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ABSTRACT

As nineteenth-century scientific and industrial developments in food
processing were increasingly applied on larger scales, and to a greater diversity of
food items, modernity made its mark on the early twentieth-century consumer’s daily
foods. In addition to industrial and scientific developments, World War I and World
War II brought significant changes to food production, distribution, and consumption
as populations suddenly worried about the availability, allocation, and quality of food
items. Early twentieth-century novels demonstrate a preoccupation with the newly
modernized and altered foods and explore how food behaviors and tastes change
during the period.

This project examines literary representations of food, food behaviors, and
tastes through close readings of four modernist novels. I argue that the novels of E.
M. Forster, Evadne Price, Virginia Woolf, and Jean Rhys demonstrate a modernist
preoccupation with, and an active critique of, modernity’s foods, changing food
behaviors, and tastes. Analyzing a diversity of narrativized food behaviors, such as the
selection, consumption, and preparation of food, I investigate the historicity and
cultural significances behind specific foods and food behaviors by drawing on food
history, sociological and historical studies of eating, culinary science, theorizations of
the written recipe as a genre, postcolonial investigations into particular global dishes,
and, when productive, science. When conceptualizing taste, I consider both literal
tastes, as one of the five senses and related to gustatory pleasure, and figurative tastes,

which extend to aesthetics, manners, and socially appropriate etiquettes including food



behaviors. To address taste’s literal and figurative usages, I turn to disciplines such as
philosophy, sociology, and cultural studies.

In my first chapter I focus on the character Leonard Bast, a hungry modern
autodidact attempting to balance comestible and cultural consumption, in E. M.
Forster’s Howards End (1910), arguing that Bast engages in a type of snobbery
through his judgments in taste and his efforts to gain cultural capital. In my second
chapter on Not So Quiet... (1930), written by Evadne Price, I explore the importance
of location in literary depictions of WWI food consumption, analyzing characters that
eat both at (or near) the warfront and later return to dine in the home front’s domestic
and public spaces. Focusing primarily on the famous boeuf en daube scene of
Virginia Woolf’s To the Lighthouse (1927) and drawing upon both culinary science
and the kinetic molecular theory of matter, my third chapter identifies and highlights
the novel’s “liquid aesthetic” and the drawing of disparate individualized characters
into community without collapsing their separate identities. My final chapter on Jean
Rhys’s Good Morning, Midnight (1939) explores the behaviors of dining, performing,
and exhibiting to investigate the novel’s multifaceted theorization of national identities
set in the complex, interwar, and cosmopolitan restaurants of Paris. The conclusion
situates my project in the larger discourses and controversies regarding the expansion
of modernist studies and the new formalists’ call to return to form, illustrates how my
project relates to these conversations and debates, and highlights how others might
view my project as a productive model for negotiating similar conflicts within the

methodologies and theories of literary studies.
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INTRODUCTION
Modernity, Modernism, Food Behaviors, and Taste:
Forster, Price, Woolf, and Rhys

The modernization of food and the food chain has at least a two hundred year
history—a path defined by the accelerating processes of hybridization, preservation,
pasteurization, synthesizing, and (presently) genetic manipulation. The initial years of
the industrial revolution are generally viewed as laying the scientific groundwork that
eventually impacted early twentieth-century consumers’ experiences. While modern
preservation and pasteurization have their beginning in the nineteenth century, it is the
pivotal years of the early twentieth-century where the consuming public truly
experiences and confronts the sudden modernization of food. In 1812 Bryan Donkin
purchased from a London broker the patent for canning food items inside tin
containers; within the next few decades canned goods were available for purchase in
some places in Britain and France (Robertson 123). In the spring of 1862, Louis
Pasteur and Claude Bernard’s scientific experiments with heating liquids eventually
led to pasteurized drinks—first wine and beer and then, later, milk (Greene, Guzel-
Seydim, and Seydim 88). While in 1860 England consumed only 150 million gallons
of milk, by 1914 that figure had increased significantly to 600 million gallons of milk;
by 1914 the five largest milk companies in England were selling pasteurized milk
(Burnett 34). After nineteenth-century scientific and industrial developments in food
processing were applied on larger scales, and to a greater diversity of food items, the
processes of modernization revealed stark changes to early twentieth-century

consumers’ daily foods.



In addition to these nineteenth-century industrial and scientific developments,
historic events during the early twentieth century had important impacts on Britain’s
relationship with food. World War I and World War II brought significant changes to
food production, distribution, and consumption as populations (with previously
abundant and rather secure food sources) suddenly worried about the availability,
allocation, and quality of food items.! During this time food was truly marked by
modernity; the preserved and canned could circulate widely at the home front and
further away at the warfront, playing a crucial role in feeding the hungry bodies of the
early twentieth century.

A number of early twentieth-century novels are concerned with newly
modernized foods and explore the ways in which individual and communal food
behaviors change during this period. For example, the concern over modern foods
marked by the industrialized processes of preservation (canned food) and
concentration (bullions and gelatin desserts) appears in E. M. Forster’s Howards End.
The character Leonard Bast assembles a thoroughly modern meal of a dissolved “soup
square” that converts water into broth, a “freckled cylinder of meat” presumably from

a can, and a dessert of “another square dissolved in water (jelly: pineapple)” (46).”

' For an overview food and food behaviors in WWI, see chapter 5 of Gerd Hardach’s The First World
War: 1914-1918. For an overview of food and food behaviors in WWII, see chapters 5, 15, and 16 of
Lizzie Collingham’s Taste of War: World War II and the Battle for Food.

% In chapter one I argue that Bast’s meal preparation should be read as a process marked by the passivity
of assembling rather than an active manipulation of ingredients (often to change their properties, tastes,
or textures) through the use of heat. As such, I consider his meal preparation more of an activity of
assembling than cooking.

3 As a noun which assigns a perceivable trait to an object, (literal gustatory) taste is “That quality or
property of a body or substance which is perceived when it is brought into contact with certain organs
of the mouth, etc., esp. the tongue; savour, sapidity; the particular sensation excited by anything in this

% In chapter one I argue that Bast’s meal preparation should be read as a process marked by the passivity
of assembling rather than an active manipulation of ingredients (often to change their properties, tastes,
or textures) through the use of heat. As such, I consider his meal preparation more of an activity of
assembling than cooking.



Bast, as my first chapter will detail, is a hungry character and this modernized food
neither satiates him nor offers him nutrition; Bast must attempt to convince his body
that “it was having a nourishing meal” (46). In Virginia Woolf’s To the Lighthouse
Mrs. Ramsay worries over the production and availability of clean milk, a topic “she
did feel passionately [about], and would, if she had had the chance, have liked to take
people by the scruff of their necks and make them see” (57). Later in the novel she
speaks “with warmth and eloquence, as she describe[s] the iniquity of the English
dairy system, and in what state milk was delivered at the door” (103). If she did not
have the domestic duties of raising her children, she thinks she would bring both “a
model dairy and a hospital” to the island where she vacations (57-8). For Forster’s
novel, as illustrated through the character of Bast, one preoccupation of the modern
alimentary subject is the quality of modernized food. Woolf, in her novel’s passage
on Mrs. Ramsay, focuses on issues of availability and quality.

My dissertation takes up modernist literature as an object of study because its
content can be explicitly concerned with modernity’s mark on food and can explore
how modern foods change food behaviors. In the two brief examples above from
Forster and Woolf, we see that modernist literature explicitly addresses a concern
about modernity’s foods and the behaviors surrounding it; Bast’s behavior involves
assembling (rather than cooking) and eating (but not being nourished), while Mrs.
Ramsay’s behavior involves talking about and advocating for cleaner and purer foods
(pasteurized milk). Through a predominately New Historicist approach, one that
frequently employs an exploration of the historicity behind specific foods and

behaviors of eating, I investigate modernist literature’s preoccupation with early



twentieth-century material concerns about modernized foods and changing food
behaviors in my chapters.

My dissertation’s general concern is food and food behaviors, which I trace
through close readings of literary scenes depicting selection, consumption, and or
preparation of food. An additional concern of my dissertation is the issue of taste,
which is always already bound up in the activities of selection and consumption. An
interdisciplinary term, “taste,” with its literal and figurative usages, spans diverse
disciplines such as philosophy, physiology, sociology, anthropology, and cultural
studies. Literally, of course, taste is one of the five bodily senses, a sense relating to
gustatory pleasure and the consumption of food. Figurative taste, on the other hand,
has a long tradition in the philosophical discourse of aesthetics and is also employed in
the discourses of everyday manners, social etiquette, and appropriate behaviors.
These three distinct valences of taste are shown in the Oxford English Dictionary’s
entries for taste.’

My dissertation investigates four British modernist novels’ depictions of food,
eating, and, more broadly, enactments of tastes. A wide body of philosophy and
history informs my conceptualization of taste—from Enlightenment philosophy

(Immanuel Kant) to twentieth-century philosophy, anthropology, and sociology

3 As a noun which assigns a perceivable trait to an object, (literal gustatory) taste is “That quality or
property of a body or substance which is perceived when it is brought into contact with certain organs
of the mouth, etc., esp. the tongue; savour, sapidity; the particular sensation excited by anything in this
manner” (“taste””). However taste is also defined as discernment: “The faculty or sense by which that
particular quality of a thing described in sense 5 [given above] is discerned, the organs of which are
situated chiefly in the mouth; one of the five bodily senses” (“taste”). Figurative (aesthetic) taste is,
“The sense of what is appropriate, harmonious, or beautiful; esp. discernment and appreciation of the
beautiful in nature or art; spec. the faculty of perceiving and enjoying what is excellent in art, literature,
and the like” (“taste). Lastly, (figurative) taste, concerned with social manners and conventions, is
“the style or manner favoured in any age or country” (“taste”). To avoid confusion, I use parenthetical
notations to mark literal or figurative, gustatory or aesthetic, etc.



(Carolyn Korsmeyer, Pierre Bourdieu, and Roland Barthes). Immanuel Kant’s
seminal aesthetic lessons suggest that taste is a faculty for judging the beautiful (96);
pure judgments of taste should be conducted through a position of disinterestedness or
“un-investment” in the object’s material existence (95-6); and literal taste can only
offer access to the agreeable, the category of that which merely pleases the body (95).*
Carolyn Korsmeyer’s work is also useful to my project. She criticizes Kantian
aesthetics for establishing a hierarchy of bodily senses, placing sight (visual art) and
hearing (music) above the more bodily senses: “The use of the term ‘taste’ [by Kant
and others] to refer to an ability to discern beauty and other aesthetic qualities is
intriguing and paradoxical, for literal, gustatory taste is by and large excluded from
among the chief subjects of the theories of taste that become prominent in
Enlightenment European philosophy” (38). Korsmeyer suggests that close critical
attention to literal (gustatory) taste can help redress the traditionally underprivileged
bodily sense and shed light on what the taste metaphor both reveals about, and
conceals within, aesthetic discourses inherited from Enlightenment.” The work of
anthropologist and sociologist Pierre Bourdieu also informs my project; Bourdieu
critiques the (Kantian) disposition of disinterestedness, contending it is a powerful

class-construction.® In short, this disposition is not equally available to perceiving

* Kant writes, “Taste is the faculty for judging an object or a kind of representation through a
satisfaction or dissatisfaction without any interest. The object of such a satisfaction is called beautiful”
(96). Kantian disinterestedness argues that one can judge the beauty of an object, such as a palace, even
if one feels it is frivolous and should not exist (90-1). For Kant a taste for food specifically falls under
the agreeable (95).

> Korsmeyer writes, “Metaphors constitute parts of the webs of meaning from which conceptual
frameworks emerge” (39). Metaphors of taste are more than rhetorical turns; they underpin the
operation of theoretical and conceptual structures—the stakes are truly high.

% As Jeremy Lane writes, “One of Bourdieu’s primary aims in Distinction was to debunk the claims of
legitimate aesthetics to universal validity by demonstrating that lofty assertions of aesthetic
‘disinterest,” were in fact rooted in profoundly material and social ‘interests’...Bourdieu sought to



subjects from all socio-economic backgrounds and thus disinterestedness becomes a
potent way to define and maintain class distinctions. Equally important to my
conceptualization of taste is Bourdieu’s insistence that we must reunite literal taste
with aesthetic taste:

one cannot fully understand cultural practices unless ‘culture,” in the

restricted, normative sense of ordinary usage, is brought back into

‘culture’ in the anthropological sense, and the elaborated taste for the

most refined objects is reconnected with the elementary taste for the

flavours of food. (italics added 1)
Central to Bourdieu’s project is his reconnecting literal gustatory taste with figurative
aesthetic taste, an undertaking that directly challenges Kant’s distinction between the
categories of the beautiful and the agreeable. My work on taste, as well as my work
on food behaviors more generally, often pairs the literal (the gustatory) alongside
figurative tastes (aesthetics and manners). I find Roland Barthes’s methodology in
Mythologies inspirational; he closely reads beverages and foods—such as wine (58-
61) and steak-frites (62-4)—in order to investigate how food and food behaviors
signify (or gesture) in a particular context or community (France); he attempts to
bridge the gap between the individual’s (literal) taste and a greater national identity
based on similar gustatory taste and social manners (figurative taste).’

My theorization of the specific behavior of taste draws on the work of Kant,

Korsmeyer, Bourdieu, and Barthes. When investigating other food behaviors I draw

on food history (John Ayto; Lauren Janes; and Richard Tellstrom, Inga-Britt

challenge what he termed class racism,’ that process whereby the bourgeoisie’s socially determined
taste for legitimate culture was passed off as a marker of their inherent moral and spiritual superiority
and, by extension, of the dominated classes’ inherent inferiority” (148).

7 According to Barthes, wine, in France, is a social gesture as well as a gustatory taste, a pleasure of the
tongue and an instructed—even coercive—social gesture or mannerism (58-61). Wine drinking outside
of the context of France, particularly when consumed by drinkers of other nationalities, gestures
differently, putting forth different meanings and social significances.



Gustafsson, and Hédkan Lindgren), sociological and historical studies of eating (Jean
Anthelme Brillat-Savarin, John Burnett, Joanne Finkelstein, Paul Fussell, Jack Goody,
Anson Rabinbach, and Corinna Treital), culinary science (Anne Gardiner; Sue Wilson;
and Nathan Myhrvold, Chris Young, Maxime Bilet, and Ryan Matthew Smith),
theorizations of the written recipe as a genre (M. F. K. Fisher and Jack Goody),
postcolonial investigations into particular global dishes (Susie Protschky), and other
sources, like the kinetic molecular theory of matter, when productive.

Through my readings of E. M. Forster’s Howards End, Evadne Price’s Not So
Quiet..., Virginia Woolf’s To the Lighthouse, and Jean Rhys’s Good Morning,
Midnight, my dissertation builds upon a greater body of knowledge around the history
of food, food behaviors, and taste. My project argues that we cannot fully understand
the cultural significance of these four modernist novels unless we reconnect the
literature (written, narrativized culture) with the gustatory, through a Bourdieusien
process where “the elaborated taste for the most refined objects is reconnected with
the elementary taste for the flavours of food” (Bourdieu 1). Building up Barthes’s
work, I argue that specific gustatory tastes and social manners signify and operate
differently given their particular national setting; for this reason, my selection of
modernist literature is limited to British modernism as I flesh-out food selections and
behaviors in a discrete socio-historical context in an attempt to understand the
functioning of specific signs and gestures located inside their particular system.®

In my first chapter I focus on the character Leonard Bast in E. M. Forster’s

Howards End (1910). We read that this character’s “mind and his body had been alike

¥ In my conclusion I highlight how my four selected authors relate to the contemporary crisis in
modernist studies about how to define modernism and explore the implication of reading these four
novels in the canon of British literature.



underfed, because he was poor, and because he was modern they [i.e. both mind and
body] were always craving better food” (39). Paying close attention to scenes
involving his comestible and cultural consumption, my chapter suggests Bast’s
relationship to and behaviors regarding modern food run parallel to his outlook on
culture. His food behaviors (assembling and eating) rely heavily on industrial and
prepared (modernized) foods that are quickly and easily served, indicating he values
convenience over nutrition when it comes to his meals. Likewise Bast’s project of
acculturation embodies a desire “to come to Culture suddenly, much as the Revivalist
hopes to come to Jesus” (43) and relies on self-improvement through exposure to
literature and music, indicating Bast is initially uncritical about the process of gaining
social capital from cultural experiences. While Bast attempts to balance cultural and
comestible consumption, he ultimately fails in both. Chapter one also argues that
Bast’s conceptualization of cultural consumption should be read alongside the issue of
snobbery. Building upon the work of Sean Lantham, I argue that Bast functions in the
novel as a failed or naive snob, laying bare the complex interconnections of social
capital and aesthetic appreciation. As such, Bast’s food behaviors and tastes as a failed
or naive snob highlight that Howards End is a novel concerned not only with physical
nutrition but also cultural nutrition.

In my second chapter, which turns its attention to Not So Quiet... (1930) by
Evadne Price (published under the pseudonym Helen Zenna Smith), I explore the
importance of spatial and social contexts in literary depictions of WWI food
consumption. The novel depicts two modes of eating at the warfront, communal

dining in the canteen and the eating of supplemental food items sent through care



packages by the volunteers’ families. I argue that the depictions of the canteen’s food
explore the historical discourse of “rational nutrition,” a discourse that conceptualizes
food by reducing it to caloric value that is exchangeable for an outcome of
accomplished manual labor or work, while the care packages allow for different food
behaviors and enactments of individual tastes, which ultimately resist the “rational
nutrition” discourse. I also closely read the novel’s passages involving breakfasting in
bed (at home in domestic space) and dining in England’s public restaurants. My
readings of these two behaviors of home front dining analyze spatial contexts; I
historicize the English restaurant space during WWI through the work of Joanne
Finkelstein and John Burnett, highlighting gender and class, in order to argue that the
space is figured as potentially dangerous—particularly for the solitary female diner.
Yet Price’s novel does not straightforwardly depict the dangers as unidirectional, for
the Folkestone restaurant scene posits both Smithy (the solitary female diner) and
Robin, potentially a naive citizen leaving for the trenches, as both predator and prey a
like (Price 170-4). Ultimately, my chapter argues, the English restaurant during WWI
is depicted in Not So Quiet...as a place that is threatening, but also as place that can
facilitate the care of others who are in need.

In chapter three I turn to Virginia Woolf’s To the Lighthouse (1927) and focus
primarily on the famous boeuf en daube scene to explore issues of food behaviors,
specifically manners and taste. Building upon Jack Goody’s work that identifies four
formal (written) structuring agents to a meal’s form, I read the boeuf en daube scene
through the lens of the guest list, the menu, the recipe, and opening (or closing)

prayers or graces. The list of diners at the meal reveals a state of initial dispersal and



disconnection between the characters; while they initially exist like molecules of gas,
Mrs. Ramsay’s dinner will eventually condense them into a more cohesive
community, one that behaves like a liquid. The list of dishes served in the scene (the
menu) highlights the liquidity of the meal’s multiple offerings. With the aid of
culinary science, I explore the cooking method behind boeuf en daube, a process that
carefully balances temperature to liquefy the collagen in tougher cuts of meat. Lastly,
I suggest that though the meal’s start and end are not marked with graces, the start is
marked with a sounding gong and the end is marked with a spontaneous and organic
poetry recitation, spoken words that “sounded as if they were floating like flowers on
water” (Woolf 110). Overall, my third chapter identifies a “liquid aesthetic” in the
novel; on the level of content, Mrs. Ramsay brings together a collection of disparate
individuals at mealtime, ensuring that they compose a more cohesive liquid-like
community rather than maintaining their initial state of gas-like dispersal at the
scene’s start.” On the level of form, I build upon Erich Auerbach’s and R. L.
Chamber’s discussions of the fluidity of the novel’s style, but I ultimately suggest that
the descriptor “liquid” rather than “fluid,” is much more precise.

My final chapter on Jean Rhys’s Good Morning, Midnight (1939) investigates
the interwar Parisian restaurant alongside the figures of the passport and the
international exhibition; this final chapter explores the possibility of integrating
critical attention on food behaviors with other discourses such as national identity. I

argue that the novel’s important restaurant, the Pig and Lily, becomes an informal (i.e.

Mrs. Ramsay’s process of condensing her dinner guests into a community is a process contemplated by
one character, Lily. Reading this scene closely in chapter three, I call Lily’s explanation of this process
a “theory of visual connection” since the connection originates—according to Lily—with an individual

viewing another individual at the dining table.

10



not state-sanctioned) international exposition that puts on display representations of
multiple nationalities (through the restaurant’s name, decoration, clientele, and menu).
Importantly, amongst the Pig and Lily’s multiple displays and creations of national
identities and cultures, the protagonist Sasha declares her own national affiliation as
English; this declaration does not occur at the state-sanctioned exhibition at the
novel’s end or when she presents her passport at the novel’s start. Performances of
nationality are important in both the informal international expositions of the
restaurants scenes and the state-sanctioned international exhibition at the end of the
novel. A fundamental link exists between passports and exhibitions in the novel; if a
passport entails certification for a recognized insider to leave for the (foreign) outside
and travel there, than an international exposition is an invitation extended to the
outside (foreign) to enter in and display itself. I also establish a link between the
passport and the restaurant when I investigate passages where Sasha views her
restaurant bill (among other tickets indicating her purchase of goods and/or services)
as a formal recognition of her right to occupy a particular space. As such, my chapter
is concerned with exploring how Rhys’s novel theorizes national identity in a
complex, interwar, cosmopolitan context, through passports, international exhibitions,

1
and restaurants.'°

' To theorize the concept of passport I build upon work by Martin Lloyd and Andreas Fahrmeir,
suggesting a passport attempts to function as a state-sanction certification of one’s nationality.
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CHAPTER 1

“Always Craving Better Food:”
The Mind and Body of Leonard Bast in E. M. Forster’s Howards End

Leonard Bast, a relatively minor character in E. M. Forster’s Howards End
(1910), yearns for culture and engages in issues of taste throughout the novel; Bast, a
representative of an ambitious lower socio-economic class, attempts to cultivate a
more refined taste as he interacts with the Schlegel sisters, whose leisure time and
educational backgrounds have informed their tastes. From the food Bast decides to eat
to the cultural products he attempts to consume, he discerns from multiple choices
throughout the novel and his motivations for, and the problematics of, his cultural and
comestible consumptions become equally as important as his particular selections.
Often, as we will see, the economically poor Bast must balance two types of
consumption, deciding how and when to forgo the comestible in favor of the cultural.
As such, Bast’s tastes highlight that Howards End is a novel concerned with not only
physical nutrition but also cultural nutrition.

However, critics have shied away from devoting close, sustained critical
scrutiny to the issues of taste in Bast’s selections and activities. In this chapter I
redress the lack of criticism focusing on the character of Bast after I outline why
critics have not previously turned to Bast for discussing taste, the problematics that
such a project might entail; in short, Howards End is a novel that is engaged in satire
on multiple levels, positing Bast’s tastes—as well as the other characters’ tastes—as
part of the novel’s larger critique of the consumption of culture. Despite the

complexities of scrutinizing Bast’s tastes, such an investigation promises to be
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productive. Through my close readings of Bast, I argue that his choices and
selections, which are constrained by his socio-economic position, force him to
constantly balance comestible and cultural consumptions, pitting the needs of his body
against the desires of his mind. My close readings also uncover a remarkably passive
model operating at the center of Bast’s relationship with food; his modern meager
meal and sparse tea, particularly when read against the post-concert tea scene of the
Schlegels, reveal him as a passive assembler of food, rather than an active cook, and
as a consumer of remainders, rather than a discerning selector of preferences (like
Tibby). Importantly, the passivity of Bast’s relationship to food runs parallel to the
passivity with which he approaches cultural consumption; Bast’s mode of cultural
consumption operates under the assumption that his mere exposure to culture will
change his fate and position in life. Bast, a hungry character in both mind and body,
relies on a passive model when he consumes food and culture, a model in which he
refuses to participate actively as a dynamic actor; culture, he feels, does good to him,
believing this (at least initially) uncritically.

As the novel progresses, Bast loses faith in the promise of culture as a path to
better his life. He slowly comes to realize that he cannot so easily adopt the values
and choices of a leisured class whose socio-economic position removes it from life’s
more basic, pressing needs such as food and shelter. On the one hand, Bast ultimately
cannot cross the wide (socio-economic) gulf and adopt the leisured classes’ tastes and
cultures—he will instead die buried beneath the weight of its culture at the novel’s
end. On the other hand, the novel (at least initially) explores Bast as a character

whose tastes do not directly correspond to and are not directly determined by his
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particular socio-economic position in society.!' Building on Sean Latham’s work on
the figure of the snob, I ultimately argue that Bast functions in Howards End as a
naive or failed snob, laying bare the complex “ways in which aesthetic knowledge can
be used to generate social prestige and financial reward” (Latham 7). It is through
Bast’s particular choices and selections while attending concerts, discussing art,
preparing his meals and teas, and reporting his walks through the woods of
Wimbledon (with an empty stomach and a full and cluttered mind)—scenes, as my
close readings highlight, where the comestible and the cultural collide—that we see

the passivity of Bast’s consumption most clearly and most productively.

Problematics and Rewards of Analyzing Bast:

The job for a critic investigating Bast’s comestible and cultural tastes is
anything but a straightforward path, primarily for two reasons. First, as critics like
Paul Armstrong have pointed out, the formal structure of the novel, specifically

(13

Forster’s “elusive, idiosyncratic narrator” (324), does not provide an easy or stable
platform from which to interpret the evasive Bast or his attempts at learning and
experiencing culture. Armstrong writes in “The Narrator in the Closet: The
Ambiguous Narrative Voice in Howards End” that the narrator’s “explicit address”
can be “contradicted, subverted, or questioned by the implicit meanings he suggests”

(324), and thus it is hard to take anything too seriously, including the grand cultural

ambitions of this relatively minor character.

" My reading of Bast’s class-based tastes is influenced by Pierre Bourdieu’s work on taste in
Distinction: A Social Critique of the Judgement of Taste.
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The narrator of Howards End holds much at arm’s length, from the novel’s
first opening line: “One may as well begin with Helen’s letters to her sister” (Forster
3). As Armstrong notes, the novel's casual opening line “suggests the absence of any
subversive intent, its very carefree manner foregrounds the contingency of narrative
authority—he [the narrator] could just as well start somewhere else” (306).

Armstrong contends that the narrator’s “arbitrariness in turn cuts two ways. It
demonstrates the narrator’s power (he is the one who gets to decide), but it also
dramatizes the lack of necessity of his constructions (another way of telling the story
might be just as plausible and effective)” (306). If the novel’s opening line suggests
the problem of selecting one from the many possible beginnings and, at the same time,
highlights the relative inconsequentiality of this selection act, the presentation of
Leonard Bast’s story highlights an opposite problem for the narrator.

Rather than having multiple starting places, as the story of the Schlegel sisters
has, there are only two perspectives for Bast’s story, according to the narrator, either
that of the statistician or the poet. The narrator confides, “We are not concerned with
the very poor. They are unthinkable, and only to be approached by the statistician or
the poet” (Forster 38). Only clinical and sterile numbers of abstractions (raw statistics)
or the lyrical imagination of a poet (emotional embellishments) are options for telling
Bast’s story. Rather than being in power to decide the story-telling manner—where to
start and how to proceed—the narrator feels disempowered to tell of Bast and his
position in society. Bast, and more generally the story of the poor, is not part of the

narrator’s central concern and he claims to lack the perspective, and perhaps the
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motivation, to do so properly; apparently neither a poet nor a statistician, the narrator
is out of his element when it comes to Bast.

When introducing Bast, the narrator forms the novel’s concerns to both
exclude and, only partially or hesitantly, include Bast: “This story deals with
gentlefolk, or with those who are obliged to pretend that they are gentlefolk™ (38).
The narrator’s subsequent description of Bast clearly places Bast and his (presumed)
fiancée outside the circle of genuine gentlefolk and the narrator, true to his words, is
only concerned with the Basts when they “are obliged to pretend that they are
gentlefolk™ (38) as they interact with the Schlegels. While Leonard Bast is often
depicted in his attempts to be a cultured gentleman, interacting with the Schlegels and
others, he is only once depicted in his own home, posing as a gentleman for his
fiancée, after having attended a concert and attempting to discuss culture with the
Schlegels. In short, close critical attention to Bast is made difficult by the novel’s
narrator who explicitly tells the reader that Bast is of little or no concern—he falls

(13

outside the novel’s “true” scope—and by the fact that the narrator’s stance toward
Bast is at times marked with contradiction and subversion.

The second reason that the character of Leonard Bast has not received much
close critical attention is that Forster’s text tends to privilege the abstract over the
concrete, so much so, as critics like J. H. Stape and Mary Pinkerton have contended,
that symbolic value comes at the cost of depersonalized characters, which ultimately
strains the believability of his characters, their motivations, and plot events. Stape’s

work in “Leonard’s ‘Fatal Forgotten Umbrella’: Sex and the Manuscript Revisions to

Howards End” contends that Forster’s revisions of early Howards End drafts privilege
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“archetypal and symbolic resonance[s]” (127) over realism. Pinkerton’s “Ambiguous
Connections: Leonard Bast’s Role in Howards End” suggests the novel’s
“presentation of Leonard’s subjectivity and humanity are sacrificed to the demands of
the plot” (241) when “Forster attempts to give Leonard’s actions archetypal
significance” (242). Ultimately, I concur with Stape and Pinkerton that Forster’s lack
of details about Helen and Leonard’s relationship (and Charles and Margaret’s
marriage) is largely due to Forster’s efforts in constructing symbolic resonances into
the form of his novel, rather than as a result of the author’s personal sexual
preferences. Stape and Pinkerton’s criticism offers an answer to the oft-cited
contention of Katherine Mansfield that she “can never be perfectly certain whether
Helen was got with child by Leonard Bast or by his fatal forgotten umbrella. All
things considered, I think it must have been the umbrella” (Mansfield 121). We might
respond to Manstield’s witty comment, which questions the novel’s depiction of
Helen and Bast’s relationship, by mentioning the incompatible goal of Forster’s novel
to balance symbolic values and realist details. As the critic Pat C. Hoy II suggests in
“The Narrow, Rich Staircase in Forster’s Howards End,” moments of incoherence—
such as those identified by Mansfield—seem less significant when the novel’s
multiple levels of signifying are held in one totalizing view; Hoy writes, “Howards
End is especially coherent if we recognize that Forster’s primary inquiry is conducted
on an abstract level” (231)."

While an analysis of Leonard Bast as a modern autodidact is made difficult by

Forster’s narrator and the novel’s ambitious attempts to balance the disparate goals of

12 Speaking specifically about Helen and Leonard’s relationship, Hoy writes, “On the more realistic
level, the relationship simply will not support the symbolic weight Forster places on it” (231).
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symbolic resonances and individualized characters, close critical attention to Bast’s
model of cultural and comestible consumption promises to be fruitful in discussions of
taste. This is particularly true since, as Angus Collins points out, “the model of
sustenance, of appropriate nourishment, is central to the book’s significance. For
Howards End is very much a novel of spiritual malnutrition, and in it Forster distils
and extends his concerns to concentrate on an impoverishment of spirit inseparable
from the conditions of urban life” (51).

Despite Forster’s unconventional narrator and the implications of Forster’s
privileging, perhaps in a heavy-handed manner, the symbolic value over
individualization of characters in order to illustrate abstract principles, serious critical
attention to Leonard Bast as a gustatory and cultural taster reveals how Forster
theorizes the problems of the modern autodidact’s cultural consumption, particularly
when this cultural consumption attempts to occur across, and erase differences
between, class boundaries in the early twentieth century. Not taking Leonard Bast’s
tastes seriously as an entry point for analysis comes at a cost. As Hoy indicates,

Leonard [Bast] would be only a pathetic boob if he simply danced
through the pages of this novel in pursuit of culture. But he is not a
boob; he is a victim. Ironically, he is one of those people [Matthew ]
Arnold identifies in Culture and Anarchy who, in a special way, stand
outside class: “aliens, if we may so call them, —persons who are
mainly led, not by their class spirit, but by a general humane spirit, by
the love of human perfection” (V: 146). Forster gives Leonard this
kind of potential but pits him against the complexities of modernity that
work against his humane but naive spirit. He remains compelling
because deep down within him there is something fine and genuine,
something that wants an outlet. (226)

Referencing Matthew Arnold, Hoy suggests that Bast is not an inconsequential

character in Howards End but is instead important since he occupies a special place as
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an alien from his social class. Bast might be read as character, to use Arnold’s Culture
and Anarchy, who “is born...with a curiosity about [his] best self, with a bent for
seeing things as they are, for disentangling [himself] from [the] machinery” of his
class, while chasing “the love and pursuit of perfection” in art (Arnold 80). Removed
from his class, Bast’s “distinguishing characteristic” might be read as “not [his]
Barbarianism or [his] Philistinism, [or his position regarding the Populace,] but [his]
humanity” (italics in original 80). Arnold acknowledges that this category of class-
aliens, “in general, [has] a rough time of it in their lives” (80); this is so very true for
Leonard Bast in Howards End. Using Hoy and Arnold, I suggest the humane spirit, in

Leonard Bast, is also a hungry spirit, one contained within an equally hungry body.

Hungry Leonard Bast “Getting” the Modern Meal:

In Chapter VI of Howards End, the narrator first describes Bast in abstract and
general terms, revealing that Bast “was inferior to most rich people, there is not the
least doubt of it. He was not as courteous as the average man, nor as intelligent, nor as
healthy, nor as lovable. His mind and his body had been alike underfed, because he
was poor, and because he was modern they [i.e. his mind and body] were always
craving better food” (39). Bast is the modern poor, figured as one of those who are
underfed, on multiple levels, and desiring better. This passage establishes the joint
approach that Forster takes in investigating both the “food for thought,” or the cultural
products (books, music, paintings, etc.) that Bast consumes, and the literal food, or

viands consumed by Bast, side by side.
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In Howards End, Leonard Bast is a hungry character, both physically and
mentally. He declares, “I care a good deal about improving myself by means of
Literature and Art” (46) and he saves his money for purchasing books and tickets to
concerts. As a clerk with limited income, he is concerned that he “had spent money
enough at [the concert at] Queen’s Hall” and wonders “whether he would take the
tram as far as a penny would take him, or whether he would walk home” (39) while
his “empty stomach asserted itself” (39)."° He decides to save this penny and, a few
pages later, we see Bast “put a penny into the slot of the gas-meter” (45) as he “tided
up the sitting-room, and began to prepare their evening meal” (45); having already
splurged by spending “two shillings” (34) at the concert, the penny saved on
transportation, by walking home, now goes to utilities, rather than culture. If the
concert of Beethoven’s Fifth Symphony offers, as our narrator wryly puts it, “the most
sublime noise that has ever penetrated into the ear of man™ (26), the purchased gas,
instead, offers an assault to the nose as it results in “the flat ... reeking with metallic
fumes” (45). Breathing the metallic fumes inside a furnished flat he cannot afford (45)
and shortly after having put down a copy of Ruskin’s Stones of Venice (40-6)—one of
his few possessions he owns (41)—Bast prepares a meager meal for his presumed
fiancée Jacky and himself.

In this scene, the act of preparing their meager modern meal is significant to
note, not only for the inversions of the gender expectations but also for the important
verbs used to describe the meal’s preparation. When Jacky arrives home, she states

that she is tired and eventually tells Leonard that she has “been out to tea at a lady-

' This is not the only time we see Bast hungry and walking. Indeed, his (in)famous ramble at
Wimbledon (102), as I will discuss later, heavily echoes this passage.
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friend’s” (44). Jacky, “a massive woman of thirty-three” whose “weight hurt him” as
she sits on his knee (44), does not prepare the meal.'* Instead, Leonard initiates and
completes the meal: “Now get off my knee a bit; someone must get supper, I
suppose,” Leonard says to Jacky (45). As Jacky frivolously attends to fluffing her hat,
Leonard takes care of the domestic work; he tidies up “the sitting-room and [begins] to
prepare their evening meal” (45). Jacky remains distinctly apart from the kitchen
during the meal’s preparation, something the narrator specifically highlights: “When
supper was ready—and not before—she emerged from the bedroom...” (46). Leonard
prepares the food in Jacky’s absence, inverting the common gender norms that
housework (tidying up) and meal preparation (getting supper ready) are tasks to be
done by women.

In this scene, the verbs describing Leonard’s preparation of the meal are
equally import to note. Leonard supposes that “someone must get supper,” initially
using the verb to get, a durable verb that equally suggests an act of retrieving or
moving food as well as its notion of preparing the food (45). As the reader encounters
the other verbs associated with their meal in this passage and reads the description of
the food items served, it becomes apparent that little actual cooking is done by Bast
for this meal; instead it is more “prepare[d]” (45). When the verb “cooking” (45) is
finally connected to Leonard, coming after the use of “get” and “prepare” (45), this
new verb, which often denotes the addition of applied heat (frequently to change the

properties of food items), serves only to highlight the absence of using heat to make

' Not only are Leonard and Jacky marked by different class ambitions, different approaches and
appreciation of culture but also their age difference is also quite substantial; Leonard promises to marry
Jacky as soon as he is twenty-one, on “the eleventh of November next” (45), making her thirteen years
his senior.
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the food ready for consumption. Colloquially, the verb to cook often collapses the
preparation of food and the heating of ingredients—one does not say that one is
“cooking” a salad for lunch—making the later (the heating of ingredients)
synonymous with, or nearly a requirement for, the former (preparing food) when the
verb is used. This colloquial use is highlighted when Jean Anthelme Brillat-Savarin
defines cooking in The Physiology of Taste: Or Meditations on Transcendental
Gastronomy (1825). Brillat-Savarin shows the close relationship between cooking and
the application of heat or fire when he writes, “Cooking is the oldest of all
arts...Cooking is also of all the arts the one which has done most to advance our
civilization, for the needs of the kitchen were what first taught us to use fire, and it is
by fire that Man has tamed Nature itself” (283). The Oxford English Dictionary
concurs that cooking often denotes (or at least connotes) the use of heat; the OED
notes in its entry for the intransitive verb “to cook” that it is “to prepare food by the
action of heat” and, for the transitive verb, “To prepare or make ready (food); to make
fit for eating by due application of heat, as by boiling, baking, roasting, broiling, etc.”
(“cook™). In the scene from Howards End, the items served by Bast more properly
align with the notion of assembling the meal rather than cooking it.

In the meal that Bast prepares, the only application of heat is to water before a
bullion cube is dissolved into it. “They began with a soup square, which Leonard had
just dissolved in some hot water. It was followed by the tongue—a freckled cylinder
of meat, with a little jelly at the top, and a great deal of yellow fat at the bottom—
ending with another square dissolved in water (jelly: pineapple), which Leonard had

prepared earlier in the day” (46). The content of this meal again supports the notion of
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meal assembling rather than cooking. The bullion cube is added to hot water,
assembling (but not truly cooking) soup by adding hot water to a square of mass-
produced concentrate. The tongue, in its cylindrical form, recalls ready to serve
canned or potted meats. Canned meat would be precooked and need only be opened
and sliced before its serving. The shapes of squares and cylinders are juxtaposed with
the viands; a square shape mistits with our notions of soups as much as cylinder
misfits with the organic shapes of butchered meat muscles (specifically the tapered
natural form of the tongue muscle). This juxtaposition of shapes and forms highlights
the food items were first produced elsewhere, in factories, and on large scales and
have been reformed, into strange but geometrically standardized shapes, elsewhere. In
his article “Defending the Realm: Domestic Space and Mass Cultural Contamination
in Howards End and An Englishman’s Home,” Jon Hegglund notes that as “the late
nineteenth-century advent of tinned meats and processed foods sold at low costs,
culinary consumption emerged as a practice that separated the ‘classes’ from the

299

‘masses’” (412). Bast’s selections and tastes signify socially; the quality and cost of
the food in this scene illustrate that Bast, as part of the “masses,” is truly separate from
the Schlegels, who belong to the “classes.”

If cooking commonly denotes the changing of a food item through the addition
of heat, often changing the physical or chemical properties of the food item before it is
consumed, then Forster specifically describes this scene in terms of assembling, rather
than cooking. Bast’s non-nourishing modern meal is more assembled than cooked—

his involvement is limited only to heating water, dissolving already manufactured

concentrates, and opening a tin. As John Gilliver and Malgorzata Nitka write in “E.
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M. Forster’s Tea-Table,” the meager meal’s preparation and dishes are marked
negatively through their association with privileging speed and convenience over
quality and nutrition:
Their meal embodies the ugliness of the poor, as well as modern repast.
For all its pretensions to substantiality and slowness—after all, it is a
three-course affair—it exudes not just obvious skimpiness, but also
speed, which assisted its preparation. Quickness constitutes the vital
ingredient of the dishes, the convenience food of sundry squares
dissolved in water communicates the modern civilization of hurry as
forcibly as its more manifest agent, the motor-car. Here quickness does
not act as an ally of simplicity, but in its non-naturalness, its disregard
for or dissolution of the essential, it provides a flavor awkward,
synthetic and unsavoury. Leonard and Jacky’s food combines in a
curious way solidity and substancelessness: the solidity is implied by
the insistently geometrical forms out of which dishes are fabricated, or
in which they are served, but no formal solidity can make up for their
lack of substance and failure to nourish. (92-3)
Indeed Gilliver and Nitka are correct in their assessment that Bast’s food is marked as
unnatural, awkward, and lacking traditional or formal solidity. If Virginia Woolf’s
novel To the Lighthouse employs an aesthetic sensibility that privileges liquidity, as I
will suggest in chapter three, here the formlessness of Bast’s liquid and jellified three-
course meal should only be read as lacking. The hot bullion soup (liquid), the cylinder
of meat sandwiched between jelly on top and (congealed) fat below, and the
pineapple-flavored jelly fail to convince Bast’s stomach that “it was having a
nourishing meal” (46). Instead, it seems the task to convince the body that the meager
meal was substantial is left to Bast’s mind: “And Leonard managed to convince his
stomach that it was having a nourishing meal” (46). Leonard himself, or perhaps more
precisely Leonard’s mind as isolated from his body, is the cause of his stomach’s

hesitant conviction that nourishment was had; this modern food by itself remains

unconvincing to the body.
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Brillat-Savarin notes that food is not the only possibility for securing pleasure
at the dining table: “the elements of the pleasure of the table...should be distinguished
from the pleasure of eating” (189). If the Basts have had little “pleasure of eating”
through “the actual and direct sensation of satisfying [their] need” of food (189), there
are still “the pleasures of the table...which [are] born from the various circumstances
of place, time, things, and people who make up the surroundings of the meal” (190).
However, as Hegglund notes, “The Basts’ diet, consisting of processed squares and
tinned meat, confirms the unhealthy quality of their domestic life” (412). Hegglund
further suggests the “impersonal, artificial quality of the interior” of their rented flat is
echoed in their meal (411). The “place” and “things” which surround the meal, to use
Brillat-Savarin’s words, do not bring pleasure to the couple’s dining table. Hegglund
is not the only critic to connect the meagerness of the Basts’ meal with other aspects
of the pair’s discontented lives. Gilliver and Nitka make direct and insightful links
between the food served on the table and the couple’s conversation at the table. They
write,

Here the ugliness of the food concurs with that of the conversation
attached to the meal: disjointed, shabby and as bland as if it too were
made of some squares dissolved in water. ...Itself disjointed, the
conversation is also disjoined from the repast. ...Although reduced to
food, the meal provides poor nourishment, and not only because of its
measly comestibles, but also because of its emotional discomfort. (93)
The conversation between Jacky and Leonard that surrounds the meal does indeed
match the substancelessness of their meager meal. Jacky is interested only in
reminding Leonard of his promise to marry her (45), betraying her own insecurities

that she might again be left “in the lurch” by a male lover (46), while Leonard

attempts to discuss the concert and Ruskin with Jacky (44, 46), betraying his own
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insecurities about his ability to get “a wider outlook™ on life through the “means of
Literature and Art” (46). Talking across purposes, neither is listening nor fully
engaging the other’s concerns; they both reveal their own particular insecurities. The
ugliness of food coincides with their failed attempts at a conversation of substance.
Gilliver and Nitka write that a “distressed self-consciousness eats away at personal
affections and aesthetic enjoyments [of the meal]; part of the painful grotesqueness of
the meal is the way in which both Jacky and Leonard are eaten away even as they eat”
(italics added 93). Indeed, both Jacky and Leonard seem undernourished physically
and emotionally by their meager modern meal. Though Jacky, with her “hungry” eyes
(Forster 41) and “massive” body (44), seems less undernourished than Leonard, the
couple is “eaten away even as they eat” (Gilliver and Nitka 93) over the course of the

novel; it is Leonard’s body that fails, ultimately, by the novel’s end.

A Tale of Two Teas:

As mentioned previously, the context for the Basts’ meager modern meal is
Leonard’s cultural excursion to Queen's Hall to hear Beethoven's Fifth Symphony (26-
31), but their meal scene should also be read in context of two scenes depicting tea,
which occur between the concert and the Basts” meal. These two tea scenes occur
roughly at the same time (after the concert and after Bast has retrieved his umbrella),
but in very different locations across town from each other. The Schlegels take tea in
Wickham Place (36-7), while across town on Camelia Road (40), Bast, in his sparse

flat, takes his tea alone.
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After the concert, at the Schlegels’ residence, Tibby has “rejected the Orange
Pekoe [tea] that the parlour-maid had provided, poured in five spoonfuls of a superior
blend, filled up with really boiling water, and ... [has] called the ladies to be quick or
they would lose the aroma™ (36). Gilliver and Nitka suggest the Schlegels’ tea scene
provides “a coda to the cultural experience, the just ended concert, [as] the tea itself
becomes a purely aesthetic brew. Ostensibly social and meant to be jointly
appreciated, ultimately it is quite a selfish affair in that it professes Tibby’s refined
taste and caters for specifically his appreciation” (91). Indeed, Tibby’s tea satisfies his
gustatory taste alone, while Bast’s tea, as we will see, is a tea of remainders and does
not involve selection between various options.
In the work of Gilliver and Nitka, the two critics investigate the social contexts
that occur as Forster’s characters take their tea, suggesting that Forster’s “tea-table
examines the notion of closeness, of social intimacy and exchange” (90). In regard to
Howards End, Gilliver and Nitka state:
To reveal the principles and values by which and for which the tea-
table should be laid Forster guides his reader through a succession of
tea-tables that go wrong in that they lean too much towards one end,
which could be just food, just talk or just business. The understanding
of what the substance of the tea-table, and therefore human relations,
consists in is garnered piecemeal, it seems, by an apprehension first of
what the tea-table must not be about. (italics in original 90)

Their study is an investigation into the metaphorically unbalanced tea-tables in

Howards End, those which tilt too far toward one of the three possible extremes:

selfish pleasure, idle talk, or sterile business. In regard to this specific tea scene,

where Tibby selects tea for his own pleasure, Gilliver and Nitka suggest that the table

is unbalanced and tilts too far to selfishness, providing, in context of other tea scenes
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in Howards End, one important example of what a tea should not be—self-centered
and socially disengaged from meaningful interactions with others."”” Gilliver and
Nitka ultimately suggest that Tibby is “artistically mature,” but “socially puerile to the
point of insensitivity to all that lies without the scope of the beautiful. His
aestheticism is exclusive, since it lets in those who already belong” (91). If, as I
discuss later, the character of Bast becomes a test subject for the modern autodidact,
then the tea scene here, according to Gilliver and Nitka, suggests the danger of placing
gustatory and cultural enjoyment over social concerns: “To Tibby, making tea is a
concern superior to Leonard Bast’s future” (91).

While Margaret had invited Bast to have tea with the Schlegel family (34) at
Wickham Place (36-7), Leonard refused the invitation and “fled, with the lilting step
of the clerk” (35) after Helen inadvertently insults him when calling his umbrella
“appalling” (35). Leonard is clearly hungry during his long walk home from
Wickham Place (39) to Camelia Road (40). On this walk home his “empty stomach
asserted itself, and told him that he was a fool” (39). This assertive stomach’s
contention that Bast is a fool, I suggest, operates on multiple levels. First, Bast can be
viewed as a fool for not accepting the Schlegels’ invitation to tea. Second, the lower
bodily organ, the stomach, and its baser, more bodily, needs for food, also correctly
labels Bast's mind as foolish, disabusing him of his wandering thoughts that the
Schlegels might be unladylike, “ill-natured and cold,” frauds with “a chloroformed

handkerchief” at the ready to steal more possessions from him (39). Under this second

'S Gilliver and Nitka write, “Leonard Bast, his umbrella, and his embarrassed flight can hold no interest
for [Tibby] who favours the aesthetic, and so get shrugged off as a commonplace incident. People,
objects and events are worth noticing and caring for, provided they are aesthetically engaging or
gratifying” (91).
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reading, we have a (lower) bodily desire (of hunger) informing and correcting the
(higher) mind about the nature of Bast’s acquaintances, inverting the hierarchy of
bodily senses established by eighteenth-century aesthetics. This assertive bodily
signal from his empty stomach interrupts such fanciful thoughts and reminds him of
the consequences of turning down invitations to tea. However, the hunger pains from
his stomach are not the only bodily signal Bast receives while walking home: “A sharp
pain darted through his head, and he was conscious of the exact form of his eye
sockets” (39-40). With a hungry assertive stomach and a sharply painful headache,
Bast’s body seems to be rebelling against his program of acculturation through music
(and the resulting physical activity needed as he walks out of his way to retrieve his
old umbrella), demanding instead that physical and bodily needs be met rather than
him attending to his mind’s cultural desires.

When Bast arrives home, having fled the Schlegel’s invitation for tea, he
“drank a little tea, black and silent, that still survived upon an upper shelf. He
swallowed some dusty crumbs of a cake. Then he went back to the sitting-room,
settled himself anew, and began to read a volume of Ruskin” (41-2). In isolation and
in the sparseness of the flat he cannot afford, Bast consumes a small quantity of tea
and old cake crumbs that have somehow, in being overlooked, not yet been consumed.
Highlighting the differences between the tea at the Schlegels’ house and Bast’s flat,
both occurring at similar times but in different parts of the city, we should observe that
Tibby has the option to select different types of tea and even alters (or corrects) the
choice by the household’s domestic worker for his own personal enjoyment. The

Schlegels’ tea is copious; it serves multiple people (35-8) and is even offered,
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spontaneously, to a stranger who calls at the house unexpectedly. Bast’s tea is of
small quantity for even one person, limited only to “a little” cup (41). Bast’s tea is a
forgotten remainder on an upper shelf, an item not yet swallowed up in the
household’s hungry consumption of its meager provisions. It is served black, without
the addition of milk or sugar. Although tea served black can speak to one’s personal
taste or preferences, Bast’s little black tea, consumed in his space of emptiness and
lack, perhaps speaks more to his poverty than his personal discernment. While the tea
at the Schlegels’ comes with expectations of scones (36), Bast’s tea is accompanied by
additional old waste of more forgotten or overlooked remainders (crumbs from a
cake). A literal reading of the adjective “dusty crumbs” (41) suggests the morsels are
coated in non-nutritive particles of dust, perhaps composed of dirt and soil, further
highlighting the notion of Bast eating remainders or waste.'® Figuratively read, dusty
crumbs are only slightly more appetizing than literally dusty crumbs; metaphorically
dusty cake crumbs are insubstantial and meager. These dusty cake crumbs, whether
read literally or figuratively, only temporarily delay his hungry body’s demand for
nutrition, something put off, presumably, until the mealtime with Jacky discussed
above. However, Bast’s aforementioned meager modern meal, of squares and
cylinders, occurring after his meager tea, is not entirely satisfactory in and of itself;
again, Bast must convince his stomach that the liquid and jellified meal, the items

which follow his meager tea, were nourishing.

'® Further analysis of Bast as a non-nutritious consumer might take the opportunity of a literal reading
of “dusty” to explore connections between Bast’s gustatory consumption and the eating disorder Pica,
where non-nutritive and non-foodstuffs are habitually consumed.

31



Bast’s Passive Cultural Consumption & Problematic Possession of Books:
Closely reading Bast’s meager modern meal and tea drinking scenes reveals
striking similarities between his methods of consuming food and culture. The novel
presents Bast’s meal assembling as passive, rather than as a dynamic activity of
cooking; Bast’s approach to accumulating cultural experiences is likewise marked as
passive in the novel. Bast “felt that he was being done good to, and that if he kept on
with Ruskin, and the Queens Hall concerts, and some pictures by Watts, he would one
day push his head out of the gray waters and see the universe” (42). Constructed in
the passive voice, this sentence casts Bast not as the accomplisher of action, but
instead as the passive recipient of the action by an outside force; the literature and
culture, according to Bast’s model, act upon him. For Bast, the transformative acts of
culture are inherent and made manifest by the cultural products themselves; he need
only experience them to receive their promised results and push his head above the
water to see a wider world. Bast adopts a mechanical approach to (aesthetic) taste and
culture, feeling that if he simply conducts his cultural education in a straightforward
way he will eventually gain social capital and climb the social ladder. Despite Bast’s
attempts to balance the competing costs of comestible and cultural consumptions, his
“mind and his body had been alike underfed, because he was poor, and because he was
modern they [his mind and body] were always craving better food” (39). His modern
model of consumption fails to sustain him on the two fronts of the comestible and the
cultural. Bast “hoped to come to Culture suddenly, much as the Revivalist hopes to
come to Jesus” (43) just as he hopes to come to a meal suddenly, with the opening of a

tin and dissolving of squares.
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In the important scene in which Bast first interacts with the Schlegels, after the
music concludes at the concert hall, we see how Bast conceptualizes the model of how
one learns culture, what culture’s uses are, and what problems he thinks he might
encounter while attempting to possess culture. Attempting to discuss music with the
well-cultured Margaret Schlegel, whose thoughts and words are fanciful and rather
disjointed but certainly not uninformed (32-3), Bast is very much out of his element.
“Her speeches fluttered way from the young man like birds. If only he could talk like
this, he would have caught the world” (34). Bast admires Margaret’s talk of culture
and envies her ability to talk; he does not admire or envy Margaret’s feelings or
appreciation that accompany her exposure to culture—nor for that matter, her ability
to think about or critique culture. Bast associates Margaret’s talking about culture, not
the experience of culture itself, as the way to catch “the world” (34). This important
passage continues, “Oh, to acquire culture! Oh, to pronounce foreign names correctly!
Oh, to be well-informed, discoursing at ease on every subject that a lady started!” (34).
When it comes to culture, Bast privileges the cultural capital gained through social
discourse; he does not view aesthetic experience as the end itself. Through this social
integration and interaction Bast hopes to join those with “their hands ...upon the
ropes” (88).

In this lengthy passage, Bast also identifies a specific limitation to his project
of self-improvement through exposure to culture. “But it would take one years,”
continues the passage from Bast’s point of view, “With an hour at lunch and a few
shattered hours in the evening, how was it possible to catch up with leisured women,

who had been reading steadily from childhood?”” (34). The dream of discoursing
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easily, the promise of culture, is potentially impossible for Bast since he does not have
enough leisure time to fully complete his lengthy project of becoming cultured.
Starting on the path to culture later in life than the Schlegel sisters, and being
employed as a clerk, Bast identifies an important limiting factor in his project as a
temporal problem. Identifying his limitation as predominately temporal, Bast’s
assumptions further highlight his contention that everyone who encounters culture
receives the same benefits; he initially fails to acknowledge that different individuals
(from different socio-economic and educational backgrounds) may experience culture
differently and may thus experience different social benefits.

Without significant time to devote to culture, Bast fears his brain will remain
muddled without having the complete information and experiences that leisured, well-
cultured ladies like Margaret have access to: “His brain might be full of names, he
might even have heard of Monet and Debussy; the trouble was that he could not string
them together into a sentence, he could not make them ‘tell’” (34). In a later
conversation with Margaret, Bast does mention the proper names, but his string of
words fails to “tell” as he merely lists authors’ names (100-3). Indeed, Margaret will
eventually declare, “His brain is filled with the husks of books, culture—horrible; we
[Margaret and Helen] want him to wash out his brain and go to the real thing. We
want to show him how he may get upsides with life”” (124). Note here that Margaret
does not want to do the flushing out or purging of Bast herself but instead wishes to
guide Bast through the process of self-expelling the non-nutritious husks (mere names)

that are stuck within him. According to the Schlegel sisters, Bast has mistaken the
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non-nutritious husks for nutritious aspects of culture.'” This waste, perhaps like the
modern meal that lacks nutrition, has negatively impacted his processing of cultural
experiences. To use a bodily metaphor, the husks (fibrous, non-nutritious, non-
incorporable “remainders”) have interrupted the peristalsis of his cultural
consumption, resulting both in giving him the “runs” of cultural names (100-3) and, at
the same time, requiring an outside force (Margaret and Helen) to induce the system to
flush or wash out and reset itself; in short, Bast, it might be said, suffers from both
cultural diarrhea and constipation at the same time.
In addition to the temporal limitations of Bast’s project as an autodidact, the
exchange between Leonard and Margaret, after the concert, highlights a second
obstacle: Bast’s financial limitations. One of the reasons that Bast’s brain cannot
make the culturally significant names of painters and composers “tell” is because
he could not quite forget about his stolen umbrella. Yes, the umbrella
was the real trouble. Behind Monet and Debussy the umbrella
persisted, with the steady beat of a drum. “I suppose my umbrella will
be all right,” he was thinking. “I don’t really mind about it. I will
think about music instead. I suppose my umbrella will be all right.”
Earlier in the afternoon he had worried about seats. Ought he to have
paid as much as two shillings? Earlier still he had wondered, “Shall I
try to do without a programme?” There had always been something to
worry him ever since he could remember, always something that
distracted him in the pursuit of beauty. For he did pursue beauty, and,
therefore, Margaret’s speeches did flutter away from him like birds.
(34)

Financial constraints, such as the potential loss of an umbrella, impede Bast’s ability

to focus on and enjoy culture; he simply cannot concentrate on beauty while more

material needs press upon him. Bast is distracted by the cost of experiencing culture;

he worries over the consequence of spending his limited disposable income at the

113

' Later Margaret feels she knows Bast’s “type very well—the vague aspirations, the mental dishonesty,
the familiarity with the outsides of books” (italics added 98).
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concert. Feeling guilty about splurging for the event, he wonders if the additional
expense of a program is cost-effective—if the experience without the program might
be less beneficial than an experience with one. In addition to his temporal limitations,
Bast identifies his lack of economic stability and his lack of disposable income as
important limitations on his project to experience culture. Both of Bast’s concerns
directly relate to his socio-economic status as a clerk trapped in cycles of poverty. His
choice and selections, are informed by his class and cannot “neutralize ordinary
urgencies...[or] bracket off [the] practical ends” to art (Bourdieu 54) because “the
material conditions of [his] existence [are not]...freed from economic necessity” (56).
Bast’s socio-economic position, a place without distance from the pressing, basic
material needs of life (food and shelter), forecloses from him assuming a stance of
disinterestedness like the leisured class. Bast’s position in life is quite tenuous due to
his financial position of earning little as clerk: “The boy, Leonard Bast, stood at the
extreme verge of gentility. He was not in the abyss, but he could see it, and at times
people whom he knew dropped in, and counted no more” (Forster 38). As previously
mentioned, “He was renting the flat furnished: of all the objects that encumbered it
none were his own except the photograph frame, the Cupids and the books” (41).
Importantly, these books would not remain his own possessions throughout the
duration of the novel; they are repossessed when the Basts fall on economic hardships.
After the marriage of Margaret to Henry, Leonard’s preoccupation with
bettering himself through “Literature and Art” (46) is abandoned when he confesses to
Helen his wish to instead find gainful employment again. “We shall be all right if |

get work. If I could only get work—something regular to do. Then it wouldn't be so
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bad again. [ don't trouble after books as I used [to]. 1 can imagine that with regular
work we should settle down again. [f stops one thinking" (italics added 203). In this
confession of his new life ambitions, Leonard first declares he has relinquished his
passion for culture and education; second, he places his faith in embracing a work-
centered life; third, he directly attributes the “bad”ness of his past to his desire of, and
troubling after, books. In applying himself to work, Leonard’s new logic contends, he
will thus stop thinking and he can settle down again; it was the books, the drive for
cultural literacy, Bast suggests in this confession, that truly disrupted his life—not his
interactions with the Schlegels and their interventions in his employment status.
Bast’s identification of the books as bad disturbs Helen, who refuses to believe
that Bast’s new work-centered life could be considered a life at all (203). To clarify
his new life program, Bast divulges information regarding his own lived experience,
something he rarely does when talking with the Schlegels; he says to Helen,
Oh, I did talk a lot of nonsense once, but there's nothing like a bailiff in
the house to drive it out of you. When I saw him fingering my Ruskins
and Stevensons, I seemed to see life straight real, and it isn't a pretty
sight. My books are back again, thanks to you, but they'll never be the
same to me again, and I shan't ever again think a night in the woods so
wonderful. (203)
While Helen can use her money to ensure the physical books return to Bast, she
cannot redeem the books fully in his mind—they have been altered after the bailiff has
fingered and flipped through them. The bailiff’s evaluation of the books’ exchange
value (what money might be gained through their repossession and subsequent
liquidation) has caused Bast to reevaluate their use value. Later, when Tibby, at

Helen’s request, attempts for a second time to track down Bast and insist that Bast

take a large sum of money from Helen, Tibby finds the “Basts had just been evicted
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for not paying their rent, and had wandered no one knew whither” (219); he is met
with a “scurf of books and china ornaments” (219), presumably turned out on the
street like the Basts. The inability to attain financial stability repeatedly separates Bast
from his books. While Helen functions as the guarantor to reunite them, eventually,
despite her best efforts, she cannot reunite Bast and his books when he refuses her
help; ultimately, in the tumbling of both the Basts and the books out onto the streets,
they are eventually separated.

The Schlegel family books are also moved, packaged and placed in,
presumably, temporary storage in Howards End, only to be unpacked by Miss Avery
(225); “[t]he floor sounds covered with books” (225), indicates Dolly. Discovering
this information, Margaret cries “Books...Dolly, are you serious? Has she been
touching our books?”” and Dolly confirms, “Hasn't she, though! What used to be the
hall's full of them” (225). Knowing that another person, without her permission, is
handling her valuable books, Margaret decides to take action, saying, “I must go down
[to the house] about it at once. Some of the books are my brother’s, and are quite
valuable. She had no right to open any of the cases” (225). In the novel, at various
times, Bast’s books and Margaret’s books are moved by another person without their
permission. While Bast, due to his inability to pay rent, has forfeited the physical
control and ownership of his books on multiple occasions—and eventually those who
do turn his books onto the streets are within their rights to do so—the violation of
Margaret’s possessions is an act she feels empowered to correct and manage.
Importantly, the Schlegel family books are merely rearranged inside the house that,

later, becomes their permanent home, while Bast’s books are first repossessed and,

38



later, are evicted from his rented flat. In short, while the Schlegels’ books are moved,
the question of ownership is never in jeopardy.

Forster’s novel is not only concerned with who consumes the cultural capital
located in cultural products (and how—whether passively or actively) but also with
the repossession or redistribution of the physical materials of cultural products. It is
not only a preoccupation of who owns (and can use) the information and cultural
capital inside Bast’s books, but also (at least for Bast) a preoccupation with who owns
the physical material. While Bast’s child with Helen will not have access to his
father’s books, this child will have access to the large collection of books at Howards
End from his mother’s family, the “books...that had rumbled down to [the Schlegels]
through the generations” (127). The Schlegel family books have been collected by the
Schlegels’ father, “there were all their father's books—they never read them, but they
were their father’s, and must be kept” (127), as well as Tibby’s books from his days at
Oxford (225) and books over which Helen claims ownership (238, 249). These are the
books stored on the bookcase with which Bast attempts to catch himself as he falls at
the novel’s and which “came down over him” as his life ends (279); these are the
“Books [that] fell over him in a shower” as he dies (277). Bast cannot catch hold of
nor support himself with the books themselves, nor does the structure that supports the
books, the bookcase, support him; this collapse (of Bast, the books, and the bookcase)

is intimately bound up in the scene of his death.
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Bast as a “Failed” Modern Snob:

When discussing the modern autodidact Leonard Bast, it is useful to turn to
Sean Latham’s work in “Am I a Snob?”’: Modernism and the Novel to think through
how Bast disrupts the notion of aesthetic experience. In his work, Latham argues that
the snob is a figure that disrupts notions of pure aesthetics by unveiling the cultural
value of certain social manners or tastes. For Latham, the snob disrupts the equation
that art exists only for the aesthetic experience inherent in the beautiful, for the snob
makes apparent the cultural capital involved in particular tastes, manners, and poses.
By posturing and presenting certain tastes, the snob reveals the social economy of
tastes, short-circuiting the aesthetic system for a different end—social advancement
rather than disinterested experiences of the beautiful. As such, Latham’s work
theorizes the relationship between aesthetic taste and social advancement, an
important issue when analyzing Leonard Bast’s consumption of culture.

To bring forward the powerful figure of the snob, Latham historicizes two
particular incarnations of snobbery. Latham traces the evolution of the figure by
looking at a wide range of literature from the late Victorians to the late modernists.'®
Latham notes that “the term snob only entered the written language in 1848, when it
was used in Britain to refer derisively to those who imitated poorly the tastes and
habits of the upper classes” (6). Linguistically a second incarnation of snobbery
evolved later: “It was not until sometime after 1900 that the word began to acquire its
modern definition as someone who arrogantly displays his or her own refinement” (6).

Whether an imposter or one arrogantly displaying (overly) refined tastes, “Snobbery

'8 While Latham’s work does not engage with Forster, he includes chapters on Thackeray, Wilde,
Woolf, Joyce, and Sayers.
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carries with it the charges not only of elitism and pretentiousness but of hypocrisy and
insincerity as well. To admit to snobbery is to air in public the fact that even the most
highbrow culture can be deployed in the most vulgar struggles for fame, celebrity, and
wealth” (italics added 1). As such, the snob forces attention to the social capital
inherent in aesthetic judgments of taste. The snob troubles the Kantian model of
aesthetic theory by replacing disinterested judgments of taste for tastes made, or
posed, on the interestedness of vulgarities such as “fame, celebrity, and wealth” (1)."
When interested judgments are circulated alongside disinterested judgments, the
system of aesthetics is troubled as the snob shows that tastes and mannerisms can be
posed, or displayed, to advance socially.

In Howards End, an important question is whether or not Leonard Bast might
be considered a snob. Bast certainly seems to imitate poorly the tastes of those, such
as the Schlegel sisters, who are refined, and thus he seems to fit the earliest usages of
the term as identified by Latham. Bast might also be viewed, when using Latham’s
theory of the snob, as a character who “arrogantly displays his or her own refinement”
(6), particularly in the scene where Bast attempts to discuss culture with Jacky. Bast
reminds Jacky that he has “been to that classical concert [he has already previously]
told [her] about” (Forster 44) and, since she did not notice him reading Ruskin, he
draws her attention to his reading habits as well by saying,

I’11 tell you another thing too. I care a good deal about improving

myself by means of Literature and Art, and so getting a wider outlook.
For instance, when you came in I was reading Ruskin’s Stones of

' One of Latham’s larger goals in his work is to demonstrate a parallel ascent of snobbery and
modernist aesthetics: “Snobbery’s evolution, in short, matched with uncanny precision the rise of both
aesthetic modernism and modern mass-mediated culture, and it is through this embodiment of
sophistication that new ideas of cultural value were shaped, contested, and critiqued” (6).
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Venice. 1 don’t say this to boast, but just to show you the kind of man I
am. I can tell you, I enjoyed that classical concert this afternoon. (46)

Leonard’s insistence that he is not boasting indicates the opposite; he is actually
boasting to Jacky about his cultural pursuits, perhaps even arrogantly. His display of
cultural refinement, according to himself, also illustrates his ethic of self-improvement
and speaks to the type of man he is—one who will not leave her in the lurch as others
have (46). Bast, at least in this scene, assumes the pose of a cultured man in order to
be viewed by Jacky in a certain light; he is interested in appearing as a certain “kind of
man” (46), as a respectable man. At least initially, Bast seems to be a snob.

In his work Latham identifies “two essential elements” of snobbery in both the
early and late usages of the word snob (6). The first essential element, writes Latham,
is that “the snob must be recognized as a figure of mediation, facilitating the exchange
of social and cultural capital. Moving fluidly through these different economies, the
snob eagerly demonstrates the ways in which aesthetic knowledge can be used to
generate social prestige and financial reward” (italics added 6-7). As noted above, the
figure of the snob highlights the problems of cultural capital exchange inside
aesthetics; however, Latham states in this section that the figure of the snob is
comfortable, natural, and eager to transgress these different worlds of aesthetics, social
advancement, and economic gain. This is certainly not the case with Bast.

Bast’s movement between communities of uncultured and cultured is anything
but fluid. He attempts to keep the various aspects of his life compartmentalized,
separating out art (culture) and employment (financial reward) throughout the novel.
The narrator notes, “He did not want Romance to collide with the Prophyrion [his

employer] ... [the Schlegel sisters] were denizens of Romance, who must keep to the
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corner he had assigned them” (Forster 104-5). Bast is a character who instead
awkwardly moves between the compartments of his life, fails to “facilitat[e] the
exchange of social and cultural capital” (Latham 6), and fails to “demonstrat[e] the
ways in which aesthetic knowledge can be used to generate social prestige and
financial reward” (7). At these tasks Bast tries, but Bast is ultimately a failed snob
because his movements between worlds are neither fluid nor successful. His attempts
at posing as a cultured man to Jacky are unsuccessful; calling him to bed repeatedly
(Forster 47), she refuses to believe the pose he attempts to strike, that of cultured man
who would prefer a night of reading to retiring to bed with her. Her insistent
beckoning of him to abandon his reading and join her bed might also viewed as
displaying her continued worry that Bast is the type of man who might leave her,
despite his offered “proofs” otherwise that, at least according to him, cast him as a
“kind of man” who reads Ruskin and attends classical concerts in the afternoon (46).
The second element of the snob that Latham identifies is “the ability to
manipulate shrewdly the external signs of social and cultural sophistication. He or she
must grasp the fact that even the most complex aesthetic artifact is subject to the
purely semiotic nature of fashion” (7). Latham notes that the snob is an expert at
translating one semiotic code to another—knowing, and manipulating, the exchange
rates between the two systems of aesthetics and cultural capital. Again, this is not the
case with Bast. As Armstrong writes:
Bast pursues connection by reading, and the failure of his acquisition of
cultural literacy has similar implications about the limits of language as
an instrument of social mediation. The inability of language learning
alone to make him one with the groups he aspires to join dramatizes the

irreducible multiplicity and differential powers of the discourses that
make up a culture. When he speaks of books, his attempt to make
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another language his own ironically marks all the more distinctly the
differences of his own native speech. His awkwardness shows that he
is speaking the language of another which, as such, he cannot know
how to use with the facility of a native speaker, so that his very attempt
to transcend his linguistic position reveals it. His insecurities about
how to speak this foreign language and his inability to get what he
wants by using it also demonstrate how discourses are linked to power.
Learning the texts of the privileged class cannot by itself give Bast the
authority the Schlegels enjoy. His efforts to enhance his social power
by extending his literacy are ultimately ineffective because learning a
discourse does not necessarily convey the entitlements those at home in
it possess. (320-1)
While Bast comprehends that the intersection of aesthetics and cultural capital is part
of the social game of culture that is played, and he perhaps wrongly assumes this is the
whole of the game of culture, he is largely unable to manipulate the languages or signs
in the two systems, let alone “manipulate [them] shrewdly” (Latham 7) by posing the
“facility of a native speaker” (Armstrong 320). As Armstrong writes, “his very
attempt to transcend his linguistic position reveals it” (320); Bast is a failed snob
rather than a successful snob, for a snob’s success is determined by the individual’s
skillfulness in hiding his or her attempts to translate languages and signs. As
previously mentioned, Bast suffers from a curious case of concurrent cultural diarrhea
and constipation when he attempts to manipulate the signs of aesthetics and culture
capital; he is not “regular” like the Schlegel sisters.

Latham has much to say about this second fundamental element of the snob
and it is important to pause here and highlight the significant consequences. For
Latham the snob’s manipulation of sign systems leads to troubling consequences. As
he points out:

This [the second fundamental element of the snob] is the source of the

snob’s peculiar power and the origin of our deepest suspicions, because
this mastery of what I call the “logic of pose” requires the snob to
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deploy the idealized language of eternal beauty in describing an
aesthetic artifact even while inserting that same artifact into circulation
as a commodity like any other. This is not simply dishonesty, nor is it
a malicious sort of hypocrisy. By putting cultural capital in circulation
and inviting us to recognize that it does indeed function like any other
sort of capital, the snob poses a direct challenge to some of our most
closely held aesthetic ideals. (7)
The snob is the mistrusted figure that forces our attention toward cultural capital and,
therefore, prompts us to question our aesthetic assumptions and theories.”’ Like the
gourmand or aesthete, the snob is skilled in the language of culture. However, the
snob uses these valuable skills to different ends. Through knowledge and mimicry,
the snob parrots or speaks aesthetic language but speaks with a different motivation:
the interestedness of social advancement. Latham’s work on the second fundamental
element of the snob also sheds light on Bast, partially explaining the curious power of
this character. As highlighted earlier, the critic Hoy contends, “Leonard [Bast] would
be only a pathetic boob if he simply danced through the pages of this novel in pursuit
of culture. But he is not a boob” (Hoy 226); Hoy insists that Bast does have power as
a character. Similar to the successful snob that Latham theorizes, Bast’s power comes
from his operation outside of questions of his honesty or dishonesty, his kindness or
maliciousness, his authenticity or hypocrisy. As a failed snob, Bast’s particular strain
of aesthetic naiveté, which includes a largely-unquestioned faith in culture combined
alongside an inability to “digest” the culture due to limited leisure time and more

pressing basic needs (shelter and food), lays bare the same structures of aesthetics that

Latham’s snob does. Bast, through his inability, awkwardness, and failure to mimic

20 Note, in Latham’s work, his end goal is not to dismiss the snob outright, but rather to show what the
figure makes visible. Indeed, in Latham’s later chapters—particularly in part two of his work, subtitled
The Work of Snobbery—he pays both respect and admiration to the complex figure of the modernist
snob.
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the language of (disinterested) aesthetic experience turns our attention to issues of
cultural capital and forces us to consider the role of cultural capital missing from
traditional enlightenment models of aesthetics, most notably Kant’s. Both Latham’s
figure of the snob and the figure of the failed modern snob, such as Bast, make
apparent the interface and gap between aesthetic taste and social exchange of cultural

capital.

Another Hungry Walk:

Returning to the Schlegels to apologize for Jacky’s poor manners during her
house call and her inquiry about his location, Leonard attempts to explain his previous
absence from his own house, which prompted Jacky’s investigation of whether he had
spent the night at the Schlegels’ home. Bast creates an initial misunderstanding
between the Schlegels and himself when he attempts to mimic their social language
and graces to smooth over the situation, but he is unsuccessful in his pose as a
gentleman with manners and is, instead, read as a potential philanderer. He attempts
to explain Jacky’s unusual house call, presenting the situation as a simple
misunderstanding, but his attempts betray “an air of evasion” and it is apparent to the
Schlegels that he is “obviously lying,” for his story does not account for the full
duration of his absence (99). Aware that he might appear discredited since he had not
returned to Jacky before morning, Bast attempts to defuse the social situation first
through what he thinks is a pose of social grace and manners, yet he misplays this
social game comically and ultimately feels the need to confess the truth of why he did

not return home that night in question. With “his elaborate manner breaking down”
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(100), he tells the Schlegels that in truth he was inspired by The Ordeal of Richard
Feverel, “a beautiful book” (100), and Prince Otto, and he wishes to “get back to the
earth” (100). His extended absence and Jacky’s resulting worried inquiry about his
location were due to his wish to ramble the English countryside at night, he explains.
However, due to a series of compounding factors, he was only able to return home
much later, the next morning. In order to preserve a pose as a gentleman, and not be
potentially viewed as a philanderer, Bast tells his story of his hungry walk that night
he did not return home.

Leonard locates the inspiration for his ramble as affected by the books he has
read, but when he attempts to discuss these books with the Schlegel sisters his words
are incomplete, posed, and awkward (100); instead, it is his story of rambling all
through the night that openly intrigues the sisters. They coax Bast away from
referencing any other books, specifically Open Road (100) and Virginibus (101), and
wish to hear instead about his adventure. Indeed, the books, to the Schlegel sisters, are
only a distraction: “A thrill of approval ran through the sisters. But culture closed in
again. He asked whether they had ever read E. V. Lucas's Open Road” (100).”' Bast
mentions George Meredith’s The Ordeal of Richard Feverel (100), Robert Louis
Stevenson’s Prince Otto (100), E.V. Lucas’s Open Road (100), a celestial atlas (101),
Robert Louis Stevenson’s Virginibus puerisque (101), the work of Richard Jefferies
(102), the work of George Henry Borrow (102), the work of Henry David Thoreau
(102), and returns to Robert Louis Stevenson before his “outburst ended in a swamp of

books” (102). Rejecting Bast’s desire to talk about literature, first politely and

2! Unlike his sisters, Tibby shows, again, little patience for Leonard Bast. While the sisters listen and
attempt to tease out Bast’s story, "Tibby, who preferred his comedy undiluted, slipped from the room.
He knew that this fellow would never attain to poetry, and did not want to hear him trying" (101).
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passively when Margaret nods her head dismissively, then later audibly when “Helen
and Tibby groaned gently” (100), the Schlegels attempt to focus Bast on his personal
narrative. Such attempts fail and Helen must be more aggressive in redirecting the
conversation, ultimately saying to Bast, “No doubt [Open Road]’s another beautiful
book, but I’d rather hear about your road” (100 italics in original). At Bast’s fifth
book reference Helen cuts him off from talking, not even allowing him to finish the
full title of Stevenson’s work (101). The Schlegel sisters, well versed in the art of
conversation, steer Bast into discussing his night walk, refusing his poses as a well-
read and well-cultured gentleman of manners. They are much more concerned with
the material reality of his experience rather than the reading material that inspired his
actions.

Importantly, the truth of Bast’s absence, the reality behind his ramble, is
largely framed in the context of food. He frames this story, both its beginning and end,
with information about the food he either ate or wished he had eaten. Bast prefaces
his rambling story by telling his interested audience that he “had a bit of dinner at
Wimbledon” (101) before starting his walk—a comment that becomes significant at
the end of his story. His brief description of his dinner highlights not its quality, but
rather its quantity; once again, he has had only a small quantity of food. With a
stomach relatively empty of food and mind relatively full of inspirations from books—
perhaps his first mistake of the night—Bast attempts his ramble. As Bast continues to
divulge the details of his walk, we find he had underestimated numerous other

conditions required for a successful night of countryside rambling.
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Having also picked a poor location for a night ramble, for Wimbledon
accessed by the underground only offers a potential rambler “gas lamps for hours”
(101), he eventually finds his way into the woods with their "difficult uneven ground"
in the dark (101) while encountering “gorse bushes” (102).>* Bast is further frustrated
by his inability to navigate by the Pole Star, which he fails to track due to “all the
street-lamps, then the trees, and towards morning it got cloudy” (101). Despite his
preparations of looking up this star in “the celestial atlas,” Bast finds he is quite lost
once he starts his walk and is unable to locate himself by referencing celestial bodies
(101). If this passage suggests comedy, a city clerk impassioned to go out for a walk
in the English countryside “to get back to the earth” (100), to the reader, the Schlegel
sisters instead take his story as a potentially inspirational romanticization of man’s
ability to connect with nature. They expect a teleologically driven narrative from
Bast, one that concludes with an aesthetic experience of dawn’s light after a night of
tribulation.

However, Bast rejects these romanticized expectations and telos when he
declares the breaking of dawn was neither wonderful nor beautiful; instead, Bast says,
“The dawn was only gray, it was nothing to mention” and he adds, “I was too tired to
lift up my head to look at it, and so cold too” (102). Ultimately, while Bast is “glad”
he rambled, he confesses, “at the time it bored me more than I can say” (102);
boredom replaces what the Schlegel sisters seem to demand—the excitement of an
aesthetic experience at dawn’s breaking. Of more concern, Bast indicates to the

Schlegel sisters anticipating their potential disbelief, was his hunger:

2 Noting Bast’s choice of Wimbledon, accessible by the underground, for his return to nature, the critic
Jon Hegglund writes, “Even in ‘nature,” Leonard has not left the suburbs” (413).
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And besides—you can believe me or not as you choose—I was very
hungry. That dinner at Wimbledon—I meant it to last me all night like
other dinners. I never thought that walking would make such a
difference. Why, when you're walking you want, as it were, a breakfast
and luncheon and tea during the night as well, and I'd nothing but a
packet of Woodbines. (102)
Bast exerts significantly more energy in his rambling than he consumes through
eating. Traveling less efficiently, due to an inability to navigate, Bast’s body demands
more than his initial “bit of dinner” (101) that fails to “last [him] all night like other
dinners” (102) do on other, non-rambling, nights. Only accompanied by a “packet of
Woodbines” (102) cigarettes, his small dinner does not provide the quantity of
nutrition needed for such a ramble. Instead, as Bast suggests to the intrigued but
potentially doubtful Schlegel sisters, ramble required the continuous sustenance of

multiple meals—*“a breakfast and luncheon and tea” (102) in addition to the dinner

because he has treated his night like a day.

Conclusions: Staircases and Gulfs

After Bast leaves the Schlegels and reflects on their conversation, he feels their
discussion “buoyed him as he journeyed home beneath fading heavens. Somehow the
barriers of wealth had fallen, and there had been—he could not phrase it—a general
assertion of the wonder of the world” (106). Bast is also tempted to be, on some
level, critical of his own model of consuming culture: “He had hitherto supposed the
unknown to be books, literature, clever conversation, culture. One raised oneself by
study, and got upsides with the world. But in that quick interchange [with the
Schlegel sisters] a new light dawned. Was that 'something' walking in the dark among

the suburban hills?" (106). Yet this moment of buoyancy and insight is certainly
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short-lived for Bast. While Hoy contends that “Leonard momentarily transcends
culture because the Schlegels have confirmed his worth” (227) in this scene, it is
important to note that his transcendent state is not permanent.

The Schlegels, as Bast has previously noted, “had all passed up that narrow
rich staircase at Wickham Place, to some ample room, whither he would never follow
them, not if he read for ten hours a day. Oh, it was no good, this continual aspiration.
Some are born cultured; the rest had better go in for whatever comes easy” (Forster
47). Later in the novel he admits, “Oh, I did talk a lot of nonsense once, but there's
nothing like a bailiff in the house to drive it out of you” (203); this moment leaving
the Schlegels, where the “barriers of wealth” (106) seem to have fallen, might be a
moment that Bast will later (after his encounter with the bailiff) retroactively decide is
a moment of “nonsense.” With Margaret and Helen able to ascend the narrow rich
staircase to an upper, inaccessible to him, sanctuary, Bast faces a gulf that will wreck
him as he attempts to cross it—a gulf visible from Margaret’s position atop the
staircase’s sanctuary; “[c]ulture had worked in [Margaret’s] own case...during the last
few weeks she had doubted whether it humanized the majority, so wide and so
widening is the gulf that stretches between the natural and the philosophic man, so
many the good chaps who are wrecked in trying to cross it” (98). As Hoy writes,
“Leonard cannot move freely between classes; the distance between him and his
guides is so great that neither books nor the intellect nor diligence can deliver this
lower middle-class man from cultural bondage” (226). Ultimately, culture will not

provide a way for Bast to cross the gulf, to climb the staircase, and join the Schlegels.
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When looking at consumption of comestibles and culture, Bast expects his
model of consuming food—where items are simply dissolved through stirring together
or revealed as a metal lid is peeled back—to work for accruing cultural capital; he
feels he need only read the correct books to improve his life and his socio-economic
position, to climb the staircase from the abyss that threatens to the sanctuary the
Schlegels enjoy. Instead, Bast’s model of cultural consumption fails for the reasons he
identifies—a lack of leisure time and financial constraints. He is separated from his
books at multiple points in the novel, despite the Schlegel sisters’ best efforts, and dies

at the novel’s end buried beneath the collapsed books and bookcases.
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CHAPTER 2
Eating the Foods of WWI:

Evadne Price’s Not So Quiet... and the Contexts of Consumption

We have existed mostly on our own Bovril, biscuits and slab chocolate
since arriving in France, and when all is said and done it is a
colourless, discouraging diet for young women of twenty-three—which
our six ages average—who are doing men’s work. Tosh is the only one
who can systematically eat the canteen tack without vomiting or
coming out in food boils; but she has a stomach as strong as a horse’s.
Also, she has been out longer than the rest of us and is more hardened.
At first her inside used to revolt as ours still does...

Evadne Price
Not So Quiet...(1930)

Astrid Eril, whose work traces a field of study concerned with generational
production and reception of WWI literature, notes that Remarque’s Im Westen nichts
Neues (1929), translated into English as A/l Quiet on the Western Front in 1929 by
Arthur Wesley Wheen, “had enormous ‘recruiting power’ internationally. ...It
transcended national frames” (392) as it quickly moved from the original German text,
to “thirty translations” by 1930, and was adapted into a 1930 Hollywood movie
directed by Lewis Milestone (392). Eril notes, “The sales figures imply that it must
have been one of the most widely read novels not only in Europe and the United
States, but also in Russia and in Japan™ (392). Likewise, Jane Marcus observes,
“Erich Maria Remarque’s A/l Quiet on the Western Front appeared in 1929 to instant
international acclaim. It remains a classic anti-war novel, a touching, comic, life-

affirming first-person narrative of a young German soldier’s experience” (266).
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During this early period that the text circulated internationally in many different
translations and forms, “Albert Marriott, the publisher, approached Evadne Price with
a free-lance project to write a spoof from a woman’s point view ([to be titled] ‘All
Quaint on the Western Front’)” (266). However, Price was hesitant to produce a spoof
of Remarque’s work:
[Price] read Remarque and found “quaint” an unsuitable response to its
power. She herself had never been at the Front, so she convinced
Winifred Young, who had kept diaries of her experience as an
ambulance driver, to let Price write a novel faithful to Young’s
experience of actual life at the Front. We do not have those diaries to
compare to Not So Quiet.... We know that Evadne Price locked herself
up with them for six weeks and wrote a novel fit to put on the shelf
next to Erich Maria Remarque’s. The questions of its origins as a work
of art, its originality or creativity in the face of Evadne Price’s
deliberate mimesis of All Quiet on the Western Front, and her use of
Winifred Young’s diaries are fascinating. (266)
As “a very successful freelance journalist” (263), Price writes her first novel of public
notice, titled Not So Quiet...Stepdaughters of War (1930). As a curious combination,
the novel’s origins borrows from a female English ambulance driver’s lived
experiences as recorded in a personal diary to revise an internationally-acclaimed male
German'’s best-selling WWI novel. Arguably, Not So Quiet... presents itself as further
displaced or removed from Price when “the English journalist Evadne Price [publishes
it] under the pseudonym Helen Zenna Smith” (Eril 394).
Like Marcus, Eril sees “the fictional memoir Not So Quiet...” as “a rewriting
of Remarque’s novel” from a different perspective (Eril 394). The male German

soldiers in Remarque’s work are now revised into female English volunteer ambulance

drivers in Price’s novel. Eril notes,
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The fictional war memoir revolves around the experiences of female
nurses at the Western Front. Price not only echoes the title of
Remarque’s book in its English translation, but takes over much of its
plot structure and character constellation. Not So Quiet... is clearly a
“deep writing” in that it draws also on technical details such as the
narrator’s shifts between personal and communal voice as well as the
structure and wording of its generation rhetoric. All these strategies
serve one end; to inscribe women into the “lost generation,” which by
1930 may have transcended national borders, but was still tacitly
assumed to be an all-male formation. (italics in original 394)
Indeed, much of the critical attention to Not So Quiet... investigates the text’s
inscription of the female voice and story into the predominantly masculine histories
and discourses of WWI. For example, Meg Albrinck’s work on the authors Evadne
Price and Vera Brittain notes:
In general, the [English] postwar atmosphere concentrated all of its
attention on the men who had survived [WWI], paying little salutary
attention to women’s achievements. Brittain and Price had seen
women lose their jobs and had seen the culture quietly “forget” the
wartime work of women. They had also witnessed postwar pronatalism
shape popular perceptions of women’s role. (277)
Albrinck continues, “In efforts to reclaim recognition for the power of women’s
wartime experiences, Vera Brittain and Evadne Price work both within and against the
wartime and post-war rhetorics of femininity in their exploration of VAD work™ (278).
Laurie Kaplan, whose work investigates Evadne Price alongside Mary Borden, writes
that both Evadne Price “and Borden focus on the ‘shattered’ bodies and psyches of the
1914-18 generation, on the loss of faith that resulted from the reality of caring for the
damaged bodies of the war zone, and their essentially modernist texts extend the
feminist perspective of war-writing” (42). As Eril, Albrinck, Kaplan, and Marcus

argue, one important contribution that the novel makes to the canon of WWI literature

is to tell a different story from a different perspective.
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However, Marcus’s afterward to Price’s novel also specifically argues that re-
inscribing female perspectives and narratives of WWI is not the only value of Not So
Quiet.... Marcus writes, early in her afterward, “I do not simply valorize the feminine
over the masculine war narrative [in her reading of Not So Quiet...], but rather wish to
recover the lost voices, the cultural ‘music’ as Gertrude Stein says, of a noisy war”
(242). Marcus notes that “Helen Zenna Smith’s Not So Quiet... (1930) is a book about
the body” (242). These female ambulance drivers’ bodies come from “patriotic upper-
class families proud to sacrifice daughters as well as sons for the war effort, sending
packages of cocoa and carbolic body belts to keep off the lice” (243).> The families’
care packages attempt to guarantee the safety of their offspring’s bodies, providing
disinfectant soaps and lice-repelling undergarments alongside cocoa and other food
items intended to supplement the notoriously bad canteen food served to the
volunteers. Marcus argues that “Both Not So Quiet... and All Quiet on the Western
Front” are novels that “fetishize food, because, of course, getting enough to eat is
everyone’s primary concern in wartime. ...Everyone is hungry” (290).

My work on Not So Quiet... investigates this notion of Price’s text as a novel
of hungry bodies. I look at the eating scenes near the frontline of WWI in the context
of the novel’s later eating scenes when the volunteer ambulance drivers return to dine
in or near London, both at home (in bed) and in public (in restaurants), while WWI
continues to rage just across the English Channel. I suggest through my various

readings of eating scenes in Not So Quiet..., which are occasionally contextualized

2 For more on the volunteer ambulance drivers’ patriotic upper-class families and their relationship to
war propaganda in Not So Quiet..., see Celia M. Kingsbury’s insightful “Propaganda, Militarism, and
the Home Front in Helen Zenna Smith’s Not So Quiet...Stepdaughters of War” in War and Words:
Horror and Heroism in the Literature of Warfare, edited by Sara Muson Deats, Largretta Tallent
Lenker, and Merry G. Perry.
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against brief readings from A/l Quiet on the Western Front by Remarque, that Price’s
novel explores the importance of location and context in literary depictions of WWI
food consumption. As such, the novel engages with two models of food consumption:
the machine-model of “rational nutrition” operating at the war-front, which privileges
efficiency (mere caloric energy) over the social aspects of food, and a home front
model, which attempts to reinsert the social aspects of consuming food despite the

pressures and contexts of WWI.

Warfront: The Frontline’s Canteen

Price’s opening scene of Not So Quiet... has Smithy and her fellow volunteer
ambulance drivers enjoying a moment of relative peace and quiet, after weeks of
intense work, as they “munch slabs of chocolate and stale biscuits” after most have
“slept like logs through the evening meal” (9).** After Bovril is prepared (9) to fortify
the women’s diet, Smithy reports, “We are hungry, but we are used to hunger. We are
always hungry in varying degrees—hungry, starving, or ravenous. The canteen food
is vile at its best; at it worst it defies description” (9-10). Later in the novel we come
across a more specific description, as reported in Smithy’s narration, about the poor
quality of the canteen’s food. In regard to the food served at the canteen, she notes:

Not only is the food badly cooked, but it is actually dirty. One is liable
to find hair-combings in the greasy gravy; bits of plate-leaving from the

2* While the first-person protagonist of the novel is referred to by many different names, I refer to her as
Smithy. Her VAD colleagues call her “Smithy” (12) and address her as such in letters (178), the
Commandant while serving with the VAD calls her simply “Smith” (58), her mother calls her “Nellie”
(184) and address her letters to “My Dearest Girlie” (228), her family’s domestic work calls her “Miss
Nellie” (175), both Robin and Roy call her “Nell” (174, 187-192, 231), her future mother-in-law Ethel
Evans-Mawington addresses her as “Nellie” (229-30), her Unit Administrator with the W.A.A.C. (like
her VAD Commandant) simply calls her “Smith” (223), her W.A.A.C. colleagues (like those from her
VAD service) call her “Smithy” (214). On occasion, in inner monologue, she refers to herself in third-
person as “Nellie Smith” (146).
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day before and an odd hairpin. The principal dinner dish is a sort of
disgusting soup-stew made of meat that hangs over a drain until it is cut
up...sinister-looking joints of some strange animal-—what we cannot
decide. We often go outside in groups to examine it...but we cannot
determine its origin. It is certainly not beef or mutton. (ellipses original
51)
The canteen’s “sinister-looking” food is represented as the remaining bits and pieces
to be “strained” in two senses of the word. First, it “strains” the definition of, as well
as the ability to be recognized as, food; visually the meat does not fit with the expected
image one can identify as beef or mutton. Secondly, the canteen’s food is “strained”
over a waste drain; hanging suspended, the eventual remainder (that which does not
drip down the waste drain’s pipe) is tentatively declared “meat” by Smithy, while it is
strained by gravity, a process that attempts to remove that which is more clearly
considered waste, which enters the waste drain’s plumbing. This “sinister-looking”
food, first described as “meat,” is then later revised into the pluralized “joints” (which
denotes combinations of meat, bone, cartilage, and sinew) of an unknown animal.
Indeed, historical documents at the British National Archives highlight the
difficulties the War Office had in procuring quality meat to distribute during WWI.
The War Office partially relied on South American meat suppliers, who sent frozen
and chilled shipments, to fulfill its needs. In a letter to the War Office on October
16th, 1914, Lieutenant Colonel (A.S.C.) R. G. Berry, the acting “Meat Purchasing
Officer to the War Office in Liverpool and District,” writes of the “most serious” issue
with receiving frozen and chilled meat cargo from overseas suppliers, particularly
from Argentina, during WWI. He notes, “The meat is not of the contract

quality. Anything is put in from finest quality to ‘crapp’ [sic]. New brands have been

invented, mostly to cover the most barefaced roguery and good and bad are so
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hopelessly mixed that every quarter has to be inspected” on some shipments (Board).
In his “Report on Shipments of Frozen Meat from Argentine,” dated similarly, R. G.
Berry reports that some cargo “consisted of inferior grades of meat that would be
graded from ‘excessively fat” down to ‘crapp’ meat, i.e., emaciated quarters” (Board).
He goes on to catalogue a series of health concerns, highlighting the unsanitary
conditions on the ship, of the men unloading the cargo, of the port’s dock, and of
sorting and inspecting of the cargo before it is placed in cold storage.” Yet his most
pressing concern is the quality of the meat itself; the report ends with two lengthy
appendices, detailing the various South American meat shipments’ cargo, levels of
quality, and rejection rates. When H. Rawson writes on November 13th, 1914, he
echoes the concerns of R. G. Berry, noting, “I would say at once that the quality of the

beef I saw was positively disgraceful. Had I not actually seen it myself I should not

have believed it possible that such meat could have been rendered under the

contract...” (underline original, Board). As many historical documents clearly
indicate, sourcing quality meat was problematic for the War Office. These documents
also do not entirely clarify what happened to the low quality meat once the War Office
rejected it, the meat having already arrived in the UK; one solution, selling the
rejected meat at local markets, was briefly attempted by R. G. Berry, but, following
the protests of multiple parties, this idea was quickly officially abandoned (Board).
Returning to Price’s novel, the “joints of some strange animal” have been

distributed to the canteen’s cook as provisions for the volunteer ambulance drivers; the

R. G. Berry writes, “The sanitary condition of the holds of the ships and the quays is disgusting. The
labour is filthy and loathsome, and entirely uninspected and may come from any diseased slum. The
handling is generally disgraceful. Such conditions would not be permitted in the U.S.A. or even the
Argentine” (Board).
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uncanny item both intrigues the women, for they “often go outside in groups to
examine it” (51), and repels the women, for they find it “disgusting” (51), and
confounds them, for they “cannot decide” from which animal it might be (51). This
ingredient is cut and presented in a soup-stew. This “soup-stew” requires a hyphen to
contain its full meaning; it is neither recognizable as soup nor recognizable as stew,
but it is instead an amalgamation of both (while not being entirely either).® In short,
and quite importantly, the food embodies the uncanny and the unrecognizable on
multiple levels: it is meat/joint; it is from an unknown animal; it will become both, and
yet neither, soup and/or stew.

Added to this soup-stew meal of unrecognizable meat/joints, and disguised
inside of it, are items that are easily recognizable but are distinctly non-food items.
These items are non-edible waste, such as hair combings and hairpins, as well as waste
whose edibility has already been rejected previously, such as yesterday’s waste from
plates that the volunteers attempted to discard. These distinctly non-food items and
rejected (judged non-edible or inedible) food waste have not found their proper
locations in waste bins but have instead appeared disguised (along with the
“meat/joints”) in the disgusting soup-stew. As one volunteer declares, “The food is
not fit for pigs to eat. It stinks” (133). Later Smithy reports, “Dinner stank so badly it

was almost impossible to stay in the mess-room. Etta Potato [a fellow volunteer

%% In chapter three, I investigate Virginia Woolf’s aesthetic of liquidity in the Boeuf en Daube scene in
To the Lighthouse and argue that the delicate balance of combining both the liquid and solid to ensure
tender meat can be likened to Mrs. Ramsay’s figurative condensing of her guests into a dining
community greater than the sum of its disparate individuals. However, in Price’s Not So Quiet... the
liminal space between solid (stew) and liquid (soup) is figured as threatening and uncanny, rather than
productive or positive. As such, Smithy’s description of the unnaturalness of the meat is more similar
to Leonard Bast’s meager modern meal than Mrs. Ramsay’s triumphant dish—these different literary
depictions of space between solid and liquid foods are, as Korsmeyer might say, “rendered with
different aesthetic tenors” (188-9) and signify differently.

62



driver] and I made the usual Bovril upstairs” (137). The food, while perhaps fuel
(calories—potential energy) for the bodies of the female ambulance drivers, is resisted
and refused by Smithy and her friends. In an earlier encounter with the canteen food,
Smithy’s colleague and friend Tosh describes this soup-stew as “Dead dog” and
Smithy reports that “The soup-stew literally stinks” (65), a comment Smithy will
repeat throughout the novel. It is no wonder then, to the reader, why the women might
wish to sleep through the evening meal and instead subsist on chocolate, biscuits, and
Bovril, as they do in the novel’s opening scene.

We must note that the novel posits the canteen’s food as both posing direct and
indirect threats to the body. Of bad quality and poorly cooked, the food threatens all,
we are told, with dysentery and food poisoning—even the “constitutionally strong”
Smithy gets “an occasional dose of food poisoning” (49). The food contains an
immediate (short-term) threat to health, in the form of food poisoning, and this
immediate threat is a large reason for the volunteers’ refusal to consume it. However
the food also indirectly (medium to long-term) threatens the bodies of the ambulance
drivers in that the food inhibits their bodies’ natural processes, particularly the process
to heal itself. Smithy notes, “No wonder we have all had food poisoning. No wonder
we have so many dysentery cases. No wonder our smallest cuts fester and have to be
treated in hospital. I grazed my thumb cleaning the fireplace the other day, and went
septic immediately” (51). Denied the raw material of bodily reconstruction, their
bodies’ small cuts and minor grazes become larger problems and injuries. The food
not only is unappetizing and dangerous but also is rejected by all the volunteers, but

for Tosh who “has a stomach as strong as a horse’s” and “has been out longer [in the
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field] than the rest” of the drivers (10). We read that Tosh “never misses a food-call
on principle” (9); however, Smithy’s narration does not indicate that Tosh always
consumes the food, only that Tosh is always present at the meal’s service. Tosh’s
attendance, furthermore, is predicated on principles, perhaps of politeness, indicating
that her motivation is more in line with social manners and graces, recalling that she is
often referred to as the niece of an earl (24), rather than individual taste or individual
appetite.

The only other character in the novel who “systematically” (10) attends the
canteen’s food service like Tosh is the unit’s Commandant; the Commandant, we read,
both attends and consumes the meals served at the canteen. The Commandant is
described as “dreadfully efficient” (19) and, “Like all efficient machines, she has no
humanity” (49); she dismisses complaints that the food is too poor in quality for
human consumption by saying “I eat it...If it’s good enough for me it’s good enough
for you” (133). The Commandant’s determination that the canteen’s food is of
passable quality operates through a logic that forecloses any possible objections based
on any other individual taste; the Commandant’s logic does not accept others’
individual tastes as a possible criterion for determining quality. At the heart of the
Commandant’s taste is a machine-model of food, which conflates the volunteer drivers
to mechanical devices with tanks that require fuel.

The consumption of food is generally both a biological necessity (an obligation
or a non-choice—one must eat to survive) and an active conscious decision or
selection (a choice—there are generally multiple options for selection). However, as

the machine-model contends, particularly during the exceptional times such as war,
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this general rule of an individual selecting his or her fuel can be suspended. The
human body’s need for food, when depicted as a hungry war machine working to win
the war, can be figured as the demand for raw material needed to fuel the human war
machine. In this model, the consumption of food, with its multilayered levels of
meanings and significances (culture, nationality, religion, heritage, play, pleasure,
taste, individuality, and social to name but a few), is now reduced to the caloric value
exchangeable for an outcome of accomplished manual labor or work. Under the “food
1s fuel” model, if food is a problem during a time of war (the production, distribution,
etc.) then the rationality of science is the proper tool for finding the problem’s answer.
Anson Rabinbach’s work in The Human Motor: Energy, Fatigue, and the
Origins of Modernity investigates the “central argument...that modern
productivism.. first arose from the conceptual revolution ushered in by nineteenth-
century scientific discoveries, especially thermodynamics” (italics in original 3).>” As
World War I quickly became “a war of exhaustion” (259), and “seemed to be an
apotheosis of the dance of energy and entropy” (259), the efficiency of a machine-
model highlighted that “the reorganization of agriculture and the monumental
problems of feeding a nation at war required new adjustments to severely restricted
and rationed diets, including the introduction of new synthetic foodstuffs” (259-60).
Before the war in Germany, Rabinbach informs us, the physiologist “[Max] Rubner
argued that the laws of thermodynamics were a sound basis for a total science of social

hygiene, encompassing not only nutrition but all aspects of social endeavor. His

27 Rabinbach defines productivism as “the belief that human society and nature are linked by the
primacy and identity of all productive activity, whether of laborers, or of machines, or of natural forces”
(italics added 3).
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program...included...the promotion of his most coveted social ideal; ‘rational
nutrition’” (226). Corinna Treitel notes that,
In a series of articles published between 1878 and 1883, Rubner
presented experimental evidence for a new physiological law, the
1sodynamic law, which stated that proteins, fats, and carbohydrates
were mutually interchangeable in the body according to their caloric
equivalents...In myriad ways, then, Rubner played a central role in
casting the body as a “heat machine” converting proteins, fats, and
carbohydrates—now measured in the universal unit of the calorie—into
work. (3)
Rubner, “By the early twentieth century...was arguably the world’s most famous and
influential physiologist” spreading his idea of “rational nutrition,” based on a
machine-model of the usefulness of food, to international audiences across Europe and
America (4). In short, Rubner’s working assumption was that a machine-model could
benefit a society’s nutritional deficiencies by applying rational scientific principles, a
theory that was initially explored before WWI and quickly gained attention during
WWI, where multiple nations instituted the basic principles of Rubner’s theory in
various ways.”® Rubner himself worked at the Kaiser Wilhem Institute for Labor
Physiology, founded in 1913, to “undertake a series of studies on the nutritional
requirements of troops and domestic forces, as well as the optimal use of labor power
in the munitions industry” (Rabinbach 262). Rabinbach writes, “Given Rubner’s
interest in the energetic of diet, the institute’s chief object was to find adequate means
of replacing or supplementing scarce foods with suitable substitutes” (263). If food is

mere calories, and all calories (as potential forms of energy) are equally exchangeable

for work from a human body, then the food as fuel model quickly becomes a race to

8 For a detailed historical account of Rubner’s theory of rational nutrition, including the events that
preceded and influenced his work and the ways in which the theory was used and coopted by Nazi
Germany, see Corinna Treitel’s “Max Rubner and the Biopolitics of Rational Nutrion.”
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the make a cheaper, more economically efficient, food calorie while the quality of
food, as defined by any other criterion, can be quickly left behind. Unrecognizable
and “sinister” joints of meat cooked into foul smelling “soup-stews” can successful
fuel the bodies engaged in war work, this logic contends.

Price’s novel addresses the problematics of wartime food by highlighting the
outcomes of the machine-model that posits the volunteers’ bodies as machines in need
of fuel; while the mystery meat “soup-stew” (that includes hair combings, trash, and
hairpins) might provide the caloric requirements for transporting injured soldiers in
ambulances (according to the Commandant’s logic), Smithy complains the food is
inadequate fuel to carry out the human body’s needs to self-heal, a distinctly non-
machine like quality of the human body. Additionally, Smithy contends, food
poisoning occurs and wounds fester on the diet determined adequate by the machine-
like Commandant, whose logic seems to take Rubner’s theory to the extreme.
Furthermore, the novel suggests, other aspects of food consumption are pushed aside
when the volunteers are treated like their ambulances—as machines with tanks that
simply need to be filled with fuel. The canteen’s “soup-stews” are inadequate for
fulfilling the driver’s emotional and social needs. This canteen’s caloric fuel will not
“work” for the women and they find ways to fill their fuel tanks with alternative fuels,
such as chocolate, biscuits, and Bovril, food items that at least partially fulfill some of
their emotional and social needs.

Alongside the warfront’s introduction of the “food as fuel” model, and the
reduction of food options and availability to the bodies at war, come various non-state

channels to release tension on the volunteer’s social and emotional demands.
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Specifically, the novel Not So Quiet... figures a coping strategy for the female
ambulance drivers as the care package sent from home. Price’s inclusion of care
packages is a revision of Remarque’s A/l Quiet on the Western Front, where the act of
scavenging figures as the coping strategy for limited food supplies of the German
soldiers in his novel. Importantly, the social complexities of these channels (care
packages and acts of scavenging) lead back to the social and emotional connections
with food, connections that remain “blind-spots” to the machine-model’s theorization
of food. The coping strategies of receiving care packages (Not So Quiet...) and
scavenging (All Quiet on the Western Front) provide more than mere supplementary
calories and nutrition to the less-than-desirable food offered the bodies at war; they
provide a way for the characters to reassociate their machine-like lives away from the
model of efficiency and toward an existence more closely resembling the humanity of

pre-war eating, reinscribing food and eating with social and emotional significance.

Warfront: Care Packages
In order to discuss the care package as an important source of supplementary
food in World War I, and specifically in Price’s novel Not So Quiet..., Paul Fussell’s
The Great War and Modern Memory is useful for he outlines the historicity of the care
package. WWI, a modern war with modern forms of rapidly transporting goods and
posting parcels, facilitated the use of the care package, which increasingly contained
perishable items alongside the traditional items of non-perishable food items:
Letters and parcels normally took about four days, sometimes only two.
Exotic foodstuffs could easily be sent across [the channel to the front],

not just standard non-perishables like tinned kippers and oysters, tinned
butter and fowl, paté and chocolate, cheese and cherry brandy and wine
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(by the dozen bottles at once), but perishables like gingerbread, cakes,
and tarts; fresh fruit and butter and eggs; and fresh flowers (primroses,
violets) for the “table.” Sometimes one took postal pot-luck. ... And
only occasionally did things arrive spoilt... (66)
Not only were the practical items of high-protein food sent (tinned seafood and meats)
to the troops to supplement the trench food, but exotic or gourmet items were mailed
as well (sweets, fruits, dairy items, and flowers). Fussell notes that the tradition “of
the well-to-do sending off hampers of treats to boys at the better public schools™ (66)
was shifted and expanded to send hampers of treats to men on the frontlines. By
changing the mailing address from a school to the warfront, the care packages that
previously went to one form of infantry—*“Infants collectively, or as a body”—were
sent to another form of infantry—*“The body of foot-soldiers; foot-soldiers
collectively; that part of an army which consists of men who march and maneuver on
foot and are armed with small arms, now a rifle” (“Infantry”).** Yesterday’s child
who desires supplemental food becomes the adult (soldier or, in Price’s novel,
volunteer ambulance driver) in need of supplemental food.*°
As previously mentioned, the ambulance drivers in Not So Quiet... supplement
the canteen meals with food from care packages sent from their family and friends in
England. This process involves the ambulance drivers sending their own personal

requests for food items when writing letters home; Smithy explains, “We have all

written home for supplies. Tosh for Bovril and Huntley and Palmer’s Best Assorted

T am indebted to my colleagues in Seminar 13 “Modernisms: Wars, States, and Citizens” (co-hosted
by Marlene Briggs and Paul Saint-Amour) at the 2010 MSA conference (Victoria, B.C.) for drawing
my attention to the usefulness of the two definitions of “infantry.”

3 While the images seem awkwardly posed for the benefit of the (newly invented) film camera’s
recording, Part 4 of the film Battle of the Somme (1916), specifically shots three and four in sequence
48 subtitled “Effects of British 