could help him become a better man and, as
quoted above, “help him to the building of the rainbow bridge that should connect
the prose in us with the passion.” (HE, 183) The gap between the sisters widens because

of their different attitudes. “The real point is that there is the widest gulf between my
love-making and yours. Yours was romance; mine will be prose.” (HE, 171)

The gap widens all the more when Leonard Bast loses his job due to staff reduction, and
he has to live in utter poverty. The Porphyrion, in fact, continues as a successful firm, in
sound financial condition. Helen feels responsibility for Leonard’s condition and blames
Henry for his mistaken advice. Helen’s voice sounds with personal responsibility; it
fights for absolute truth and justice. The circumstances and misfortune of the young
clerk, however, meant nothing to Henry; his voice does not sound with sympathy for
the poor, saying that there have always been the poor and always will be, and
dismissing Leonard’s misfortune as “part of the battle of life.” (HE, 187) The two
contrasting voices fight and clash, gaining strength and dynamism and approaching
the two opposite extremes in the world’s argument, while Margaret’s voice flows in
between, trying to reconcile and build up the bridge that would span the gap. “How
wide the gulf between Henry as he was and Henry as Helen thought he ought to be! And
she herself – hovering as usual between the two, now accepting men as they are, now
yearning with her sister for Truth. Love and Truth – their warfare seems eternal.” (HE,
227)

Helen’s attempt to solve Leonard’s problem is definitely consistent with her tendency to
extremism. She brings Leonard and his slovenly wife Jacky uninvited to the wedding
party of Henry’s daughter Evie and tries to force Henry into giving Leonard a job. Her
rather impulsive act has, however, an unintended effect of a flashback into Henry’s past.
Jacky recognizes Henry as a former lover, and, being drunk, does not wait to remind
him of it. Thus Margaret discovers that Henry had an adulterous relationship with Jacky
while married to Ruth. She suddenly sees behind his seemingly solid fortress around his
outer life. “Henry’s inner life had long laid open to her – his intellectual confusion, his
obtuseness to personal influence, his strong but furtive passions. Should she refuse him
because his outer life corresponded?” (HE, 241) She therefore decides to forgive him
and help him rebuild his fortress and hide his soul from the world. That was the music
behind Margaret’s words: “I have already forgiven you, Henry.”(HE, 244) For “Henry
must be forgiven, and made better by love; nothing else mattered.” (HE, 241)

That night, full of mingling emotions, Helen stays with Leonard at the local inn. It is
mainly Helen’s aria that is heard at that moment. Her words speak of Money and Death,
of the ‘I’ missing in the heads of Wilcoxes. Her music sings of the panic and emptiness,
of the Visible and Invisible, of her heroes and shipwrecks, of justice. She becomes
passionate with her own music and Leonard, being the subject of her pity, becomes
the subject of her passion, the ‘real man’; for “Helen loved the absolute. Leonard had
been ruined absolutely, and had appeared to her as a man apart, isolated from the world.
A real man, who cared for adventure and beauty …She and the victim seemed alone in
a world of unreality, and she loved him absolutely, perhaps for half an hour.” (HE, 317)

Later, however, the image of Leonard as a real man fades away. “Leonard seemed not
a man, but a cause. … Perhaps it was Helen’s way of falling in love – a curious way to
Margaret … Helen forgot people. They were husks that had enclosed her emotion. She
could pity, or sacrifice herself, or have instincts, but had she ever loved in the noblest
way, where man and woman, having lost themselves in sex, desire to lose sex itself in
comradeship?” (HE, 311) Leonard was the goblin footfall she heard in Beethoven’s
Fifth Symphony, the reminiscence of the past; it was the footfall of a hero shipwrecked,
the footfall of panic and emptiness, the footfall of Paul. “Both times it was loneliness,
and the night, and panic afterwards. Did Leonard grow out of Paul?” (HE, 312/313)
Helen leaves the next morning.

Margaret and Henry are quietly married. Helen, after a talk to Tibby, leaves for
Germany. It is her long absence (eight months) that worries Margaret and sounds as
a disturbing tone into the peaceful song of her marriage to Henry. When Helen appears
back in England, Margaret manages to meet her at Howards End. There Margaret
discovers that Helen is pregnant with Leonard Bast’s child. The strong bond of affection
between the sisters is restored and sounds the louder due to the resonance of Howards
End. Helen asks Margaret to stay the night with her at Howards End before she returns
to Germany.

It is when Margaret asks leave from Henry when the music of their relationship, so far
flowing peacefully with occasional disturbing motifs, bursts out loud and reveals what
has been so far an ominous undercurrent. Margaret’s song becomes loud: “You shall see
the connection if it kills you, Henry! You have had a mistress – I forgave you. My sister
has a lover – you drive her from the house. Do you see the connection? Stupid,
hypocritical, cruel – oh, contemptible! – a man who insults his wife when she’s alive
and cants with her memory when she’s dead. A man who ruins a woman for his
pleasure, and casts her off to ruin other men. And gives bad financial advice, and then
says he is not responsible. These men are you. You can’t recognize them, because you
cannot connect.” (HE, 307)

The two sisters secure the night for themselves. Under the tree, which itself made
music, we hear Helen’s song. For “this was Helen’s evening – won at what cost, and not
to be marred by the sorrows of others. Of her own tragedy Margaret never uttered
a word.” (HE, 312) The whole passage, however, is very musical, and has all the beauty
and emotion of an aria, rich with symbols and metaphors. “The foot of the tree was in
shadow, since the moon was still hidden behind the house…. For the present let
the moon shine brightly and the breezes of the spring blow gently, dying away from
the gale of the day, and let the earth, who brings increase, bring peace.” (HE, 311) Do
not the tree and the moon sing of Paul and Leonard as eloquently as any words?
The voice of Mrs. Wilcox sounds in the background, while succeeding in creeping into
our consciousness. “Except Mrs. Wilcox, dearest, no one understand our little
movements … I feel that you and I and Henry are only fragments of that woman’s
mind.” (HE, 313)

It was, actually, Leonard Bast that brought the two sisters that night of all-explaining
music. In the morning “Margaret awoke and looked into the garden. How
incomprehensible that Leonard Bast should have won her this night of peace! Was he
also part of Mrs. Wilcox’s mind?” (HE, 315) Definitely he was; for it was he that
brought the climax of the story. With him we once again set out for the journey to
Howards End from a King’s Cross platform, only this time, in the framework of
the story, we will not return. Trying to find relief in his remorse, “a burden hanging to

him and weighing down his thoughts when they would move,” (HE, 316) he appears at
the house.

We can hear the music of Beethoven again, summarizing and predicting. “Again and
again must the drums tap, and the goblins stalk over the universe before joy can be
purged of the superficial. It was rather paradoxical, and arose from his sorrow. Death
destroys a man, but the idea of death saves him – that is the best account of it that has
yet been given. Squalor and tragedy can beckon to all that is great in us, and strengthen
the wings of love …the knowledge of this incredible truth comforted him.” (HE, 324)
At Howards End he encounters Charles Wilcox who has been trying to find out who had
seduced Helen, and wanted the lover to account for it. The music gets louder here as
the moment is charged with tense emotion: Leonard hears Margaret and his own name
called out, Charles sees Leonard, attacks him with a stick, Leonard collapses under a
falling shelf of books and dies of a heart attack.

Following Leonard’s death, Margaret decides to leave Henry and travel with Helen to
Germany. “He had refused to connect, on the clearest issue that can be laid before
a man, and their love must take the consequences. … Leonard’s death brought her to
the goal. Alas! That Henry should fade away as reality emerged, and only her love for
him should remain clear, stamped with his image like the cameos we rescue out of
dreams.” (HE, 334) But there is yet another recitative that diverts the story from its
seemingly inevitable direction. Charles Wilcox is charged with manslaughter and
sentenced to prison; and Henry is broken. “I’m broken – I’m ended.” (HE, 334)
Margaret remains cold at first. “No sudden warmth arose in her. She did not see that to
break him was her only hope. She did not enfold the sufferer in her arms. But all
through that day and the next a new life began to move … Henry’s fortress gave way.
He could bear no one but his wife, he shambled up to Margaret afterwards and asked
her to do what she could with him. She did what seemed easiest – she took him down to
recruit at Howards End.” (HE, 334/335)
The ends of the circle meet with Howards End in its center. Margaret uses the influence
of Howards End to shelter both Helen and Henry, and its radiance to connect the two
extreme voices into one reconciled flow. “They were building up a new life, obscure,

but gilded with tranquillity.” (HE, 337) It is Margaret who reconciles the two voices
exasperated by their fight. “But you picked up the pieces, and made us a home. Can’t it
strike you – even for a moment – that your life has been heroic?” (HE, 339) Henry
makes it known that after his death his children will inherit his money but Margaret will
inherit Howards End. It is here that the voice of Mrs. Wilcox and her wish that
Howards End go to Margaret is heard distinctly: through Dolly’s remark, Mrs. Wilcox’s
wish reaches Margaret. Margaret’s voice is the connection; it is resonant with Howards
End, resonant with Mrs. Wilcox, resonant with the causes and effects, resonant with
the motto of the novel:
“Only connect! That was the whole of her sermon. Only connect the prose and
the passion, and both will be exalted, and human love will be seen at its height. Live in
fragments no longer.” (HE, 183)

Why Beethoven?
(Forster’s Motives for the Dominance of Beethoven’s Music)

“It will generally be admitted that Beethoven’s Fifth symphony is
the most sublime noise that has ever penetrated into the ear of man.”
(HE, 29)

With this sentence Forster opens the fifth chapter of Howards End and goes on,
revealing to us different perspectives of the symphony, of Beethoven’s music, of music
in general, and finally of life as such. Thus, following the inward flow of music, which
enters different minds through different ears, we realize the connection with
the outward flow of life. So apart from the words and voices of Beethoven’s music,
which conveys different meaning to different people, we can hear the voices of reality,
the mental voices of real people and places, and again we can hear the two little, but
the more significant words of Forster “Only connect! Connect the prose and
the passion.”

Of the two, passion is the dominant element in this chapter. The most obvious answer
to the question why it is so would be music. This chapter predominantly deals with
music and one may feel that as the Fifth symphony is for some the crucial work of
Beethoven, or even, as quoted above, “the most sublime noise that has ever penetrated
into the ear of man”, the fifth chapter in Howards End might be crucial in respect to
the role of music within the whole novel. Music, for Forster, means passion. For
though there might be more prose in some people while more passion in others, music
has the ability to disclose in everybody, often subconsciously, the passions of their
lives. In Howards End, the music reveals Mrs. Munt’s passion for being British and
Fräulein Mosebach’s for being German, Mr. Liesecke’s passion for Fräulein Mosebach,
Helen’s passion for the unseen heroes and shipwrecks and Tibby’s passion for dealing
with the visible (the notes and scores and transition passages), Margaret’s passion for
music and life and the fragments of those getting connected (HE, 29).

Thus, as we listen to the music, we hear the voices of different passions and see them
walking across the characters’ faces and moving their bodies with various emotions,
emotions which are definitely not restricted only to the characters of Howards End. For
it is life that Forster draws on and he uses the characters as prototypes communicating
to us the way music opens people’s minds for us, different attitudes to life and different
passions. As Forster himself put it in Howards End, “whether you are like Mrs. Munt,
and tap surreptitiously when the tunes come … or like Helen, who can see heroes and
shipwrecks in the music’s flood; or like Margaret, who can only see the music` or like
Tibby, who is profoundly versed in counterpoint, and holds the full score open on his

knee; or like their cousin, Fräulein Mosebach, who remembers all the time that
Beethoven is “echt Deutsch”` or like Fräulein Mosebach’s young man, who can
remember nothing but Fräulein Mosebach: in any case, the passion of your life
becomes more vivid, …” (HE, 29)
Quoting Forster here we know that it is music that he is talking about, it is music that
makes the passion of your life more vivid. At this point, however, it would be proper to
point out that, as almost immediately following the words mentioned at the beginning,
it directly refers to Beethoven and his Fifth symphony. The question therefore arises
whether Forster ascribes the quality described in the previous paragraph to music in
general or only to Beethoven or even just to Beethoven’s Fifth symphony.

In any case, many follow-up questions are to be dealt with. Would it be music in
general that Forster ascribes the quality of intensifying passion, we would definitely
have to ask: Does any piece of music make the passion of our life more vivid? Does, in
Forster’s mind, really all music have such a quality even though there is music that we
would associate with different or even contrary qualities to passion? We might, for
example, agree on that point rather than with William Congreve stating in his play
The Mourning Bride that “Music has charms to soothe the savage breast. To soften
rocks, or bend a knotted oak;” or with Martin Luther saying that “music is a discipline,
and a mistress of order and good manners; she makes the people milder and gentler,
more moral and more reasonable.”
(http://www.quotationspage.com/search.php3?homesearch, Music, p.4, 7.12.2005)

Music, for Forster, could have a soothing as well as moral quality. He nevertheless
chose passion as the music’s summary. The fact is that he does not call music
passionate; he only ascribes to it the quality to make everyone’s passion more vivid,
which includes all the other qualities of music. Let it be soothing for those who need to
be soothed and disciplined and moral for those whose passion is to be disciplined and
moral and reasonable. Music will do the work. For Forster, as we can understand from
the passage quoted above, music points out the passion in every one, however different
it is from one person to another, and makes it more vivid. Music in general has for him
the supreme quality to render life as such with thousands of different people, places
and situations. Thus music, in its general sense, has a great potential to be compared to

life in the variety of forms it takes. “Indeed, we may say with Carlyle that if we search
deep enough there is music everywhere.” (Williams, 205)

It is the symbolic and metaphoric quality of music that Forster deals with on a general
basis. He uses it as the source of metaphor when describing people (as quoted above, in
Howards End, Helen “can see heroes and shipwrecks in the music’s flood,” while
Margaret “can see only the music” (HE, 29); Lucy, in A Room with a View, “who
found daily life rather chaotic, entered a more solid world when she opened the piano.
She was then no longer either deferential or patronizing; no longer either a rebel or
a slave.”(RV, 50)); when talking about places and nature (as quoted above, in Howards
End: “The tree rustled. It had made music before they were born and would continue
after their deaths.”(HE, 314)); when reflecting on life as such (as in the above quoted
words of Mr. Emerson in A Room with a View: “Life is a public performance on
the violin, in which you must learn the instrument as you go along.” (RV, 222)); or
when searching for a kind of comparison to our world (“The kingdom of music is not
the kingdom of this world; it will accept those whom breeding and intellect and culture
have alike rejected” (RV, 50).

In that sense, the question of types or kinds of music really does not seem to matter. In
all the previous quotations Forster deals with the general aspect of music – any kind of
music could probably be used. What really seems to matter with Forster is the way
music is performed or accepted; the way it is translated into life. In the fifth chapter of
Howards End, the introduction of which is quoted above, we can follow different
translations of Beethoven’s Fifth symphony. In A Room with a View, Forster compares
Lucy in her daily life to Lucy as she behaves in the kingdom of music, concluding
the paragraph with these words: “The common person begins to play, and shoots into
the empyrean without effort, whilst we look up, marveling how he has escaped us, and
thinking how we could worship him and love him, would he but translate his visions
into human words, and his experiences into human actions. Perhaps he cannot;
certainly he does not, or does so very seldom. Lucy had done so never.” (RV, 50)
The significance which Forster ascribes to the relation between music and life can be
spotted in the fact that he repeats what he has stated here more explicitly in the wellknown above quoted words of Mr. Beebe’s observation about Lucy: “If Miss
Honeychurch ever takes to live as she plays, it will be very exciting – both for us and

for her.” (RV, 52) It is the general and varied aspect of music that creates the bond
between music and life; and it is this bond between music and life that Forster deals
with in his work.

If, however, music for Forster is a source of human experience, and if it is the bond
between music and life (which could be, in fact, created by any piece of music) that he
wants to explore, why, in Howards End, does he choose of all music Beethoven’s Fifth
Symphony? Is it necessary to specify and make the abstract notion of music a particular
piece of music? Out of those two questions, the second is relatively easy to answer.
Music, on its general basis, is comparable to life just because of its immense variety.
Both of them, however, would be almost impossible to grasp if dealt with on an
abstract basis. Only when listening to, observing, or experiencing a specific piece of
art, a specific place, or a specific situation in life, does it becomes tangible; it becomes
translatable into the speech of everyone’s life. Therefore Forster had to choose
particular music – music which would ‘satisfy all sorts and conditions’; in Howards
End it was Beethoven’s Fifth symphony.

Thus, we have come to the question already asked, while not answered, in the previous
paragraph: Why, of all music, does Forster choose Beethoven’s Fifth symphony? We
can still divide this question into two parts. Let us proceed from the general to the more
particular and deal with Beethoven first. Why does he take up Beethoven? Why doesn’t
he choose Mozart or Berlioz or Brahms or Chopin or whoever from the line of great
composers? Is it Beethoven as such to whom Forster seems to incline, or is it just
the Symphony of Fate that has captured him and made him use it, from the point of
music, as the crucial motif? The latter, that is Forster’s enthrallment by the Symphony
of Fate rather than by Beethoven himself, is quite possible. The symphony itself
represents a rich source of symbolism and metaphor for Forster’s Howards End. There
are, however, reasons for us to believe that even Forster’s choice of Beethoven was
deliberate and that there exists a bond between them rooted in even more solid ground
than just the Symphony of Fate.
Should we go deeper into the analysis of Forster’s choice of Beethoven, it is first of all
necessary to reiterate the question previously asked: Why Beethoven? Why not Mozart
or Brahms or Schumann? Putting Beethoven thus into contrast with other shining

names of musical giants could, against the background of Forster’s musical enthusiasm
and taste, undoubtedly reveal his motives for reducing the realm of music under
the power of Beethoven, at least in case of Howards End. If we also take into
consideration his previous novel A Room with a View, Forster was not so selective in
this case. There, the piano repertoire of the central figure, Lucy Honeychurch, as
shown above, includes apart from Beethoven’s Sonata op.111 pieces by Mozart and
Schumann and operatic transcriptions from Gluck’s Armide and Wagner’s Parsifal.
Yet, Beethoven becomes dominant, and such as The Longest Journey reveals the strong
bond between Forster and Wagner’s Parsifal, which has already been discussed in
the previous chapter, it is A Room with a View and Howards End that display Forster’s
relation to Beethoven and show that it exceeds the limits of both Beethoven’s Fifth
symphony and Forster’s Howards End.

The motif of Beethoven in A Room with a View is actually put into contrast with
Schumann’s music, and in a way also with one of Mozart’s sonata, against
the background of the situations in which Lucy plays them. Let us, therefore, deal with
those two composers as a source of contrast to Beethoven on a more general basis that
could then be applied to Howards End, as well.

As for the contrast between Schumann and Beethoven, those who know the music of
both of the composers might separate them quite instinctively. Forster however deals
with the contrast explicitly in his description of the music of both. We hear Beethoven
in pension Bertolini through the ears of Mr. Beebe whose “composure was disturbed by
the opening bars of Opus 111. He was in suspense all through the introduction, for not
until the pace quickens does one know what the performer intends. With the roar of
the opening theme he knew that things were going extraordinary; in the cords that
heralds conclusion he heard the hammer-strokes of victory.” (RV, 51) We hear
Schumann in Mrs. Vyse’s flat in the company of Cecil, who, “when the querulous
beauty of the music had died”, called for ‘some Beethoven’. He was refused as Lucy
“shook her head and played Schumann again. The melody rose, unprofitably magical.
It broke; it was resumed broken, not marching once from the cradle to the grave.
The sadness of the incomplete – the sadness that is often Life, but should never be Art
– throbbed in its disjected phrases, and made the nerves of the audience throb. Not thus

she played on the little draped piano at the Berolini, and ‘Too much of Schumann’ was
not the remark that Mr. Beebe had passed to himself when she returned.” (RV, 141)
Schumann’s music is, as mentioned already in the previous chapter, often described as
dreamy, plunged into fantasy. Dagmar Posadovská and Dušan Pazdírek in Portraits at
Piano (Podobizny nad klavírem) describe Schumann’s music as moody and poetic. “As
his poetic models he often likes to choose such wherein dream and unreality dominates,
where he can finish with his music what remained untold in words. His piano works are
as well at the best where he could wholly devote himself to fantasy, wander through
the unearthly regions of his own imagination and get lost in the realm of beauty. His
collection, Fantastic pieces, op. 12, consists of a number of such dreams. In their
names – ‘Why?’, ‘Swirl of dreams’, ‘Chimeras’, ‘At night’ – is a whole world of
romance, restlessness, search for a peaceful repose, glimpse of the desires of radiance.”
Miloslav Navrátil features Schumann’s style as inwardly lyrical and his melody as if
often hidden in various figurations (especially in piano work), restless, variable and
fanciful. To complete the image of Shumann’s music we can support the two
characterizations with comments by Jaroslav Smolka, who in his History of Music
claims Schumann’s piano work to be a subjective account of the composer, expression
of his moods and experience, lived through as well as dreamed-of. If we sum up all that
has been said in the comments above, together with the poetic Forster’s account of
Schumann performed by Lucy, we could extract from the information several key
words that might convey the message satisfactorily: dream, fancy, romance, unreality,
incompleteness, restlessness.

Beethoven, as described in the History of Music by Jaroslav Smolka, is, on the other
hand, an example of a composer who is able to transform human experiences and
desires, in a very readable way, into musical work. His melody (whether dramatic or
lyrical), with its unusual intensity, thrills and rouses the audience to action. This is
supported also by Zdeněk Hůla who in The Gate of Music (Brána hudby) labeled
Beethoven’s music as fighting and stirring, always pursuing some superior thought.
Smolka, moreover, adds that the crowning achievement of Beethoven’s musical
thought is often a heroic and triumphant close, which is a symbol of the composer’s
faith in a better human world. Beethoven’s life as such is a story of personal triumph

over tragedy. Romain Rolland calls him a most heroic force of modern art and Antonín
Zhoř, in a biographical novel Alone against the Fate (Sám proti osudu), depicts his life
as a heroic fight with the fate. Again and again we hear Beethoven’s own words: “I
will grasp the fate’s throat. I won’t let him knock me down.” (Ludwig van Beethoven,
Letters, Thoughts, Memoirs/Dopisy, myšlenky, vzpomínky, p. 15/16) Such is also his
music.

The difference between Schumann and Beethoven is surely evident. How, in A Room
with a View, the features of Beethoven’s and Schumann’s music, respectively,
correspond to Lucy and other characters in the particular situations, is a question which
was already dealt with in a previous chapter. The question to be coped with here is
whether the features of Schumann, concerning music, could actually equally
correspond to Howards End, thus making Forster’s choice of Beethoven less deliberate
and more a question of coincidence, or whether the choice of Beethoven is deliberate
and based on solid grounds.
At first sight we can see that the word ‘equal’, in reality, does not fit in between
Schumann and Beethoven; nor could it fit in between them in Howards End. They
could be used, as Forster did in A Room with a View, as a source of contrast, not as
a source of equality or similarity; they are far from being that. If, therefore, in Howards
End, there is a choice of one, a choice embodied in Beethoven, could we possibly
replace him with, still only on the grounds of example, Schumann? Does Forster in
Howards End deal with dreams, fancy, romance, unreality, incompleteness or
restlessness?

In a way, we could definitely find the ties that would connect us through those concepts
to Schumann – there is a dream of Leonard Bast to climb into the refined, artistic
upper-middle class society; and Helen’s fancy when listening to music; and their
romance; and Helen’s romance at the very beginning of the novel. These motives,
however, though they undoubtedly play a significant role in the whole story, do not
appear to be the strongest. The ‘leitmotives’ reverberating throughout the book are
such as ‘heroes and shipwrecks’, fate and the ability of a human being to change it,
passion and the fight against ‘panic and emptiness’. Passion, hero, fight and fate –
those are the words that make up Beethoven and bring him the victory on the grounds

of Howards End, at least over Schumann, whom we chose to be one of the possible
competitors. Had Forster to choose between those two, his choice of Beethoven
appears to be deliberate and, if we may judge, correct.

Another suitable contrastive figure to Beethoven, mentioned in A Room with a View,
could be found in Mozart, as well. Mozart, a genius in music and often considered to
be the greatest composer in history, might also help to unfold the answer as to ‘why
Beethoven’, through the analysis of ‘why not Mozart’. The associations concerning
Mozart are very often those of the greatest and most skillful composer ever; or those of
Mozart being a ‘sun’ and his work being sunny caressing music, which is able to create
the atmosphere of well-being and ease. Ease is also a word often used to describe
the way Mozart composed – he worked with ease and great works sprang from his
hand on a paper with incredible speed and flawlessness. To support this fact we could
in this point quote one of Mozart’s statements: “There is a violinist living above us,
another living below us, a teacher that gives lessons of singing next door, and in
the last room opposite there lives an oboist. How joyful to compose in such
atmosphere. Ideas just roll in.” (From a letter to his sister, Milan, August 1771; qt:
Smolka, 351)
Miloslav Navrátil in the Outline of European History of Music (Přehled evropských
dějin hudby) describes Mozart’s music as the embodiment of a classical idea of lucid,
formally perfect and emotionally deepened art and his invention as vivid, brisk and
flowing with ease. Even though his music can be even sad, reflecting undoubtedly
the unhappy events in his life, his innate optimism penetrates through his symphonies
which, almost invariably in major key, convey his joyous, almost hilarious message
connected with the smiling face on his portraits and the words of the famous Czech
composer Antonín Dvořák: “Mozart is a sun.” (qt: Navrátil, 100)
Mozart, indeed, is a ‘sun’ and after listening to his music we feel happy, joyous and
elated. Nevertheless, however perfect in many respects Mozart is, he lacks those
aspects that would connect him with Foster and his works. You listen to Mozart when
you need to relax and get yourself into an elated mood. With Mozart, apart from some
of his later works, such as Requiem, you usually do not have any difficult questions to
solve, any fights to fight, and people would not find you heavily pondering over

philosophical questions of life. Forster, on the other hand, deals with characters who
are muddled and confused, who ramble and try to find the right way, who ask questions
and search for the answers. Is, therefore, the music of Mozart such that would
correspond with Forster?
Mozart’s music is beautiful and brings us beauty. Forster, however, does not deal with
beauty just for the sake of beauty; he deals with beauty for its role in human life and for
its connection to life. He deals with beauty as a source of experience, as a source of
passion. Passion, though it is definitely not absolutely excluded from Mozart’s work, it
is not a feature we would immediately associate with Mozart. This is because Mozart
never gave way to passion to such an extent that would thwart beauty. When reflecting
on passion, he himself once said: “Nevertheless, the passions, whether violent or not,
should never be so expressed as to reach the point of causing disgust, and music, even
in situations of the greatest horror, should never be painful to the ear but should flatter
and charm it, and thereby always remain music.”
(http://www.quotationspage.com/search.php3?homesearch=Music&page=4, 7.12.2005)

Against the background of Mozart, Beethoven clearly stands out to complete
the contrasting pair of musical geniuses. Both of them remain the greatest composers in
the history of music, both of them meet in the ideal of freedom, while, at the same
time, they are very often contrasted. It is again the contrast between those two giants
that gives us the answer to ‘why Beethoven’. All of the features that the music by
Mozart lacks for its connection with Forster can be found in Beethoven. Mozart’s goal
is to convey joy and beauty, while Beethoven’s goal is to convey the ‘truth’. Beethoven
is urging and pathetic; with Beethoven you find yourself deep in thoughts, pondering
over the questions of life; Beethoven asks questions and searches for the answer.
Beethoven fights with the fate with innate passion that penetrates his works as
Mozart’s optimism penetrates his.
For Forster, passion is crucial for life. Passion makes your life ‘worth while’ (RV). If
Beethoven makes your passions more vivid, then it is the passions that make your life
vivid. Forster’s passion for passion seems to penetrate throughout his work and it is
clear that he deals with passion outside the boundaries of a single novel. Passion for
Forster, as it follows from Howards End, has even stronger position in life than love in

its individual sense. While the objects of love vary, and, in some cases are not of great
importance, the feeling of it – the passion - seems to be stable. The object of love will
fade away; it is the feeling of passion that remains all through life, such as the feeling
of the kiss remained in Helen. “But the poetry of the kiss, the wonder of it, the magic
that there was in life for hours after it – who can describe that? ... To Helen, at all
events, her life was to bring nothing more intense than the embrace of this boy who
played no part in it.” Forster then concludes the account of “how it happened”,
meaning the kiss, with the above quoted prediction as a kind of flash ahead: “In time
his slender personality faded, the scene that he had evoked endured. In all the variable
years that followed she never saw the like of it again.” (HE, 23)

As shown above, Howards End is not the only novel where Forster deals with passion
and kiss. Connect those two; since passion – the irresistible feeling of love – gives birth
to kisses and a kiss without passion appears absurd, as it appeared to Cecil, in A Room
with a View, though he did not know exactly why. “At that supreme moment he was
conscious of nothing but absurdities. Her reply was inadequate. She gave such
a businesslike lift to her veil. As he approached her he found time to wish that he could
recoil.” (RV, 127) Afterwards, in Cecil’s ponderings over the ‘should-have-beenpassionate’ scene, revealing once again the current of homosexuality, we hear Forster’s
explanation of why it was not a passionate scene. “Such was the embrace. He
considered, with truth, that it had been a failure. Passion should believe itself
irresistible. It should forget civility and consideration and all the other curses of
a refined nature. Above all, it should never ask for leave where there is a right of way.”
(RV, 127) Lucy pondered as well and though to Cecil, who “waited for her to make
some remark which should show him her inmost thoughts” (RV, 127), her words
(“Emerson the name was, not Harris.”) may have not fit, for “he could not know that
this was the most intimate conversations they had ever had” (RV, 128), it fit perfectly
well. It only foretells the words of old Mr Emerson: “You can transmute love, ignore it,
muddle it, but you can never pull it out of you.” (RV, 223)
Passion for Forster, as for Beethoven’s work, is a crucial element of life. Life without it
is, in its true sense, impossible or, at least, meaningless. What remains is described by
Forster as a fake life; darkness, a recurring leitmotiv in A Room with a View; or ‘panic
and emptiness’, a recurring leitmotiv in Howards End. Passion, on the other hand, is

the reality and the truth, as put in the words of Mr Emerson, “‘when love comes, that is
reality’” (RV, 217). It brings light and opens the eyes to see life in its beauty as if
opening the window to see the view. Thus again we come to the novel previous to
Howards End, A Room with a View, where we again hear the eloquent voice of old Mr
Emerson pleading to Lucy, who is balancing at the margin of the dark abyss, not to
waste her life in the Charlotte-like way, which damns passion as ‘the world’s enemy’
which must be stifled: “I said [to George]: ‘Passion does not blind. No. Passion is
sanity, and the woman you love, she is the only person who will ever really understand
you.’” (RV, 217)

To sum it up, it is emptiness, darkness, meaninglessness, fake and hypocrisy that
Forster connects with the absence of passion from life, as opposed to light, reality and
truth for its presence and this notion of Forster is beautifully reflected in Margaret’s
effort to save Henry Wilcox from ‘panic and emptiness’, quoted when reflecting on
the Wagnerian motif of rainbow bridge: "Mature as he was, she might yet be able to
help him to the building of the rainbow bridge that should 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. With it love is born, and alights
on the highest curve, glowing against the grey, sober against the fire." (HE, 183)
Many of Forster’s characters ‘have sinned against passion and truth’; it was
the Wilcoxes in Howards End as well as Rickie in The Longest Journey and Lucy in A
Room with a View, who entered the army marching to the darkness “when she
pretended to George that she did not love him, and pretended to Cecil that she loved no
one.” (RV, 194), and probably many others. Truth, indeed, is yet another element that
penetrates Forster and, undoubtedly connects him with Beethoven. Truth is what both
of them fight for – Forster in words: “For we fight for more than Love or Pleasure:
there is Truth. Truth counts, Truth does count;”(RV, 225) and Beethoven in music:
“But the goblins were there. They could return. He had said so bravely, and that is why
one can trust Beethoven when he says other things.” Indeed, you can trust him, since
truth was one of his supreme goals, as he expressed it in his prey to God: “Oh, God …
Show me the way … To my most sublime thoughts give highness, bring them truths
that will stay truths for ever.” (L. v. Beethoven, Letters, Thoughts, Memories, 39)

There is no doubt that Forster did choose Beethoven deliberately. There are too many
ties connecting them for the choice to be a mere coincidence or one of many other
possibilities. There is the fight against convention and hypocrisy; the fight for truth and
beauty united, which in Forster’s case is connected with the Bloomsbury ethos; there is
the love of nature, reflected in Forster’s poetic descriptions of Howards End and other
places that breath natural beauty to him and sing the song of life, as well as in
Beethoven’s words: “You ask me where my ideas come from? That I cannot say with
certainty: they come uncalled, indirect and spontaneous; I could seize them in my
hands in nature, in a forest, on my walks, in the silence of night, or early in
the morning; inspired by moods that are transformed into words in a poet and into
tones in me; tones which sound, rustle, and rumble; when, finally, they stand in notes
in front of me;” or in a prey taken out of his memoirs: “Almighty in forest! I am
blessed, happy in the forest: Every tree speaks of You. Oh, God! What splendour!” (L.
v. Beethoven, LTM, 41) There is prose and passion in both of them. They both connect
and are connected.

Beethoven’s Symphony of Fate

Going from the general to the specific, there remains the question of the Fifth
symphony. Being a work of Beethoven, it, of course, corresponds in many aspects to
those that have been dealt with above, in terms of the general features of Beethoven as
a composer. It has truth and passion; it has rebellion against darkness. What, however,

are the specific features that made Forster choose it out of the long line of not less
outstanding works and choose it specifically for Howards End?
One possible answer – brief and poetic, but nonetheless fitting – is given by Forster
himself in the introductory passage to chapter Five, which was already quoted at
the very beginning of the chapter on Howards End and Music, starting with “It will
generally be admitted that Beethoven’s Fifth symphony is the most sublime noise that
has ever penetrated into the ear of man,” and going on to reveal its ability to
correspond to the minds, thoughts and passions of any kind of person. Forster then
leaves his explicitness and lets us on our own interpret what he gives us only implicitly
through different ears and different minds. We will, therefore, venture a little further
and try to collect the hints that might help us answer the question of what connects
Beethoven’s Fifth symphony to Howards End.

There are several ties that connect the symphony and the novel. There is, however, no
such thing as absolute correspondence in any of the aspects. Thematically, there are
thousands of possible interpretations, all of them born within individual minds, none of
them codified; for the symphony is an ‘absolute music’, instrumental music without
any stated programme, which can, due to its independence of a text or specific
programme aims, communicate more than words. Lockwood in his biographical work
on Beethoven quotes Hoffmann, who phrases instrumental music as essentially
romantic, evoking “indescribable, though strong emotions in the listener, who is so
entranced by the feeling of infinity that he reaches behind the limits of expression of
music with a text or specific programme” (Lockwood, 552).
Instrumental music, such as Beethoven’s symphony, therefore stirs our imagination and
sets no limits to it. We cannot penetrate into the mind of Beethoven and claim that
there were goblins and heroes and shipwrecks in his head when he composed
the symphony. Nor can we say that Helen’s interpretation, which might be reflecting
that of Forster himself, was wrong. Apart from her brother Tibby, who could hear
the transitional passage on the drum, Helen could see the meanings – the goblins,
the elephant dancing, the heroes and shipwrecks, and of course, fate. “‘Now comes
the wonderful movement, first of all the goblins, and then a trio of elephants dancing;’

and Tibby implored the company generally to look out for the transitional passage on
the drum.” (HE, 30)
It is the hero, fate, and the tragedy that connects Helen’s interpretation with Beethoven.
For Beethoven’s work, especially the Fifth symphony together with Eroica and other
works of that period, is often described as ‘heroic’ and he himself as a hero fighting
against his tragic fate. Fate is also the name of the Fifth symphony. “I called it
the Symphony of Fate. Right at the beginning I indicate Fate pounding on the gate …
Fate is on the attack, and it isn’t a good Fate …The evil has indeed tried to get over my
gates – it is still trying. … A man cannot surrender, however. My Symphony of Fate is
fighting. A man clashes with Fate, resisting ….” (Antonín Zhoř, Sám proti
osudu/Alone against the Fate, 227) In the Fifth Symphony, Beethoven cries out his
desire to clasp Fate’s throat, to fight with Fate, and it is this eternal fight that makes life
heroic, such as his own life was – “a story of personal triumph over tragedy” (Great
Composers, 85). Forster heard Beethoven’s message and it appealed to him. He
revealed the fight through Helen’s imagination: “Oh, it all burst before the girl, and she
even stretched out her gloved hands as if it was tangible. Any fate was titanic; any
contest desirable; conqueror and conquered would alike be applauded by the angels of
the utmost stars.” (HE, 31)

To convey the message of the fight, Beethoven uses two contrastive themes rising from
two opposite harmonic poles and creating the dramatic tension of the first movement.
The contrast and fight of the two voices is central; the rest is left to the reader. Helen
hears heroes and shipwrecks. In the music she heard a summary of her story: Paul
Wilcox being the hero who shipwrecked, leaving panic and emptiness behind. What
else is behind the two voices apart from heroes and shipwrecks? Is it the fight of
the Wilcoxes and the Schlegels, representing materialism and idealism? The ‘inner
life’ and ‘outer life’?

Money and Death? It is for the reader to choose his/her

interpretation.
The second movement, Andante, contrastive to the first movement, appears as a relief
after the tragedy. Helen, however, does not really follow. “For the Andante had begun
– very beautiful, but ... to Helen’s mind, rather disconnecting the heroes and
shipwrecks of the first movement from the heroes and goblins of the third.” (HE, 30)
Helen is too focused on the absolute truth to follow the dialectic of the two essential

themes, which in a mild interconnecting flow of music get to their reconciliation.
The hidden conflict is solved. Not in Helen’s mind though. It is Margaret and Henry
who resemble the dialectic of this movement, it is Margaret in whose mind we can
follow the conflict of the two voices settled and reconciled.
Helen’s attention, having wandered during the Andante, comes back with the Scherzo.
“‘No; look out for the part where you think you have done with the goblins and they
come back,” breathed Helen, as the music started with a goblin walking quietly over
the universe, from end to end. Others followed him. They were not aggressive
creatures; it was that that made them so terrible to Helen. They merely observed in
passing that there was no such thing as splendour of heroism in the world. After
the interlude of elephants dancing, they returned and made the observation for
the second time. Helen could not contradict them, for, once at all events, she had felt
the same, and had seen the reliable walls of youth collapse. Panic and emptiness! Panic
and emptiness! The goblins were right.” (HE, 31)
That was Helen’s interpretation. How does it correspond to the music? Lockwood
describes the Scherzo as bringing contrasts similar to those of the slow movement;
however, here they are highlighted by the extremes. The theme of the Scherzo is
labelled as ‘misterioso’ and is put in contrast with the famous motto of the first
movement, which gradually gains the leading position in the movement. The return of
the Scherzo after the interlude of the Trio (the elephant dancing) is, according to
Lockwood, not merely repetition – “it is a mysterious echo, another ‘strange voice’”
(Lockwood, 237). We could now draw ties in between Forster’s and Lockwood’s
words, such as ‘misterioso’ and goblins. Of course, Helen’s interpretation will fit.
The theme of goblins is put in contrast with the motto of the first movement – ‘panic
and emptiness’, gradually gaining strength. However, the music goes further than that.
In the contrasts similar to those of the slow movement we can hear the conflict between
materialism and idealism, which is now highlighted by Helen’s extremism, and looking
at the fifth chapter from the perspective of the whole novel, we will know that it is
the poor Leonard Bast, who is to carry the symbol of a goblin footfall throughout
the story, observing that “there is no such thing as splendour or heroism in the world.”
(HE, 31)

But Beethoven was a hero and wanted to show that there is heroism in the world; any
fate may be heroic if you are able to fight it. Through the transitional passage on
the drum, described by Vaugham Williams as “a sort of resurrection from the abyss
…building up on those reiterated drum taps into the glorious outburst of the finale”
(Williams, 212) he leads us to the famous and powerful Finale, which “embodies
everything that is joyous, powerful and extensive … the triumphant mood of this
movement has appealed to generations of composers after Beethoven and became an
essence of optimism.” (Lockwood, 237)

The objective reason for the sense of optimism and joy is the shifts to major key (C
major), which evokes the metaphorical label for the whole composition of a “journey
from darkness to light” (Lockwood, 237). To conclude a minor composition in major
key is not very usual (Beethoven uses similar shift, apart from the Fifth symphony, only
in three other cases, one of which is the Sonata opus 111, appearing in A Room with a
View). “The Fifth symphony thus represents a first symphonic example of a dark world
which finally reaches triumphant illumination.” (Lockwood, 238) Helen’s mind was
attentive to the message of Beethoven; she could hear the victory. “For … Beethoven
took hold of the goblins and made them do what he wanted. He appeared in person. He
gave them a little push, and they began to walk in a major key instead of a minor, and
then - he blew with his mouth and they were scattered! Gusts of splendour, gods and
demi-gods contending with vast swords …magnificent victory, magnificent death!”
(HE, 31)

It is the fight that makes any fate heroic and the idea of death that saves, as Helen later
reminds us when talking to Leonard. “I love Death – not morbidly, but because He
explains. He shows me the emptiness of money. Death and money are the eternal foes.”
(HE, 236) Leonard seemed heroic to her because he had fought his poverty by
the means of art and nature. Ideas are immortal, “they would bring the decisive victory
for the intellectual and the intuitive” (Gransden, 67) But the walls of the inner life
might fall under the power of money, together with the heroism. “Miss Schlegel,
the real thing’s money, and all the rest is a dream.” (HE, 235) Helen hears the voice
and she questions Beethoven: “And the goblins – they had not really been there at all?
They were only the phantoms of cowardice and unbelief? One healthy human impulse

would dispel them? Men like the Wilcoxes, or President Roosevelt, would say yes.
Beethoven knew better.”
Indeed, in the music, we can hear Beethoven’s hesitation and – as if admitting that
the fight might be eternal - the ‘misterioso’ goblin motif sounds from the distance,
weak but not dead. “The goblins really had been there. They might return – and they
did … one heard the terrible, ominous note, and a goblin, with increased malignity,
walked quietly over the universe from end to end. Panic and emptiness! Panic and
emptiness! Even the flaming ramparts of the world might fall.” (HE, 31) For, as
Gransden argues when trying to paraphrase Forster’s message, money and property
may be a more important inheritance than ideas; Leonard Bast had no money, his ideas
were therefore worthless. “Forster sees through poverty: it does not ennoble, it destroys
manhood, and renders the influence of art absurd because irrelevant.”(Gransden, 63)

But Beethoven will not give up. In the Symphony of fate, more than in any other of his
work, we hear his words: “I want to clasp Fate’s throat; it will surely fail to crush me
absolutely. Oh, how wonderful to live life thousand times!” (In a letter to Wegeler,
1801; Letters, Thoughts, Memories, 16). “So he blew with his mouth for the second
time, and again the goblins were scattered. He brought back the gusts of splendour,
the heroism, the youth, the magnificence of life and of death, and, amid vast roarings of
a superhuman joy, he led his Fifth Symphony to its conclusion. But the goblins were
there. They could return. He had said so bravely, and that is why one can trust
Beethoven when he says other things.” (HE, 32) Helen paraphrases Beethoven’s
message to Leonard: “’So never give in,’ continued the girl, and restated again and
again the vague yet convincing plea that the Invisible lodges against the Visible.” (HE,
236/237) At the same time, Leonard reminds her of the goblins and through him she
finally reaches reconciliation.

We hear the motif of Beethoven again when Leonard approaches Howards End to find
there his death. Forster uses the symbols to speak for themselves at the moment. Thus,
we see Leonard as a goblin’s footfall while listening to Beethoven singing of heroism
and prophesying death. We see Howards End as a symbol of spiritualized property, of
‘prose and passion’ connected because, as Margaret says, “a house cannot stand by

bricks and mortar alone,” and retorted by Mrs. Wilcox, “it cannot stand without them.”
(HE, 73)
In using the music of Beethoven’s Fifth Symphony as a symbol, Forster achieves to
communicate, or highlight, many of the ideas that the novel is to carry. It helps him to
shape the characters and draw contrasts - Helen can see heroes and shipwrecks, while
Margaret only sees only music. Forster thus symbolically draws the different attitudes
to life of the two sisters. According to Rex Warner, Forster has in the symbol of
the Fifth Symphony “expressed his knowledge of fear of a basic emptiness in reality,
a sense of panic and of insecurity.” (Warner, 23) Symbols generally convey
information in a condensed and intensified way. Within the fifth chapter which is filled
with the music of Beethoven’s Fifth Symphony, Forster manages to communicate to us
all that is and will be important in the novel, all that is behind the story.

Certainly, there is much more in the novel than just a simple story. For, though Forster
with a sense of pity admits, “Yes – oh dear yes – the novel tells a story. That is
the fundamental aspect without which it could not exist,” (AN, 34) he whishes “that it
was not so, that it could be something different – melody, of perception of the truth, not
this low atavistic form.” (AN, 34) Indeed, as we read through his novels, we realize
that they are actually practical, but not mechanical, examples of what he discussed in
his Aspects of the Novel. Though he cannot deprive the novel of the story, by
emphasizing the other aspects he at least makes it less dominant and communicates
more than the story and words can say. Laurence Brander in his critical study on
Forster describes the distinguishing property of Forster’s serious novel as a “sense that
the novelist’s mind is a glowing bundle of atoms which race about hitting one another,
raising echoes which become a harmony.” (Brander, 88) It is indeed this harmony of
aspects that he is evidently trying to achieve and the ideal of music, as the deepest of
arts, in which he seeks parallel. “In music fiction is likely to find its nearest parallel. “
(AN, 169)
Out of all the aspects that Forster discusses in Aspects of the Novel, it is the pattern and
especially rhythm that will most readily remind us of his attachment to music as
a source of parallel. Pattern, though it is painting that Forster defines as the word’s
origin, is something that can, without any doubt, be found in music as well. And, as

quoted above, “it is these great patterns in sound, designed by Beethoven or Bach,
which open the magic casements and enable us to understand what is beyond
the appearances of life.” (Vaughan, 206)

Indeed, it is Beethoven who is appreciated for his ability of structural composition, and
it is the Fifth Symphony that can be taken as a pure example of that ability. The unity of
the whole symphony is achieved by the relations between the three movements with
the introductory motif repeating in each of the movement. Forster, inspired by the unity
in Beethoven, not only uses Beethoven’s Fifth Symphony as a symbol in thematic
sense, but also as a symbol in structural and rhythmical sense. Moreover, in Howards
End we can spot the same uniting technique as Beethoven uses in his symphony –
the repetition of the introductory motif ‘Panic and emptiness’ and other motifs
(‘connect the prose and passion’) as well as the general tendency to extension and
development of the motifs. As Forster claims in his discussion of pattern in Aspects of
the Novel, it is by the unity that a novel can achieve beauty, since “whereas the story
appeals to our curiosity and the plot to our intelligence, the pattern appeals to our
aesthetic sense, it causes us to see the book as a whole.” (AN, 152)

However, in spite of the unifying features of the motifs, they do not appear to give
Howards End any clear cut pattern or shape. Therefore we are reminded of the related
aspect by which the novel can achieve beauty when unity is lacking – rhythm. Rhythm
is what evidently appeals to Forster in Beethoven’s Fifth Symphony, using it as
a parallel in his discussion of rhythm in fiction. “Rhythm is sometimes quite easy.
Beethoven’s Fifth Symphony, for instance, starts with the rhythm ‘diddidy dum,’ which
we can all hear and tap to. But the symphony as a whole has also a rhythm – due
mainly to the relation between its movements – which some people can hear but no one
can tap to.” (AN, 165)

The role of the symphony in Howards End is therefore connected also to the rhythm of
the novel. According to Forster, the function of rhythm in fiction is “not to be there all
the time like pattern, but by its lovely waxing and waning to fill us with surprise and
freshness and hope.” (AN, 168) He develops an idea of so called little phrase, as
a parallel to musical phrase, which crosses the book as an echo, a memory. ‘Panic and
emptiness’ – do not we hear it as a memory and echo, crossing Howards End again and

again? The “diddidy dum” (or, as Lockwood calls it, 3+1) rhythm in the symphony,
compared by Forster to the “easy rhythm in fiction which may be defined as repetition
plus variation” (AN, 168), can, in Howards End, therefore act not only as a thematic
symbol for goblins, or heroes and shipwrecks, but also as a parallel to the little phrase,
giving the novel its rhythm, which everyone can hear and tap to.

Nevertheless, there is still the question of the other rhythm, the difficult one the rhythm of the Fifth Symphony as a whole. Forster, though he cannot quote any
parallels for that in fiction, admits that it may be present. In Howards End, we may
sense that he himself might be trying to achieve the effect “comparable to the Fifth
Symphony as a whole, where, when the orchestra stops, we hear something that has
never actually been played. The opening movement, the andante, and the trio-scherzotrio-finale-trio-finale that composes the third block, all enter the mind at once, and
extend one another into a common entity.” (AN, 168)

It is the implicit relation between the movements that causes us to hear the symphony
as a whole, as a unity, and this is what makes the symphony beautiful. “Music, though
it does not employ human beings, though it is governed by intricate laws, nevertheless
does offer in its final expression a type of beauty which fiction might achieve in its
own way. Expansion. That is the idea the novelist must cling to. Not completion. Not
rounding off but opening out. When the symphony is over we feel that the notes and
tunes composing it have been liberated, they have found in the rhythm of the whole
their individual freedom. Cannot the novel be like that?”(AN, 170)

And we must additionally ask: is not Howards End like that? Do we not, after reading
it, hear something that had not actually been said in words? Does not the end of
Howards End open, rather than round off, new opportunities for the characters as well
as the old house? Does not Forster, through Margaret’s preyer (and I dare say it is
Margaret whose voice is most resonant of Forster himself) to ‘Only connect. Connect
the prose and passion’, achieve the desired effect in his readers, who by connecting all
the ideas expand the message of the single words and phrases beyond the scope of their
isolated meaning and are thus able to hear the novel as a whole? The questions are too
subjective to be dealt with here. Nevertheless, there is no doubt about Forster’s strong
bond to Beethoven and his Fifth Symphony and the number of messages that

the symphony, resonant all through Howards End conveys. To hear those messages you
have to listen to the novel rather than just read it, and connect the prose of the words
with the passion that lies beyond them; only then will you hear its music.

Anthony Burgess

(1917 – 1973)

Contradicting or Following Forster?
Choosing music as our guide to Forster, we have travelled through The Longest
Journey, entered A Room with a View and ended up at Howards End, where we lingered

for some time listening to Beethoven and his Fifth Symphony. However, from
the perspective of a much broader view, the presence of music in literature and its
different roles, Forster is, of course, only one little phrase in a whole symphony. To
grasp music is impossible when dealing with it in general terms – it is too abstract and
vague. Yet, it is no less so with literature. Therefore we have to specify, restrict the area
of study and select. Thus we have selected specifically classical music as opposed to
jazz or popular and folk music, and restricted the area of literature to fiction, namely
British fiction of 20th century. Within such a specified area we have chosen Forster as
an author who should open the door for us to see this small room in the great house of
literature from our specific point of view – the view of music.
And such as in music, where it is important to have contrast, it is desirable to have
contrast in literature, as well. Let us, therefore, hear one interesting contrastive voice,
which will hopefully help us move from the specific to the more general as we are
approaching the conclusion. The voice which we may hear clearly within the room of
20th century British Literature in connection with music, though skipping some decades
and bringing us half a century further in time, might be the voice of Anthony Burgess,
namely his novel A Clockwork Orange. “Music is the exploitation of sound, and so,
when you come to think of it, is language.” (A Mouthful of Air, Preface)
It is language and music as a means of communication that connects the two authors –
Forster and Burgess – while, at the same time drawing a contrastive line between them.
While Forster uses the language of music to communicate what the language of words
failed to convey, Burgess uses the sound of words to make the book sound like music,
to make the readers listen to the story rather than just read it visually, and to convey his
own message: “…the tyranny of the printed or written word prevails. We still tend to
think that language is more significant when it is seen than when it is heard. We forget
that language is primarily sounds, and that sounds existed long before visual signs were
invented.” (Language Made Plain, 8)

Thus, while Forster deals primarily with the parallel between the language of words and
the language of music in terms of their message, Burgess focuses on the sound of both
languages as a means of their connection. He plays with words to make them sound
musically and tries to translate the sound of music into words. “Oh, it was gorgeousness

and gorgeosity made flesh. The trombones crunched redgold under my bed, and behind
my gulliver the trumpets three-wise silverflamed, and there by the door the timps rolling
through my guts and out again crunched like candy thunder. Oh, it was wonder of
wonders. And then, a bird of like rarest spun heavenmetal, or like silvery wine flowing
in a spaceship, gravity all nonsense now, came the violin solo above all the other strings
and those strings were like a cage of silk round my bed. Then flute and oboe bored, like
worms of like platinum, into the thick thick toffee gold and silver. I was in such bliss,
my brothers.” (CO, 29)

In a way, Burgess develops what can be found in Forster. No doubt, the language in
the poetic passages in Forster’s novels, which Britten called the arias, sounds like
music. Burgess, the son of a pianist father and music-hall mother, who originally
intended to be a musician as well, pushes the idea of the musical potency of language
a great deal further, up to an experimental level. When he failed the physics
matriculation exam to get into the music course at Manchester University, he studied
English language and literature and became fascinated by the close relationship between
words and music. As a professional and one of the most prolific writers (given a year to
live due to a suspected brain tumour, he managed to write five novels in that year and
wrote many more after the suspicion proved wrong), he is at the same time an author
who penetrated deep into the material of literature – words. “My trade is with words …I
want to try to stimulate an interest in the basic elements of which Literature is made.”
(Language Maid Plain, Preface) He obviously thinks that “practitioners of literature
should at least show interest in the raw material of their art.” (LMP, 8/9)
Acknowledging that very few do, he quotes Nabokov, “one of the most subtle and
musical prose-writers of our time,” whom he, together with Shakespeare and Joyce,
includes among those who are aware of the power of language: “That awareness of
the nature of sound which opens Nabokov’s Lolita is something rare in modern fiction:
‘Lolita, light of my life, fire of my loins. My sin, my soul. Lo-lee-ta: the tip of
the tongue making a trip of three steps down the palate to tap, at three, on the teeth. Lo.
Lee. Ta’” (LMP, 8/9)
Whether the musical sound of Nabokov’s language has some connection to his Russian
origin is a question which we will leave open; but it is undisputable that Burgess
realized the musicality of Slav languages, especially Russian. Much of his work is

therefore characterized by multilingual playfulness, based largely upon combination of
words to create the musical effect of their sound. In his most famous work, A Clockwork
Orange, Burgess used a transliteration of the Russian suffix for ‘teen’, Nadsat, as
a name for the invented teenage slang which is largely based on Russian words and
English colloquialism. Used by the main protagonist and narrator Alex and his ‘droogs’,
the more than two hundred words of nadsat create the effect of poetry, music and even
humour.
Burgess realized that such as music can be ‘a useful emotional heightener’, which is
what Forster made use of in his novels, though with much poetry of his language as
well, language as such can be used in the very same way, if he makes it onomatopoeic.
Thus, much of the excitement in the violent passages in A Clockwork Orange comes, as
Blake Morrison points out in the introduction to the novel, not from what Alex says, but
how he says it: from his slovos. (CO, ix) “‘Now, for the other veshch, Bog help us all.’
So he did the strong-man on the devotchka, who was still creech creech creeching away
in very horrorshow four-in-a-bar, locking her rookers from the back, while I ripped
away at this and that and the other, the others going haw haw haw still, and real good
horrorshow groodies they were that then exhibited their pink glazzies, O my brothers,
while I untrussed and got ready for the plunge.” (CO, 22)
Both linguist and musician, Burgess approaches language through speech. “Speech is
magical: it is powerful though invisible; it is light in darkness … all art springs from
delight in raw material; to play with the raw material of literature is a natural pleasure
lining us with a remote era that had speech but no language, but was perhaps finding
language through delight in speech.” (LMP, 13/14) Thus, while Forster ascribed to
music the role of a messenger who conveys what the reader might not gather from
the words, Burgess reveals music in the very words and parallels language to music in
the way they can intensify emotion and passion. However, though he finds human
speech as “the most subtle, comprehensible, and exact system of communication we
possess,” (LMP, 10) he admits that there is a mysterious aspect of music which can go
deeper and wider than words. “And yet … there is obviously a sort of communication in
music which digs down to unconscious levels of the mind, hardly as yet understood, and
this special communication of art is on of man’s most incredible activities.” (LMP, 10)

And it is this aspect of music that appears as a significant theme in Burgess’s notorious
novel A Clockwork Orange.

A Clockwork Orange

It might be said, with a bit of irony, which undoubtedly penetrates from Burgess’s work,
that the novel is ‘as queer as a clockwork orange’, which is a Cockney expression for
something very queer and bizarre. The very title, adapted from this phrase, thus
characterize the novel. It is an anti-utopian vision of a near future society driven by
crime and violence on one hand and corrupted police and passivity of the bourgeois
class on the other. (CO, viii) Alex, the main protagonist and narrator, together with his
‘droogs’ choose to be on the side of violence. They steal, rob, beat up old and helpless
men, rape women, and even kill. Alex is then arrested and sentenced for murder,
receiving fourteen years in jail and, having gone through so called Reclamation
treatment, is released after two years – ‘cured’.
The treatment is based on the ‘Ludovico technique’, which lies in making him nauseous
every time he contemplates violence, conditioning him thus to being good. Alex
becomes a subject of political propaganda and political, as well as ethical, fight between
government and opposition. He is, from one point of view, ‘cured’ from violence and
made a ‘good boy’, from the other point of view, deprived of the choice between good
and evil, and as such not a human being any more but rather a ‘clockwork orange’.
“They have turned you into something other than a human being. You have no power of
choice any longer. You are committed to socially acceptable acts, a little machine
capable only of doing good.” (CO, 122)

One of the instruments that ask the question of choice in the novel is music; for such as
Alex chooses violence, he chooses love for classical music, which is what distinguishes
him from most other teenagers. Music here does not tell the story, neither is it a parallel
to the story. It is rather a part of the major theme, it helps to raise the questions that
the novel wants to ask, it deals with the power of music, which can be used, misused
and abused such as any power. It is the power whereby we are “moved in ways that
words cannot describe, and such emotion can drive us to action – war, murder, love,
religion.” (LMP, 10) It is this power which in Forster ‘makes the passions of your life
more vivid’.
It certainly makes Alex’s passion – violence - more vivid. But Burgess goes further than
that (such as he did with the language) – he lets the music drive Alex to action. And if
we, in the discussion of the role of music in Forster, rejected the notions of soothing or
moralizing effects of music, Burgess’s Alex explicitly mocks such an idea: “I had to

have a smeck, though, thinking of what I’d viddied once in one of these like articles on
Modern Youth, about how Modern Youth would be better off if A Lively Appreciation
of the Arts could be like encouraged. Great Music, it said, and Great Poetry would like
quieten Modern Youth down an make Modern Youth more Civilized. Civilized my
syphilised yarbles. Music always sort of sharpened me up, O my brothers, and made me
feel like Bog old himself, ready to make with the old donner and blitzen and have veck
and ptitsas creeching away in my ha ha power.” (CO, 35)

If we look at this particular paragraph from the perspective of the whole book, we may
realize that the analysis of Alex’s passion for classical music may give some clues to
the general question of good and evil raised by Burgess in this work. Let us, therefore,
try to focus on the message music carries throughout the novel and the parallel between
music and the question of violence and morality on one hand and freedom on the other.
Music, as mentioned earlier when discussing Forster, as any kind of art, can have an
infinite number of interpretations. Alex’s interpretation is violence. Classical music fills
him with violent, aggressive energy which he then discharges in his ‘horrorshow’ night
activities. “Listening to the J. S. Bach, I began to pony better what that meant now, and
I thought, slooshying away to the brown gorgeousness of the stary German master, that
I would like to have tolchocked them both harder and ripped them to ribbons on their
own floor.” (CO, 30)

But how can such great music inspire such awful violence? If we view classical music
from the perspective of society and social conventions, we must necessarily come
across the notions that music, as a specific and prominent kind of art, has been always
socially determined and as such it is expected to have a socializing impact. Therefore
we may believe that it is nothing else than morally good. This is what Burgess
questions: is ‘good taste’ in music a question of morality? Alex’s fondness of classical
music is undoubtedly a sign of his ‘good taste’, which, in comparison to other teenagers
and his fellows who listen to ‘that cal’, makes him superior. “So by the time their
pathetic pop-discs had been twice spun each (there were two: ‘Honey Nose’, sung by
Ike Yard, and ‘Night After Day’, moaned by two horrible yarbleless like eunuchs whose
names I forgot) …” (CO, 38). Supposedly, it is also a sign of his intelligence. Neither of
those signs, however, are any guarantee of morality.

Morality is defined by society and though society tries to generalize ‘first-rate’ music
and the act of listening to this music in a single social aspect of a human being, so that
fits societal conventions, music, especially that which breaks the conventions within
the world of art, will always go its own way and will not let itself be tied up by
conventions within society. Alex’s zeal for classical music in connection with violence
is meant to violate our expectations - expectations learned from society. What Burgess
might be aiming at here is that music may be a social concept from the point of its
function, but it is not always a social concept from the point of its origin and intention.
The message that the music might be intended to convey is that society with its rules
came much later than a single human being. Music thus helps Burgess to ask: is it moral
to destroy a human being in order to fit it into society; and if it is moral, is it human?

It is music that makes Alex a human being. For him music is neither socializing nor
humanizing; it is something very naturalistic, physical, and almost tangible. He can feel
every rise and fall of music; every single tone is reflected in his mind. It stirs his
imagination and makes him feel like ‘old Bog himself’. Music has always been
considered as one of the most dynamic and expressive arts. It has the ability to charge
you with energy, to pervade your mind and involve you into its own world; the world
which some years ago originated and developed in the mind of its creator – Bach,
Mozart and Beethoven whose Ninth Symphony becomes the novel’s dominant motif.
“But it was not really like a sleep, it was like passing out to another better world. And in
this other better world, O my brothers, I was in like a big field with all flowers and trees
… And then there rise like the sun Ludwig van himself with thundery litso and cravat
and wild windy voloss, and then I heard the Ninth, last movement …” (CO, 59) Does it,
however, mean that the world Beethoven created in his mind and brought into being 3
centuries ago, is now directly transmitted into Alex’s mind? What was it that stimulated
the composer to compose a piece which, years later, stimulates violence in others? What
did Bach, Mozart, or Beethoven intend to express?

Let us stick with Beethoven as the composer who also provides a source of connection
to Forster. In both Forster and Burgess it is Beethoven who of all other composers
becomes dominant, with the passion, fight and freedom as the key words of their choice.
To both of them, Beethoven appealed as a personality as well as a musical composer,
and both of them chose Beethoven’s most progressive works – one of the last piano

sonatas, opus 111, the Fifth Symphony and the Ninth Symphony. It seems only right that,
as regards the succession of the symphonies, Forster chose the Fifth and Burgess
the Ninth. Many of the progressive aspects characteristic of the Fifth Symphony,
especially the unusually magnificent finale, appear then in the Ninth. However, such as
Burgess pushes further the relation between literature and music, the Ninth Symphony,
an extensive four-movement work of art, in which Beethoven for the first time in
history introduces both solo and choral vocal parts, pushes further the message of
the Fifth Symphony. From ‘fight with your fate’ Beethoven goes to ‘fight for freedom’.
If the former appealed to Forster as “the most sublime noise that has ever penetrated
into the ear of man” which makes the ‘passion of your life more vivid’ (HE, 29),
the latter appealed to Burgess as the expression of democratic principles.

Indeed, while the message of the Symphony of Fate appears to be more personal,
the message of the Ninth is universal and timeless, though it certainly reflects
the political background of the time. Beethoven’s decision to set Schiller’s ‘Ode to Joy’
to music, and introduce it not as an aria for a soloist performed in private salons of
music lovers but as a hymn performed in choir for great audience, should thus be
viewed against the background of political repression after the French Revolution and
the atmosphere of suspicion and restricted freedom of thought. “Beethoven’s plan to
make this melody a gradation of the symphony reflects his intention to build a memoir
of his liberal thinking for the next generations.” (Lockwood, 419)

And as a memoir of liberal thinking it has truly served. Thanks to its timeless message
about brotherhood the Ninth Symphony functioned as a natural symbol of great political
events celebrating freedom. Leonard Bernstein, when conducting the concert in honour
to the pulling down of the Berlin’s Wall, substituted the word ‘Joy’ with ‘Freedom’. He
was definitely not far from the truth. In Antonín Zhoř’s Alone against the Fate (Sám
proti osudu) we learn from a brief note, which a friend of Beethoven wrote to him just
few minutes before the premiere of the symphony, that Schiller’s ‘Ode to Joy’ is
actually a song of freedom. “Schiller wrote it forty years ago, in the time of heavier
repression than we have now. In the last moment he is said have to changed the poem
on his friends’ recommendation. The dangerous ‘freedom’ was substituted with a more
innocent ‘joy’. What then will your symphony be celebrating? Joy or Freedom?” (Zhoř,
271) Beethoven did not hesitate to answer: “Let every one hear what he needs therein.

Does it really matter? Freedom – that is joy itself. And vice versa! There cannot be joy
without freedom. I fought for both of them all my life, and when fighting for one, I
fought for the other at the same time. If only neither were lost with me tonight.” (Zhoř,
272)

This is what Beethoven wanted to express and what stimulated him to compose one of
the greatest symphonies and gigantic works of art. Neither Beethoven nor ‘Joy’ and
‘Freedom’ lost that evening, though the deaf composer had to be turned to face
the audience and ‘see’ the applause. It was this victory that Burgess wanted to recall his
readers of. More than a century later, in the atmosphere of Cold War between the West
and East, he used the Ninth Symphony in A Clockwork Orange to underline
the questions of freedom and the threat of totalitarianism, which he feared that passivity
would lead to. It is passivity that appears to be the danger and that, in a way defends
Alex’s interpretation. Had Beethoven wanted to inspire peace and quietness, he would
have probably composed something different. If the music is turbulent, contrastive and
glorious, it was hardly meant to evoke peacefulness and tranquility. Beethoven wanted
to inspire feelings and emotions – anything but indifference and passivity. If, therefore,
in the futuristic society which obviously has been subject to both American and Russian
intervention (as we can deduce from the language), Alex’s interpretation is violence, it
seems to be still better than passivity. For Burgess, violence, in terms of humanity, is
better than passivity.
It is music that Burgess uses to show that Alex, though he may be evil, is human. Alex’s
reactions to the Ninth Symphony are strong with emotions, with ‘Joy’ and bliss. This is
what Beethoven really had in mind. “Then I pulled the lovely Ninth out of its sleeve, so
that Ludwig van was nagoy too, and I set the needle hissing on to the last movement,
which was all bliss. There is was then, the bass strings like govoreeting away from
under my bed at the rest of the orchestra, and then the male human goloss coming in
and telling them all to be joyful, and then the lovely blissful tune all about Joy being
a glorious spark like of heaven, and then I felt the old tigers leap in me and then I leapt
on these two young ptitsas.” (CO, 38/39) That the feeling of joy was in Alex’s mind
connected to violence may be viewed as irony – Beethoven’s appeal to the brotherhood
of all humans evokes in a teenage boy desire for violence. We may sense Burgess’s

irony also in Alex’s use of ‘my brothers’ as a vocative for the readers, as if to establish
human friendship and intimacy between him and the readers.
However, we cannot deprive Burgess’s irony of a deeper meaning. For, taking a broader
view, violence may be seen as equal to any other interpretation. Powerful music, such as
the Ninth Symphony, evokes strong emotions and radical interpretations. Thus, for
instance, feminist critics declared the first movement of the Ninth Symphony as an
example of “horrifyingly cruel masculine anger” and a feminist poetess refuted
the composition as a “sexual effusion composed by a man in horror of impotence and
sterility” (Lockwood, 422) The Nazis, on the other hand, compared Beethoven to Hitler
as a ‘Führer-type’ and declared his work as the basis of German and Aryan culture,
emphasizing the heroic aspects of his work as the Nordic. (Lockwood, 422) And it is
here that we may realize Burgess used Beethoven’s music to ring the alarm.
As the novel proceeds, the irony grows into paradox. For it was mainly Beethoven’s
symphony that Dr. Brodsky, himself uninterested in music, used in his reform
programme, ironically called the ‘Ludovico technique’. It is the beautiful music that,
next to violence, makes Alex feel sick after the transformation and even drives him to
attempt suicide by jumping out of a window when it is subsequently used by
the opposition party as a means of Alex’s torture. The morality of using the power of
music for political purposes, or even political propaganda, might be one of the questions
that the novel tries to ask; however, as a critic wrote, such a big work of art as the Ninth
Symphony cannot be guarded against those who will abuse its immense power.
(Lockwood, 422)

The most crucial question that Burgess achieves to provoke the paradoxical role of
music in the reform seems to be the question of morality and humanity. For suddenly,
we realize that we, in fact, feel more affection for the little evil Alex than Dr. Brodsky.
“‘Music,’ said Dr. Brodsky, like musing. ‘So you’re keen on music. I know nothing
about it myself. It’s a useful emotional heightener, that’s all I know. Well, well. What
do you think about that, eh, Branom?’” (CO, 90) It is the emotion, the fight for his love
– music – that clearly defines Alex as human in contrast to the unemotional and
indifferent Dr. Brodsky. Fighting for Beethoven and classical music in general, Alex,
unconsciously, fights for freedom. “’Grahzny, bratchnies,’ I said, like sniveling. Then I

said: ‘I don’t mind about the ultra violence and all that cal. I put up with that. But it’s
not fair I should feel ill when I’m slooshying lovely Ludwig van and G.F. Handel and
others. All that shows you’re an evil lot of bastards and I shall never forgive you,
sods.’” (CO, 91)
Alex chooses violence as opposed to passivity, such as he chooses love for ‘classical’
music for its emotionality as opposed to pop music. These choices made him a human
and of these choices he was bereft of by the ‘Ludovico technique’, becoming
‘a clockwork orange’, or, as Stephen Coote put it, a mere vegetable compared to his
former self. Burgess’s choice to connect violence and music may seem paradoxical
when viewed as two opposites on the scales of morality and goodness – Alex’s choice
of violence showed the evil in him, while his choice of good-quality music revealed
the good in him. Both phenomena are better than passivity and indifference, and though
in a way contrastive, they get connected in terms of emotion and passion, which is what,
for Burgess as well as Forster, defines humanity and makes life worth living.
‘Connect’, ‘emotion’, ‘passion’ – those words reoccur throughout our discussion of
Forster and draw a line between those two writers. It is music that helped us draw
the line revealing the differences as well as the similarities. If we should, therefore,
answer the question in the title of this chapter, would we call Burgess as a writer who,
in terms of the role of music in his work, is contrasting? Or is he actually building upon
Forster, and just pushing the roles of music further? In both of them music holds
a significant position, though the roles it plays in each of them are defined by time,
atmosphere, their personalities and interests. The contrast, in a broader sense, is
smoothed with time and often a difference becomes a tie and may be redefined as
similarity.

The choice of music is a significant part of their fiction and the crucial reason for their
choices is its power of music, whether it is the power to communicate a hidden
message, to evoke emotions and feelings, to make the novel sound, to symbolize,
intensify, emphasize, or provoke. This appears to be the same both in Forster and
Burgess. They both are aware of the great potential of music – its message can be
redefined a thousand times, but in its core it always stays the same. Therefore it can
carry messages throughout generations.

CONCLUSION

The aim of this thesis has shown that the connection between Literature and Music, in
spite of its vagueness and abstractness, does exist. To prove that, I limited the scope of
the theme to the roles of music in selected novels by E. M. Forster and Anthony
Burgess. Through discussion of the novels, I have hopefully proved that there is
a strong bond between these two writers and music, thus demonstrating that it is
possible to connect the two kinds of art without any injury to either of them. On the
contrary, the relationship turns out to be mutually beneficent. Music provides literature
with another possible angle of interpretation, while Literature gives the music a special
and unique context.

Thus, music represents a specific point from which Forster, as well as Burgess, can be
viewed among other modernist and contemporaneous writers. Moreover, Forster and
Burgess, as far as Literature is concerned, not only offer an opportunity to grasp
the theme of music in literature, and thus step from the vague and abstract into
the specific, but also give music a special context revealing its unique power. For it is
the power of music that is mirrored in the different roles that the writers attribute to it
within their novels; it is the power of music that is reflected in both the authors.

In Forster, we have found that music is reflected in the structure of the novel, in its
rhythm; for it is the rhythm which provides music, as well as the novel, with unity and
aesthetic beauty. Forster searches for beauty in his novels. His novels, therefore, give
the readers more than simple stories. In music and poetry we can find a story, but
the beauty lies deeper. According to Forster, it lies in the rhythm and to feel the rhythm
of a novel can provide the reader with the same elevating feeling as feeling the rhythm
of Beethoven’s symphony. Rhythm is thus one of the musical aspects that Forster
employs in his writing.

Rhythm, however, cannot be perceived without melody. Similarly to tones in music,
words are the raw material of literature. Forster, therefore, builds up passages, arias, that
sing the melody. And here we have come to the crucial role of music in Forster’s novel.
Music, as written in the introductory chapters of this thesis, conveys the hidden feelings
of the characters. Through music we have penetrated into the minds of Rickie in
The Longest Journey, Lucy in A Room with a View and Helen in Howards End. Music
plays the role of narrator – it provides the words with deeper meaning and thus goes

beyond the words. It is the emotional power of music that Forster uses to make
the prose connected with passion.

In the introduction to the thesis, I ascribed to Forster the role of opening the theme of
Music in Literature and I hope I can say that he has not failed. However, I felt that to
open the theme would not be enough. Hoping that the readers of this thesis might
become interested in the theme, I wanted to invite them further. I gave the invitation
into the hands, or rather voice, of Anthony Burgess. For, as I have already pointed out
above, while Forster ascribed to music the role of a messenger who communicates what
the reader might fail to gather from words, Burgess reveals the music in the sound of
words. A Clockwork Orange, thus vibrates with music not only through the intense
emotionality and energy of Beethoven’s Ninth symphony set within the context of
violence, but also through the sound of the language that Burgess invented in order to
translate the sound of music into the sound of words.

It is the sound of music that makes us vibrate with feelings and emotions,
communicating its emotional power. This potency of music is unique and is reflected in
the roles of music both in Forster’s and Burgess’s novels. It unites the two authors, and
could possibly unite many others, in whose novels we encounter music. Thus, keeping
to the point of Burgess’s invitation, we might mention Tolstoy’s Kreutzer Sonata,
which, such as Burgess’s Clockwork Orange, deals with violent emotions and passions.
The man who, out of jealousy killed his wife, says of Beethoven’s Kreutzer Sonata, and
of music in general, that it ‘makes his blood boil’ and brings him into a strange state, in
which he becomes sensitive to things he would not feel otherwise. (L. N. Tolstoy,
Kreutzer Sonata/Kreutzerova sonáta, 116) And such as in Kreutzer Sonata love and
passion is incited through Beethoven’s music, in Equal Music by Vikram Seth love is
lost and requited and lost again to the sound of Beethoven and Schubert and Mozart.

It is indeed the sound of music that unites all these works of literature. It is, in fact,
the sound that connects music and literature, for if we go back to the origin of literature,
it was intended to be heard rather than read, as Burgess emphasized and Forster hinted.
Let us therefore accept the invitation and read literature with our ears as well as our
eyes. Listening to music in literature, you can feel its passion. Therefore, let us conclude
with Forster’s motto, recurring throughout the thesis as a leitmotif:

Connect the prose and passion.
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“ Rooksrest,” Stevenage, Hertfordshire – the originál of Howards End.”
Forster, mother, and pony in foreground. About 1885.

Alex in A Clockwork Orange, made into a film by Stanley Kubrick in 1971

