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ABSTRACT

The similarities between Morley Callaghanrs beliefs

about art and literature and his personal- phiJ-osophy have

not, been prevlously acknowledged. This s tuéty expLores the

nature and extent of that relationship particularly as it

is reflected in the novels of sociaL ctriÈicisrn, works such

as More Joy in lleaven, The l,oved and the l'ost, and Ss l$g!¿

Col-ored Coat, and in those which typify his treatment of

the Church, Such is My BêIovê¿t and A Passion in Rome '

Caught as a writer between the exigencies of an

authoritarian Church and what he regarcls as an environnent

hostile to artistic endeavour, Call-aghan clearly feels

comBelled to clefend the legitimacy of individual insight

and the ìmportance anÈl integrity of art. Thus. he develops

a concept of art as a moral activity and of the artist as

the guardian of manrs spiritual- values in an increasÌngly

naterialiltic age. Making a significant connection beÈ\^leen

the uniqueness of vision of the serious artÍst and the

personal integriÈy of the moral man, Callaghan seems to

suggest that it is imaginative approaches that are redeem-

ing no mat,ter what the ÌpeciaL sphere of activity' Artistic

talenÈ or appreciation |¡JL made the measure of moral insight

ancl awareness; phiJ.istinism is reguJ-arJ-y eschewed i and look-

ing at the world out of onens or¡rn eyes tends to become Èhe



acme of moral achievêment.

Thus, in the novels of social criticism, Cal-Iaghan

attacks his society for its maèerialism, conformity, and

cant. Puritanism, too, is regrette¿l for the special- reasons

of the artist. Not only are d.rama, gaiety, anil passion

t{oefully nissing from the lives of characters who are

PreerBinently sober, respectable, and sedate, but the ethics

of hard work and repressed sexualìty arê seen to militate

against art. Strong feelings of artistic alienation creep

inevitabJ-y into the work. lndeed, there are signs thaÈ

Callaghanrs analysis derives more at times from a sense of

isol"ation than from purely intel-Lectual differences with

the national ethos.

The pattern is repeated in CalJ.aghan I s treatsìe¡:t

of the Church. In tTorks such as A Passion in Riomè and

Such is My Bê].ovêd, for exarnple, the author's habit of

associating artistic talent or appreciation with superior

inslght, as well as the host of ineffectual prÌest figures

that haunt his pages, assumes rnaj or thematic importance.

Not onl-y is a preference for imaginative, as opPose¿l to

cloctrinal , approaches reflected in the triumph of ArÈist

over Priest., but efforts are made to coribat chrisÈian con-

cepts of innocence and the fatal fal-l- to knowledge with

compfementary myth, \,¡i th a kinit of redemptive quest for

aitrareness and the approach of the Artist to God.

There are important differences with the Church.

Callaghan quarrels with major tenets of the faith' with



híerarchical conceptions of human love, and the other-

worldly ernphas is of orthodox belief, and he tenils, there-

fore, to put tra¿litional s1'mbo]' and religious architecture

to literary as oppose¿l to devotional- use. His use' for

exampJ.e, of paralleJ.s wÌth the Life of Christ tyPlcally

reflects ironic ilistance as much as their sourcei the Bible

iLself facles into literature and myth.

There are severaL contra¿lictions in the work, all

partially explicable in terms of style. Even the authorr s

literary shortcomings can be interpreted as a responsê to

fears of being misunderstood. Thus, while it is not

claimed that Caltaghan's position is unique, and it would

be unwise to overestimate his distance from the Church, it

t¡ould seem Èhat aesthetic considerations play an important

role in his thought. His social criticism has been strongly

Ìnfluenced, as has his treatmênt of the Church, by his aims

and aspirat.ions as a writer and by his faith in Èhe spiritual

significance of art.
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CHAPTER T

INTROÐUCTTON

In a passage of his memoirs \^Tritten in 1963, Morley

Callaghan recalls his contempt as a young man for

"authority" and virtually alJ- the existing orders of his day:

IVhy clÍct I dislike so much contenporary writing?
. . . I remember deciding that the root of the
trouble . . . \¡ras that poets an¿l storlnùriters
usecl language to eva¿le, to skip alray from the
object, because they coultl never bear to face
the thing freshJ-y and see it freshLy for what
it was in itself. A kind of itoubletalk; one
thing always seen ín terms of another thing.
Criticism? A ¿lreary metaphor. The whol-e
acailemic rnethoit ! . . . f'd be damned if the
gJ-ory of literature was in the metaphor.
Besides, it v¡as not, a time for the decorative
Renaissance ftight into simile. Tell- the
truth cleanly . I,rleren ' t the cons equences of
fraudulent pretending plain to anyone who
would look around? Hadnrt the great slogans
of the first World War becone ricliculous to
me before I had l-eft. high schooJ.? l¡¡ilsonian
idealism! AJ-ways the fl-ight of fancy. An¿t
Prohibition. Another fantasy. Tt rtas
hilarious, a beautiful example of the all-
prevailing fraudulent morality; anil at college
it had become a social obl-igation to go to
the bootlegger's, and, a man came to have a
sneaking respect for those who openly broke
the la\47-not for the policeman standÍng on
the corner.

And the philosophy of St. Thomas Aquinas
which I got in my college classroom? AL1 the
big worcls, the rnetaphysics, were to be treated
with grudging suspicion. Nothing coulil be
taken for granted. Nothing could be taken on
authority. A craving for authority had led
to Prohibition and stupicl censorship in Boston.
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orthodoxy was for fat comfort.abl-e inert
peopJ-e who agreed to pretendr agreed to
accept thç general fraud, the escape into
metaphor . r

The passage is remarkable for several reasons, not least for

its preoccupation \"rith "v¡ord.s. " Thoroughly Èypical of the

moralist, it equates lifestyle and philosophical ouLlook

\"¡ith the manner of an age's literary ex¡rression and reflects

not only the author's profound sense of disillusionment buÈ

al-so the great claims he consisÈent1y makes for art.

"Metaphor" is regarded as "a kind of cloubl-etalk"; "the

whole academic method" is dismissed; and both pofitical

"sI-ogans" and "metaphysics " are regarded with "gruilging

suspicion." Honesty, on the other hand, is equated with

simplicity of expressiotl rio matter what the special sphere

of activity. Authent,ic insight and integrity become as

¡nuch a matter of manner as of content, and art, seen al-

ways as a good inilicat.ion. assumes a special resPonsibility

to clefine and improve the spiritual state of the age,

concerned as ít. is' professionaLly, with the quality of

communication and with style.
As a statement of principle and belief the passage

is a key one and reflects the bias of Cal-laghan's thought.

The habiÈ of viewing problems through the prism of

aesthetic belief is a distinguishing feature of his work,

as is his penchant for moving quickly, apparently I'iÈhouÈ

thought of distinctions, from questions of a more purely

literary nature, such as styIe, to matters of a reJ-igious,

i;:,:r
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social, or polit.ical import. In truth, the source of

Cal-laghan's views on most problems is his beliefs about

l-iterature and art, and his aims and aspiratíons as a writer

continue strongJ-y to influence his views.

The passage points as well- to two important themes

in Callaghanrs novel-s, his criticism of Canadian society

and his fascination with the Church. While the former is

more apparent in his later novels and dates specifically

from the Second l{orld War, the latter is a feature of aL-

most al-l- the novels and seems to be Èhe goal- toward which

the whole work has been moving. Apart from the facÈ that

tlre Church is a ubiquitous image in the work, and the titl-es

of two of the novels, They Shall Inherit the Earth an¿l More

Joy in ueaven, point specificalJ-y to Biblical inspiraÈion,

a variety of priests or priest figures haunt his pages, and

one novel , in particular, Such is My Bêloved, is devoted to

a fuJ-1--length study of the character of a priest. CertainJ-y

one is not surprísed to find that the title of eallaghan's

laÈest novel is Â Passion in Rome, with all the various

overtones of "passion. "

Neither theme has been adequately explored. content

too often simpl-y to assert Èhat Cal-laghan is a Roman

Catholic novelist, most criticism simply ignores the serious-

ness of his quarrel with the Church, and to date there has

been no attempt to assess the nature of his views about

society. In truth, both themes spring from a singJ-e source'
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the authorrs profounil sense of vocation, and resemb].e each

other in several ways. It is import.ant. to note the similar-
ities. fn the first place they help us to judge more

accuratel-y his clistance from the Church, and in the second

they inform, and largely determine, the nature of his views

about society. Caught bet\"reen the exigencies of an author-

itarian Church and what he regards as an environmerlt hostil-e

to artistic endeavour, Callaghan cJ-early feels compelled to
defend the legitimacy of individual insight anil to champion

the importance and inÈegrity of art. Thus, he self-con-
sciously defines his vision in opposition to the orthodoxies

of Moëher Church and routinely castigates his society for
its materiàIism, conformity and cant. In the event, the

Church proves the more formidable opponent anil occasions

his most. strenuous efforts. Art,ist and Priest engage in
what proves to be an epic struggle on his pages, and moral-

authority is the prize. But his strictures agaÍnst society

are equally rooted in art. PhiListinism is regularly
eschewed, anil the Èouchstones are virtually Èhe same as

those of his reactions to the Church: artistic talent or

appreciat.ion is invariably seen as the sign of the spiriti
the aesthetic sensibility is esteemedi and the artist is
the most aware of men.

Certainly Callaghan regards art. as a moral- activity,
one that has largely been ignored, and he deveJ.ops a concept

of the artist as the guardian of man's spiritual values in
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an increasingly matêrial-istic age. He arguês that

never in history has it been so important
for the artist to say something about human
life as it is right no\\7 vüith the great boom
in technology ure are about Èo haver.,and the
emphasis on a scientific education.'

Further, he urges the writer to remember his "special

function":

IIis job is to be concerned. with the spirit
and heart of man in these tímes when the
general consensus of opinion seems to be
that man has very lit.Èle spirit at al-l-. r

El-sewhere he defénds the Legitimacy of art:

as the phiJ-osophers thenselves are aü7are,
the artisÈ fsic] kind of knowing, call it
intuition if you wilJ-, couJ-d yieJ-cl a
different ki4cl of knowJ-edge beyonil rational
speculation. a

And he argues that art, ideal.Iy, teaches men how to 1ive.

The hero of The VarsiÈy Story claims, for example ' that he

"learned something about life from every line of poetry fhe]
t

corunitted to memoryr"' while CalJ-aghan himself maÍntains

that "the art of fiction is the greatest of all- the arts,
because the writer has for his material the ways of men and

women in their relationship to each oÈher. "6

He insists everlmhere upon the high seriousness of

art. Convinced that "a11 great vrriters are really moralists"

since "as soon as you begin to give a shape and form Èo

human experience" you make a moral judgmentrT he defines

serious writers as Èhose who are trying "grimLy to see the

worl-d with their own eyes"8 and even criticizes \,¡riters

like Dickens for levity and. looseness of structure.
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Preferring himsel-f works which "have an irnpact as a whole"

and "offer some one vision óf life, giving the whoJ-e thing

its o\¡zn reality, " callaghan ilismisses Dickens ' novels (al-ong

with those of Richardson, Smollett, and Scott) as "enter-

tainment, a loosely-knit variety show. "9

It is also relat.ively çimp1e to establish Callaghan's

sense of critical independence. He himsel-f frequently

annoì.¡nces it, and it manifests itself in a variety of ways.

He explains, for example, his youthful- determination to

look at the world freshly for himself and makes perfectly

cJ-ear, as was noted earlier, his contempt for authority and

virtually all the existing orders of his day. fndeed, he

maintains thât a sense of aLienation is absolutely crucial

to a writer:
A real \,rriter, that very rare thing-----a '

man who looks at the world out of his own
eyes and judges of iÈ accordíng to the
best. part of himself r \^thatever tTuth he
has in him; his loyal-ty is all to this
humanity in himself. This loyalty can't
be a deliberate thing, a seLf-conscious
thing. It is simply his way of seeing
things. If such a man has any wisdom,
any philosophy, it is i¡nbued in him' it
is never consultedr never dwelt on.
There is a kindl of miracle going on ín
him he knows nothìng about i his heart
ancl his mind are the one thing anil his
eye the window for Èhis thing. So he
always has his own authentic touch which
can't possibly be like the touch of
other men. ri he tried Esicf to see
things as others see them he becomes a
liar and a hack, and above all he betrays
himself. Thinking in this way, it seemed
to me that al-l great \,7riters by their.t n
very nature must be heretical
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It. is cl-ear that he priites himself on his own. Tom lane,

a character in The Varsity Story and, a surrogate for

Callaghan himsel-f , admíts proudly to "a fl"air for rebelfion"'

and is saicl to have "pitted himsel-f against all the pre-

vailing opinions" 1p. 94). Describecl as someone who is

"rea11y alien" in spirit, Tom turns d.own an opportunity

to stu¿ly in Britain (just as Cal-J-aghan naa aoneil explain-

ing that
All a writer has, if he is any goo¿l . . .
is his oütn eyes and his own ears
Maybe I'm afraid of being seduced by the
grandeurs and the beauties of oxforcl. . . .
f see things the way T do because I gre\"7 up
around here. Itrs all I have, but it's
mine. If I keep it IrIl at least be try-
ing to look at the worl-d in my own way.
(pp. l-14-15)

Again, it. is obvíous that Callaghan feel-s un-

appreciated and that his work has been " stupiclly read. "l2

He accusês Canadian critics of not being "very brightr"I3

complains loudly that no one has trie¿l to "tackfe fhi q:l

\dork and reall-y say anything about itr"14 and clearly feels

himself to be in the ¡nidst of a cultural environment that

is inclifferent if not hostilê to art. Articles lvritten by

him as early as 1938 complain bitterly about "The P]-ight

of canadian Fùctionr "l5 and in a recent interview he

suggests:

this country has somé kind of ingrovTn
hatred of excellence. The way to being
ignored in this country is to seek and
crave anil love excellence. People in
this counÈry shy away from excellence.



They say, aw g.ee, no--ang. thgy 9'0160r. Ëhe
second rate thing, aLl the time.

As Callaghan explains it:
f rve always tried to fend for myself, you
know, and. it's had ups and downs, but f 've
always felt that, if I ilidnt t. look after rny-
seJ-f , no one eLse wouLd. I never had
schoJ-arships . f nevêr '$rent to the Canada
Council asking for a hanilout, never had one.
Later on, the Canada Council- gave me the
Canada Council &ledal anil the Molson Prize,
but these are awards, not gränts. Being
the kind of \^triter f v¡as , in Canada, was
a quixot.ic gesture , anl.!ùay ' because the
kind of stories that f wrote from the begin-
ning were stories that coul-¿ln't possibly be
printed in Canada. Where were they going
to be printed? !\lhat magazine would prinÈ
them? None. So they had to be printed out-
side the country. r 'saw that right from the
beginning and that was fine; I just. vlent on
doing the kind of thing I did best. Then,
in my of f periods r \"¡hen r got sort of weary
of the whole thing, I jusþ-had to pick up
a living as best I could.r/

rn a similar vein, he insisLs in a review of SoJ-zhenitsyn

that. :

To the state an¿i the politicians fin
Canada] the writer is sirnply not important.
This is a great thing for the writer who
can d.o his work as he wishes to do it, but
many a writer in Canaila has. gonclered if iÈ
matters at all where he is.rE

And he cannot resist cornparing life under a capit.alist

system to that. und,er a communist regime:

the himan spirit suffeÌs the same toÏments
in boÈh the capit,alistic and communist
worlds. fsolzhenitsyn] celebrates a man's
right to his own inner lÍfe. He shows it
is these for every man in every country,
no matter how high the prison wall q¡ the
discipline of the iron conventions.rv
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More difficult to prove but worth recordíng is the

influence óf all of this upon his thought. There are signs

that both his aims as an artist and his sense of isoLation

play an unusually large role in his work, and it ís

interesting to compar.e the similarities. He develops in

the novels, for example, a concept of human character and

personality that obviously owes much to art. Favouring

íntuitive approaches, he encourages irnaginative understan¿l-

ing like his own.

The emphasis in the work upon complexity is itself
an argument for awareness, a poinÈ Callaghan's characters

make severåI times. Heroes like Peggy Sanilerson and MichaeL

Aikenhead admit, for exampJ-e, to the superiority of instinct
to reason. Peggy trusts only her "whirling-a\,7ay feeling,"20

and Michael bows his head to his heart.2l others like
Harry l,ane relinquish their search for justice in favour

of an ideal of sensitívity and "avtareness" instead.22

El-sewhere there are attempts in the novels to equate

human experiences with art. Michael Aikenheail's affair with

Anna Prychoda is said to participate in the pure realm of

poetry, and human relationships are seen in terms of art.
Peggy Sanderson's encounter wiÈh al-ien otherness in the

naked body of the Negro Jooy, ,.rock , cJ.early has literary
antecedents. With its attendant sensations of "beauty,"

pain, wonder, and strangeness (The Loved anct the Lost,

pp. 40-41), it participates in the Wordsworthian tradition
of Romantíc experience. Even Italian women are praised in

,',!:ìrr:::



passing for turning J-ovemaking into an art ín A Passion in
_23
KOme.

Callaghan also defends the mystery and Íntegrity of

the human personality against attempts to ¿Iefine iÈ too

narro\,\tIy. He lov¡"¡itgly explores , for example , the relation-

ship between sinner and saint and in novels such as Such is

My Belovêd an¿l More ifoy in Heaven rejects religious concepts

of innocence and guil-t. Elsewhere he insists upon Èhe

ambiguity of human motivation and resists behaviourist

explanations of human activity. Many constructions are put

upon Harry L,ane's conduct in The Many Colored coaÈ, and

Callaghan insists that all of them are true. Indeeil, the

emphasis in al-I of the novel-s is upon increased un¿lerstand-

ing and imaginative approaches like his own.

Perhaps the clearest example of this kincl of

emphasis is to be found in Luke BaLdwinrs Vov¡. On one l"evel

at least, the novel is abouL the opposition bet\,teen "a good

practical view of thÍngs" and "the splendor and insight of

the imaginatíonr"2A and iL is cl-ear that callaghan favours

the latÈer. UncLe Henry's poÍnt of view and its short-

comíngs are epitomized by his reading tastes. He prefers

biographies and heaps scorn upon the fairytales favourecl by

Luke, what he refers to as "sil-l-y sentimental legends and

myths" (p. 28). ït is !lr. Kemp who gives the boy good

aclvice . Advising L,uke " to think fhisJ o!,tn thoughts " anil

"rely on ftrisf own experience" (p. 75) ' Mr. KemP points out:

10
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Some people never look to the right or the
l-eft and only see what's uniler their noses.
l,ife has no mysteries for them. Theytre
sure of everything. Maybe itrs wise not
to be too sure about a dog or a man and the
spirit that gets into them. . . . Yourll .

have to use your ovtn eyes andl your own
imagination. 1p. 76)

Not surprisingly, a great many correspondences

exist between Caltaghan's view of l-ife as an artist and

those of his iiteal characters. His youthful ileterminaÈion,

for example, to l-ook at the world freshly for himself is a

refrain running throughout his work anil is everywhere a

measure of integrity. In an article on the art of fiction

he distinguishes between " two kinds of v¡riters: the one \,7ho

tries to see the v¡or1d out of his or¡¡n eyes and the oÈher

one, the commercial r¡¡riter, who tries to see the world

out of the eyes of others";25 h" equates "the very iilentity

of the writer" with "his kind of eye";26 and he l-aments

with Tom L,ane the fact Èhat for the most part "scholars"

have "been trained to see the worlcl Èhrough sornebody else's

eyes" (The Varsity Story, p. 93). Thus, he appJ-auds

characters like Peggy Sanderson \,rho adopt moral postures

similar to his own:

She relied only on her own insights. She
would take nothing for granted. ft was
wonderful and exasperating. . . . one ri.ras

compelJ-ed to look aÈ everything freshJ.y.
(The Loved and the lost, p. 174)

Callaghan himself appears to have noticed the

similarity and wishes that others would as well. IIe con-

fesses that keeping his inilependence is "terrÍbly important
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to Ehin] as a writer" and goes on to explain:

I suppose I do have this real-J.y peculiar
moral view of the worId, absolutely my o\^tn.
fn some ways it's quite an anarchistic
view of the worl-d. . . . anarchistic in
the sense that iÈ is fiercely dependent
upon the inclividual view never yiel-cling
to another manrs sense of rectitude. No
character in my books, if you've ever
noticedr ever rushes and throws himself
at the feet of another man and says, Mea

*lps, admit me back into the ranks. No!
Ee rnay duck his chin a 1ÍttIe, as has been
said, and turn his coat col-Lar up and his
head down and go out. r¡¡aLking alone against
the wind. But he never comes back, anil
says, Iook, r diil wrong, forgive me anil
let me back into the warmth of your house.
Never. Nobo¿Iy does ÈÌrat, everr not one
of them. No one has ever noticecl this. If
the guy is an outlaw, if this is the way
he sees it, he goes on. He may have trans-
formations within himsel-f , discoveries about
himself, he rnay get beaten or be in despair,
with himself, but he doesn't go back and
say I hacl it all \^trong , you kno\.\t, forgive

. me. Nothing like that. rt's just Bllyiel¿l-
ing; al-l- those guys are unyielding.''

Interestingly enough, the portraít he Paints of

the artist corresponds closely to his favourite kind of

hero. ExpJ-aining lrith his hero, Arthur Tyndal1 , that a

"man with the artistic temperament " is "always self-con-

sciously observing and wondering, always separated" from

the \dorld (The Varsity Story, p. 117), callaghan develops in

the novels *"t*.= that are similarly alert, open-minded,

and aware. Indeed, alt his heroes are introspective sou]s,

much given to meditation, anil his noveLs are noticeably

deficient in narrative adventure. Just as Cal-J-aghan him-

self "keeps looking at the appearance of things, call it

concrete reality, the stuff of experienc€ r or sÍmpIy 'what



I3

is out there'r"28 his heroes are described as either "on

the watch" like Sam Raymond "for anything that would give

ftfiem] lacf their bearings" (A Passion in Rome, P. 7) ,

or sensítive souls like Michael- Aikenhead who describe a

return to the enviable state of nature chi-efly in terms

of heightened perceptions :

My mind would grow quick from watching,
my eyes would be like hawk's eyes.
(They shall- Inherit the Earth, p. I88)

Even his advice to his \ife, Loretto, has close

parall-els in the novel-s. As a young man in Paris just em-

barking upon his J.iterary career, he is convinced that

our j ob - . . \^7as to be concerned with
J-iving and it seemed to me it would be
most agreeable to Goct if we tried to
real-ize all our possibiJ-ities here on
earth, and hope vre woul-¿l always be so
interested, so willing Èo lose ourselves
in the fullness of Iiving, and so hope-
ful that I^7e woHld never ask why we were
on this earth. z Y

He later ilevelops in Anna Prychoda, the fictional embodíment

of his ideal:
She \ntent on from day to day, living and
loving and exposing the fulness and whole-
ness of herself to the life around her.
. . . she gave herseJ-f to everything that
touched her, she let herself be, she lost
herself in the fulness of the wor].il, ancl
in losing herself she founit the world, and
she possásseit her own souL. PeopJ-e like
her èou1it have everything. They coulil
inherit the earth.

(Thev Sha1l Inherit the Earth, p. 242)

of course such a phílosophy of "personal-ism" itself

owes much to art.30 For thê most part devoting itself to a

careful prescription for the best way to be "alive as a man
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?1in the wor1d.r"-- callaghanrs persoïralism involves at once

a rejection of ideology and the ailvancement of inclividual--

izecl eÈhical systems that are usually close to the auÈhor's

o!ün. Moral princíple ì-s construed out of a personal

antipathy to authority, and the onty lrlay to arrive at reality

is independently and intuitively.

Míchael- Aikenhead's case is instrucÈive here. The

hero of They ShaL1 rnherit thê Earth, Michael m¿rkes a sirniLar

survey of intellectua]. fashions as clid callaghan as a young

man anil arrives at virtually the same conclusions:

IIe began to think of all those he knew in
the city who were in some way like him,
because their soul-s were restless ancl there
was a break within them. He could see
Nathaniel Benjamin, the Christian convert
. . Huck Farr . . [who]had found thè
brotherhood of mân in the desire for wonen.
. Bil-l Johnson, the revolutionary. . . .
young Dave Choate they were all iihe
himself, only some of them beca¡ne Catholics
and. some beca¡ne conrnunists, and then it vras
too bad for Cathol-icism and too bad for
communism, for such people as these in this
generation only heaped the chaos in their
o\4tn soul-Ë on whatever they toucheil. Such
people were all like hirn in this, that they
couldnrt know peace or dignity or unity with
anything till they were single and whole
within themselves.

(They Shal1 lnherit the Earth, pp. 24I-42)

The emphasis in the work upon personal priorities
also derives from personal experience. Moreover, it can

be seen as an at.tempt to elevate whaÈ Cal-J-aghan regards as

the novelistt s natural preoccupat,ion with "the ways of men

and. women in their rel-ationship to each other" into a
it

philosophy of life. "' Callaghan admits, for example r that:
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Just as iÈ was part of my writing creed Èo
distrust calcul-ateil charm in pÍose, so as
a person, I suppose T felt it was beneath
me to t.ry to ingratiate myçelf wiÈh anyone
who aroused my curiosity. rr

And it is not far from there to the assert.ion that. it is

"l-ittle things" anil not "great. principJ-es" that actual-J.y

govern people',s líves:
lìlhenever I \,roul¿l think of these t\n¡o men Ì¡tho
had been rny friends_ þrnest Herningway and
F. Scott Fitzqeralcl-l , I wouJ-d find myself
growing fascinated at. the way little details,
l-ittle vanities, J-itt1e slights' shape aJ.l
our relationships. It is these l-ittle
things, not cLashes over greaÈ principJ.es,
that turn people against. each other.ra

Fina1ly, the impulse in the work towards reconcilia-

tion can be related to his writing creed. In a passage in

his memoirs expLaining his preference for the paintings of

Matisse, CalJ-aghan admires, in particular, the artistr s

attenpt to present "the thing seen freshly in a pattern that

was a gay celebration of things as they were. "35 He wonders:

lrlhy couldn' t all people have the eyes and
the heart that woul-cl give them this happy
acceptance of reality? The word made
flesh. The terrible vanity of the artisÈ
who wanted the word without the flesh. I
can see now that I was busily rejecting
even then that arrogance of the spirit,
that fantasy running through ¡nodern Iètters
and thought that man was alien in this
universe. From PascaL to Henry Mi]]er
they äre the children of St. Paul. ro

CJ-earJ-y retrat,ed Lo his attempts as an artist to find

"the right relationship between the words and the thing or

person being describedr"3T the remarks have relevance for

his characters' lives as well. The attemPt as a writer to
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strip the language, and make the styl-e, -the
meth-o¿l, all tñe psychological ra¡nifications,
the a¡nbience ot ttré relationships, all- Èhe
one thinq , so the reailer coul-clnr t make
seParatións 3I

is equatecl with the adoptíon of a more appropriate attitude

tor4rards life, and certainly the kinds of acco¡runodation he

forces upon them are exactly those he favours himseLf' Annie

Laurie's "fatalistic accePtancer" for example, gives her "an

unspoiled glow" and she is made to express the belief that:

A1l- the trouble comes from people who are
bent on using their heads. They J-ook for
angels in people, they always expect
people to be better Èhan theY are
Not me. . . . So I don't get outraged, see?

(Thê MahY Colorêd Coat, P. 244)

frgain, the kind of accepÈance managed by Anna Prychoda màkes

her "innocently joyful ," "proud and free" (They Shall

Inherit the Earth, p. 152), and Michael is made to ackno\'¡-

ledge as much as he can of life and death:

He was simply trying Èo geL useil to the
notion of Anny dying, of Anna ilead. ' ' '

. and he longed Èo be able Èo pray. ' ' ' he
spoke each word with a dreadful- sl-ow
h-esitancy, as if he must test every Ì"ord
to see if he honestly believed it and
appreciated its fulI meaning. "our
rãLher, Who art in heaven, Halloweil be
Thy..,- ¡¿¡n". Thy Kingdorn come, yes r Yês r

Thiìì'Kingdom come, Thy-,'will be done," and
he nodded hís head slowl-y to that too'
. . . When it was done, he felt he hacl
accepted whatever there had been of life,
and what there was to be of death.

(Thev Shell fnherit Èhe Ea?th, p' 236)

The point that must be stressed above al1 others '
then, is that callaghan's aspirations as an artist are more

than merely tangential- to his thought. lt is not surpris-

ing, therefore, that the specÌat interests ilefinetl above
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continue to col-our his views. His thoughts about socieÈy

are strongly influenceit by these special- interests as is

his attituile to\^7ard the Church. What is surprising, anil

unacknoi.rledged, is the extent to which this is so. The

chapters which fol-Iow explore in detail Èhe relation between

CalJ-aghan's ethics or bel-iefs and his aesÈhetic Èheories,

an¿i attempt to estabLish not only the substance but also

the aesthetic eharacter of his views'

Chapter Two examines Cal-laghanrs treat:nent of the

Church. The author's habit of associating artistic talent

or appreciation vrith superior insight and the host of in-

effectual priest figures that haunt his pages assume major

thematic importance here. A cornparison of the personal

fortunes anil careers of t\^to of his characters, the artist,

Sam Raymond, in A Passion in Rome, and the priest, Fr.

Dowling, in such is Mlv Bel-oved, points to the superioriÈy

of imaginative approaches to truth. There are serious

differences i4¡ith the Church. Tending to replace obedience,

orthodoxy, and faith with the simple virtue of Looking at

the world through one's ovtn eyes, Cal-J-aghan quarrel-s with,

amongi other things, hierarchical conceptions of human love,

the other-wordly emphasis of traditional belief, and the

puritan tradÍt.ion of Mother Church.

Chapter Three expl-ores his vie\^7s about society'

Making a significant connection in his work between

"spiriÈual- dryness" and "tiredness of the imaginatíon,"39

Callaghan seems to suggest in novels such as More Joy in
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Egyeg, The Loved and thê Ï,ost, an¿l @'
that it is businessmen \n¡ho do not read who are bound to be

moraLly unabrare. ÌIe attacks his society for its material-

ism, conformi.ty, and dullness, and. there are signs that his

analysis derives more at times from strong feelings of

artistic isol-ation than from purely inteLlectual differences

with the naÈional ethos .

There are several contradictions in the work.

Disputing clocÈrinal approaches, Callaghan attempts comple-

mentary nyth himself, and Christian concepts of innocence

and the fatal falJ. to knowledge are replaceit r^tith a kind of

redemptive guest for al^tareness and the approach of the

Artist to God. Cal]-aghan's use of religious metaphor is

al-so contradictoïy. Resisting the flight into metaphor on

the one hand, he approaches the Bible as literature on the

other, and is not above putting both traditionaL symbol and

church architecture to ironìcr if not ilevotional-, use.

chapter Four addresses itsel-f , in parÈícuJ-ar, to the gap

between theory and Practice in Èhe novels anil attêmpts by

way of conclusion to assess the nature of Callaghan's

achievêment.

l.: .' :::



CHAPTER II

CAI,].,AGHAN AND THE CHURCH: TTTE BIBLE
AS I.,TTERATURE AND A THEOIJOGY OF IMAGTNATION

A constant el-ement in Cal-J-aghanrs work, and one

which il-Lustrates ín a particularl-y striking fashion the

aesthetic basis of his moral- philosophy, is the authorts

quarrel with the Church. I refer here, of course, to the

Roman Catholic Church in particular-{al-J-aghan \¡¡as rai sed

in that traclition--but his crit.ícism applies as well to the

whole of Vlestern Christianity, what he refers to in A Passion

in Rome as "the world that shaped fourJ tives" (p. 170).

His debt to Christianity has been generalJ.y overestimated,

and his distance from that, tra¿tition never fully explored.l
For the most part Callaghan's confidence in art repJ-aces

his faith in orthodox dogma or creed, and wherever tradi-
tional belief survives it has undergone significant change.

The Artist usurps the Priest as the naturaL guardian of man's

moral-s and his spiritual health; he approaches Go¿l as Divine

Seer into truth; and as the Bible fad,es more and more into
myth and literature, an artíst, ultimately becomes the hero

of one of the novels.

The chapter is divided into three sections. Part

one establishes the triumph of Artist over Priest. and suggests

some of the reasons for Èhe apparent superiority of

19
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intuitive approaches to truth; part two examines in specífic

detail- the nature of Callaghan's quarreJ- with the Church;

while part three analyzes what amounts to a kincl of theology

of the imagination with particular reference to Callaghan's

use of religious metaphor and his reinterpretation of ÏIoly

Ilrit.

T The Triumph of Artist over Priest

ÌÌhether or not Callaghan's quarrel \dith Christian-

ity arises out of his youthful determination as an artist

to look at the worl-il freshty for himself, it is cl-ear that

he plumps for individual insight and irnagination in

preference to iloctrinal approaches to truth. He tends t

therefore, to equate superior insight with artistic appre-

ciation or talent and to cleJ-egate to the Artist the moral

grandeur and the sympathy more co¡nmonly reserved for the

Priest.
Trvo relatívely minor leitmotifs in hís early work,

the host of ineffectuaL priest figures haunting the noveLs

anil his habit of associating artistic talent with Ínsight

anil imaginat.ion, uJ-timately achieve major thematic importance.

The portrait of Father Dowling in Such is My Bel-oved rePre-

sents the culmination of his interest in the Priest; the

study of painter cum Photographer, Sam Raymond r in

A Passion in Rome constitutes an apotheosis of the -ArtÍst

as heroi and a comparison of the tr^7o novels is very
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revealing indeed. Analysis of the lives ancl objective

circumstances of Èhe heroes demonstrates the superiority of

intuitive approaches to Truth; cornparison of their.responses

to particular masterpieces (of art ancl of literature)

clarifies the aesthetic nature of the quarrel v¡ith the

Church; while strong biographical- para11e1s between the

Artist as hero and Callaghan himself, lend weight to the

argument that the authorrs symPathy is reserved for the

Artist as opposed to the Priest.

The use of artistic tafent or appreciation as the

sign of superior insíght and imagination occurs so frequent-

J-y ín Callaghan's novels that it amounts to a kind of

literary shorthand. From ,Jim Hughes' singing it IË eJgr=I

&I, to Arthur TyndaLl-'s fluteplayins in gg-yarsi&¿

E!.oLX, and Jim McAlpíne I s penchant in The T.,ovecl ancl the

þg! for pencil poïtraíture of his friends, short stories

and novels alike routinely associate aesthetÍc abiliÈy

with the quality of the heroes' moral- concerns. CalJ-aghan

himself explains the sl¡mboI. speaking of his short sÈory

entítl-ecl "Timothy Harshaw's Fluter" he remarks:

The flute seems to me a s¡zmbol. The guy
who pJ-ays the flute strikes a blow agajnst
the worl-d. It. has something to do with
the Iigþtness anil airiness of the human
spirit.. z

In addition to the plastic arts and music, the reail-

ing tastes of the characters are often an inilication, fre-

quently ironic, of the stâte of their spiritual health.
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In gangg- guqilive, Trotter Sr.'s sacrifice of his Sunday

painting to the ethics of harcl $¡ork and m¿rteria]. success

symbolizes Èhe atrophy inherent in the Puritan imagination '

His family life inevitably suffers and he dies an untimely

death from gangrene of the 1eg. The reading matter enjoyed

by Harry Trotter himself, and by Scotty Bowman in The Many

colored coat, detective stories on the one handr an¿l

business magazines on the other, reflects the dullness of

their souls and their obsession wiÈh viol-encer sex, crime,

and money, \^thile uts. Gibbons' Passion, in å-3¡c&!-'JglnsJ.,
for books about the lives and self-mortification of the

saints reveå3s at once the rnorbid perversity of her sexual

preoccupations ancl her penchant for martry¿lom and melo-

drama. Peter Gould's famiLiarity, ín the same work, with

the novels of Ð.H. La\,trence and his recommendation of them

to his girlfriencl, Marion, are ironic. He has not absorbed

their message abouÈ the deLeterious effects of over-ratíonaL-

ization upon the human passional Life. And Wolgast's

father's renunciation of reading after the white horse

incident in The Loved anil the Lost rePresents his spiritual

capitulation to materialism, to the economics of power and

pride of possession.

It is noÈ surpùÍsing, therefore, that the ul-timate

hero of the novel-s is an artist J.ike Callaghan himseLf'

The hero of CalJ-aghan's latest work, 4- EgE5isn-¡r¡- ReE,

is the painter cum photographer, sam Raymond ' and there are
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remarkable simil-arities between Sam's life anil Callaghanr s

o\^tn. Apart fïom the fact both men are arÈists, they

struggle with a sense of fail-ure and enjoy journalistic

assignments in Rome.3 Motao.r"t Sam's opinions arê frequent-

ty identical to those expressed by Cal-laghan elsewhere.

Sam Raymond's eventual- reconcil-iation to the

failure of his personal and professional life-he has to

admit he is a "no-l-ove, no-talent guy" (A Passion in Rome,

p. 345)-is virtualLy the same as. Cal-laghan's own accolluno-

dat.ion as he explains it in an article entitled "The

Pleasuresof Failure."4 Sam's decision to put personal-

prioriÈies before career, \,¡hat he refers to as "success of

the heart" (P. 162), as weJ-J- as his queruLousnèss at his

fatherrs conunercial appeal , echoes CaJ-laghan's criticism

of material success and his description of his wartime

struggles with "spiritual dryness" and with 'ipanic" after

the failure of tr,rlo of his plays.s cl"i*irrg to have

gradually gainecl strength from his struggle, CalJ-aghan ex-

plains how he began "a new productive period in my career"

circa l-946-47, feeling "strangely in fuLl possession of

myself, more than ever my own man. "6 The paral-Ie1 with

sam Raymond's conviction is very close:

If yourre no good, r and dontt ever see it,
well it means you haven'È much awareness
of anyÈhing Tt seems to me if You
have this atttareness, even if it takes a
l-ittfe anguish, you've lifted yourseJ-f
. . . You don't quit.. You try something
eIse.

(A Passioh j-n Rome , P. 172 )
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There are also strong simiLarities beÈween

Callaghanrs opinions in That Sununer in Paris and those ex-

pressed in the novel. Indeed, the young manhood of thè

author appears to be Èhe model for the experience of the

other. Thus Sam describes Èhe confusion caused in his
youth by "a11 the doctrinal ideologies . . . fading into
myth," as well as his contempÈ for specuJ-ation about,

"things that could not be known" (A Passion in Rome,

p. 334), in worils which echo Callaghan's rejection in his
autobiography of poJ.itÍcal "slogans" and "metaphysics."7

Moreover, Èhe hero of the novel- admires the relaxed accept-

ance by Mediterranean Catholics of the facÈs of death and

genital love. Sam and Wa1ly Koster " ftaf:<] about religion
and fagree]l thaÈ if it had been possibl-e for either one

of thêm to have a formal faith in these times, they wouJ.il

choose to be Mediterranean Catholics" (A Passion in Rome,

p. 336), remarks which echo the author's observat,íons about

Xrnest Hemingway ín That Sun¡ner in Paris:

I heard someone at, a party say mockingly,
rHemingway became a CathoLic because aLl-
the Spanish bullfighters vTere Catholic. r

No . There \,ras much more to it than that.
. . . it struck me that by somê twist of
t,emperament, in spite of his puritan
family¡ he was in fact int.ended to be a
Mediterranean Catholic. Ú

Sam's decision to return to Anerica, to father,
family, career, and responsibiJ-ity, also para11e1s

Callaghanrs life. Calì.aghan renounced. the expatriate l-ife
of the artist-exile after one short summer in Paris in
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order "to torge fhis] own vision in secret spiritual

isolation in this] native city, " Toronto.9

AJ-though \¡¡riting out of personal- experience is

not unusual, the implications are significant here. Ïn

view of Sam's ilenial of the Christian vision, it ís dif-

ficult to escape the conclusion that his opinions are close

to CaLlaghan's own. He dismisses Michel-angelo's "Last

Judgment" as an "old, o1d lie" (A Passion ín Rome ' p. 46)

and insísts that his opinions are as vaticl as anyone else's:

Those distorted figures in "The Last
,Ju¿lgment. " No , it \'ras only Michelange3-o' s
best judgment of the matter. Never the
last one. (p.3s2)

Such explicitness is useful , moreover, in clarifying the

bias of Callaghan's thought. It ílluminates the ironies

of works such as Such is My Bel-oved and confirms the tri-

urnph of Art.ist over .Priest.

The priestly tradition in Cal-J-aghanrs noveLs is

almost whoIly one of impotence and ineffectuality. His

short stories and novels are veritably priest-ridilen, anil

from the anonl¡mous cleric admired by Vera Trotter in

strange Fugitive, through the besotted Father Mason in

It's Never Over, to the painfully inexPerienceil Father

Vincent SulLivan in A Brokên Journêyr1o th" Prototype for

Father Dowling himself, priests and the exigencies of

their profession holit a special fascinaÈion for the author'

Doubtless some of the characters are drawn from l-ife. The
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priest, for example, \^7íth.whom he enjoys long conversations

in his autobiography, appears to be the model- for at least

three of them, Father Masonr Father Dowling, ancl Father
l't

But,l-er. rr He explains his interest \4lith irony: it seems

to one of his el-derIy priests in Such is My Beloveil ' for

example, that "thê young priest was just as pleasing Èo

cod as the Blessed virgin. "12

Even after the apoÈheosis of the character.in Such

is My Bel-oved, Èhey continue to haunt the novels. It is

Fr. Butler in More iloy in Ileaven who effects Kip Cal-ey's

change of heart, just as Peggy Sandersonrs father's

betrayal of his convictions clearly influences her l-ife.

A Methodist minister in @, PeggY's

father surrenilers ignorniniously to the raciaL prejuclice of

his flock. Again, it is a priest who hears Harry L',aners

confessions in The Many .Colored Coat, while a lapsed

serninarian, Tomaso Ferraro' appears as a journalist in

A Passion in Rome.

Despite professions of faith, solemn vows 6f

chastity, poverty, anil obedience, and his mission Èo carry

Christ's message to the worlil, the priest's tradition in

Callaghan's novels is not a happy one, and his vanities and

foibles are constantJ-y exposed. While always a presence to

be reckoned inzith (StranEe Fugitive), and gi-ving genuine

comfort at times (Fr. Butl"er) ' they are generalfy portrayed

as ineffectual (Fr. Vincent Sullivan) anil cteeply troubfed

Èhemselves (g'r. Mason), whose irrelevant advice to the
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Tt is their preoccupation utith sex as Èhe root. of aLl" evil

that invalidates their moral- advice for John Hughes,

Michael Aíkenhead, and Harry Lane in turn, \nthile Sam

Raymond simpJ-y faLls asleep in the confessional box, un-

able even to pay attention to what the priesès with their

strange rituals werê saying.

The unfortunate plight of Fr. DohTling in Such is

My Beloved Tepresents Callaghan's definítive study of the
13clericrt" and iÈ is reveal-ing to compare the priest's

failure with the success of Sam Raymond in A Passion in
Rome. ÌÌhile what ís inpJ-icit in one is explicit in the

other, both novels constitute harsh criticism of Christian-

ity, and a comparison of the two clarifies the aesthetic

nature of Callaghan's quarreJ. T^rith the Church. Cal-laghan

admittedly deals here in generalizations , particularS,y in
A Passion in Rome where he is perfectly conÈent to êquate

MichelangeJ-ors visíon wiÈh the whol-e of lVestern Christianity.

ITe assembles an internationaL cast, an¿l characters as

various as the Roman Catholic, Francesca, r'ilho is the

estranged wife of an Englishrnan, Reggie Winters, an Italian

film maker, Alberto, \,rho is described as a Christian human-

ist, and an American catholic, Anna Connel , aI1 experience

spiritual confusion, the legacy of, \,that. is for Callaghan

at 1east, the Christian vision in a non-specific sense.

27

In Such is My 3e1ove¿i an¿l A Pâssioh in Rome
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artistic and priestly traditions cohere. Aesthetic tal-ent

and appreciation are signs of superior insight even in Such

is My Bel-oved. One has only to compare r for exampl-e, Fr.

Angl-inr s seJ-f-righteous pomposity with the attractive moral

earnesÈness of Fr. Dowling, a point made manifest in Èhe

novel by the contrast between the former's fears of contetn-

porary literature and the latterrs extensive personal

library. But the wholesale failure of the holy faÈherrs

spiritual commission continues as an ironic pattern as well-.

By alJ- objective standards, Fr. Dowling's attempt to con-

struct. a new socieÈy based on Christian principJ-es must be

judged an unmitigated disaster: whereas Fr. Dowlingrs

sacred mission to the world only removes him from life and

reality to the insane asylum of theoJ-ogical disputation

about the meaning and nature of love, Samr s busman's tour

of Roman art treasures restores him safeJ-y to the real

r¿orl-d of l-ove and possibility he left behind him in North

America. He returns home to father, responsibility, and the

hope of a ne\'ir career .

The key to the discrepancy, of course, is Fr. Dovtling's

submission to religious orthodoxy versus Samrs uncompromis-

ing criticat inilependence. The courage of Sarnrs convictions,

not suprisingly, is ascribed to his profession. As painÈer

cum photographer, his temperamenÈ is seen to be quint-

essentially aesthetic. But the measure of the differences

bet\n¡een the t\^ro is their reactions to specif ic works of art:
to solomon' s "Song of Songs" in Fr. Dowling's case, an¿l to
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Michelangelo's "Last Judgment" in Sam's.

Both works are religious masterpieces whose beauty

and genius are admired, but their respective visions, which

are antithetical , are rejecteil for very different reasons.

W?rereas Fr. Dowling originally respondecl to "Èhe bol-¿l

sensual phrases" in praise of love (Such is My Beloved,

p. 78), he grows increasingJ-y disturbeil by the sexuality he

clíscerns at the heart of the poet.ry ancl eventual-ly abandons

his insight in favour of correct theological interpretation.

Sa¡n Ral¡mond, on the other hand, reJ.ying soIely upon his

personal experience of 1ife, confiilently dismisses Michel"-

angelo's " sorrowful- " vision as a "lie" and an unfortunate

distortion (A Passion in Rome, p. 46). Ilaving seen for

himself the innocent pleasure afforded by human love, he

iesists christian fears of sensuâlity and trusts his

intuition instead.

It is the question of freedom and of faithful-ness

to one's personal view of l-ife that is ul-timately at issue

here. As the essence of moral seriousness and authenticity,

Fr. Dowlingts betrayal- of his convictions is the r^lorst of

his seveïal sins. Whereas it is suggested that Fr. Dovi7líng

is the prisoner of his faith and iloctrinal beliefs, Sam's

search for meaning is referred to by the hero as "an

enl-argement of his freedom" (A Passion in Rome, p. 127).

References to tied hands and to the sacrifice of his man-

hood through his vows of celibacy (such is My Beloved,
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pp. 20, 50, 107, l-12 and 129) reinforce this iilea in Fr.

Dowling's 6¿ss-þis hands are "big, soft fandJ strong"

(p. 1l-2) but po\^te r le s s----+vhi l- e Sam's flight from the

perilous chapel is regarded by him as an escape from "a

place where he had been imprisoneil and tormente¿l for years"

(å, Passion in Rome, p. 39).

The tendency to defer to authority is seen to have

tremendous consequences upon Fr. Dowling's l-ife. confronte¿l

with experiences r^rhich ilo not square with orthoclox clogma,

he Ëends to accept official expJ-anations of the truth. The

differences between the religious temperament and the

approach of the artist are particularJ-y apparent at the

beginnings of both novels. Whereas Fr. Dowling is complete-

Iy convinced and as eager to minister as he is naive, Sam

Raymond is possesseit sirnpJ-y of a "fierce, fugitive longing"

to see some "sublime rightness" to it aI1 (å-3gESien--.ig

Rome , p. 334 ) . He is world-r^teary and anxious onJ-y to see

everything for himsel-f . Ironicafly, iÈ is San rdho saves

Anna Connel and himself, while Fr. Ðowling not only fails

the prostitutes but also comes to grief on his own.

It is in their ability to come to terms with reality

that Èhe cause of FT. Ðowling's fail-ure and Sam's success

can be seen. Vihereas Fr. Dowling belongs to an essentially

closed anil overtly ideal-istic system of belief, Sam Raymond,

espousing no particutar iileology or creed, maintains a moral

posture i€tentical to Callaghan' s o\,r¡n. Thus , while the
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priestts confrontation of sex, sin, and suffering ernbodied

in the prost.itutes, Midge and Ronnie, progressively dis-

il-lusions him, Sarn's response to the complexity of human

1ífe, adrnirably open to real.ity as he is, gradual-ly restores

his self-confídence.

Sam's confronËations are assocíat.ed with visual

spect,acler. with his visits to the Sistine Chapel, the

coliser¡m, and the Papal funeral in Rome, and in each case

he faces an unpleasant. reaLity. There Ís no attempt to soften

the trutht he faces, for examplê, at the Papal funeral the

horror of the "conqueror worm" (A Passion in Rome t p. 27I\.

But he emergês with his convictions inÈact. Thus, although

he is yisibly shaken by his visit to the Coliseum whêre

Anna Connel's mínistrations to the starving cats causes him

imaginatively to reconstruct the sufferings of the first
christian martyrs, he eventual-ly arrives at the conclusion

that "it.ts not guilt, it's the fear of life that has

troubled the human race" (p. 194). Ðramatic recreaÈion,

in effect¿ of the historical- Toots of ChrisÈianity, savage

spectacles such as this only confirm him in his original

suspicion: it is Christian pebsimism that militates against

tife. Facing at the moment of their death not onJ-y the

fact of human mortality, but also the beast within (the

fact of man's inhumanity to man), earl-y ChrÍstians, as con-

ceived by Sam Raymond, were literaIly "frightened to death":
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Tossed out, no$¡ just the cat's meat, the
world's fear in the scream of agony of
the first onei then another and another,
torn and swal-lowed in fierce gulps. But
nor^t no rnore .frantic Lonely wails; those
who were t"¡¡-just scared to cleath; just
hunks of meat.

(A Passion in Rome, p. 155)

Anna r s problems are thus sl'mptomatic of \'¡hat he refers to

elsewhere as "the worldts sea of ,fear" (p. 143), and the

"real-J-y scared people he had known were the ones without

any good opinion of themselves " (P. 114).

In marked contrast, Fr. Dowling's reactions to

anomaly are typically equivocal , and he frequently resorts

to rationalj¿ation. Struck, for exampJ-e, by the fact of his

affection for Charlie Stewart who is patently a gooil man

even though an atheist, he is fond of seeing him as a

catholic manquá t "Charlie's in the Church in heart and he

doesn't rea11y know it" (Such is My tseloved, p. 56); he

wishes that Marx had been a Christian 1p. 75) i and he even

entertains the absurd notion that Nietzchers "1ack of

Catholicity is a disguigs" (p. 75). The point seems to

be that Fr. Dowling is incapabl-e of facing Èhe implications

of his most. daring specutations, ancl that, in fact, he is

never very fâr from the institutionalized Church in this

respect.

The resul-ts are equally revealing. Incapable of

facing or acceptíng either his own or hís Church's failure,

Fr. Dowling ends in complete capitulation to authority,
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monsÈrous egotism, an¿l despair. His interview with Bishop

Foley is his finest hour as far as critical- inclependence

is concerned. IIe regarcls him "as he would . . ' an

ordinary man, instead of s imply seeing him as his superior,

and accepting his worcls . . . as he would the ltor¿l of Goil"

(Such is My Bêtoved, p. 129). But it encls with his recol-

l-ection that "obedience is rÌecessary. obedience is to be

preferred even to sacrifice" (p. 133). His madness apPears

to be the consequence of such obedience, as well as the

result of self-sacrificial love, so that doctrinal' approaches

to truth are implicitJ-y clismissed by Callaghan as pernicious

anit life-denying. On the other hand, Sam Raymond's

recognition of the paradox inherent in defeat, Èhat Èhe

human spirit is virtually unconquerablê and that life goes

inexorably on, leaves hím spiriÈually renewetl anil "fiercely

exultantr" with a fresh set of priorities ancl hope (A Passion

in Rome, p. 352). rt is imagìnative approaches that are

reclemptive, and rvhich Callaghan evidently prefers'

lluch art and some t\,tenty-odd years separate the

subtùe ironies of glch js-gy-Belovêg (1934) from the more

strident assertions of A Passion ín Rome (1961). AJ-though

the priest's story is the more compeLling of the two, con-

clusions favourable to the ArtisÈ are unavoidabl-e in a

philosophical sense. As biographical parallels are examined

bet\teen the hero's life in A Passion in Rome anil Callaghan's

own, and as the author demonstrates that ideological
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independence and simple faithful-ness to one's personal

experience ensure growth, triumph over adversity, ancl hope,

the Artist is reveal-ed as the most mora]. and aware of men.

As such he usurps the Priest in hi-s spiritual functions

and role: Sam resLores to life an¿l to reality not ontry

himself, but Anna ConneL as weLl. Like so many of CalJ.aghan's

characters, Fr. Ðowting is doomed to failure as a man

sirnply because he is a priest, whil-e Sam's success is

virtually guaranteed because he is an artist J-ike Callaghan

himself .

II The Naturê of thé ouarrel

Despite the triurnph of Artist over Priest, Cal-laghan's

rnoral philosophy owes much to the Christian tradÍtion'
though the debt Ís not as great as has been claimed.l4

While his belief in the transcedent Por¡¡er of l-ove and con-

cern for the spiriÈua1 Life of the inilividual are derived

from the Christian tradition, Cal.J-aghan means something very

different. from caritas by love anil is' for the most part,

resolutely criticaL of orthodox, doctrinaL, and institution;

a1 forms of Christianity. Not enough attention has been

paid to the author's own disclaimer: "The last thíng that's

in my mind is to wriÈe religious books. "l5
Many other of his coÍunênts put his positíon forth-

right,l-y enough. rn spíte of his Catholic chiJ.dhood,

callaghan is suspicious of metaphysical speculationrt6 ."
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impatient as his hero, Sam Raymond, with pretense about

"things that couLd never be known" (A ?assion in Rome '
p. 334), an¿I contenPtuous of Catholic "orr.r.t"ion". 

17 It

is his rejection of "orthodoxy" anil "authority" which is

chiefly important h"terl8 for this, coupled with his

inherent distrust of pureJ-y rational approaches to 1ife,

makes the claim of his supposed indebtedness to the French

Roman cathoJ-ic phiJ-osopher, Jacques Maritain, very unlikely

inifeed.I9 He knew and a¿l¡rtired the man, but not hís moral

philosophy.

External- eviclence in support of the influence is

scant and the novels themsel-ves do not support it. Callaghan

al-ludes briefly to the "personalist" approach of Maritain ín

a review of Al¿tous ttuxl-ey2o and witnesses to the personal

appeal of the man in an articl-e called " It \'las news in

Paris-not in Tsronto."2l But the article is more a piece

of Canaclian flagwaving than serious philosophical appreciation

ancl finds him, at its end, wryly suspicious of intellectual-

conversion by sheer force of personalíty. rn view of their

frienclship in the early 1930|s, it has been assumed that

the dedication of Such is My Beloved, "To those times \4tith

M. in the winter of 1933r" refers to ,Jacques Maritain.

But the fact goes unverified by Callaghan, and its con-

firmation would serve only to strengthen the irony of the

novelrs depiction of the decline an¿l fall of a priest.

Moreover' Call-aghan expliciÈJ-y denies such a ¿tebt, and in
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a letter i,¡ritten in March, 1967 cornpares Èhe idea of tracing

such an influence to "barking up the wrong tree."22 rt is

just. possible that Maritain's analysis of the inadequacies

of "bourgeois inilividualism" 2 3 defined the author's argu-

ments in They Shall Inherit the Earth, but the insights were

his own prior to 1933 (as evidenced by works such as

Stranqe Fuqitive, It'å Äe\¡gl !vsr, and å-Breken-qouæI) ,

and the novel contains, in attdition, a damning caricature

of a Catholic convert, in the pêrson of Nathaniel Benjamin.

!ühile Callaghan would agree with the philosopher that changes

in the social structure must bê accompanied by profound

changes within the inctivÌdual heart, his own approach to

that conversion is by way of neither blind faith nor

doctrinal disputation. He admits only to an interest in

the "neo-Thomis¡n of Jacques Maritain"24 and maintains that

even the philosophers themselves would agree that "the

artist fsicl kind of knowing" coulit yielcl "a ilifferent kind

of knowledge beyond rat.ional speeulation."25

There is evidence, moreover r to suggest that

Cal-taghan has always been miJ.dJ-y skeptical about the rele-
yance of formal phiJ-osophy to orilinary Iife. A short story

written early in his career, for example, entitled "In His

own counÈryr " details the progrêssive deterioration of the

mind of a small town citizen, Bill- Lav¡son, who grailually

becomes obsessed with the idea of emulating St. Thomas

Acquinas anél proclucing "a great work l-ike a sulwnary of aLL
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known fiel-ds of science, to demonstrate the relation between

science and, offhand, religion."26 whil-e the attempt is

ludÞÀèei+s ín itself, some, at l-east, of the irony rubs off
L

on the studies. Again, in Thê varsity story, (l-948) 
' one

of Callaghants charactersr Tom Lane' a woul-d-be novelist

very much, one woulil suppose, like the young Ca]-laghan, mocks

the efforts of a phiJ.osophy student "at. st. Mi.ke's":

Maybe you'l-L end up knowing exactly what
St. Thomas or St.. August.ine thought about
Lhe worl-d, and I won' t know it as wel-l .
Maybe yourJ-l master their thought. But
if any simple-minded student ever asks
you a question about history or literature
you'11 look surpriseil anil såY, 'ft ltrasnrt
my subject.' You're a pair of specialists.
I have nothing to use but my own heail.

1p. e2)

The same novel gives us a portrait of an American gracluate

stuclent "writing a thesis on Aesthetics, St. Augustiners

idea of beautyr " who is described as "tireil, troubled and

unhappy " (p. 156), and both the Medieval Institute and

Mar:itain are also mentioned. Maritain's repuÈation is
quesÈioned: "Tilelt, is he a philosopher or an apologist?"

(p. 154). Anil, final-J-y, in A Passion in Rome (196L), the

Iapsed seminarian, Tomaso Ferraro, exists as a kind of

caution :

r spent years with fst.] augustine's
ëhouqht. Can you believe this? I had
such a passion for unilerstanding Augustine
that . . . . I wanted to think and feel
as he ilid, see the worl-d out of his eyes.
. . . Then iÈ struck me one daY . Ì\lhat
is this? I am not St. AuqusÈine. I am
Tomaso. Vlhat a discovery! What a
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revolt! The whole world out there to
look at out of my own eYes. so it was
done. (p. 188 )

The haril fact is, of course, that Cal-laghan often

finds himself in violent disagreement with major tenets of

the Christian faith. IIe is partícularly distressed by

Christian pessimism about human nature and theological

conceptions about the nature of love anil inveighs loudJ-y

against their survival in the works of Roman Cathol-ic and

secular writers alike.

He disagrees, for example ' with the dualism he

discerns at the heart of Ì{estern Christianity. Indeed, he

identifies it, as we have seen, vùith "that fantasy running

through mod.ern letters and thought that man fls] atien in

this universe" anil regards \^triÈers as various as Pascal and

Henry Mi3-Ier to be equal].y heir to that tradition, aJ-1 "the

chilclren of St. Paul-."27

' He is particularly disÈressed by Christian fears

of human sexuality and attacks an otherwise "beautifuL writer

l-ike Mauria"f "]" evident "disgust with the flesh-"2I He

feels positively "pagan" in comparison and even views the

"correct copulations" of D.H' r'a\4trence as an Anglo-saxort
29over-reactaon.

Hierarchical conceptions of love are mocke¿l in

Such is My Beloved, and the entire Christian vision of life

as sorrowful rejected in A Passion in Rôme. orthodox

theological opinion which considers man's spiritual love for

iì.i
; ,!
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his fel-1ow man to be but a pale imit.ation of Divine

caritas, and. where sexual passion iloes not. rate aÈ a1Lr30

accords ill with Fr. DowJ-ingrs o'btn experience in the first

novel as eviilenced by his reacling <jf "The Song of Songs,"

whiLe Sam Raymond contends in the second that "any fool

could see" for himself that, far from being a miserable

existence compounclecl of sex¿ sin and suffering wherein the

only escape from "desire" was death, the human condÍtion

is frequently enjoyed by men and women, whose onJ-y sin, if

any, is their obvious delight in sensual pleasure (A Passion

in Rome, p. 46). fndeed, the only love possible in

Callaghanrs novels is Èhe human sexual variety, what Sam

Raymond describes as "a mixture of compassion and lust"

nonetheless wonderful for that (A Passion in Rome, P. 63) '
which is demonstrabl-y capable of at once redeeming and put-

t.ing "the 91ow" (p. 84) back on human lives without the

necessity óf Divine intervention.

Callaghan is also criÈical of Christian conceptions

óf human nature as fall-en and óf Re¿tamption only through

crace, regarding them as destructive of human ilignity,

responsibility, and free r,rtiJ.l. The iclea of "original- sin"

does not appeal- to him, nor to Strange Fugitive's hero,
at

Harry Trotter;"t speculat.ion about innate clepravity "bores"

and irritates Cal-J-aghan at oncei anti he regards Christianity's

" awareness of evil" as "à hopeless spiritual trap. "32 EveÌI

Fr. Dowling rejects "original sin" as e¡planation of Èhe
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prostitutes' "condition" [Suêh is My Bêlôvêd, P. L24).

Thus, white CalJ.aghan aitmits that Graha¡n Greeneis acceptance

of "man and his rel-ationship \^?ith God as something revealed

with finality \"¡ithin the Catholic Church" gave him "a whole

dramatic apparatus" as a wrÌter, he bemoans the "dank and

dismal catholicism that came out of it-"33 He confesses

himsel-f "completely bemuseil" by the reappearance of this

"ancient vj-ew" of man in contêmporary literature, in the

works say of Wil-liam GoJ.iting and Harold Pinter, since he

regards conceptions of man as "naturally good, or naturally

evi1" as "o1d nonsense" himself ancl is genuinely puzzled

at its appeal- for the yorrrrg.34 convincecl himsel-f that "A

mants nature is a very tangled web, shot through with

gleams of heavenly light, no doubt, anil the ilarkness of

what we call evil- forcesr"35 callaghan aclmires, instead,

the work of Albert Camus r who arrived at the "conviction

that man' just being what he was, had the possibiLiÈies

for dignity and responsi¡ility. " 
36

+l".
fn truth,lwñoLe burclen of Cal.J-aghan's moral philosophy,

À

with its emphasis upon the fuJ.lest self-reálization possible

anil upon life as it is lived upon this earth, is often

j-nimical to the otner wci$afy ancl self-sacrificial Christian

tradition of Redemption through Grace and out of Time'

Regarding mortality as "a gloomy inevitable experiencer"3T

Cal-laghan expl-ains how he himself avoiils morbid Preoccupa-

tion with death (as well as futile specuJ-ation about the
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meaning of life) by Ímmersing himself as fully as possible

in the day to day business of living in order to realize all-

his "potentialities " and "possibil-ities " as a man.38 Both

Ross HiJ-lquist, interested only in "l-ife on the earth"

1p. 70), and. Anna PTychoda, who "inherits the earth" (p. 242) '
as ideal characters in They Shall Inherit. the Earth, achieve

Callaghan's moral goal as it is indicated in the novel"'s

titl-e, while Fr. Dowling's sacrifice of his manhood, through

his original vows of celibacy and his capitulation to

religious authority, is clearly regar¿led as madness. Not

only is chastity regarded as an impossible icleal of self-

denial, but the concept of seLf-sacrificial spiritual. love

is considered a delusion and a monstrous form of egot.ism.

The Christian hope of salvation ís also critìcized

in the novels. On the one ha¡il regarded by characters l-ike

Michael" AÍkenhead as a temptation to futil-e "pity" (lt¡gl

Shal"I lhherit the Eaith, pp. 88-89). and on the other con-

sidered unprofitable, attempts l-ike Fr. Ðo\^tlingt s to
preach "Christian resignation to a life of miseryr"

Cal-laghan implies, are pernicious and J-ife-denying (such is
My Beloved, p. 103). Far from relying upon the hopê of

Heaven, characters in the novel"s \,rho achieve eternity ilo so

in this l-ife by surrendering Èo it utterly. Even Fr. DowJ.ing

acknowledges Midgers innocent aban¿lonment of herself to
the pleasure of the moment as a kind of intuitive unclerstand-

ing of Eternity rh'hile Michael Aikenheail regards Anné¿!'s
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sel-flessness before alL the impJ-icatíons of life in the

same light (They Shall Inheriï thê Earth, p. 242). As Fr.

Dowling explains it, "That ilesire to make each moment pre-

cious, to make the immediate eternal , or raèher to see the

èternal in the immediate, " is "realty Christian in the best

sense of the word" (Such is My Beloveil, p. 46).

Doctrinal differences such as these make attempts

to interpret CaÌlaghan as a specifically Roman Catholic

novelist open to question at least, and, indeetl, such

efforts eventually n:n into anomalies themseLves. Ma1colm

Ross's introduction to Such is I4y Bel-ovêil, for exampJ.e '
while recognizing the irony of the work, argues that

"eallaghan's assumptions are thoroughl-y Catholic," insists

that "]Ie never ¿loubts the divine naturè arid mission of Èhe

Church, " and then experiences difficulty before the fact

of Fr. Dowling's madness:

Now this sacrifice of the mind, this offer-
ing up of the priestrs sickness, is not
a pleasant slnnbol . Ðoes callaghan mean
by it a rejection of the intel-lectuaL life
as irrelevant (or even clangerous ) to sal-
vation? J Y

Ross thinks noÈ and is forceil to argue that the príest's

sacrifice of "prideful sel-f-sufficient intelligencê at \nrork

in the vacuum of the abstract" restoses 1o.r..40 The truth

of the novel is exactl-y the reverse. Fr. Dowling's self-

sacrifice in the name of love is a capitul-ation to pricle

and to obedience and restores not ].ove in the hunan sense,
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necessary for man, but as presented in the novel, futile,

and essential-J-y mindless, theological I'commentary on thê

Song of Songs" (Such is My Belo¡red, p. 144). The ironic

irnplications are clear: instead of sel-f ariil human sexuality

in this life, Fr. DowJ-ing should renounce the idea of

sacrifice it.self , idle speculation about the nature of

Divine Love, and the vain hope of redemption out of time.

Despite quarrels with authority and Christian

doctrine, Callaghan retains affectionate respect for Mother

Church. A variety of churches fiLe across his pages as

inescapable physical facts and spiritual signs of man's

loftiest aspirations; priests ilo, upon occasion, tender

perfectJ-y good advicei and many of his characters draw

strength and comfort. stiLL from their faith and from tradi-
tional- rituaL anil dogma. There is, on the other hand,

neither hesitation to expose imperfections, nor compunction

' to mute condemnation of Èhe Churchfs palpable failures.

Valuable respository and defender sti1l of spiritual Èruth

in a materialistíc age, relìgious architecture u ,tittingly
mocks the unfortunate legacy of sexual fear which has con-

tributed to the dryness of souL and to Èhe disaffection of

contemporary man.

Such is My Bêl-ovê¿l constitutes Cal.laghan's cl-earest

"*po=á 
of the Church's limitations in terms of officers and

institution. Father Do\,rlingns fall and ultimate fate are

43
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seelr as an unfortunate waste of hrman potentialt but whiLe

there is compassion in the treatment of Father Dowling, the

novel is caustic in its portrayal of other clerics and un-

relenting in its insisÈence uPon the írrèIevancy of many

of the church's functions. At best ineffectual before human

suffering, at worst it seems to aggravate man's misery-

Ðespite bounill-ess enthusiasm and eager anticipati-on

of his spiritual missíon to the world, Fr. Dowling's role

is neither vital nor efficacious. Reduced for the most

part to exhortation by mêans of sermon and to visitation of

the si-ck, he mereJ-y presides over the rituaL moments of

life such as birth, marriage, and death, without either

involvement or personal influence in the lives and Suffering

of his parishioners. It is the separation of sexual and

spiritual mâtters, neatly s¡nnbolized in the impossible

relationship of priest and prostitutes, that is chiefly the

Church's uncloing. Fr. Dowling's view of ceJ-íbacy is

ironically juxtaposecl to religious ínjunctions against birth

control. on the one hanil, the Church emasculates its

servant, since Fr. Dowli-ng's only opportuníty to save him-

self and others lies in the free exercise of his rnanhood and

his human potential, while on the other it adds to the misery

of its faithful adherents like the hapl-ess cinzano fanily'

And the legacy of sexual frustration and confusion which

such distinctions loose upon the worl-d is apparent in many

of the novels: characters such as l,iJ.lian Thompson in
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ftrs Never Over, Marion Gibbons in A Brokên ,Jôurney, thê

Morrises in The Many Col-ored Coãtr anil Francesca ancl Tomaso

Ferraro in A Passion in Rôme, al.l experience serious confu-

sion.

The tendency of the Church to ref l-ect rather than

reform the society iÈ serves, most apParent perhaps in the

novels of social såÈùre and criticism, is aLso held up to

ridicule in Such is My Bel-oved ' Officers and institution

are clearly seen to be part of the corrupt Establislment in
opposition to the individual innocent and as Prone to

material-ism, cynicism, and disbeLief, as the worst of

secuLar officialdom.
The opening pages of Such is My Bélovèd.point to

the funclamental discrepancy between the official theory of

the ínstitution anil its practice. In light of its supposed

mission to the \ntorld, Fr . DowJ.ing' s daring iliscourses on

"the buildíng of a society on christian Principles" and "the

inevítable separaÈion between Christianity and the bourgeois

world" (pp. 3-4) are profoundly ironic. And the irony is
heightened as CalJ-aghan insists that it is the very princes

of the Church who are the most worldly: his priests, if

not young, naive and ineffectual , or old, seJ-f-righteous and

cynical , are public men possessed of considerabl-e political
guiIe. Bishop Fo1ey in Suêh iê My Be1ôvê¿l is a particularl-y

sinister figure as he bows to thê pressures of expedience

and public opinion in skil"ful-Iy manipulating his priest'

iì.:.:.:':,
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while Bishop Murray ' during the club luncheon meeting with

Kip catey in Morê Joy in Heaven, is as class-conscious and

interested in creature comforts as the resÈ of his money-

dominated society and as ïel-uctant as 'fudge Ford, despite

his spirítual- creilentials, to believe in the possibility

of Kipt s reclemption. Peggy Sandersonr s father, as ProtestanÈ

clergl¡man in Se-þved g9-roe!, alone a¡nong successful

churchmen suffers for his clesire for social acceptance'

BJ-atantly betraying his sacred trust' he permits racial

prejudice to flourish in his original fl"ock ancl then gains

social anil financial- success, as the preacher of a wealthy

city congregation, at the expense of his sÕuJ- and his faith'

There is a tenilency, too, to see orthodox belief in

Mother Church as primarily a female phenomenon. WhiLe

Callaghan mocks neither Èhe ritual nor the comfort the

ritual affords womankind, he anil his masculine heroes can

manage neither the eÍiotional response nor the blínd leap of

faith. Constant association in the clerical min¿I of "forni-

cation" with the "death of the spirit,' (They Shall Inherit

the Earth, p. 143) renders most of the men indifférent to

spiritual advice, anil there is a suggestion as well of

perversity ancl sexual possessíveness in some of the femal-e

devotion.

Tt is the wife and mother of Harry Trotter who are

the churchgoers and worshippers in StrahEê Fugitive ' Despite

the fact of her son's execuÈion, Mrs. Thompson, alone of a1l
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the characters in Ïtrs Never Over, draws upon reserves of

spiritual strength through her association wiÈh the church.

In Such is My Belovêd, Mrs. Sch\,lartz is comforted at the

moment of her ileath by CaLho1ic ritual ancl a priest, as is

Kip Caleyrs mother in More 'Joy in Heaven, while Sam Raymon¿I

envies "the calmness and the quiet wisdom" which her literal

bel-ief gives Anna Connel during her "conternplation of the

mystery of exístence" aÈ the Papal funeral in A Passion in

Rome (p. 287). All this is admirable and innocent enough,

but not so the ulterior motives behind some of the femaLe

devotion. Sexual inhibitions and their source are reflected

in Verars choice of a priest as the ideal husband and father

in Strangê Fugitíve, just, as the self-centred demanils of

Mrs. Gibbons reveal her faith to be little more than an ex-

cuse for self-in{ulgence in A Broken ,fourney. Iven the

naive Fr. DowJ-ing reflects upon the curious eagerness of his

mother to see him made a priest (Such is My Beloved, p. 24) ,

while Èhe case of Tomaso Ferraro in A Passion in Rome

il-lustrates only too clearly the moÈives of self-glorifi-
cation and emasculat,ion that lie behind some motherly

sacrifices in the name of love.

Ittale heroes, on the oÈher hand, experience singularly

unsatisfactory relationships with the church in its role of

spiritual. advisor, despite the vãl-idity of much of the advice.

The priest who speaks to John Hughes in It's Never Over is
perfectly correct. to suspect a case of exacerbated ego behind
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the hero's complaints of wounilecl dignity, as is the holy

father who \,tarns Harry Lane against the sin of inorilinate

pride in The Many CoÌored Coat. But both priests preface

their remarks with blanket injunctions against sex which

inunediately alieniate their Listeners. Harryrs priest

cl.aims, for example, that " carnal.iÈy" is the root of all
evil :

No matter what the story of your trouble
. . . you canrÈ und.erstand it unless you
see that it no iloubt is rooted in your
carnality. . . . Donrt you see that for-
nication is the compJ-ete and finaf tri-
umph of all the sins of the flesh? Even
the sins of pride and vanity can be
traced to a gratification of the senses,
and aII these great sins seem to flower
in your fornication.

(The Many Co].gred Coat, P. 168)

Both heroes arrive at virtually the same moral conclusions

as the. priest,s before them' the impossibility of denying

conscience and personal responsibílity on the one handt

and the advisability of suspending j udgrment in favour of

mercy orÌ the other, but whíle CalJ.aghan himself is honest

enough to admit the spiriÈual ilebt he owes the clergy,

neither John nor Ilarry admits the source of t¡is inspiration,

anil both are seen to arrive at redemption primarily by

themselves. Inileedr the route Èo redemption Ís obscuredt

Callaghan suggesÈs, by Èhe absurd ilress in which good adv:i.ce

is clothecl. Small \,ionder dísaffection occurs. sam Ra)¡mond,

Callaghan's spokesman in A Passion in Rome, ís an extTeme

example of masculine indifference to the forms of worship
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add confession. He falls asLeep in the confessionaÌ box

during the recitation of the Pater Noster, and whil-e he

recognizes that the "priests vtith their burial rites were

saying something to fcarLa] , " he personal-}y finds they are

speaking a " languagie he couliln't understand" (pp. 285-87).

While few of CalJ.aghanrs characters arê faiÈhful

churchgoers, al-l of them notice churches. Reminders at

once of manr s loftiest aspirations, of thê North Anerican

Puritan tradition, and of the Churchr s beleaguere¿l posÍtion

amongst other secular to\,vers, church buildings appear to be

an inevitable part of the moral landscape of the novels.

Harry Trotterrs guilty remarks upon hearing churchbell-s are

typical-:

you can I t get a\¡ray from it. f t' s righÈ
in the centre of things.

(Strange Fugitive, p. 73)

But. typical- also is the fate of the CathedraL which burns

down in the novel , only to be replaced by a f,abour Temple

and a new Metropol-itan Office building.

In A Broken Journey, even in the miilst of disil-

J-usionment, as she confronts her irrational , sensual self
in the wilds of the Algomâ countryside, ì.4arion Gibbons

notices a church. She sees a mountain peak which remínds

her of "an immense, crud,e, rugged cathedraL of rock. "41

CLearly a reference to Roman Cathol-icism' Callaghan seems

to be saying that human spiritual aspirations are as in-
herent a part of manrs nature as his sexualiÈy, a fact that
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Marion has forgotten. But the novel attests as r^7e11 to the

clemise of the Christian influence as brand new secular

towers rise in an industrialized urban "wastelanil":

rnen 'feeter] was silent again, looking
over beyond- the dark warehouses ancl
across the flat, barren s andy stretch
of reclaimeil l-and as far as the new
grain elevators, white, roundr- clean anil
ãolict in the moonlight as if they had
just. been polished and set do\^In there
in the l-evel \"¡asteland.

(4. Broken Journey, P. 91)

Other characters in A Broken Journey also notice

churches. Hubert compares, for exannple, the sudilen access

of clarity thât comes upon him to "the feeling people used

to be able to get by praying in very olit churches in Europe"

(å-pfoL"Lg9lrngy , P- 242). But the prectominant mood of the

novel- is one of dreadful paralysis, of ilesperate longings

and vaín regrets that are only half-understood anil scarcely

ex¡lressed, and at once sexual anil spiritual- in nature'

Peterr s confusion ís tYPicaI:

That night he could not sleep. outside
a níghtñawk was screeching anil swooping
over the 1ow roofs. . . . The window
drapes swayeil sensuously in the ligh!
breãze. Hè suddenly asked himself what
the journey north with Marion might
have led to, wondering if there was some
meaning behind it he could not undler-
stanil: he triecl to poniler the meaning
of its magic as though he were close
to an ex¡llanation that could be grasped
intuitivèly; onl-y iÈ was J.ike staring
ti11 your ãye ached at the brilliant
white peak óf a mountain that could not
quite be seen. . . . He could no more
áo wíthout wishing, or feeling the
hurt that l^7ent vríth wíshing , than an
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early christian in a period of dreadful-
spirituat dryness could ¿lo without 1on9-
ing for God. IIe started Èo mutter as a
chiJ-d going Èo sleep mutters a rhyrne,
"Marion, Cl-arion, darion, Ðarien, the
peaks of Darien, sil-ent upon a peak in
Darien. " (pp. 93-94)

The diffículty' of course, is that the characters

insist upon making harsh judgments about each other \^lhen

the truth lies somewhere in between blanket condemnation

and undue p:raise. Public opinion has it, for example, that

Mrs. Gibbons is either "an unusually devout woman " or "an

old hussy beyond reilemption" (A Broken ilourney, P. 1).

And the Church is partly to blame. Fr. Vincent sullivan

is a.s appalled by her venal-ity as the rest and quite unable

to offer any help:

Tt \¡¡as a mild, vtarm night. IIe was
vralking very slowly. The Cathedral
spire stuck up in the night sky above
atl the houses in the block . He \"¡as
st,il1 breathing irregularly and feel-
ing that he had been cl-ose to some-
thing immensely ugly and evil that had
haariby. overwhelmed him. He shook his
head a little, because he still wanted
to go on thinking that Mrs. Gibbons
\4ras one of the f inest women in the
parish, .f or his notion of T^7hat was
good in the life in the parish seemed
to depend upon such a belief. And as
he walked slol^7ly he f elt, with a kind
of desperate clarity, that real-ly he
had always been unimportant in the
l-ife around the Cathedral-. He was
stil1 ashamed and had no joy at ail in
being a young Púiest. (p. 14s)
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Fr. Dówting's cathedral in Such is My Beloved is

also hard pressed for sPace:

The Catheilral- was an old.r soot-covered,
imitation Gothic church that never
aroused. the enthusiasm of a visitor to
the city. Ït hait been in that neighbor-
hood for so long it seeme¿I just a part
of an old citY block.- (pp.36-37)

And it has clearly brought some of the darkness and disre-

gard upon itself by its medieval attitudes towards sex. It

is significant that the good fatherrs poetry reading anil his

most daring speculations a.bout love shoul-d occur ouÈside the

sanctuary in the safety and sanity of his room, an¿l it is

equall-y significant that his last prayer for the prostitutes,

after his reversal to that benighted tradition, takes place

within the darkened catheilral and sweeps al1 rational-

thought from his mind:

And then, with his eyes cJ-osed, he was
making no conscious prayer, using no
wordi his mind 'ülas sv¡ept clear of all
thoughts so there $¡as only a void and
a darkness within him. But this most
silent prayer \^tas more intense than any
he had ever made. (p. 128)

While there is intensity here, the irony óf a prayer to the

Vírgin Mary on behalf of the prostitutes is unmistakeable;

as the passage itself points out, his eyes l¡7ere "closed"

and "there was only a void anci a tlarkness within hím. "

By the time of Thê T.oved and the Lost (1951), the

church has àlmost completely disappeared. certainly it is

not regardecl seriously by an affluent, status-conscious
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society. White Peggy Sancierson readily accepts' as most of

Callaghan's characters do not, that man's nature is a tangl"ed

web and insísts undismayed that churches and leoparcls "go

together" (p. 33), ,Jim McAlpine loses his faíth and is un-

able to find it again. He searches without success for the

1itt1e, old Romanesque church, first pointed out to him by

Peggy. The to\,ters of the new insúrànce building , horarever ,

remaín clearLy visibl-e, symbol of his conformist and midille-

class societyts passion for possessions and security aÈ

the expense of invoLvement, risk, anil possible loss (P' L58) '

A veritable spate of churches appears r however, in

Callaghan's l-ast novel , A Passion in Rome, as Sam confronts

in that city "the world that shaped fõur] tives" (p. 170) '

!!hil-e nature's forms often remind earlier characters of

churches, here church architect'lrüe and reLigious ritual

remind the hero of those natural truths the Church itseLf

seems to have forgotten. Just as spiritual aspiration is

natural- to man, hence the reseinblance of bl-uffs to

"cathedral spires" in S:e-&\¡er-oveå ,4' ,o too is sexual

clesire, whibh is not, Callaghan suggests, readily distínguish-

able at its best from man's noblest aspirations ancl concerns'

Thus, Roman Catholic rites in the noveL unconsciously re-

fl-ect the patterns of nature. The ritual of the Pope's

funeral, for exarnpJ-e, foJ-Iowed by the immediate choice of

his successor, remínd.s the hero of the natural- cycle of

death and rebirth, and religious architecture ironical'Iy
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attests, as Sam remarks upon gazíng up at the dome and

obel-isk of Santa Sophia (p. 120), to sexual realities that

Christianity would mistakenly denigrate or deny. The

relationship of the new Pope to the Mother Church is al-so

seen in terms of sexual- metaphor, those of St. Paul iron-
ical-J.y enough :

The Pope is the Vicar of Christ, ísntt he?
Aricl Christ is to the Church as a husband
is to a wife. lüeJ-J-, if His vícar dies,
it. leaves the Church as !ùido\,v, doesnr t it?
But a widow whot 11 have a nev¡ bridegroom.

(p. 242)

The speaker here is Anna connel but sam applaucls her view.

The point is, as the hero suggests, that such symbolísm

"coul,d. have a ileeply religious impl-ication" (p. 120). fn

this novel , his most expl-icit statement of his relationship

to Western christianity, Callaghan makes abundantly clear

his distance from the puritan tradition of Mother Church.

III The Bible as l,iterature and A Theology of ImaginaÈion

Sam Raymond's indifference to CaÈhotic rituaL and

the symbolic use of churches by the author are more accurate

refl-ections of Callaghan's religious position than doctrinal

differences alone. Readily ailmitting "there is no doubt

r!m hopei-essly corrupt theologically,l'4 3 while aiming, nevêr-

thèIess. to "re]-ate the Christian enJ-ighÈenment to some

timeless process of becorning,"44 call-aghan proceecls by way

of intuition to a set of personal convictions which owes

more to his own aesthetic philosophy and the creative
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process than to orthodox Christian belief, and whose

expression in terms of religious s¡anbol or jargon betrays

ironic distance as much as their source. There is no doubt

of his indebtedness to the tradition, but. just as Priest

\,ras supplanted by Artist, faith is transformed by aesthetic

philosophy anil traditional reJ-igious slanbolism put to

l-iterary, as opposed to ilevotional , use.

It seems to Sam Raymond, Callaghan's spokesman, that

"all the doctrinal ideologies of his ilay had been fading

into myth and literature, as the fixecl opinions of the

Greeks and Romans hacl become simpl-y literature" (A Passion

in Rome, p. 334). CertainLy Calì-aghanrs own tnnt*

Jr-n*" symbol and the use of Biblical par:allel in his

work is more in the tradition of artistic l-icence than of

affirmation of literal beLief' Although christian symbolism

and myth are useil êxtensivefy in the novels of his middle

periods, in works such as such is My Bel-oved,.-Iþeljþg11

Inheïit thé Earth, ancl More Joy in Heaven, for example r in

every case the purpose is either structural or ironic as

opposed to eÍiblematic or confessional.

Parallels with the life of Christ inform' for

example, Such is Mv Bel-oved and More Joy in Heaven, but the

heroes are neither moilern exempla of the holy passionr nor

saintJ-y sinners whose tragic suffering and inevitable

failure can only be redeemed by means of Grace. Far from

a feast of suffering in order to achieve mystical reLêase,

'] - ::1i..::l --- '. ':i
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or pious contemplation of manrs falLen nature in aid of
Christian resignation, the object of each novel is irony,
and the discrepancy bet\úeen the iileal and the actuaL hero

is explored in order to expose an unfortunate \"¡asÈe of
human potential.

Both Fr. Ðohrling and Kip Caley are guilty of rrhaÈ

Callaghan regarils as "monstrous egotism" in their belief
that they can personally redeem the timesr4s b,rt th" irorry

rebounils more upon Christ as an impossibJ.e slzmboL Èhan

upon them as morÈaL men. Convincecl that. "therers â. very

thin borderline between innocence and crirne," Callaghan

finds hirnself "bored by pure innocence" anil fascinateil in-
steait by the parall-e1s between "sinner" and "saint. "46

Tt, is clearly rnadness on Fr. Dowlingts part, so mesmerized

is he by the spectacle of the Cross, to attempt to emulate

sel-f-sacrificial Divíne love in hopes of salvation ouÈ of

time. His only real moral- alÈernatives, Callaghan implies,

l-ie this si¿le of Heaven. On the other hanil, Kip's

crucifixion is probabJ-y preventable. As much his own as

socÍetyts fau1t, Caleyts temporal faÍlure is the result
of naiveté and fantasies of social accept,ance, as weJ.I as

a lack of responsibiì.ity on the part of society, and it is
ultimately more regrettable than tragic. Obviously an

ironic Saviour-society get,s " the kinct of hero fit"f t:.*.
deserves " 

4 7-.the question of whether there is "more joy in
heaven" becomes irrelevant, as the novel demonsÈrates how
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mankind is cut off in "some mean or desperate t.y"48 ftot

self-ful-fillment this side of the grave.

Bibl-ical myth anct patteïn informS' Thêy shall Tnherit

the Ea?th as \,¡e11. But Michae]. Aikenhead's movernent as

prodigal son, from sin through rePe¡ìtance and absolution to

forgiveness, provi¿les more in the way of irony and dramatic

structure than pious illustration of BiblicaL story. It is

his moral development, after all , which proviiles the model"

for hÍs father's, and he regains an earthlyr as oPPosed to

spiritual, Paradise.

ït is his use of "The BeatÌtudes" ancl the "Song of

Songs" which reveafs the uniqueness of callaghan's approach

most clearly. on the one hand, a Biblical text is usecl to

refute ChristÍan otherworldliness with irony, while on the

other "the bol-d sensual :-rþhrases " of reLigious poetry stand

in direct opposition to theoJ-ogìcaL conunentary (S¡gþ--lÊ-gy.

Bel-ovetl, p. 78). Far from religious exhortation to trans-

cend the sensual self through spiritual striving, Callaghan

interprets "The Beatitudes" as a caLl for self-realization

and whole-hearted conuni tment to the world. Simi]-arly his

reading of the "Song of Songs" contradicts orthodox opÍnion'

While Fr. Dowling's specillations about the nature of l-ove

are finally rejected by Bishop Foley as heretical , Cal-laghan

cl-early prefers them to passive acceptance of Hol-y ltrit:

Father Dowling in the beginning may have
loved fthe prostitutes I in a general way
and, of course, that wãs good' His love
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for them became too concrete. IIo\^/ could
it become too concrete? From the general
to the particular, the conception ex-
pressed in the image. . . . From the word
to the

, no, no, nonsense . . .
general mad.e concreÈe . ... no, no.

(Such is My Bêl"ovê¿t, p. 135¡
ffiIïõs mfne.l-

It is the good fatherts experience of the Bibl-e as imagina-

tive l-iterature that has leacl hirn to his perception of

its human truth. Far from finatJ-y reveal"ed truth49 or

Roman Catholic dogma, the poêtry of the Bible is approached

as metaphoricat sign, and the most appropriate attitu¿le

towards it is one of ar^tareness not reverential a\^le.

The natural oppositÌon bêt\^¡een Ì,Iord and Fl-esh is

an obsession in Callaghant s thought. AhTare as a writer of

the discrepancy bet\,neen art and reality, bet\4teen "words"

and "the thing or person being describedr"sÛ he adopts a

sinplicity of style to prevenÈ "separations" anil is
critical- of "show-off" writers who ilraw more aÈtention to

thernselves than to Èhe truth: "The terrible vanity of the

artist who \danted the word without the flesh. "51 SimilarJ-y

he inveighs against "dualism" in ChristÍan thought.52

FeeJ-ing a compulsion himself to 1ook at the world "freshJ.yr"

he regards unquestioning conformity as a dereliction of

the individualts moral duty and refers to it as an "escape
Ét

into metaphor."'" Anit he equates that "happy acceptance of

reality" and "gay celebration of things as they \,ùere, " to

which he aspires, with "The word made flesh. "54


