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INTRODUCTICN

In That Summer In Paris Morley Callaghan recalls a
literary cocktail party in Greenwich Village in 1935 where
he first met Sherwood Anderson. He went up to iAnderson,
who, like Callaghan, had wandered off by himself, and took
him by the arm. To ..nderson's astonishment and dismay,
Callaghan announced, "You're my father." When Callaghan
revealed his name snderson was delighted with the compli-
ment but said, "Don't make a mistake about it. You would
have written the way you write 1f you had never heard of

."1 Zach of these statements is only partially accurate.

me
Between them, I think, they may best describe the nature of
the literary relationship between Morley Callaghan and
sherwood anderson.

Callaghan's reading as a young man included
Conrad, Sinclair lLewis, Flaubert, D. H. Lawrence and Kath-
erine Mansfield, and magazines such as "The Dial", "The
.delphi" and "The Smart Get".2 The latter, edited by
George Jean Nathan and H. L. llencken, seems to have been
particularly important: "What was going on in the world,"
Callaghan says, "was suddenly brought very close to me
when I was nineteen [in 19227, and I went for 1t."2 The
early exposure to contemporary smerican literature activ-
ated, and perhaps directed, his talent. snderson, he

1



acknowledges, really started him writing:

what aAnderson was determined to do was to
somehow or other take the set of words that
he had in his heart and somehow or other
relate them to what he saw. Now sometimes
he became a little ridiculous. But behind
him was this urge to get this set of words
he had in the right relationship with the
world as he saw it. bome strange lyric
effects came out of it, and he kicked the
common conception of the short story right
out the window, and so when I was nineteen
and first read anderson - and he was the
first American writer that 1 really got a
kick out of - I felt a little ela&ion, a
little glow. He seemed wonderful.

20 the impetus, the generative force, is Ander-
son's. But Callaghan has always been self-assured - at
times arrogant - and, it seems to me, completely inde-
pendent: Anderson is sometimes "a little ridiculous." The
appearance in 1925 of Ernest Hemingway's The Torrents of
Spring drew from Callaghan the comment that "Anderson's
style, God knows, had become more affected. Certainly he
was vulnerable to mockery and satire.“5 Callaghan, however,
did not mock. By 1925 he had quite simply outgrown Ander-
son's direct influence. The disciple, if such a word can
be fairly applied to Callaghan, was no longer following
the story teller who influenced the generation of writers
which included Hemingway, Faulkner, Wolfe, Gteinbeck,
Caldwell, saroyan and Henry Miller.6

It is Anderson's work to 1925, the year Dark
Laughter, the occasion for The Torrents of Spring, was

published, that is the most significant fo~ Callaghan's

early work, the stories and novels published between 1928



and 1932, After this a change occurs in Callaghan's
writing7 and differences in style, form and content be-
come more pronounced. The similarities in these three
areas, and therefore the influences, are most clearly
discerned in the early period. snd though D. H. Lawrence
warns, '"Never trust the artist. Trust the tale."8 it is

advisable to examine what each writer has to say about
his work before returning to the other subjects.



CHAPTER I

By his own admission, Sherwood :.nderson's A Story
Teller's St0211 is not an accurate representation of the
details of his life: "These notes," he writes, "make no
pretense of being a record of fact. ... (*It is my aim to
be true to the essence of things. That's what I'm after.)"2
What he has done, and what men do in general, interests
him less than "the impressions ... vagrant thoughts, hopes,
ideas that have floated through the mind of one present-
day American."3 For there are, he writes elsewhere, two
kinds of realism: "the realism to actual 1life that is the
challenge to the Journslist, and the realism to the book

nt This latter is the business of the real

or story-life.
story teller; reality to life is always bad art.
The essence of things as Anderson finds them in

A Story Teller's Story is a double conflict or tension:

one between reality and his fancy, the power of his own
imagination; the second a more general opposition between
the careful artistry of the craftsman and the new indus-
trial age which mass-produces, and therefore standardizes,
products, and makes the workers into machine parts.
Anderson was a man who always cared about the

craft of fiction. When he read he was not concerned about
the social standing of characters or their morals or their

4
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potential for good and evil, but about whether the artist
doing the scene drew his line sharp and true.5 He himself
was the tale teller, "the man whose life must be led in
the world of his fancies ... following the little words,
striving to learn all of the ways of the ever-changing
words."®

This care for technique was born, I think, as a
countervailing force against Anderson's naturally powerful
imagination, which he inherited from his father. Each had
the trick of removing himself from actuality by the telling
of tall tales not too far removed from outright lies. The
faces on the street, reports Anderson, told tales, seemed
to tell whole life stories. But there was also the tempta-
tion, as he notes in recounting his boyhood, to embroider,
to stetch or distort reality in order to come closer to
the hidden meaning, the true essence of things. The moment
he met someone, his imagination began to play: "Perhaps I
begin to make up stories about you," he threatens.7

In his youth, his imagination was his escape from
an actuality that was often sordid and brutal. :nd his
own tales have a tendency to be filled with escapes: "by
water in the dark and in a leaky boat, escapes from situa-
tions, escapes from dullness, from pretense, from the

heavy handed seriousness of the half artists."8

~8 an idea,
however, raised above the mundane reality of escape, the

fancy is a dream world or vision of perfectionp:



The life of reality is confused, disorder-
ly, almost always without apparent purpose,
whereas in the artist's imasginative life
there is purpose. There is determination to
give the tale, the song, the painting, form 9
- to make it true to the theme, not to life.

Further, the ordered world of the imagination is =
law unto itself, not answerable to everyday assumptions
about morality or truth. "In the life of the fancy," he
states, "there is no such thing as good or bad":

In the world of the fancy life separates

itself with slow movements and many gradua-

tions into the ugly and the beautiful.

What 1s alive is opposed to what is dead.

eeo 41l morality then becomes a purely

aesthetic joy - what is ugly musﬁobring

aesthetic sadness and suffering.

Tt is therefore in conflict with life, and not
simply because it opposes form and order to chaos and
purposelessness. Hather because in fancy, or imagination,
"no man is ugly. lMan is only ugly in f.act."11 Macbeth is
a good example of the beauty of terror born from absolute
evil, but Shakespeare never lets his audience lose sight of
that evil. For anderson, on the other hand, the ideal world,
a product of the fancy, creates a protective shield, for
artist and reader alike, from the realities of evil and
ugliness:

In the tale one can do any such Job as it

should be done, and 4, in the doing, give

satisfaction both to oneself and the poss-

ibvle reader, for the reader will always

share in the emotions of the hero and gloat

with him over his victories. In the ta1912
as you will understand, all is in order.

Or, all is for the best, in the best of all possible worlds,
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The resulting self-deception started, as 1 have

said, in inderson's youth, when everything he read or saw
or heard fed his dreams or gave him the background to
construct new dreams. lie recounts how he was going to beat
up a fellow worker with a feinted right and a left cross
that he had seen a negro fighter named Bill McCarthy use.
vhen the time came ..nderson was beaten rather badly be-
cause he had no practical knowledge.13 Daydreaming and
wish-fulfilment are common to all men, but they are partic-
ularly dangerous for an artist. And Anderson recognizes
this: the "actuality of life became a kind of vapor, a
thing outside of myself."14 Like the movie stars that he
describes sympathetically he is in danger of accepting an
artificial world as a substitute for 1life.

Anderson realized that if he was not to die by de=-
grees in this cut-off fanciful world as his father did he
had to relate his imagination to reality. He describes the
"fanciful shadowy world striving to take on flesh ... to
come ... into the actuality of accomplished art."15 The
search in books and stories and among living writers be-~
comes for inderson a search for the skill to bring these
fancies more and more into the world of actuality, or as
Callaghan says, to get the set of words in his heart in
the right relationship to what he aaw.16 All men, Anderson
thinks, lived as he did, "having quite conscious and

separate inner and outer lives going on in the same body
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that they were trying to bring into accord."17 To combine
the inner and the outer, the flesh of reality and the
spirit of fancy is snderson's aim, one might say his
necessity.

Accordingly, Anderson endeavours in his writing to
stay close to life, to apply fancy only to materials that
come out of his own experiences. This may incidentally
account for what Morley Callaghan refers to as Anderson's
- and Hemingway's - built-in-gift: "His imaginative work
had such a literal touch that a whole generation came to
believe he was only telling what he, himself, had seen

happen, or what had actually happened to him."20 1

hings
from life were the raw material for the fancy, which
otherwise, powerful as 1t was, would have run away with
anderson into a dream fantasy world.

wimilarly, snderson criticizes other artists who

have too much intellect and not enough life. Cf Our .merica,

a book by wWaldo i'rank, he says, "There was too much the
flavor of the study, of little intense groups talking, mak-

ing an intellectual world where the group felt no real

nel

world to exist. The movement toward life by .nderson

finds theoretical support in his doubt that "the art of
any country could move much faster than the country itself
and I was pretty sure that it could get nowhere if it sep-

n22

arated itself from the people. For the writer to separ-

ate himself from life is really for him to become a lyric
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poet and to give up all claims of being a true objective
artist: "Upon the fact in nature the imagination must
constantly feed in order that the imaginative life remain
significant."?>

But to turn to life from the perfect world of the
fancy is to be greeted by the Industrial ige, the triumph
of democracy and mass production. The American dream was
for Anderson a hollow thing. The idealism of the new
country, the vision of equal opportunity for all, had de-
generated into the quest for material success. Opportunity
had become opportunism, the captains of industry were turn-
ing men into workers who had forgotten how to create with
their hands: they relied on machines instead. Democracy
meant standardization, equality was creating millions of
people who looked and acted alike. For Anderson, this
standardization meant impotence, for no man could express
his unique spirit properly, when, as a worker on an assembly
line, he became dehumanized and fragmented, part of a large
impersonal machine.

The solution to this dilemma, to Anderson's way of
thinking, was a return to the old conception of and admir-
ation for the artist as craftsman, the man who was meeting
"the aesthetic needs of his nature with the materials at

hand."24

The source of this revival was not in the east.
New England had died by slow degrees under the I'uritan

heritage of always looking upward, to God, in the fear,
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poverty and hardship of the new environment. This too
wag an escape from reality. In the Middle West, however,
where Ainderson was born, were to be found the craftsmen:
"In theilr fingers the beginning of that love of surfaces,

of the sensual love of materials, without which no true

civilization can ever be born."25

Somewhat grandiloquently, Anderson rhapsodizes:
"To the workman his materials are as the face of God seen
over the rim of the world. Iis materials are the promise
of the coming of God to the workman."2® Faithfulness to
these materials is the criterion by which inderson Judges
a writer:

His materials are human lives. To him these
figures of fancy, these people who live in
his fancy should be as real as living
people. He should be no more ready to sell
them out than he would sell out his men
friends or the woman he loves. To take the
lives of these people and bend or twist thenm
to sult the needs of some cleverly thought
out plot to give your readers a false emo-
tion is as mean and ignoble as to sell out
living men or women. For the writer there is
no escape, as there 1s no real escape for
any craftsman. If you handle you§7materials
in a cheap way you become cheap.

It is an uncompromising attitude, for Anderson holds the
ability of man to create as his highest attribute. It is
life itself:

To 1ive is to create constantly new forms -
with the body in living children; in new and
more beautiful forms carved out of materials;
in the creation of a world of fancy; in
scholarship; in clear and lucid thought; and
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those who do not live die andegecay and from
decay always a stench arises.

One group in this final category is the romancer,
the writer of escapist wish-fulfilling fantasy in which
the stalwart hero rescues the trembling virgin from the
clutches of the dastardly villain in the nick of time.,
such writers are not morally alive: "In all such writing
all consideration for human beings was thrown aside. llo
one lived in such tales." The writer himself suffers for
it: his 1ife is lived in a "queer pasteboard world." .nd
one day, rich and famous, after having written again and
again the same story with variations, the romancer wakes
up to "find himself irrevocably dead":

On all sides of him people suffered, were

touched with moments of nameless Jjoy, loved

and died, and the manufacturer of society

detectives, desert heroes and daring adven-

tures by sea and land could no longer see
life at all.<9

oimilarly, asnderson rejected the old method of
writing by plots, in which the things of life, the events
or facts, were shaped, or, it may be argued, chopped and
squeezed to fit a ready-made formula which was artificial,
not true to life. anderson decided that the form of his
own stories had to be as close to life as possible : as
truly realistic as human art could make it; as faithful,
not to the details, but to the essence of their deeper

truth as the artist could express it. There must be none
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of the o0ld "standardized pellets of opinion, the little
neatly wrapped packages of sentiment the magazine writers
had learned to do up."Bo There must be something new- a
new way of perceiving life and a new w:iy of expressing it
in art.

wWwhat 1is wanted, he writes, is form, not plot, the
form of the essence of life:
No short stories with clever endings - as in
the magazines - happened in the streets of
the town at all. lLife went on and little
illuminating human things happened. There was
drama in the street and in the lives of the
people in the street but it sprang Qirectly
out of the stuff of life itself, .
These new forms for stories must "grow naturally out of
the lives and the hopes, joys and the sufferings of the

n32 There must be no more of

people you are writing about.
that "absurd anglo-Saxon notion that [stories| must point
a moral, uplift the peonle, make better citizens etc.
etc."53 These are the devices of the propagandizers, the
magazine writers who provide neatly packaged sentiments
and opinions for the lazy reader. They tell him what to
think and how to react. anderson is much more willing to
let the reader make up his own nind. Callaghan echoes
these sentiments when he speaks of oSinclair Lewis: "he
gave the reader a chance at too quick a recognition.,"
This is easy and comTortable for the reader, says Call-

aghan, for he is not required to get out of any grooves

or habits of thought and reaction. "« writer who has this
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gift," he continucs, "is always meetin;; his readers and
reviewers on their terms, and it should be always the

w34 .nderson would concur, I think: make

other way around.
the reader do some work. If there is to be a moral let it
arise through the reade:'s own perception of the nature of
the tale, and not through explicit statement,

A Story Teller's Story tells how snderson assumed

the responsibility of the artist to create new and more
beautiful forms. The book is loosely organized to concen-
trate on those moments when the struggle and eventual
triumph are best illuminated. s a story teller, inderson
believed "that the true history of life is but a history of
moments. It is only at rare moments we 1ive."35 But 1life
does not stand still easily and it is the artist's task to
stop it and select from the purposeless and chaotic events
those special moments when the 1ssues of life, its quality,
are most at stzke. The symbol of the Cathedral at Chartres

rises significantly, as it does in .ihat Uummer in laris,

as a link with the tradition of the anonymous artist as
craftsman. it the end of A Story Teller's Story, inderson,
in the company of a friend, comments on the lmportance of
this type of art: "In the presence of the beautiful old
church one was only more aware, all art could do no more
than that - make people, like my friend and myself, more
n56

aware.

The precise nature of this awareness 1s clarified
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by i:nderson as a moral understanding, = humsn sympathy
and compassion for man:

This thing we call self ... is often very like

a disease. 1t seems to sap you, take something

from you, destroy your relationship with

others, even while occasionally losing sense

of self seems to gilve you un understanding

that you didn't have before you became absorb-

ed..,.Life immediately becomes more interest-

ing.37
Anderson had started out in life more absorbed in himself
than in others, with a cynical view of men: "a kind of
thing, selfish and self-centered, and they were right in
being so." But the chance encounter with a man named
:ilonzo Berners, who, though dying of an incurable disease,
loved men and life, led Anderson to a revaluation: "Was it
grown up," he wondered, "to come to the realization that
onegelf did not matter, that nothing mattered but a kind
of consciousness of the wonder of life outside oneself?" 8

ror despite his insistence on the artist's intense
personal commitment to his art .nderson conceives of writ-
ing as essentially impersonal: his hands do the writing
almost automatically whenever his 1life becomes one with
the life outside him.59 ldeally, Anderson exists only in
others, the men and women he tells about. .nd this ideal
state of artistic being is possible only for the craftsman
who 1s dedicated to his materials. liot only are human

lives the materials of the artist, however, but words are

as well. They are the tools of his trade, by which he
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shapes and expresses his fancy's vision of the essence of
life. and anderson loves words: "I tell you what - words
have color, smell; one may sometimes feel them with the
fingers as one touches the cheek of a child."“o He is the
servant of words, following them honestly without regard
for what society has decreed the artist may say.

s+nd in reaction against the genteel type of real-
ism represented by William Dean Howells, "standing so
resolutely, with his back to the common lives of the
people, writing of them but seeing them through the eyes
of the European masters of his craf*&;",t"I Anderson turned
to writers like Twain, Dreiser, Carl Sandburg and Ldgar
Lee lasters, writers who recreated the language of the
people, the language they used to work, make love, settle
the western states, arrange their personal affairs and

drive their Fords.42

Instrumental in helping Anderson to
this decision was Gertrude Stein's book Tender Buttons,
published in 1914. In stripping language of its connota-
tions, she showed the way to a greater awareness for
anderson of the abstract nature of words in general and of
the native aAmerican speech patterns in particular. "Here
was something purely experimental," he says, "and dealing
in words separated from sense- ... -an approach I was

sure the poets must often be compelled to make."*? He

draws the parallel with a painter's colours, each pure and

separate in its own pan: words, the way Gertrude Stein



16
used them, were like that. lI'or a while at least, each
word had an autonomous and completely valid existence
aside from its relation to the thing it represented:

I spent days going about with a tablet of

paper in my pocket and making new and strange

combinations of words., The result was I

thought a new familiarity with the words of

my own vocabulary. I pecame a littleugonscious

where before I had been unconecious.

This concern for language in and for itself, the
effort to free it from its straight-jacket of sense has 1its
parallel in the effort to create stories by means of a liv-
ing form rather than plot, and also, of course, in inderson's
contempt for standardization. The story teller's feeling
for langusage as the material for his art - as colour is the
material of the painter's - is the same as the concern
felt by snderson's favourite lilddle Western craftsman for
their hand-made products. The desire to revitalize is, how-
ever, dependent for its success on ianderson's abillity to
keep his prose rooted firmly in the concrete. For a writer
of snderson's imaginative temperament there is a great
danger that his prose will become merely abstract patterns
of sound. snd in the succint words of liorley Callaghan,
also talking of Gertrude Gtein, "ibstract prose was non-
sense."45

"No writer," Callaghasn quotes l'ord lNadox lord as

saying, "can go on living in a vacuum."46 I feel certain

that anderson would approve of this statement, as does
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Callaghan. ~rt, after all, makes people aware, of each
other, of life and of themselv:s. .nd language and art are
best when anchored to the stuff of life. But there is the
danger of too great a dependence on words in themselves,
because of his love of them, which ultimately lecds :..nd-
erson to the stylistic break down in Dark Laughter, where
the words often seem unrelatec to either characters or
scenes.

There is no danger of this happening to Callaghan.,
dis prose has the defects as well as the virtues of its
plain unornamented style. It can go stangely flat at times,
particularly in dialogue, and it can also remain embedded
in the actual things of life. These problems are the lo-
gical result of Callaghan's conscious choice of style and
his theoretical Justification of it.

When he first began writing stories, when he was
twenty and at college, Callaghan decided, like Anderson,
that he had to reject rnglish models:

I had become aware that the language in which

L wanted to write, a north American language

which I lived by, had rhythms and nuances and

twists and turns quite alien to LEnglish

speech, ...l had decided that language of

feeling and perception, and even direct ob-

servation had to be the language of the

people I wrote about, who did noﬁ7belong in an
iinglish social structure at all.

Note particularly the significance of the uncapitalized
"north". Callaghan means to use the language of the north-

ern, i.e. Canadian, part of the North American continent.
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or Canada, he szys elsewhere, "is part of the .orth
~.merican cultural pattern" and the writer's task is
"gsomehow or other to catch the tempo, the stream, the way

people live, think, and feel in their time."*8

~nd, it
may be added, in their place.

Like /inderson, who rejects artists who think too
much as being too removed from life as the people live it,
Callaghan rejects an intellectual stance. He does not want
to be a "literary guy'" because "the eyes of a hundred
other writers are in your way. You have a tendency to pick
up their glasses and put them on."49 Ideally, znd Callaghan
feels he was doing this in his early published work, the
writer writes in direct contact with his material: "I re-
member deciding," he writes, "that the root of the trouble
wilth writing was that poets and storywriters used lang-
uage to evade, to skip away from the object, because they
could never bear to face the thing freshly and see it
freshly for what it was in itself."50 Hence his criticism
of the later novels of Henry James: "Not layers of extra
subtleness - just evaslon from the task of knowing exactly
what to say. sAlways the fancied fastidiousness of sens-
1bility."”)

Similarly, Callaghan attacks the use of simile and
metaphor and rejects most modern authors as "show-off

writers":

writers intent on proving to their readers
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that they could be clever and had some

education. ... >uch vanities should be be-

neath them if they werc really concerned in

revealing the object as it wus. Those lines,

'A primrose by the river's brim, a yellow

primrose was to him, and it was nothing more,'

often troubled, ne, aroused my anger. What the

hell else did Wordsworth want it to be? 4in

orange? A sunset? I would ask myself, Why

does one thigg have to remind you of some-

thing else?>
Accordingly, two of the best writers for Callaghan are
Chaucer, whose freshness and brightness are the result of
"the clear relationship of one word to another,"55 and
ilemingway, whose In Our Time was "vivid, clean and in-
tense. "t

It is Callaghan's early friendship with and sym-
pathy for Hemingway that informs a large part of That
Summer in Paris. Hemingway agreed with Callaghan on style:
"The decorative style, tih: bi.roque based on a literary
adornment of perceptions, was an affectation of our time,
he said." Like Callaghan, Hemingway was against the show-
offs, the writers who caught on "because of their affect-
ations, their tricks of style."55 They were, it seems,
merely echoing Anderson: "It was the bad tale teller often
who was most adept at the tricks of style. The real tale
teller thought first of the tale itselr."56

The "decorative Renaissance flight into simile",
as Callaghan calls it, had outlived its usefulness. This
sort of "fraudulent pretending", he felt, was a symptom

of the "fraudulent morality" that produced the great
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slogans of the first JWorld War - already ridiculous to
him - Wilsonian idealism and .:rohibition, when it had
become a social obligation at college to visit a boot-
legger's. In short, the constant gap between what was
known by people as individuals and what they agreed to know
as a socliety was too great at that time for Callaghan to
accept even with his characteristic ironic stance. The
wild energy of the 'twenties was finding expression in
the socially unacceptable and Callaghan felt himself part
of that:

Nothing could be taken for granted. Nothing
could be taken on authority. ... Orthodoxy
was for fat comfortable inert people who

agreed to pretend, agreed to accept tge gen-
eral fraud, the escape into metaphor.

And again, a.nderson is there with or before Callaghan,
rejecting conventions anc slogans. .8 an advertising man
himself he had seen how the government had worked in the
Jsar, in his words, "selling the war to the young men of
the country by the use of the same noble words advertising
men used to forward the sale of soap or automobile tires.“58
1 doubt that these parallels are direct borrowings.
1t is probably the case that what Callaghan found so
attractive 1n .nderson were similar attitudes, a similar
point of view regarding the artist's craft and the necess-
ity of his personal honesty in regard to the materials,

both lives and words, that he used. The two men reacted

in similar ways to the same set of circumstances. ikach was
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rejecting the old styles of writing in favour of a fresh-
er, more direct approach, and a less personal, more
objective stance. llemingway too was opposed to characters
in a story doing too much thinking on the grounds that it
was pretty hard for the author to keep out of the way.59

..nd this is one of the reasons behind Callaghan's
waning enthusiasm for Hemingwoy's own work. For despite

his intentions, what Callaghan called Hemingway's literal

touch did damage him as early as A Farewell to Arms: "Vas

he to become," asks Callaghan, "an intensely personal
writer, each book an enlargement of his personality in the

romantic tradition?"so

tven in 1929, Hemingway was in
danger of becoming a "character", a writer who was himself
more important than his writings. Further, lemingway was
vulnerable to what Robert ! ¢ lmon called the "hardening
process,"61 presumably the greater and greater stylization
of that clear, direct prose, until in the end he became as
baroque and indirect as James, always searching for the
exact way to express the object precisely as it was.

"hile Hemingway succumbed to these dangers, Call-
aghan did not. He has always, he says, been an admirer of
Jack Demps9y, who taught him very early to "do the thing
you want to do in your own way. ... <eek your own

excellence."62

asnd he always has, remaining true to his
own conception of writing, which has to do, he says, "with

the right relationship between the words and the thing or



person being described: the words shonld be as trans-

6
pareat as nlass,” 5 i

brilliant phrase used in z2nd for it-
s 1f directs atteontion way from the object to the writer.
Ideally, nothing should interfere with the reader's
direct apprehension of the things described. Not only is
the author removed, but the medium is made one with the
content. The aim is to "striy the language, and make the
style, the method, all the psychological ramifications,
the ambience of the relationships, all the one thing, so
the reader couldn't make separations. Cézanne's apples.

‘"The appleness of apples. Yet just apples."64 llo

efully, if
the writer does this well enough, the reader wlll not be
conscious of any style as such. ilow the story is written
becomes what it says; what the reader perceives is reality,
without the intrusion of literature.

The writers and stories in which Callaghan felt
this directness to be paramount were the stroangest in-
fluences o0:a him: Jubliners, Winesburg, Chio, Chekhov and

65 These stories also make

the good stories of lMaupassant.
what Callazhan calls "an impsct as a whole"; they "offer
some one vision of life, giving the whole thing its own

reality.“66

He rejects Dickens because he does not do this,
or at least because Callaghan feels he does not: "It was
the novel as an entertainment, a loosely-knit variety show.
.eserratic, irregular, sprawling, fanciful, episodic."” He

finds Jane austen's works, on the other hand, admirable in
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their uniform effect, and praises two works which are great-
1y renoved from his own world of fiction but which never-

theless live up to his standards: Wuthering Heights and
67

Tristram ishandye.

But Callaghan's aim is not just this kind of
direct, unified vision of life. Central to his philosophy
is the vivid enjoyment of life:

I remembered too being with a girl one night,

and on the way home, wclking alone, I felt the
world had been brought close to me; there seem-
ed to be magic in the sound of my own foot-
steps, even in the noise of the streetcars -
all mingled with the girl's kiss, the meuory

of the little run I had noticed in her stocking,
the way she saild good-bye to me. None of it

had to be ggitten up. There it was, beautiful
in itself.

In "aris, he was enchanted by the paintings of
lMatisse: '"the thing seen freshly in a pattern that was a
gay celebration of things as they were. why couldn't all
people have the eyes and the heart that would give them
this hapny acceptance of reality?"69

Callaghan has explicitly rejected the idea of writ-
ing theses books, intellectual presentations of themes,

But he does admit that "You inevitably come back to cert-
ain Jjudgements about human life, to certain perceptions
about human life, to = you either have something to say
about life or you haven't."7o The happy acceptance of
reality is part of what Callaghan has to say about life.
when people are not content with their own lives they

miss the beauty and joy possible in life. Callaghan
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concerns himself frequently with peojple like ..nderson's
Winesburg grotesques, who are in some way prevented from
full realization of their own, and life's, possibilities.
The blame is sometimes in Callaghan's work to be laid on
society's shoulders, for insisting on behaviour or allow-
ing conditions to exist which do not permit individual
happiness. But more often the blame can be laid on the
individual. The great trick, Callaghan has said, "is to
remain on an even keel - and somehow or other be able to
draw yourself together and realize your potentialities
as a man." The great sin is of a personal, not social,
nature - a man's "abject failure to do anything with his
possibilities,"” "

Callaghan rejects the arrogance of spirit that
holds that man is an alien in the universe and which con-
sequently wants pure spirituality without the flesh.72 He
would agree, I think, with ..nderson's dictum: "The mind is
ugly when the flesh does not come in too. The flesh is
ugly when the mind is put out of the house that is the
bod;y."75

This spiritual arrogance is, however, a counter-
part of the innocence of the saint which has, Callaghan
admits, always fascinated him:

There's a very thin borderline between

innocence and crime. ... you see the saint
and the sinner, or the saint, let us say,
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and the man guilty of the sin of monstrous

pride - there's a very thin line there be-

cause the saint in his own way has a kind of

monstrous egotism. The saint puts himself

against the world, opposes himself in what

he stands for to the whole world - which he

calls, of course, usually the work of Satan.

But the great criminsl also puts himself 7

sgainst the world and the laws of society.

The innocent man, the criminal, these figures appear re-~
peatedly in Callaghan's fiction, as well as the man who
for some reason fails to realize his potentialities as a
man. These latter are like Anderson's romancers, men who
have failed to create anything, least of all the terms of
their own happiness. llost of them live in illusion about
themselves and the world.

These people are central to the resolution of That
summer in Paris, for Callaghan, like many of his fictional
heroes, seems to come to some new understanding of life.
ot only do most men, he realizes, for the sake of the peace
of their own souls, "live by pretending to believe in some-
thing they secretly know isn't true," but each civilization
as well "seems to have derived some creative energy from
an agreement upon the necessity of a general pretending."75
It is the effort to fix life on the basis of absolute laws
of the spirit, from God, or a god. In short, life must
have meaning: "The primrose had to be anything but a prim-
."76 Or, more exactly, not just a primrose. In the words
of the prison priest whom Callaghan and his wife met on

the ship to Europe, "no penitentiary should be built that
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denied an inmate some wild hope of escape."77 It is
easier to accept reality if there is some comfort in it.

Both Anderson and Callaghan are moral writers.
The purpose of art is awareness, and to gain underatanding
is necessarily to strengthen human contacts and hopeful-
ly to improve the quality of life. In this concern for the
quality, as opposed to the quantity, of life, they may
travel by different paths. Callaghan believes less in the
sensuous love of materials that can make Anderson a
conscious stylist. But both arrive at the same goal. The
forms of fiction are to develop from within, to illuminate
the essence of the life of the central character. Style,
of perception and feeling, as well as of narration, is to
be the expression of the language of that character. Above
all, the artist's duty to the character and the reader,
the honesty of his personal vision of life, is paramount.



CHAPTER II

I do not mean to suggest by the preceding chapter
that Callaghan is not concerned with style, for he obvious-
ly is. But he does not have a style in the pejorative
sense. lis concern with words 1s always subordinate to
what they mean, or to the thing described, whereas anderson
frequently treats words as separate from such considerc-
tions. Both men share, however, an interest in the collo-
quial tone and the speaking voice, and it is here that I
wish to start this discussion of their respective styles.

In his book, ‘he Colloquial Style in America,
Richard Bridgman comments on the obvious difference be-
tween the prose of llemingway and the twentieth century and
that of Hawthorne and the nineteenth as an introduction to
his study of the former. The modern style, he states, is
characterized by a "greater verbal simplicity":

Long words are eliminated or infrequently used,

and then as deliberate contrasts. The sent-

ences themselves are shorter. wWwhat was hinged

and stapled by semicolons in the earlier prose

is broken up into a series of declarative

sentences in the later, Fewer details are pro-

vided, and those offered are precise and

concrete. lleferences to a cultural and histor-

ical past are stripped away, and the haze of

emotive words is dispelled. rfrimary colors are
accented. The immediate material world claims

all the reader's attention. The result is a

sharp, hard focus.

The most important figures in the development of a
colloquial style were Henry James, lMark Twain and Gertrude

27
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~tein, vespite the fact that Cherwood Anderson was, in
Bridgman's words, '"the first writer since lMark Twain to
take the vernacular as a serious way of presenting reality"2
he belongs in the chapter entitled, "Coples and llisfires",
because of the uneven nature of his colloquial achievment.

inderson belleved, as I have emphasized, in the
language that the people used to work, make love, sgettle
the western states, arrange thelr personal affairs and
drive thLeir Fords.3 He wanted to use the American lang-
uage, not a literary one. .nderson felt that America remain-
ed a young, simple nation which could best express itself
in simple words.4 Mark Twain is an obvious influence, but
ilorace UGregory also points to iAnderson's admiration for the
nineteenth~century British writer George Borrow: "his was
an art of speech that wanders slightly, that seems to walk,
that philosophizes gently In sn almost absent-minded
fashion."? This inheritance of an oral tradition is some-
times quite apparent in .nderson's tales, particularly in
those with a first person narrator.

The other most prominent influence on :nderson was
Gertrude Stein, whose analysis of the underlying structure
of colloquial prose led to a bare syntax and repetition
both in her own style and in snderson's. Winesburg, Chio
is typical in being

deliberately primitivistic, stated with a sober,

humorless intensity that moves at a slow pace
from word to word, object to object. Long series
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of hardly varied declarative sentences are
set down, key nouns are repeated, qualifica- 6
tion is pared, and subordination minimized.

One brief example might be noted, from the third story:

In the evening when the son sat in the room
with his mother, the silence made them both
feel awkward. Jarkness came on and the eve-
ning train came in at the station. In the
street below feet tramped up and down upon a
board sidewalk. In the station yard, after
the evening train had gone, there was a
heavy silence.

The same spareness, the same habit of repetition are found

in It's iever Over, Callaghan's second novel:

The outline of Thompson's face was behind the

three bars of the window. The white face was

pressed against the bars. It was really too

far away to see whether the face was white,

but it was a pale béotch ageinst the shadow

of the cell window,

In each of the above examples the effort of the
author is directed toward making the third person narration
agssume the qualities of the speaking voice. But as Bridg-
man points out, Anderson, and this is true of Cullaghan as
well, reverts at times to a mixed style, as in the first
paragraph of loor ‘vihite.9 This compromises the movement to-
ward bare-bones prose, for a number of long and literate
words which are not to be expected from the kind of speak-
ers or characters that :nderson employs creep into the
narration. The desire for authenticity of speech consequent-
ly led inderson to the use of the first person narrator, a

device that Callaghan has never, to my knowledge, used.
Anderson had in the past handled the speaking voice
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with great directness and clarity, so much so that a
whole character 1s created by a few sentences, as in the
case of IFrank lietcalfe:

"Nothing keeps me satisfied," he said. "I hate

being in my father's business and I hate going

to school. In omly two years I1'll get the mon-

ey. Father can't keep it from me. I'll take it

and light out. I don't know just what I1I'll do.

I'm going maybe to Europe, that's what I'm go-

ing to do. father wants me to stay here and

work in his office. To hell with that. I want

to travel. I'll be a soldier or something.

‘nyway I'l1l get out of here and go somewhere 10

+nd do something exciting, something alive."
Again, Tom Butterworth's decisive and forceful character
does not need to be described: it is shown in action when
he snaps out commands to his hired man Jim iriest to pre=-
pare the wedding feast for his daught;er.11

But this ability was not enough. Anderson wanted
to be able to tell a story through one of these characters.
One of his experiments was the boy in "I'm A Fool", whose
monologue is liberally sprinkled with phrases like, "Gee

whizz, Gosh amighty,"12

and who announces solemnly that
"There's a lot of things you've got to promise a mother
because she don't know any better."? But if this experi-
ment is successful it is largely because inderson has re-
turned to one of the first and besat practitioners of the
vernacular, lMark Twain. Anderson's boy is the reincarnation
of Huck i"inn.

Left on their own, Anderson's narrators have a tend-

ency to be vague and unsubstantial. They do not tell of an
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experience but ruminute on it, and they are frequently not
sharp observers or clear thinkers. The narrator of "The
lian Who Becume a Woman" reports that when he looked up into
the mirror from his glass of whiskey the face he saw was
"the fuce of a woman, 1t was a girl's face, that's what I

mean. That's what it was."14

His hesitation in describing
exactly what he saw detracts from the dramatic impact that
could have been made on the reader. .nd the most annoying
habit of Anderson's speakers is exhibited at great length
by the same unfortunate boy. ile is trylng to find ana-
logues for his shock in the experience of the reader.
veveral examples in the gpace of two pages are each pre-
faced with "perhaps" or "maybe."15 It becomes impossible
for the reader, 1 think, to identify with the feelings of
anyone who is so vague and speculative himself,

The intention was unfortunately the opposite: to
make the narration simple and direct and forceful. But
Ainderson generally has little formal control and his effects
are seldom as finely calculated as they are by Callaghan,
Viotor lloar objects that "Callaghan's people do not regis-

ter sharply through their slpeech,"‘|6

but I think that this
is quite often where they do register; for Callaghan
spends very little time on physical description. 1t may be
that so many of Callaghan's early characters are of the
same mental weight and articulateness that they do not

stand out sharply from each other, But Soldier Harmon,
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for example, the unambitious boxer, is vivid enough to be
entrusted with the lust words o’ his story:

"I know it, Joc, but I want to get it set-

tled. See? .nd to-night sorta fixes it up

for me with her. She won't have no ambitions

for me now, see?"1?
ind Ag, the Gibbons's maild in A Broken Journey, is perhaps
even more subtly characterized by the inspired choice of
one word:

"ind when he's here, she's so delighted,

cnd when he's yone she stands at the win-

ggmeEEShiggsiggoggggigg and sighing till

Callaghan, of course, has the advantage that Ander-
son gave up. lhese characters are talking to someone else,
not trying to tell a story. What they say, how they feel,
and who they are, moreover, are all much more definite
propositions than they are in Anderson's narratives in the
first person. 5till, it must be admitted that Callaghan
occasicnally fails to keep the speech in character. It may
or may not be deliberate that Marion Gibbons comes out
with "You lovable kid. iAre you maeking love to tne?""9 for
the Jarring tone in relation to what the reader knows of
her does relate her to the big, vulgar blond l'atricis Lee,
who 1s more explicitly sexual than lMarion has previously
been, But does anyone really say that he had a "really
swell feeling of elation and extraordinary clarity," as
Hubert Gould does?zo

These problems raise again the question of
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authenticity. The spesking wvoice must be harmonious, no
matter what level or degree of speech is being used. If the
reader cannot accept the manner of saying he is unlikely
to accept what is said. The problem is especially acute
for Callaghan who, despite his disclaimers, is a writer of
metaphor, symbol and image. These devices, however, rarely
call attention to themselves. They are carefully woven into
the fabric of the novel or story and support its pattern
or structure unobtrusively. As Victor Hoar points out,
Callaghan's symbols are usually modest, and even homely:

a cathedral [though it depends on the cathedral], a lake
or a mountain, an article of clothing.e1 When things like
these are nlready known to the reader, new meanings and
associations have to be carefully presented in order that
they may be accepted. When Harry Trotter, for example,
thinks of the checker board as "his own life and the life

around him"22

the reader must be satisfled that such a
meaning could be drawn from the object by a person of
Harry's intellectual capabilities.,

Callaghan's tuct, his ability to handle the reud-
er's response, usually stands him in good stead, as it
does, I believe, here. i far simpler solution is available,
It is to have the charuacters themselves avoid comment on
symbolic meanings. Both .inderson and Callaghan favour this

method, for it offers more freedom and less difficulty in

presentation. The rewsrds of meaning are greater zndi the
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risks of jarring the reader small. The narrator of "The
lMan Who Became a Women" falls into a pile of bones at an
0ld slaughterhouse in the dark: "White bones wrapped
around me and white bones in my hands ., "> Death, decay and
sterility are vivid, but the narrator - or anderson, rather
-~ lets the symbol speak for 1tself, as does the factory
whistle blowins the end of the craftsman's life at the end

of Poor White,

The way these things are handled, the way the
author stands back, having put the symbols on the page, and
lets them work for themselves, 1s typical of both men's
work, although a.nderson seems to me to have a stronger urge
to explain things to the reader than does Callaghan., It is
probable that Callaghan learned this technique from .nder-
son: his use of the bird cages and the broken picket in
".. Country Passion" is quite sinilar, Jim Cline and Ettie
Corley, the two "backward" central figures in the story,
are both society's broken pickets, and like cvim, who tosses
the picket into the rcad without attempting to repair it,
society will put {them away in cages, Ettle in an institut-
ion and Jim in prison, rather than try to rehabilitate or

socislize them.24

The explanation tskes longer to make than
the symbols do to work.

Particularly in Callaghan the events attached to
the symbols seer conrisi~lace and unsurprising: it is poss-

ible %o miss their significance on the first rezding,



although even if they make no conscious impact tiiey do
reinforce the mood and impression the story makes. Kor
Callaghan rarely uses any symbol or image that does not
serve to build up the complete effect of a work. oimile
and metaphor are harder to find than symbole but when they
do occur they are central to the meaning. as John ilughes,
for example, goes to commit murder, he hears a sea lion in
the zoo nearby. Callaghan comments: "llany people in the
neighbori ood had protested in the paper the other day
against the roaring of the sea lion, urging that the

nad The image of wman's

beast huave its vocal cords removed.
violent animal heritage and society's control of it
suggests the fate of both Fred Thompson and John if he
carries out his plan. again, when !larioun Gibbons and
r'eter Gould arrive at their destination - the llichipicoten
River area in the ..lgoma Hills on the north shore of Lake
superior - they see a beach from the boat, "like a great
polished bone set down between the blue water and the

green hills."26

The simile is neither clever nor flashy;
it underlines the spiritual emptiness of liarion and
leter's relationship. The priurose, that is, is not just
a primrose, it represents :oral or emotlonal truth.27
4ll these examples are typical us well of Call-
aghan's clear, straightforward style. The thing, a picket
from a fence, a beach, is seen clearly and freshly no

matter what symbolic impoprt it may carry. This ability to
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vut & thing on the page directly with words as transparent
ns glus:i,°C hus stayed with Calisghan throughout his career.
This is not, unfortunately, true of :nderaocn. The coucrets,
vivid description by which the reader sees what the author
or charagter doea 1s esaily found in the early work, =8 in
s on the Nississippi River:

He had seen it in the hot summor when the wuter
receded and the mud lay baked and erucked along
the edge of the water; in the epring when the
flooda raged and the water went whirling past,
besring tree logs and even paris of housesy in
the winter when the water looked deathly cold
and ice floated pasty and in the fall when it
was quiet and still and lovely, and seemed to
have sucked un almost human gqualisy of warathqg
ocut of the red trses that lined its shores. *

this pasange from

The passage 18 clear and powerful beczuse the imaginastion,
as aderson inslisted it must, feeds upon the faoct in
nature,”C and takes its 1ife from it. But roor White slso
narks the bheginning of .nderson's dissociation from the
f«ota of nature us his slways strong fanoy sssumes &
greater hold on his writing:

Hush thought his mind hed gone ocut of his body

and up into the sky to join the clouds =znd

stars, to play with them, From the sky he

thought he locked down on the exrth and saw

rolling fielda, hills and foreata. He had no

part in the livesa of the men und women of the

eurth, but wus togg awvay from thom, left to
stand by hi=mself,

The natural tendenay of ~nderson to dream is com-
plemented by his interest and delight in worda, hoth
unfique and bullt into sbstract sound patterns, George
willard, -oderson's aurrogate for hinself in wWinesbupg,
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Ohjp, sounds the warning note: "The desire to say worda
overcame him and he said words without meaning, rolling
them over on his tongue and saying them because they were
brave words, full of meaning. 'Death,' he muttered, 'night,
the sea, fear, lovolinens.'"_a2

This urge to say words, to revel in their sounds,
bears fruit in Jark leughter. It becomes a style. Ulyases,
which was published in parts in magazines before its
complete appearance in 1922, is an obvious influence on
this book. But the ubiquitous Gertrude stein is also to
blame. Bridgman mentions her feeling that people under-
stand reality as a "continuous present,” with neither menm-
ory nor hope playing an importent part. Since writing deals
with the world as understood it must endeavour to reproduce
this continuous present. The immediate stylistc conse-
quences of this were an inorease in the use of participles
and gerunds and a multiplication of the instances of
ropotition.55 Both of these characteristics are present in
D La er.

One passage in particular stands out for me in ite
poetic quality. Indeed, it can be arranged in that way:

ulJ river, sikput gow. /reeping

slpwly down past mud bafks, P

miserable lit‘*le/‘uowna, fhe river,

as powprful gs ever, strange as pver,

A, 10, Sat, with ﬁﬁiiﬁﬁﬁ"ﬁi - o

/ Y &

1o ,more gu udJ bOutS profanity, om
song, gamblers, exeffement life.”
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The iiississippi obviously had a profound effect on inderson,
but here the result is less concrete than in the earlier
quote from ioor White. The absence of active verbs creates
a ouriously suspended and impressionistic atmosphere. .nd
the emotive connotations of the words focus attention on
the perceiver, Bruce Judley, rather than on the river.

This problem of the perceived and the perceiver is
nowhere more apparent than in the following quotation:

The woman. liystery. love of women. Lcorn of

women, what are they like: ire they like

trees? How much can women thrust into the

mystery of life, think, feel?! Love men. Tuke

women, Urift with the drifting of days. That

1life goes on does not concern you., It con-

cerns women,
These are, says ..nderson, "Thoughts of a man dissatiafied
with 1ife, as it had presented itself to him gonfuged [(my
emphasis | with what he thought a boy had felt sitting by a
river with a wona.n."55 The desire for the continuous pres-
ent, symbolized by the timeless flowing of the river, leads
to a fuszy haze of perception. lemory and hope are imposs-
ibly confused with the present, so that nothing, least of
all the concrete reality of otherness, emerges clearly.
The sharpness of metaphor and simile also disappears. In
100r white, men crawling down rows of cabbages look to
tiugh licVey "like grotesquely misahapen aniaala."56 The
plcture is vivid and precise, the human made semi-human by
labour and stirring Hugh to his invention of a machine

that will reascue man from this indignity. But in Dark
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Layghter, the heroine, .line Grey, creates a metaphor:
"suppose [my emphasis| you ere a field and it is spring. A
farmer is coming toward you with a bag filled with seed.”
While based on a common event of agrarian life, the image
is a mental omne: it btegins with a apeculation or suggest-
fion and remains a supposition until, at the end, it is
qualified by the thought that nice women "can't have such
thoughts, not directly."37

Similarly, the colloquial tone becomes less direct
in this novel, There are still odd moments when the narrat-
ion is fluid and the speaking voice of the character is re-
tained: "Gince he had married her, when he was a young man
about twenty-two, Jponge hadn't ever fooled around any
other women at all - except maybe a few times when he was
away from home and was a little aounod."58 But the narrator
quite often withdraws, leaving the reader to sort out a
character's imaginary conversations with himself, or to
try to assign the proper significance to a series of dis-
Jointed thoughts and impressions, as in this example:

We've got to have more earnest men in this
country.
gia.:agﬁz;§28d§:139t1.1d between.
9

Bruoe Dudley's thought is first, his perception of the
landscape next, and his remembrance of a negro song lust.
All are in separste one sentence paragraphs and there is
no necessary connection between them, The attempt at

Ulyases-like free association becomes a key to the
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characters', and .nderson's, dissociation from life, the

stuff of fiction. “hen ~line Grey asks herself "A tree is

something to you but what is it to another

answer.

?"40 there is no

«line does not know what a tree is to her because

inderson does not know himself. Neither of them has any
idea what a tree could be to another person, The reader is
left in limbo, with Anderson and his characters.

As Callughan asid, inderson became more arreotcd.“q

He was wvulneruble to mockery and satire, and Lrnest Heming-

way obliged. Ihe Torrents of Spring, published in 1925,
containeg some accurate und devastating passages of imitation.

i‘'erhaps the best, certainly the most complete, is thias one:

He eyed the waitress llandy. She had a gift
for picturesque speech, that girl. It had
been that very picturesque quality in her
speech that hed first drawn him to his pres-
ent wife. That and her strange background.
ingland, the Lake Jountry. Scripps striding
through the Lake Country with Wordsworth, A
field of golden daffodils. The wind blowing at
Windermere. Far off, perhaps, a stag at bay.
h, that was farther north in Scotland. They
were a hardy race, those Ucots, deep in their
mountain fastnesses. Harry Lauder and his pipe.
The liighlanders in the Great War. That was
where that chap Yogi Johnson had it on him.
The war would have meant much to him, Soripps.
Why hedn't he been in it? Vhy hadn't he heard
of 1t in time? l'erhaps he was too old,%<

Humerous other examples might be quoted, but everything is
here: the wild fancy which puts Wordaworth in the present,

the repetition, sentences with participles instead of verbs,

short sentences, free and wandering assocliation, and fin-

ally the dazed stupidity of the character, ioripps C'lNeil,
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who does not know how old he is.

The stylistic affectations which Hemingway so
easily parodies are arguably the result of retaining the
colloquial style of writing while abandoning the control
of the narrator. Alfred Eaxzin has commented on :nderson's
main difficulty: ".here [iiss Stein and Hemingway both had
resolved their break with the 'rules' into a conscious
principle cf design, Anderson had no sense of design at all
save as life afforded him one.““’ And, as Anderson himself
repeatedly pointed out, life is chaoticj only in art is all
in ordor.#A He does not live up to his ideals : he becomes
too realistic. e transcribes exactly all impressions snd
associations without giving them the form that would keep
them from being fuzzy and Jumbled.

Anderason often loses that ability whioh both Hem-
ingway and Callaghan retain, the ability to control his art,
And both Callaghsn and Hemingwey share one key experience
that gave them that ability: they both worked for news-
papers, Imprecision, sentimental expansiveness, the over-
use of adjectives, all part of Anderson's writing at one
time or another, are blessedly impossidle when a man works
as a reporter. Bridgman mentions the style sheet of the
Kansas City sStar, where Hemingway first worked, which de-
manded that reporters "ivoid the use of adjectives,
especially such extravagant ones as gplendid, gorgeous,

grand, ngsgi;;g;gg."“s Callaghan's first assignment for the
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Toronto Star was to report on a druggists' convention.
He wrote what he was sure was "an elegant and amusing
story" which was promptly thrown into the waste basket by
the deskman. in older reporter did the story for Callaghan,
five paragraphs of "hard cold newu."“s

But in addition to this practical basis for the
style, there is also a theoretical basis for it. Callaghan
knew of Ezra Pound, and Pound was an advocate of Imagism,

a movenment concentrating, in his own words, on "hard light,
clear edgos.““v The ideal for the writer was to say what
he meant in the fewest and clearest worda.“a The only ad-
Jective worth using was the adjective essential to the
sense of the passage.

Isabelle Thompson puts Callaghan's own feelings
succinctly when she says of Tamburlaing "it's too gaudy a
performance....Too much upholstering, I suppose. It hasn't
anything to do with my life."*? Callaghan stays resolutely
away from sentences like "Uver her fauather's farm brooded
the pessionate fulfillment of sunner."so Brandon Conron
has described the style of Strange Fugitive, Callaghan's
first novel, in terms reminiscent of Bridgman's description
of the twentieth~century style quoted at the beginning of
this chapter:

There are actually relatively few literary

ornaments: a rapid, reportorial exposition,

short, simple sentences with few adjectives,

a colloquial dialogue which is hard and fresh
and catches the rhythm of lorth /imerican
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gpeech, and compact descriptive passages

Dot really sigaificunt GetailsiSt o
Thias description is equaslly valid for the later Callaghan
style, although it does become more fluid as he learns to
use its resources more fully and confidently.

at first glance,however, it uay seem that Cull-
aghan owes more bto .nderson in the matter of compact des-
cription of characters than the above makes allowance for.
Sallaghan describea two men in I%'s lever Cver who come to
carry fred Thompson's casket. They are "a short, nervous
nan with a thick gold watch-chain snd a thin zi:n with un-
naturally white fzlase teeth."52 snderson too has this
habit. Judge llunby is "an 0ld man with a long white beurd,"
and Ben l'eeler "a tall, slender, stoop-shouldered man, ">
~nderson probably was an influence on Callaghan in this
regard, but I think that the aesthetic dootrine and Call-
aghan's practical experience were uat leust as important,
ifor Callaghan does not follow .nderson'’s road in Dark
Laughter, where very few of the characters.are described
at all. Callaghan sticks to this technigue as late as 1960
in The Ilany Colgred Coat, where Jcotty Bowman is described
as having "a florid Jolly face, grey hair and shrewd blue
eyea."54 What the reader sees is what he would notice if
he were to meet Bowman on the strest, or what an observ-
ant newspaper man would write in his column to characterise

the nman briefly. This habit of concision goes us far back
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18 Strange Mugitive, published in 192€. Harry Trotter
"disliked unensily llohnsburger's solid, six-foot, double-
chinned import:xnoe."55 The phruse, with its two hyphen-
ated werds, moves with the solld importance that Harry
finds so distasteful. The reader does not merely note this
distaste, but feels it hingelf in the rhythm,

For the most part , however, Callaghan's scenic
descriptions are more objective, more like line drawings
than paintings, e::icept when a particular region, such as
the :.lgoma Iills, makes an impression on him or details
are importunt for the psychological portrait. In this ex-
ample from It's lever Over, there is no sense of inter-
action between the obgserver and the observed: "The light
from the strong sun glistened on the surfuce of the wet
leaves through the trees, but could not dry the soggy
ground, heel marked and trampled."56 The enotive response,
something 30 strong in .nderson at times as to obscure the
reality, is absent,

»nd this is why, I think, that Callaghan's des-
criptions do not impress the reader as being seusuous. For
he does not have the ability, or perhaps has severely
limited his ability, to reproduce in the reader the com-
plex response to sights, sounds, and smells that is so
much a part of Keats' greatness as a poet. Sensations are
noted as part of the background but they pass so quickly

and make s0 anall an impresaion on the character that they
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arg not noticed, Visual lupressions are strongest, snd
these, unlike tuste or touch, serve to measure and in-
tensify the distance hetween the objoct and the person
who sees 1t, o mells too are mentioned in passing, as in
the "stuffy amell" of pine plank357 but litile impact is
nade on the reader, They exist, and are virtually teken
for granted. ;. men working in a lumber yard smells jpine
planks oconstnantly. vWhen Harry is out for a walk he passes

"the temporary wooden bridge below Bay Street.”sa

Harry
is in a place so familiar that it makes no i:pression on
him, .nd no inpression of the bridge can be passed on to
the reuder,

snderson can get carried away. Callaghan remains
maddeningly natter-of-fact. mven a description of a fight
- and Callaghan did some amateur boxing - is rather tume.
Gus Rapp has tried to decapitute Lid Walton with a plank:

"You damn big hunkie," Walton yelled, run-

ning at Gus., He picked up an axe handle and

whacked him hard three times acroas the back.

Gus went down on his kness and hollered but

got up kicking out., le tried to pick up a

plank but the men grabbed him,39
The drema seems to have ewaporated: the tone is that of a
witness to the events, not someone involved, ..fter Flora
Lawson has spent a night in the country she arrives at her
father's farm: "Flora sat down and told her mother how
Bill had been acting queerly, and how last night he had

run out of the house and she had been scured to stay theres
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alone."so There i8 no dinloisue to make her story interest-
ing, for she is not telling the whole truth., :.nd after the
harrowing events of the night before, Flora's plain atate-
went, reported by Callaghan, is anti-climactic. The ironic
tone robs the reader of what could have been an interest-
iz scene, Callaghan opts to tell rather than show Flora's
versaion of the truth,

This distancing effect does work well for Callaghan
at times, however, usually in brief descriptions, .38 nar-
rator, Callaghan :lonts the manner of his characters. But
when a special insight requires it he stepa back. In
"Last Spring They Came Over" he says that the night editor
of the paper where ..lfred Bowles works' "took a fancy to
him because of the astounding puerility of his political
opinions."®? It may be doubtful that a night editor would
use such a phrase but it is effective nonetheleams and
serves to heiphten the reader's sense of ..1fred's complete
unsuitahbility to Canada. The story ":ncient Lineage" is
built arcuad Callaghan's surrogate Mr. Flnherty's percep-
tion of the incongruous combination of details in the
ilower household, whose family was descended from William
the Conqueror: "lHe wanted to smirk, watching her walking
heavily, so conscious of her ancient lineage, a virginal
nincing sway to her large hipa."sa This time the »hrnse is
Just the right kind to come from a smart jyoung man from the

University Historiec2l Club,
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Unllaghan has curefully culcilanted these effectsy
he 18 a conscious though unobtrusive styliszt, lle can even,
like .nderson, cre~te za rhythmicel sentence from short
rhrages: "lie siw no one, there were no sounds; there was

sun, but no breeze, and nothing moved."63

~uch moments,
however, are rare, ‘hen Callaghan ce«refully calculates his
sentence and paragr:ph crganization the effeot i1a likely to
be one of siaple contrzst:

John, looking & long time at the peanut-vender

and at the policeman and at the street-cars

moving on the trucks and through the leaves

of the trees up at the sky and at the faces

around him, hoped, when he looked again at

the cell window, 820 face would be gone, 1t

was always there,
o mattor how nony twists and turns John and the sentence
tuke to get away from Fred Thompson's face, they must in-
evitably get back to it, The same device is used across two
paragraphs in . Broken Journey. lirs, GibLonas, unable to
tolerate her husband, finds a potential lover after ten
years, -he is ecstntic, and the paragraph moves with her
Joy and passion. Then, in a new paragraph, Cellaghan re-
ports "The officer's rejiment left for France. .. few months
later he wus killed. There had never been any kind of union
between them."65 The very bluntness of the statement brings
the reazder up short, as the news must have brought llrs,
Gibbons up short. The emptiness of the statements repeats

and creates for the reader her emotional emptiness after

the event, a state which has continued to the time that the



novel opelnise

Calla;hel: does not huve a s8tyle that focuses atten-—
tion on the woris or the author, #t ita best, it reproduces
what it meuns, .nd Callzghan lives up to his desire to tell
the truth cleanly. -.nderson, 1 am afraid, does not. lespite
his proanocuncements about the neceasity ol the fuct in na-
ture remaining in fiction if it is to remain significant,
anderson increasingly turns inward. Colloquial prose may
work to tell a story if it is combined with a controlled
narrative technique, but unfortunately ..nderson's fancy
and his insistence on the naive and simple rob him of the
ability to create form and order for life's chaos of per—
ceptions and associations, He is interosted in craft, dbut
he knows little about the facts of presentation, and it
geems to me that his stylistic effects rarely match
Callaghan's.



"Tfhe best form," }ercy Lubbock states, "is that
which makes the most of its subject - there is no other
definition of form in fiction." The novelist's subject is
his intention, "in a phrase." 1lf it cannot be put into a

phrese then it is not a true lubacct.1

Although there are
some similarities in their respective approaches to form,

it seems to me impossible to compare ,nderson and Callaghan
at any length in this regard. Their stories and novels have
to be examined individuelly, and evaluated in terms of
Lubbock's definition. lieither writes to a formula; their
concern is with creating a fictional situation to illustrate
a character or an idea. They aim to be true to the thono.2
In theory at least, every tale is unique,

In his excellent study of writing and writers, first
published in 1921, Lubbock deals primarily with point of
view. In general,there are two kinds of presentation, the
scenic and the panoramic. The former, taking place in a
short, specified space of time, puts the reader in front of
the action; the latter watches the action from a higher and
more commanding level, over a longer space of time. rhe
scene - or showing of the action -~ is usually the most im-
portant, and there are two ways of treating it, pictorially
and dramatically. In the pictorial method, the scene is

rpresented as "the reflection of events in the mirror of

49
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somebody's receptive camsciousness.’' 1f the scene were pre-
sented on the atage its effect, which is interamal, would
be lost. sut iu the dramatic method the facts of the scene
are well to the fore, and they tell the story directly, as
thiey would on the stage.3

{103t novels and stories are a mixture of thc Uhree
methods. «hen treated dramstically the scene is too limited
in its asssociations, while the pictorial method can vitiate
the impact of o scene by placing the barrier of the reglst-
ering consciousness in front of it. further, no matter how
treated, the scene is a brief and single moment. .. novel
especially needs a sense of growth and development, a sense
that each moment is linked causally with moments both pre-
ceding and following it. "ihe scene presently yields," says
Lubbock, "to aome kind of chronicle or summary, and ...
this in turn prepares the way and leads into the occasion
that fulrils it.““ A series of scenes are linked together
into a panoramic view of the sction; and while the room for
movement is obviously greater in a novel, even a short
story gains in depth and resonance when its two or three
scenes are linked in this way.

it is a lesson that :nderaon micht have learned from
the nineteenth-century masters. ..nderson's novels and stor-
ies are almost uniformly panoramic. ile stands back, and the
reader with him, as in the ocase of iugh iicVey in .oor «hite,
and gives a broad, general exposition of llugh's background
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and charucter., .iow this, of course, is ueceasary ut the
beginning of a novel. 3ut this method continues through-
out the book, «nd the scenes that do exist wure trexted pic-
torially. The reader sees through iiugh's eyes; and sincc
he is a slow witted, taciturn person the book is very slow
noving. Like .nderson's other work, iger .hite contains no
conversutions. If two people are together, one listens to
the other, or .wderson narrates one part of the dialogue
while transcribing the other, liowhere is this more appurent
thun in Jark lLaughter where ..nderson's efforts to get in-
side the registering consciousnesses of his churacters
completely remove them from any effective human contact.

Callaghan also uses the pictorial method in his
scenes, but he writes dialogue as well., There is consequent-
ly an extra dimension, for the reader sees not ouly what a
character thinks and feels in response to external stimuli,
but also what thut charucter says, and how he affects the
world at large. Sut once this has been sald, iiugo !.ciher-
son's criticism of Callaghan's early stories must be noted.
liciherson commente on Callaghan's tendency "to synopsisze
rather than dramatize."’ Like /inderson, he often tells the
reader about the character in question rather than showing
him, This case history approach is best shown in "The Life
of Sadie iiall," a naturalistic tale of a wild young girl
who comes to bad end.6 :lere, vallaghan is so detached and
the girl herself so one-dimensional that he becomes a
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welfure worker insteud of an artist. ‘he tale lacks the
poetic and pathetic qu.dities of ..uderson's story of -ing

"

~iddlebuunm, " i.nds"™, where .ndersom, despilte a reportorial
tone, manages to show the character rather than merely
t:lk about him.

‘hile both writers are resolutely objective, Call=
aghan is too much so in the story of .adie ilall. ilis problem
is summed uyp by Lubbock in his discussion of !ladame Iovary:

It is a dilemmu that appears in any story,

wherever the matter to be represented is the

experience of & simple soul or a dull intel-

ligence. If it i1s the experience and the ac~

tual tuaste of it that is to be imparted, the

story nmust be viewed as the poor creature saw

it; and yet the poor creature cannot tell the

story in full., » shift of the vision is

necessary.
vallaghan decides to o farther back from his character than
Plaubert did. For Flaubert remains at just a certain dis-
tance, alwayas ready to create, by his superior intelligence
and understanding of the situation, the ironic perspective
needed to give .mme's story 1ts depth. Cr, as Lubbock
stutes it, "  distinction is mude between the scene the man
(or womuan] surveys, und the energy within him which converts
it all into the stuff of his own be r."e The reader is
placed in a better position for an understanding of the
character and his situatica than iz the charscter himself,

""he Life of ..adie Hall" is without this iromic
rerspective., 3ut Cullaghan does use it in most of his astor-

ies. Cccasionally, the tone is obvious: in "In ilds Uwn
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Jountry", for example, :rlora iawson abandons her husbund
who hus neglected her in his insane dream of reconciling
sclence and religion by the acquisition of all knowledge.
~allaghan writes, "rlora believed now that she had really
suffered, 80 every .unday she drove in to the .nglican
church with her father and mother. - he wore black on .un-
days and shook her head sadly when anyone mentioned 1ill's
name.”9 This technique, however, as Callaghan said of <in-
clair Lewis, offers the reader too quick a recosnition.qo

It is easy to mock. But Callaghsn's art aims to
create understanding and compassion. This 1s accomplished
in his excellent story "4 wedding-lress" by means of & more
subtly handled ironic perspective. The story expands un-
obtrusively from the first sentence: "l'or fifteem years
I.iss Lena Uchwarts had waited for Sam iiilton to get a good
job so they could get narriod."11 Her frustrated eagerness
and suppressed desire are aymbolized in her seurch for her
wedding-dress: "GChe wanted somethiung to keep alive the
tempestuous feeling in her body, something to sturtle dan."12
Unable to find anything suitable at a reasonable price
sne tukes an expensive dres. from a store, is arrested, and
Jailed for a night., when she appears in court Callaghan
nnkes the reader feel its effect oa her, and then expands
his view Go cast the crucial light on her: "Lverybody
looked at her, the dress too short and hanging loosely on

her thin body, the burnt orange petals oreased and twisted.
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‘‘he mugistrate sald %o himself: 'Che's an o0ld muid and it
doesn't even look nice on her.'"1” The clash between desire
in the first sentence, and reality here, is underlined by
the brief excursion into the magistrate's consclousness.
The effect, as it is in "A Predicament", in which a youny
priest resorts to a white lie to get rid of a drunk in hie
confesgional, is to create sympathy for the gharacter
whose consciousness of reality is not the same as reality.

‘The same nethod is used by Anderson in i/inesburyg,
thio. In the story of Jesse Bentley, the man who "wanted
to be a man of God and a leader among men of God"14 becomes
a pagan Goliath figure and is appropriately felled by a
stone from his grandson David's sling. “hen the Reverend
Curtlis Hartman sees the schoolteacher Kate Swift naked he
describes his sexual impulses - apparently ironically - as
the strength of God.15 A8 the theme of the book as a whole
becomes apparent, however, it is clear that this single
level of irony is balanced by a second. ilthough the minie-
ter cannot know 1t, Anderson does identify sexual desire
with the strength of God. I’roperly expressed, it breaks
down the barriers between people, creating love and com-
passion. “hat is at firat seen as a misﬁakan identification
is in reality the proper one and this episode serves to
increase George Willard's understanding of life.

The resolution of ”Rospoctability”16 is more moving,
I think, and also ironic. Wash Williams, marrying for love
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and finding his wife unfaithful, sends her back to her
mother. -he senda for »illiums to try to arrange a recon-
ciliation and when he comes she sends her daughter in to him
naked. 'he woman's respectability is ironic: she acts as if
she were the madame of &« brothel, “hat is beautiful is made
ugly for -illiama; the memory of his love is destroyed by
the light in which his marriage is cast by this act. iie
never recovers.

The story gains in impact by being told by wash
«illiems himself. -he majority of the tales in winesburg
«re related by .nderson through the consciousness of the
central character, Sut "Heaspectability" is virtually a
first person tale. williams is introduced and ..nderson
mukes it clear that something in his past has made him the
way he is, a woman-hating recluse, liis story serves to
illustrate tnis relationship and to explain it, The advan-
tages are enormous. ‘he reader sees two charscters across
a gulf of time where normally he would see only one at a
crucial nmoment. Instead of being a scene, the story becomes
a panorama,

Zhe method, says nex Burbank, owes sowething to the
impressionist movement in painting. Ly this technique, the
impressions of experience upon the consciousness of the srt-
ist were portrayed. Both Henry James and iitephen Crane
among earlier american writers had shaped their narratives

"in accordance with the flow of feelings and thoughts, or
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inmpressions, of the narrator."17 rorm is controlled lesa
by the logical succession of events in time than by the
tone and perspective of the central churacter. .s Irving
liowe states: "‘'he true uction of these stories is thus unot
the events narrzted but the narrator's response, not tle
perceived object but the perceiving subject."18

The centrul event in the first person stories is
therefore the "epiphuny, the 'showing forth' of the chief
significant factors, the imner reality, in the life of a
character or in a situation through a symbolic act or
utterunce.“19 This technique is not limited to first person
stories. Jumes Joyce used it to great effect in lublipers,
particularly in "‘he Dead"., In Winegburg, Chjo two notable
examplos occur in "iiands" and "x«dventure"., In the former,
the image of Ving Biddlebaum picking up bread crumbs with
his ncrvous, fluttering hands is one of a "devotee going

swiftly through decade after decade of his rosary."eo ;

nd
in the latter, ~lice iiindman, frustrated spinster of twenty-
seven, runs naked through the streets in the rain: "uhe
thought that the rain would have some creative and wonder-

ful effect on her body."21

sut when she stops another
lonely human being to embrace him, he turms out to be an
old man, somewhat deaf. The confrontation is atartling, and
a perfect image of ilice's future.

Both these storlies are controlled by the third per-

son centre of consciousness adopted by inderson. There is
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no burden placed on the central churncter to understard his
experience, us there is on :ush %Willicms. In gemneral, in
the first person stories /nderson's narrator is not sure of
the nature of his tule or what it ought to mesn: "in his
groping efforts to explain what he does not fully compre-
hend," says Burbank, "he rambles in his nurrative, feeling
about for details he vuguely perceives to be aignifiCunt.“aa
There is a charuacter in “inesburg like that, although the
reader never hears any of his stories: "‘he tales that
Joctor .- rcivel told George Willard began nowhere and ended
nowhere, ..ometimes the boy thought they must all be invent-
ions, a pack of lies. nd then again he was convinced that
they contained the very essence of truth."25 Two stories
in which this discursive narrative manner is used are
" jeath in the Woods" and "The Man Vho Became a Woman",°?

"Jonth in the Woods" is in five parts. The first
and last are in the spesker's present, the middle three
tell the story of the old woman who died in the woods.
These sections, and especially the fourth, which deals with
the narrator's reaction when he and his brother saw the
woman's frozen body, are filled with a melancholy mystery
and almost ritualistic grandeur. But the last section,
which returns to the present and gives the reader the moral,
does not, I think, add to this presentation. It merely

clarifies it. Moreover, the problem of how the narrator, who

was not present for parts two and three, came to know of the
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events is not satisfuctorily explained, despite two clumsy
attempts which only serve to draw attention to the dis-
crepancy.

'ar more effective is "The lan “ho Became a ‘omsn".
‘lere the perspective shifts constantly from past to present,
siving a sense of the richness and complexity of the nar-
rator's adult emotion as he remembers events from his ado-
lescence., ‘he story is the ;roduct of reminiscence, for, as
the narrator says, "I didn't think things out that way that
night."25 Indeed, the dramatic impact of the story is some-
what lessened by this method; for unlike the narrators of
_uthering Helghts or

Ilan who Became a 'oman" never disappears or withdraws for

‘bsalom, “ibsalom! the nurrator of “"The

long. The boy in the story, for example, is terrified when
two negroes, coming upon him sleeping naked in & hayloft,
take hin for a girl and attempt to asssult him., Then the
present-day nurrator steps in and says, "You know how it is
when a person is all upset and full of terror as I waa."26
‘The reader no doubt does know, but since the narrator never
lets him forget that he is remembering the smotion the
reader himself has no option but ﬁo renemnber how he felt on
similar occasions. The terror is not reproduced.

For all this, it must be admitted that the epiphany
of the story, when the boy falls into the skeleton of the
horse at the 0ld slaughterhouse, survives the technique

and remains a terrifying moment. This is becuuse it
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functions in both the past snd the ;resent. In the past,
the boy's immature love for horses is seen to be ended. But
in the present, what Irving ilowe has culled a "forbidden
homosexunl fantasy"27 represented by the szme sterile white
bones obviously survives. This is the reason the narrator
tells his story. The tensions and ambigulties of his ex-
perience remain in that central showinr forth of character,

There are two main scenes in this story, one of the
boy in the past, the other of the narrator in the present.
Joth of them zre treated as pictures of character rather
than as dramatic events. They are bound subtly together by
the broader, ironic vision of /inderson himself, who knows
nore thin the nurrator and gives the reader his insight.

8 in "lespectability", nelther moment - as lalcolm Cowley

calla nderson's scenes28

- exists timelessly or separately
from the other,

The same technique is tried by ..nderson with consi-
derably less success in Dapk Laughter. In <inesburg, Chio,
the texcher i ate “wift had told George “Willard, who wanted
to become : writer, "You must not become a mere peddlar of
words. The thing to learn is to know what people are think-
ing about, not what they aay."ag In "The IMan Who Became =

oman" .nderson succeeded in this attempt. In Jark L ter,
however, the interpenetration of past events and present

character is carried to an extreme., The whole novel is

built around key moments: "You go along in life,”" thinks
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line Grey, "not thinking very much, not feeling very much,
not knowing very much - about yourself or anyone else -
thinking life is so and so, and then - bang! Something hap-
pens. You aren't at all what you had thought you were, "0
i'or Bruce Dudley the moment is his realizstion that he is
not happy with his wife Bernice, a modern career woman who
writes stories. e leaves her to go to New Crleans, and
then back home to 0ld Harbor, Indiana. The moment for iline
is Rose Frank's party, where both she and Fred Grey are
shocked by Rose's description of the moral decay and sexual
degradation at the Beaux Arts' ball in lYaris. To protect
themselves, they marry. Coincidentally, Bruce gets a job in
rred's factory in 0ld Harbor and, coming out of work one
evening, he sees :.line. lle becomes her gardener, they be-
come lovers, and they go off together.

. resumably, the key moment when Bruce and iline
meet is heavy with associations of their ruminations on
their respective key moments. igain a state of present
emotion is supposed to be clarified by its relation to the
past. This is not the case. No necessary connection is
made by ‘nderson because he has gone so far into his charac-
ters' consciousnesses and become so dissociated from real-
ity that he can hardly bring them to life as three dimension-
al characters, let alone bring about an adequate relation-
ship between them. Rex Burbank correctly states that their

"wandering recollections and self-analyses impede rather
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3 .
n31 nd snderson has not

than advance or generate action.
devised any scene in which action could be presented
dramatically. ile has an idea, that the authentic, passion-
ate life of affirmation must be led, but there is not
sufficient observation or knowledge about the characters to
rescue them from being merely representations of this idea.32
There is little of the "stuff of actuality" in Dark Laugh-
33

ter. inderson's characters are not there before the read-

er, either at rest or in conflict. ile throws away one of
the best moments, when I'red comes home from work and con-
fronts sline and Jruce, who are leaving. There is reully
no confrontation. 'he reader sees ired's perceiving mind,
not the scemne. ..nd Fred's mind, unfortunately, is not a
sufficiently interesting instrument through which to see
anything,

It may be that anderson's repeated choice to por-
tray +the mind at work rather than the scene is the result
of an inability to write convincing dialogue. If he had
written more of it the matter could be decided. lNonetheless,
the same defect - the lack of dramatic presentation - also
mars what is probably Anderson's best novel, Foor White,
though to a lesser extent than it does Dark Laughter. lere
the use of the third person centre of consciousness helps
to create solid characters at least, even if, as in Hugh's
proposal of marriage to Clara Butterworth, they hardly

ever speak to each other.
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.nderson takes time in this novel to build up his
characters, detail by detail, so that their physical and
psychological reality makes an impression on the reader.
‘hen, when he uses his pictorial method, he has a firm
base. Cne of the best moments in i'oor wWhite concerns Jim
iriest, Tom Butterworth's friend aend hired man. !le has just
gseen Clara and :ugh drive off to get murried: "is he stood
alone in the barnyard, excited at the thought of the ad-
venture on which Clara and Hugh had set out, Jim rriest
remembered ‘om Butterworth."34 He recalls their first meet-
ing, at a race track where Jim had praised a driver named
.0p Geers. Then, "Utanding in the race track looking at
Geers, Jim thought of Grant."’? On the last day of The
vivil wvar .riest and General Grant had met briefly. wo the
progression is as follows: an event in the present has
triggered a recollection of a recollection of the past.
i'his very method of moving backward a step at a time is the
one used by Faulkner in asbsalom, Absalom!, though the effect
here is less claustrophobic than in Faulkner's great work
on the effect of The Uivil War on the Southern conscious-
nesse.

This spiritual presence of absent things seems to
work more effectively for Anderson in the short passage,
for Poor +hite is damaged structurally by the large scale
use of the technique. There are three parts to the novel:
Books I and II describe Hugh lcVey's youth and early
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wanderings to 3idwell, Chio, where he becomes an invent-
or. Book III makes a sharp break to Clara Butterworth's
childhood and college days. Books IV to VI deal with the
courtship, marriage, unhappy marital life and eventual
reconciliation of Iugh and Glara.36 But as Irving .lowe
states, "The story of Clara Butterworth splits the book in
half, a wound never quite healed."37 Having advanced so
far with the story of Hugh iicVey, inderson suddenly switch-
es to Clara without warning, and spends so much time on
her that Hugh and the theme of the impact of industrializa=
tion on rural life ere shunted to one side, if not altogeth-
er forgotten. The brief portraits, too, of Bidwell resi-
dents in chapters three and eleven are not sufficiently
integrated, even for a loose, panoramic novel., wunxcept for
Joe .ainsworth, these characters are not connected in any
way with the action of the book,.

The difficulty, I think, is that while roor White
is generally panoramic, and pictorial in its treatment of
scenes, the two methods are not used together successfully,
as they are in shorter pleces, What the brief, vivid por-
traits of Bidwell inhabitants do exhibit is inderson's
facility within a limited scope. Jane Orange, the rich wid-
ow who steals eggs, and Ben Peeler, the town carpenter who
goes into the lumber business, are as alive as any of the
residents of Winesburg.38 But, as all the critics point
out, Vinesburg, Ohio is more than a series of unrelated
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portraits and episodes. It is perhaps .derson's mnost
successful attempt at creating a unified form which embode=
ies a definite subject.

This form starts with the smallest unit. Lach story
in the book has a similar pattern. In his excellent essay,
"Ilinesburg, Ohio: .fter Twenty Years“?QWaldo Frank suggests

that each story contains "a theme-statement of a character
with his mood, followed by a recounting of actions that
are merely variations on the theme. These variations make
incarnate whut has already been revealed to the reader."4o
It is a lyric form, with suggestion and indirection as its
basic quality:

no more direct expression could have been devised

for a book which so precisely portrays a world

avid for the expression of external truths and

forced, by the decay of its old cultural found-

iﬁézgéczi S&ﬁk truth anarchically, hopelessly,

Y.

But this implies that as a whole the book 1s anarchic, and
it is not. Two things hold the book together. ihe first is
the symbol of the room, where a great deal of the action
takes place. The confinement and isolation of all the
principels is admirably suggested by the repeated use of
this symbol, culminating in the story of Enoch Robinson,
which is "the story of a room almost more than it is the
story of a man."42

vhe second unifying device is the presence of

George Willard in several of the tales. It is not simply
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nis presence, however, which binds the book together, but
his growth. Irving iowe, who gives a more satisfactory
description of the stories, provides the clue to George's
importance:

I'rom a state of feeling rather than a drama-

tic conflict there develops in one of the

grotesques a rising lyrical excitement e...

Lt the monent before reaching a climax, this

excitement is frustrated by a fatal inability

at communication and then it rapidly dissolves

into its original diffuse base. ...in only one

story, "Sophistication", is the emotional

ascent a& owed to move forward without inter-

ruption.
"Sophistication" is about George \/illard, despite Anderson's
identification of it with Helen White. It represents the
completion of George's education.

it first, George 1s the object of the actions and
interest of other people, including Wing Biddlebaum, his own
parents, =and Joctor Parcival. The last story in this early
group is "liobody Knows", in which George has his first sex-
ual experience. His efforts to assure himself that no one
knows of it indicate that his adolescent responsiveness to
putlic opinion still guides his moral thinking. In the mid=-
dle group of stories, George becomes someone important in
the eyes of the community because of his expressed desire
to become a writer. But he is still really an adolescent,
and he misses something important in what Kate Swift tries
to tell him about life and art when physical desire intrudes

on his understanding. But in the story of Enoch Robinson,
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".oneliness", George gains a clear understanding and dis-
interested sympathy for another human being for the first
time., Two stories in the last group, ".in Awakening" and
"sophistication", express George's mature desire to find
beauty and meaning in a life 80 harshly limited by loneli=
ness and death. In the end, after his mother's death, he
is an artist of life, like the old writer in the prologue,
"The Book of the Grotesque", and he leaves Winesburg, to
encounter for the millionth time the reality of experience,
4z

and the various truths of the world at large.

This bilduni;sroman structure not only unifies but

creates greater depth for each of the stories in Jinesburg,
Chio. sor the grotesques, frustrated in their ability to
comnunicate and to love, are all measured against George
+illard's growing awareness and ultimate salvation from
their condition. The success of this form depends in large
neasure on ..nderson's ability to make George's development
convincing. r‘he treatment is again pictorial: the reader
sees for the most part George's impressions of scenes and
events., ‘'he complex inter-relationships of the characters
add up to a limited panorama of a small Chio town. .nd es
critics and readers have been saying for the past fifty
years, the book is a success.

Sut where .nderson succeeds in this formal combina-
tion of short stories and a central, growing character, the

same cannot be said of Strange Fugitive, Callaghan's first
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published novel.45 The central figure, :larry Trotter, is
just not interesting enough to hold the reader's attention,
nd Harry never develops an awareness of himself or life to
match George Willard's. The novel, furthermore, has several
episodic chapters not closely linked to the main action.

It breaks in half, the first part dealing with durry's life
up to his spur-of-the-moment decision to steal a truckload
of liquor, and the second with his career as a bootlegger
and death at the hands of rivals. Despite Callaghan's add-
ition of two pages of text for the 1970 reprint, Harry re-
mains a shadowy, unsubstantial figure, and the book not
well enough organized to be anything but an interesting
failure.,

It's llever Over, Callaghan's second novel, is a

great improvement., John Hughes, through whom the reader sees
the .ction, is blessedly capable of thought and interpret-
ation. e has to be, for it is upon his misunderstanding of
his own emotions that the novel turns. It opens with the
hanging of ired Thompson for the murder of a policeman,
Hughes, who was going to marry Fred's sister Isabelle, is
now engaged to a girl called Lillian, who accompanies him
on the piano when he sings. Lillian had been very close to
Ired before his arrest. In the first chapter, John explains
the situation to Iather llason, who is to accompany Ired to
the gallows: he and Isabelle were in love, he says, "but
six months ago we forgot all about it, after Fred was
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arrested. -he tuought she ought to losc everything. 1t was
“ind of hard. it wus better for both of us."*® ifter rred
is dead, John assunes that he and Isubelle are free and can
live their own lives. sut Isabelle insists that the past is
not over, that Ired's character and uctions will never
cease to be relevant for themn,

'he first nine of the novel's nineteen chapters
follow the development of the relationship between John and
Lillian. ‘hey become lovers, at i.illian's apartment, but
iillian is also seeing a lot of Isabelle, who slowly ex-
tends her influence over her. Gimultaneously, isabelle turns
to John, finally seducing him in chapter nine. The tenth
chapter is the turning point, Decause his landlord meets
Igsubelle leaving John's room John has to leave und find a
cheaper apartment, /ind his position as soloist in a church
choir is terminated, Liliian too ia at a crisis: "all her
thoughts for days hud been confused and she sonetimes
wondered wiy she loved him at all."47 when Isabelle tells
Lillian that she and John have made love Lillian leuves
him, recopnizing that she had loved i'red, and s8till loves
his memory.

+sohn is so furious that he decides to kill Isa-
belle, -he dies of pnewanonia before he can actually
straungle her, but their confrontation makes John see and
accept his link with rfred and his continuing love for

igsabelie. By his egotism and innate violence fred had shown
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the charscters of the novel the uncivilized hesrt bene:th
the smooth exterior. ieither John nor Lillian had wunted
to face this, and like fred and ..line Grey, c-me together
to avoid the truth,

The change in John's fortune, and the contrast be-
tween the two parts of the book, is underlined by the
imaery. “hen John and Lillian have become lovers, in chap-
ter six, John lookxs out the window of his own room:

The hedges were turning brown, aad two small

birds were darting at them, riasing and darting

farther along. &+ little sunli-—-ht glinted on

the humming birds' small bodies, brilliasnt-

breasted, =as they pilvoted in the zir, nlwnst

hovering in one apot,4gumbling and darting

into the hedge ayzain,

fter he hes lost her, however, in chapter fourteen, he
follows her and Isabelle to the cemetery where Pred is
buried:

Then in the trees below on the hill, a bird

cried out and another bird answered and they

c:1lled to ench other, and then = flock of small

dark sparrows flew out from the trees across

the ray sky to a patﬁg of trees on the other
side of the cemetery.

This contrast, and the change in John's attitude
to 1life and his increased understanding of himself and
others, sugtests that It's Rever COver owea a certain

structurszl debt to The .mbassadorg, which Callaghan prob-
ably read in Faris in 1929,7° If Maria Gostrey is imagined
as a atronger character, involved in the action, and if

she were to se~s the truth about Chad Newsome and iime de
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Viou.et well before the boating excursioa when Strether
reanlizes the nature of their relationship, the parallel
would be nearly perflect. ilowever, as .r:ndon Conron soints
out, "Isabelle's motiv.tion is not sufficiently analyzed
and clurified."51 For Cullaghan has not woriked out a method
by which the re.der can et into Isubelle's consclousness.
Various people - John, -2ther lMason, 1illian, her boy-
friends 4 iienley aud iaul 058 = all offer insights, but
it is not till tne ond that anything can be put into focus.
:nd the ending is, I think, too abrupt, Jolin has been so
sure of himself, and his change of heart and insi;lt are
noet well enough prepared for, Looking back one c.un see the
grrungement easily, but a firat reading is somewhat con-
fusing.

valla,shan fuills to handle things as subtly ss he
doesa in his short stories. It nust, of course, be remen-
bered that at this time he waus lenrning how to write =
novel, hov to handle point of view over a long stretch.
V“hen he cannot wanuge it he resorts to something like

Lillian's

A2

letter to John to explain her thoughts and be-

1

=3

haviour, «hut 18 renlly needed is a shift from Joha's
consclousuess to lsabelle's and Lillian's. Callaghan had
done this olrendy in " n .utuma Yenitent",”> in which the
seventh and eighth chapters provide the necessary insight
into the suicide of Joe Harding's wife and rnie:ze. Joe him=-

self, the ceuntral reyistering comsciousneas, never under-
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stands this event fully, nor does he come to terms with his
own reaction to it.

The greater depth afforded by this simple device is
used still more effectively in Callaghan's last early novel,

.. Broken Journey.54 The novel moves smoothly between Feter

Gould and Marion Gibbons, Marion's mother and, for one chap-
ter, the priest, Father Vincent Sullivan. .11l these charac-
ters speculate regularly and at some length about them-
selves and others. The three main characters accordingly

acquire more resonance than those in It's Never Over. Their

relationships are more fully set forth; each gains depth
because of the other two characters' consciousness of him
or her,

George Woodcock, however, does not regard A Broken
Journey as an improvement over Callaghan's earlier work.
Calling it "the product of a young promise disintegrating,"
he says that it anticipates The Many Colored Coat and

i\ Passion in Rome "in its failure to focus clearly on sig-

nificant action, in its limping pace and in the author's
inability to provide a structure that will discipline the
volume of material."55 It is my contention that the novel
has a fully conceived and well executed structure which
supports the subject as effectively as the structure of
sinegsburg, Ohio supports its subject.

The key to the novel's organization is the single
chapter devoted to Father Sullivan, the twelfth of twenty-
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three. It is not well integrated into the design of the
work - it was in fact published as a separate short story,
"The Young Priest", in Now That April's Here and Other

Stories, in 1936 - but it does serve to make apparent the
two contrasting hselves of the novel., The first half deals
with Marion Gibbons and Peter Gould's break-up as the result
of Marion's learning that her mother is in love with Peter.
This is the most important scene in the first part. Mrs.
Gibbons tells Ilarion about her first lover, a young officer
whom she never permitted to make love to her, and who was
subsequently killed in World War I. Marion lets her mother
have a chance at happiness with Peter because she is sub-
consciously afraid of their projected sexual idyll in the
ilgoma Hills., But eventually, Marion realizes that "she,
herself, in refusing to go away with Peter, was doing what
her mother had done when she was a young woman",56 and she
goes back to Peter.

In the meantime, however, Feter had gone to live
with a bloné named Patricia Lee, who, when he left her,
pushed him down the stairs. The second half of the novel is
Peter and liarion's disastrous northern journey in which all
the implications are worked out from the first half, lor
eter, with his crippling back ianjury, is unable to make
love to lMarion, He is ironically as dead as the young offi-
cer who never made love to Mra. Gibbons. Marion's passion,

which she believes she has inherited from her mother, gets
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the better of her. She surrenders to Steve, a strong, silent
woodsman and guide. Realizing that her relationship with
I'eter is impossible, she leaves him, The parallel with her
mother is driven home by Callaghan in liarion's wish, "If
only we had had one night together. Just one night together."57
This echoes Mrs. Gibbons's sentiments about her dead lover:
"If she had only given herself to him she felt she might
have been able to stand losing him."58

Marion, then, attempts to reverse her mother's ex-
perience and failure to grasp fulfilment. She is thwarted
by circumstances as well as her own nature, for when she
decides finally to take the risk and accept Feter it is too
late. Too much has happened in the meantime. As in It's

Never Over the contrasts are underlined by parallels in

word and image. A Broken Journey is more subtly worked out,

however, in that though the theme is the same, no character
actually represents it for the author. It 1s worked out
solely by the characters. Marion finds passion in Steve,
and can no longer run away from her own physical nature, as
her attachment to the virtually impotent Peter had suggest-
ed she was doing. Man is both physical and spiritual, and
the influence of each aspect is literally never over.

The first three novels rapresent Callaghan's appren=-
ticeship in form. A Broken Journey is the best of the three
in this regard, and as Callaghan develops he becomes more

skilled in his handling of scene and character. The more
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Anderson wrote, however, the less controlled his work, par-
ticularly his novels, became. Except in WYinesb Ohio,
some first person stories and shorter sections of the nov-
els, he never achieved satisfactory formal expression of
his themes. A8 to the question of influence, it is very
slight, I think. Both artists focus on the perceiving con-
sciousness rather than on the events and characters percelv-
ed. Callaghan could easily have learned this technique
from Joyce, for example, although Winesburg is probably as
important. Ideally, of course, each work finds its own
unique form, the form which makes the most of 1its subject.59
In practical terms success is elusive, and if higher marks
go to Callaghan it is because he can learn and grow as an

artist and a craftsman,



CHAPTER IV

D. H. Lawrence has pointed out that there is
usually found in American literature a dual rhythm consist-
ing of the disintegrating and sloughing of the old con-
sciousness and the forming of a new consciousness under-
nea‘l:h.’l The process began with the first emigrants leaving
Europe for the new world, where, in Edenic innocence, the
new American Adam would be able not only to rebuilld his own
life but to redeem Europe from its sin and bloodshed as well,
The Revolution and Declaration of Independence provided the
ideological basis for the new life. Canada, on the other
hand, was settled largely by people, like the United Empire
Loyalists, who rejected the new Republic and clung to the
old ties, both physical and psychological, to Britain. is
the Americans fled from the old, the Canadians retrieved it
and wrapped themselves up in it. This contrast indicates
not only the differences in theme between Anderson and Call-
aghan, but provides the basic tension in their respective
work as well,

I'he greatest industrial changes in the United States
occurred in the years following the Civil War, when Sher-
wood Anderson was growing up. Chief among the prophets of
the new age was Robert Ingersoll, whose belief in democ-
racy, sclence, and progress created the background which

led Anderson into manufacturing and advertising. Man,
75
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through his invention of machines, was to be the master of
the natural world.® ind inderson's descriptions in Poor
White show his admiration for the inventors and businessmen
who were making the new world:

The new force stirred and aroused the people.

It met a need that was universal. It was meant

to seal men together, to wipe out national

lines, to walk under seas and fly through the

air, to change tge entire face of the world in

which men lived.

And yet, this new force was "half-hideous, half-
beautiful." There were other determining influences at work
in the Midwest. Richard Hofstadter calls them collectively
the "Populist ideology”. Its main tenets were the idea of
the golden age and natural harmonies, by which the pre-
industrial era of the United States, when men lived whole-
somely and virtuously close to nature, was held to be the
ideal. Following from these ideas were the dualistic con-
ception of social struggles, the conspiracy theory of his-
tory, and the doctrine of the primacy of money. The satanic
industrialists, who, as they became richer, became more
corrupt and unhappy, kept the simple agrarian people from
their rightful heritage by their conspiratorial manipula=-
tions of the stock market, business mergers and political
campaigns and elections. It was a paranoid system of beliefs
and it had a great influence on Anderson.

The story of Jesse Bentley, "Godliness", is indic-

ative. Jesse is a religious fanatic wanting God to speak to
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him «s e did to 0ld Testament figures, and himself wanting
"to rule over men and to be the father of sons who shall
be rulers."5 In his dreams of ascendence he begins to buy
machines to do the work on his farms so that he can employ
fewer men:"The greedy thing in him," says Anderson, "wanted
to make money faster than it could be made by tilling the

land.“6

Like the Puritans, Jesse has equated material suc-
cess with his election to heaven. He is a type of lew
~ngland businessman, whose power over the natural world is
alienating men from it.

The industrialists in Poor White, however, have no
excuse. Both Steve lunter and Tom Butterworth are liidwest-
erners. ‘hey have become corrupted, as Anderson was, by the
slogans of big business: Steve Hunter, for example, "intend-
ed to become a manufacturer, the first one in Bidwell, to
make himself a leader in the new movement that was sweeping
over the country."7 He and his partners are not, of course,
merely selfish men: "lMen have to face the duties life
brings," they reason. "The few men who see clearly have to
think first of themselves. They have to save themselves in
order that they may save others."8

It is not apparent from Winesburg, Ohio that they
can save anyone. idmittedly, apart from the story of Jesse
Bentley, Anderson makes little of the rise and impact of
industrialism in this work. But Rex Burbank makes a valid

point, I think, in his comments on the cultural failure
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implicit in the images of decay and decomposition in the
book. The characters who embody soclal convention are shad-
owy, but they do present " a background of moral decay, cal-
culation and artifice, of a rampant egoistic individual-
ism, "9

It is in this atmosphere - so well suited to the
rise to power of selfish, exploiting businessmen - that the
grotesques must live. The theme of Winesburg, Ohio is the
loss of the ability to communicate love; and society is at
least partially to blame for this condition. Irving Howe
describes the situation brilliantly:

The figures of Winegburg usually personify

to fantastic excess a condition of psychic

defornity which is the consequence of some

crucial failure in their lives, some abort-

ed effort to extend their personalities or

proffer their love. ...they are subject to

rigld monomaniaess and are deprived of one of

the great blessings of human health: ghe

capacity for a variety of experience. 0

Attempts by the grotesques to break down the walls
which separate them from humanity or even each other are
repeatedly thwarted. The tentative love of Zlizabeth Will-
ard and Ur. Reefy ends with her death, Elmer Cowley wants
to tell George Willard that he "will not be queer - one to

be looked at and listened to."11

But his inarticulateness
frustrates his attempt and he ends up hitting George.
Lnoch Robinson is simply afraid that a woman would sub-
merge him in her personality. Alice iindman's choice of

someone lonely to reach out to is a deaf old man.12
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But two of the attempts to make human contuct are
more sinister failures. “ing Biddlebaum's nervous hands
caressing his pupils are interpreted by their parents as
homoasexual advances and he is foroced to leave town and live
in solitude in Winesburg. ..nd Wash Williams's love for his
wife is destroyed when his mother-in-law shows how women
use their sexusl attractions to trap men. In both cases,
soclety perverts the natural human neced for warmth and
understanding.

This need is stated directly in the "iAwakening" of
George ‘illard: "I must get myself into touch with some-
thing orderly and big that swings through the night like a
star."'> In the climax of the book, the sadness of "Sophis-
tication" comes to George:

“ith a little gasp he sees himself as mersly

a leaf blown by the wind through the streets

of his village. ... Already he hears death

calling, With all his heart he wantas to come

Bie Hands, be touohed by ihe hand of another.

ess He wants, momt of all, understanding.
In reaching out to Helen hite, George provides an excel-
lent contrast to Gteve Hunter, whose will constantly
asserts itself: walking in a storm, he shouts into the void,
“Whatever anyone says, I tell you what, I'm a man."15 The
climax of ¥Yinesburg is very close to Callaghan's general
position, in suggesting that the loss of will and pride in
oneself, and the love of life in all its fullness, is the

proper way to live on this earth, among men.
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Vith this lesson learned, George can leave .ines-
burg for the larger world. !le casts off the limitations of
his social milieu and goes off to make a new consciousness
of life for himsgelf. Other works by inderson suggest what
might happen to him. Hex Burbank states:

/nderson's heroes follow a course in which

they first fall prey to the corrupting

effeots of a materialistic and traditionally

moralistic society; but then, as they become

conscious of their "fell," they reject the

values of convention and deliberately seek 816

revitalized innocence based upon experience.

This course was followed by ..nderson himself, and is seen
in both Hugh McVey and Bruce Dudley, the herces of loor
“hite and Dark Lauyghter respectively.

Hugh licVey's boyhood is similer to that of liuckle-
berry Finn's. He is lazy and dreamy, and loves to sit all
dey in the sun, fishing in the Miasouri Kiver with his
father.17 Like Huck, however, he is taken up by stern llew
ingland=-type people, Larah Chepherd and her husband lienry,
to be civilized. Childless, iarah presses lugh to her bosom
and denounces his former life: "It's a sin to be so dreamy
and worthlesa."18 His family and acquaintances are "a lot
of miserable lazy 1outs."q9 She sets him to work at resding
and mathematics and proper get-ahead behaviour.

Because Hugh remains intimidated by people after
the Shepherds return LZast, he begins mentally applying his
learning to practiczsl problems. Soon after he arrives in

Bidwell, he tries to invent a plant setting machine to make
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the furmers' work easier. -.teve iiunter tukes him up sand,
though the first invention fuils, other of ilugh's projects,
including a machine for dumping coal cars, earn him and
~teve - mostly ~teve - a fortune. idwell, which waa for
.nderson as important as any human character in the book,ao
becomes an industrial centre. ractories and housing devel-
opments spring up, and young men are sent away to school
to learn practical things like business management; or they
stay in town and work in the stores and factories. The town
becomes prosperous, lergely at the expense of the farms,
by taking both land and workers. ..t first, ilugh imagines
that his devices, which do save labour and time, are free-
ing the people. But in reality, they are enslaving them to
a new master, the industrial magnate, who pays as little
as possible for as much work as he can get. Hugh overhears
one worker, an ex-farm boy, talking:

I thought I'd come to town to a factory and

find it easier here. llow 1've got married and

have to stick to my job no matter what they

do. In the country I worked like a dog a few

weeks a year, but here I'll probably have to

work like that all the time. ... I wish the

old days were back. I don't see how that in- -4

ventor or his inventions ever helped us workers.

An even more sinister aspect of industrial growth
ia found in the story of Joe Wainsworth, .nderson's idesl,
a craftsman, . harness maker, Joe is forced by his employee,
Jim Gibbons, to stock factory made harness. Unlike Sponge

Martin, the carriage maker in Dark Laughter, who happily
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paints wheels in a factory, Joe cannot accept his defent.
e murders Jim Gibbons, wounds Steve llunter, and attacks
Hugh. ..t length - four years after these events, to be ex-
act -« Hugh finally arrives at some glimmer of understanding:
"He fought to accept himself, to understand himself, to re-
late himself with the 1ife about him."22 But this "indefin-
able inner struggle”is not resolved by Hugh. 4As he and
Clara go into their home at the end of the novel the factory
whistle blowa. It will be up to their unboran son to redefine
the relationship between men.

For Clara, lugh has become “"a perplexed boy, hurt
by life."?> Her sexual instincts, which led her to llugh,
are abaorbed by her meternal instincts. Like the people of
Winesburg, Clara possesses a strong "hunger for under-
standing, love, and rriendliness."2“ As Anderson's work
develops, these desires assume more importance. In Wines-
burg, Chio they are identified with the strength of God,
for like art, love, which may start in sexual attraction,
links people with each other. This communion is vital for
life, for people who 4o not love cannot croato.as About
Clara, Anderson comments, "There was a creative impulse in
her that could not function until she had been made love to
by a nnn."26 This impulae often flies in the face of social
conventions, as Aline Grey in Dark Laughter learns. l'urely
married to Fred Grey, the owner of the wheel factory where

Bruce Dudley works, Aline finds herself succumbing to his
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vision of her: "how exquisite she would be -~ like one of
the awmall, old-faanioned white marble statues people used
to set on pedestals among green foliage in a sarden."27

The sden that was imerica has become sterile and
perverted. Like Jlsra, ..line must reject the advances of a
lesbian companion who argues that love between women is
purer than that between man and woman. For it is not creat-
ive. “hen she sees iruce outside the factory one night
nline stirs herself to make contact with this real vital
otherness.

Like George willard, Lruce wants to "get outside
himself, to center his life upon something outside nimself,"<®
Having already left his wife and job in Chicago, however,
Bruce now seems strangely ineffective in fulfilling his
desires., iline takes the initiative, getting him first as
her gardener, then seducing him. like Hugh lioVey, Bruce is
taken over, and has no choice but to surrender to the eter-
nal feminine. wWhen Aline becomes aware of her passions she
is virtually irresistable.

~hat Anderson suggests i1s that women, being closer
to the sources of 1life, can and will lead the men of will
and power buack to the proper relationship to life. but
women have firat to reject their roles as polite social
assets, jJust as men have to see that their aggressive
spirits have become dominated by the machines they invented.
~nderson does not get beyond the act of rejection in lark
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Lauyghter. Yhat :line and Bruce will do is unclear; but it
is clear that like Hugck, they are setting out once more for
the territory, cslled by R. W. B. Lewis, "the area of total
poseibiliby."a9 Their intention may be to settle down on a
small farm and live close to nature, with Bruoce making any-
thing they need with his own hands.

For it is man's loss of awareness of his hands that
hae made him impotent. Bruce admireas Iponge Martin, with
whom he works, for the old men's skill in painting wheels,
snd his delight in his sexual energies. To create a new
consciousness of these two things is Anderson's aim, strong-
ly influenced as he was by his reading of D. H. Laurenca.Bo
In looking for support for his ideas Anderson goes back,
as the 'opulist ideology suggested, to the pre-industrial
golden age. The original idea of Adam in Eden has been per-
verted by the self-serving commercialism and false gentility
of the Eastern states. Instead of escapinz from Sulope, the
American must aow escspe from the suffooating atmoaphere
of his own country.

Lewis has described this essential movement in much
imerican art as a “denitiation": "the valid rite of initia-
tion for the individusl in the new world is not an initia-
tion intg society, but, given the character of society, an
initiation gggz;gggg_;g.”51 Morley Callaghan takes up this
story where most American writers leave it, He follows the
fugitives into their future lives, and his work states what
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the wunerican writers all know unconsciously: that man can-
not effectively escape from society or from himself.

The theme of justice looms large in Callaghan's
work - he was trained as a lawyer = particularly in images
of order and pattern. The characters in the three early
novels under discussion, Strange Fugitive, 1928 (revised
and reprinted in 1970), It's Never Over, 1930, and A Broken

Journey, 1932, are all in some way outside the law, whether
it be social, psychological, sexual or moral.

The first of these heroes, Harry Trotter, is im-
plicitly Huckleberry Finn: "Harry was telling how he had
often dreamed when a boy of owning a houseboat, sailing up
and down the lMississippi. Sailing, not bothering about the
time," 22 Harry's ideal is his childhood in Maydale. He
slept with his mother, he admits, till he was nine years
0ld, and he feels sure that his mother would have liked
his wife Vera.>” But Harry cannot adjust to adult life:
the brief moments of delight are not sufficient compensa-
tion for its adversity and monotony. He finds Vera's inter-
est in Catholicism annoying. Vera herself is "narrow, tight,
too often holding herself 1n,"34 and he leaves her for
Anna who is big, free and easy and makes no claims on hin,

As the book progresses Harry tries to move farther
and farther away from anything restricting. His early
aspirations and sense of self-importance as foreman in

Fape's lumber-yard are seen as he leaves work:
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Weat men from the office were punching the

clock, He was like them only better and

stronger, neat as a pin, but could smash

them if he wanted to. He carried no lunch

pail, and they knew it,.>>
Again, after Harry has lost his job for fighting he walks
a great deal, and one evening he passes the Labor Temple:
"He imagined himself lining up forces with the Temple. le
thought of himself, a leader, striking out, supported by a
militant working clasa."56 And his career as a successful
bootlegger similarly feeds his vanity.

But his vision of the past continues to haunt him,
when he murders Cosantino, a rival in business, he attends
the funeral:

and he looked down the long valley at aristo-

cratic vaults like Greek temples and the whole

world seemed to become quietly unimportant

and he fg%t sad and sorry for Cosantino and

himself.

He decides to return home to visit his parents' graves and
is indignant at the two small, dirty stones and the dried

grass around them. He puts up one giant stone as a marker

and a support for his ego.

While Harry longs to be respected and looked up to
he also wants to cherish his notion of his parents. But in
material added to the 1970 reprint Callaghan brings out
the truth about Harry's life. Harry dreams that he is
fighting through a thick forest to a "gold 1lit clearing.
Teople were gathering there, waiting for him with presents."

Then he hears an angry voice and looks back to see his
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father, in his shirt-sleeves, shouting, "'Come back here
Harry. Come back, do you hear?'“38 When Harry wakes up he
starts to think:

how could you respect a clever-talking man

who accepted the fact that he was never to

make more than fifty a week and was content

with his little house and his garden and all

the sketching he did and the daubing in o0ils?

A man who didn't even know he was such a 39
little guy wasn't entitled to any real respect.

Harry 1s obviously over-compensating. He can never
lay to rest his nagging consciousness that his childhood
was not perfect, that he was daagerously in love with his
mother, that his father was a failure. To preserve the
darling illusion he fights to be the boss in everything,
even carrying to absurd lengths the importance of a
checker game:

He considered the board and the checkers,

ready for the last move, but in reality

thinking of the board as his own life and

the life around him, his interest reaching

a high pitch until it became for him no long-

er a game of checkers. He had the issue, the

opposition, in the hollow of his hand. He

felt fine.30

This feeling is enough for Harry. One attempt by
him to "see clearly in his own mind the life of the last
few months," is obscured by his feeling that "In a year or
two he could become the biggest exporter in the country."41
Harry is not a thinker. Theories of law and individual
freedom - the subject of the book - are uninteresting to

him, When Julie, another of his mistresses, asks him, "do
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you believe in God?" he repliles, "Cut it out."42
The characters in Callaghan's early work, including

A Native ..rgosy, share this inability to see deeply into

thenselves. As Brandon Conron says, the theme of these

stories is "the possession of being well deoeived."43

Jtrange Tugitive presents Harry's repeated approaches to

the truth and his repeated failure to make it a part of his
life. e 1is murdered by rivals without ever accepting
reality. The ironic focus of the early stories quite often
leaves Callaghan's characters in their illusions. They live
because their illusions are less dangerous than Harry's;
but it can be argued, I think, that their deception creates,
not happiness, but a kind of numbed routine acceptance.
Like Anderson's grotesques, they are, with rare exceptions,
unfulfilled.

Callaghan may have realized that this ignorance of
his characters would create stagnation in his art, for in

Now That April's Here and Other Stories, work written be-

tween 1929 and 1935, the theme 1s growth. Characters are
placed in situations in which they have a '"new vision of

nlt4 This increased

themselves and of the world around them.
potential for a more complete life is also found in It's
Never Over and ;i Broken Journey.

John Hughes, the central character of It's liever

Cver, has, at first glance, no resemblance to Harry Trotter.

lHe is thoughtful, articulate, sings in a church and is



89
saving money to study in Zurope. But John too is self-im-
portant. He has 1ifts in his shoes "because his musio teach-
or had sald that a man with such a good bass voice ought
to be a little taller."45 When he loses his position as
soloist in the church where he sings, because of his im-
moral liaison with Issbelle Thompson, he is upset because
it is "like losing z membership in a socially important
club, "6

Like Harry too, John is running away from some-
thing: his friendship with the murderer Fred Thompson and
his love for fred's sister Isabelle. I'red's problem was his
impulsive nature which led him to enlist in the army, and
which exploded in spontaneous savagery when a policeman
shoved him in a brawl. When Fred had returned from the war
his aim was the complete enjoyment of 11fe.47 But however
laudable this may be, red also felt that the "individual
was hardly of any importance at all."” The war taught him
that: men "were there, then they weren't there."'S

The communist, Gibbons, echoes his sentiments.
Fred's hunging was not important to Gibbons in itself, dbut
he feels it could have been used by socially conscious
agitators to produce demonstrations and perhaps even the
overthrow of established institutions. John rejects this
view, as does Jallaghan - though he presents Gibbons fairly
- and insists on the importance of the individual, Ironi-

cally, however, he does not accept the implications of this,
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the rampant, hedonistic egotism suggested in the brief
glimpses of Fred's character.

With fred's death, of course, John has assumed that
this is over. Isabelle knows otherwise. John attacks her
"moral prostration': "It's over now, and you in your own
thoughts are dodging in and out of the shadowy places and
all the time it keeps getting darker in your own heart."49
Isabelle admits that she feels degraded by fred's death:

"l went on thinking of myself in that way till I was almost
eager for more of it, wanting to hurt myself."so Her reac-
tion is extreme, but, Callaghan implies, necessary, for it
is Isabelle's destiny to make the other characters recog-
nize their relationship to ifred, which they would rather
forget, and admit that they too feel degraded.

lillian, John's fiancée, is the first to do so, for
she is more sensitive than John:

ohe was at the piano long after he was tired,

still getting the full value and suggestion

of the notes. Her ear was better than his,

never tiring so quickly, and she retained a

sense of personal experience after he heard

objectively only the sounds.>?

When Isabelle first visits Lillian in the apartment where
she and John have been carrying on their affair Lillian
becomes suspicious and asks, "how far did your affair with
Isabelle go?" John has assumed that it has long been over,
and better for both him and Isabelle, but Lillian explains:

Well, you were so obviously uneasy when Isa-
belle was in the room I felt like your second
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wife uwcting as hostess to your first wife
who has Just called, particularly when she
glanced in the bedroom and you looked as if

you had Beon caught playing hookey from
school.D

.nd when lillian leurns that John and Isabelle have made
love she leaves him, for she has admitted to herself that
she loved ired and that her love for John was an attempt to
avoid the degrading relationship.

But John will not recognize this, and as things go
from bad to worse for him, he finally decides to kill Isa-
belle "because it was necessary for his own anlvation."53
ironically, he uses the Church, which represents for him =a
system of ethics controlling the passions, to justify his
own murderous puassion. The priest to whom he confesses for
gulidance gives vallaghan's '"message':

41l the nonsense ever written by the wise men

of to-day can't destroy the fundamental dig-

nity of the human spirit. It should be the aim

of every Christian to preserve that dignity

und be ever watchful of any tompggtion which,

if yielded to, might destroy it.

Just as John is about to yield to the temptation
that will destroy his dignity forever, Isabelle, on her
death bed, says that Af he were to murder her he would be
lodged in the same part of the Jjail as ’red wes, and would
be hanged:

lielpless, he shuddered, watching her lips

trying to move into a smile, and feeling she

had hold of him more tightly than ever before,

till he was one with her and her brother and

all of them, only now he was no longer anxious

to get away from it; almost calmly, and with a
new, unexpected humility, accepting it.>>
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hen John accepts his love for Isabelle and his
link with the almost primitive violence of Fred, he is free.
‘ils egotistical attempts to escape from his common hum nity
were a8 undignified as his attempted murder. +ith his
humility John regains his dignity, and his freedom to live
.nd hope., Though Isabelle dies of pneumonia shcrtly after
the climuax of the book, both John and 1illien are firmly in
possession of their churacters and experience.

cohn is saved from Fred's fate, and from Harry Trot-
ter's, by his ability to see and understand the truth. 3ut
Isabelle, however, like Harry, has gone too far along her
own road to get back to the fullness of life. i similarly
mixed resolution is found in A _Broken Journey, the last of
the early novels.

This is perhaps the most specifically Canadian of
Jallaghen's novels, i'eter Gould regards Canada as the fresh
start so common in .merican thinking: "'If we began again,’'
he said, 'we could forget a lot of (Uld World sicknesses
that have been brought over hsro."'56 It is impossible. The
nature of man, and particularly his sexuality, preveants it,
i.rs. Gibbons, the mother of Peter's fiancée Marion, is her-
self in love with l'eter. ie representa for her the lost
love of the young officer killed in the war: "Che had come
to believe that many of leter's amusing gestures were those
of her young und dead lover, and her secret passion for him

became a renewal of the one true line of love in her 11:0.”57
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~hen llarion learns of this, she nobly gives 1eter
up. But behind her decision is her refusal to accept her
sensuality, which she links with her mother:

~fter the university, when she was twenty-two,

she had begun to think of her mother's life as

something twisting and decaying ut the very

root within her till she had become a demoral-

ized woman. ... Though she wanted to kecp a

deep respect for her mother, she wanted at the

same time tc be utterly apart and different

from her, clean, simple and untouched by any of 58

the passions she felt had destroyed her nother,
--he enters a religious order and attempts to be worthy of
belng the bride of Christ. Cne night, however, when she h&s
a vision of Christ, she recognizes it as a boy named Christ-
opher who hud kissed her at university. he leaves the con-
vent, but the struggle within her between the flesh =znd
the spirit goes on.

lier dream of the holiday in the Algoma ilills with
ieter is un effort to find some basis for reconciling the
two Zorces. 3ut in the meantime, i’eter has severely injured
his back, the purting gift of iratricia lLee, the girl he
lived with after lMarion had given him up. fe is crippled
and virtually impotent for the northern idyll. The sexual
entunglements of the Cld “orld, it might be said, make
themselves felt in the llew,

Iarion herself finds the country too vast and over-
powering, min too small and insignificant: "what 1is right,
what is wrong, what is important, or any ambition, all

seem unimportant here."59 Man's morasl laws are negated by
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the lindj but Marion «lso exhkibits her fear of sex in her
fear of nature. :Jouglas Jones has described this quite
comnmon theme in Canadian literature:

The land is both condition and reflection,

both mirror and fact. Yarticularly in liter-

ature it comes to symbolize elements of our

inner life. n8 these elements are ignored or

suppressed, the land becomes a symbol of the

unconscious, the irrational in the lives of

the characters. /ind the more powerful those

elements are, the more disturbing and demon-

ic the land ang the figures associated with

it may becomne, 0
wteve, the guide, is associated with this disturbing and
overpowering element of nature: and Hubert Gould, reter's
brother, brings out the sexual parallel when he says, "4
woman wouldn't be having an affair with Steve at all. Lhe
would be having an affair with this country, see?"61

reter also feels the power of the land, and sex:
"I've been here trying to resist with my whole being some-
thing that's outside the window, in the noise of the river
running and the lake and in the very silent nigh.ts."62 He
is successful in his resistance. But llarion surrenders to
steve, though it gives her no pleasure. It seems to her that
all during her life, "always holding herself aloof from her
mother's life, she had longed for purity, and now it was
all sullied."63 she leaves Feter and the country, hoping,
as she says, to gain something in the future. Peter and
Hubert remain: "They felt very close together, very

necessary to each other in the small, white room."64 The
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sterility of their final position leaves no doubt that
there 1s little hope for them in their future lives. With
Marion, the gquestion is more ambiguous. The land, she says,
is still outside her.65 She has not brought her sexual
desires into accord with her spiritual values. But at least
she has been freed, like John Hughes, and like George vil-
lard, from a stifling and sterile atmosphere. Her impossible
dream of purity must be abandoned, and life in all its
fullness is open to her if she will take 1it.

In an excellent short essay, Hugo lic’herson has sume-
med up the theme which he believes is central to all of
Callaghan's fiction:

he has wrought out a fictional form in which

the surface events function simultaneously

as realistic action and symbolic ction, re-

vealing both the empirical and the spiritual

conflicts of his protagonists. ... Man's

career occurs in the imperfect world of time,

but its meaning (man's dignity or "place",

depends finally on a larger realisy out of

time. To escape the first world i: physical

death; to ignore the second is to embrace th966

condition of the Wasteland -~ life-in-death.

Harry Trotter fails in his quest: he finds no value beyond
that of the senses, and his worldly position. Both John
Hughes and Marion Gibbons, on the other hand, attempt to
give their lives a meaning, or spiritual vslue, which real-
ity - their psychological or sexual make-up = will not
support.

These characters all fall to connect their desires

with their conditions. But the first step in connecting the
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inner and outer lives, Jallaghun suggests, is their accept-

ance of

reality.67 But all the characters in these carly

works, including Mrs. Gibbons and Isabelle Thompson, want

to live

according to one truth: llarry that his childhood

was wonderful; Peter and lMarion that sexual appetites and

satisfactions can be ignored or suppressed; lirs. Gibbons

that the past can return; John and Lillian that they do not

feel degraded by their connection to human violence and

weakness; Isabelle that they must feel degraded.

the old

Some of

They become grotesques. In the beginning, thinks
writer in the prologue to Winesburg, Ohlo,

there were a great many thoughts but no such
thing as a truth. llan made the truths himself
and each truth was a composite of a great
many vague thoughts. All about in the world
were the truths and they were all beautiful.
«e.the mounent one of the people took one of
the truths to himself, called it his truth,
and tried to live his life by it, he became

a grotesque and the truth he embraced became
a falsehood,

Callaghan's characters, fortunately, do possess the

capaclty to see themselves and life freshly, and like George

Willard

they grow to maturity during their fictional lives.

The othersare the hollow men who fail to realize their po-

tential

as human beings for love and compassion.69

Whatever the contrasts created by their cultural

and literary environments, it is plain from the above that

the two

writers are extremely close in thematic material,

at least in this early period. The influence of Winesburg,
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ihio on Jallaghun's work is quite atriking in this regard.
“he other work by wderson is less important. Callaghan is
not concerned with the industrialigzation of man, which for
hin is an accomplished fact, nor does he preach the lLaw-
renclan dootrine of sexual fulfilment that Anderson took
over. ‘he fiction of both, however, embodies their similar
concerns with the proper bases for human contect and moral
awareness and their similar answers to these questions
testify to the debt Callaghan owed, at least for a short
time, to the older nan,



CONCLUSICN

When Morley Callaghan was a young writer, he visit-
ed New York, and there met Josephine Herbst and her husband,
friends of Robert lcAlmon. "I could tell,” he writes, '"liss
Herbst had some kind of generosity of spirit or heart while
having a grim hard mind."? It is a description of Callaghan
himself., While compassion and understanding are keys to
his philosophy, he is ulso, as F. W. watt points out, a
careful and consistent thinker, meking "a powerful and
beautiful application of ideas to life."2 Or perhaps the
emphasis should be that Callaghan measures reality against
certain transcendent moral laws.

48 Callaghan's work progresses, questions of in-
Justice, justice and mercy, and individual responsibility
assume greater importance. In the 'thirties, socio-economic
forces replace the naturalistic forces of sex and spontane-
ous violence as factors limiting, if not determining, a
character's choice of action. But Callaghan refuses pes-
simism, perhaps an easier response than his insistence on
the individual's right, and necessity, to choose his life
and accept responsibility for it. Ultimately, his work
suggests that only a profound change in the human heart by
which people accept life in humility and joy - as Anna
Prychoda in They Shall Inherit the Earth (1935) and Peggy

Sanderson in The Loved and The Lost (1951) do - will make
98
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life possible.

Callaghan's work develops greater complexity along
these lines. 'nderson's does nct. The tensions of his work,
hetween the ordered life of the fancy and the cheotic world
of reality, between the craftsman and the factory, between
sexual freedom and fulfilment and sociasl convention, remuain
the same throughout., Lionel Trilling has pointed out the
reason for this: .nderson's escape from the trap of business.
says Trilling: "it seems to have made him feel that the
problem of the nrtist was defined wholly by the struggle be-
tween sincerity on the one hand end commercialism and
pentility on the oth.or."3 Anderson's own moment of enlight-
enment and conversion wis merely celebrated, never develop-
ed, iIis act of will should have become an act of intelll-
gence, but it never did.4

‘nderson himself became a grotesgque. lle lived and
wrote according o the one truth he had taken as his own.
{8 influence on Callaghan may be limited to one book,
/inegdb (hio, published in 1919, when Callaghan was only
sixteen., That work guided Callaghan in his choice of the
perceiving subject, his use of the colloquial style in both
dialogue and narration, and above all in the theme of frusa-
trated love. Trilling says that ".nderson's greatest influ-
ence wasgs probably upon thoss who read him in adolescence,
the age when we find the books we give up but do not get
nd

over, ‘nderson was “allaghan's literary father, but
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sullaghan grew up. i1t is not influence, I think, but ten-
peranent that would lead Callaghan to agree with .inderson's
druce Judley that "<hat one was trying to do with the fancy
was to link oneself, in some rather mysterious way, with
othera."6 The idea of art as communion is not limited to
these two men; it 1s shared by many.
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