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that none of the condemned men they accompanied died in 

terror. Father Butler sweats a lot. as did Father Tom. The 

real Father Tom changed his clothes two or three times a 

day, Father Butler his underwear. These are all the most 

minute of details, of course, but it is the observation of 

such details and their uae in fiction that makes characters, 

and novels, come alive. 

Perhaps the most significant aspect of That in 

Paris. insofar as that book is related to his fiction, is the 

way in which Callaghan gives form and structure to his mater-

ial. The book is more than a series of reminiscences, more 

than a chronological account of a period of his life. Rather, 

the book has a focal point to which Callaghan builds and from 

which he tapers off. Callaghan draws together the relation-

ships of himself, Fitzgerald and Hemingway at that focal 

point--for one dramatic moment--and quickly disperses them. 

The focal point, the "climax" of this non-fiction book, is 

of course ''the grent boxing match.'' 

Callaghan opens his book with Hemingway's light­

hearted memory of those days in Paris in 1929. Hemingway 

reminisces to photographer Ronnie Jacques, who passes along 

Hemingway's "warmest regards" to Callaghan via newspaper 

man Ken Jonstone. Callaghan paraphrases Hemingway's story 

as he has received it at third 

In the old days in Paris he used to box with me, he 
[Hemingway) said. It had all been wonderful 
and amusing, assured Ronnie, and there had 
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been one ridiculous occasion when $cott Fitzgerald had 
acted as timekeeper, and everybody had been full of wine. 
Anyway, Hemin~~ay sent his warmest regards. But what 
really happened? Ken Jonstone wanted to know. 1 

Callaghan denies that they had all been full of wine; "yet 

come to think of it," he writes, "maybe Ernest, even years 

ago, had determinedly chosen to regard it in that light. 11 (10) 

Just what the 11 it 11 of that last sentence is will not be dis-

closed until the book is nearly over, but the "it" is what 

the book will point toward. 

References to boxing, as that sport concerns Calla­

ghan or Hemingway or both, are carefully fnterwoven into the 

narrative. After Hemingway has left Toronto and just before 

the Callaghans leave for ?aris, Callaghan hears a puzzling 

report about a letter Hemingvmy had written to a mutual 

friend. Callaghan had published a story about a prize 

fighter, probably "Soldier Harmon," in Scribner's Magazine: 

[Hemingway) told this friend that when Morley wrote 
stories about the things he knew, there was no one any 
better, but he should stick to the things he knew some­
thing about. What was bothering Ernest? I wondered. Did 
he think that in \vriting about a fighter I had made an 
unworthy excursion into his own imaginary world? Was it 
because I had forgotten to tell him I .had done a lot of 
boxing and went to all the fights? Well, what did it 
matter? The main thing was I would soon see him. • • • 
(64) 

Callaghan raises these tantalizing questions early. He 

passes them off with "Well, what did it matter?" but they 

1Morley Callaghan That Summer in Paris (New York: 
Coward-McCann, Inc., 1963~, p. 9. All future references to 
this book will be to this edition and will be cited in paren­
thesis in the text after the quotation or paraphrase. 
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will be seen to matter very much. Callaghan had noticed 

when Hemingway was in Toronto that he "had that fatal ca­

pacity for making men want to tell fantastic stories about 

him." (68) As Callaghan was having a farewell lunch with 

Max Perkins, he heard one of these stories from the great 

editor himself, a tale in which Hemingway supposedly had 

lmocked out the French middleweight champion in one round. 

Though Callaghan had noted this II fatal capacity" in Heming'­

way, he did not lmow whether to believe the story or not, 

though Perkins obviously did. 

When Hemingway enters the Callaghans' hotel room in 

Paris, the first Paris meeting of the two, his first words 

after the usual social amenities are a reference to Calla­

ghan's dressing gown: "I haven't seen such a dressing gown 

on a man since the last time I saw Georges Carpentier climb 

into the ring." (92) Later, as the Callaghans and Hemingway 

walk up the rue Vaugirard, Hemingway scoffs at a boxer who 

had seemed to Callaghan to have talent. "Already," says 

Callaghan, "Ernest was making me feel I had never seen a 

really good fighter." (93) The three drink beer at a caf{. 

Though Callaghan's glass usually has beer in it, each time 

Hemingway orders he asks Callaghan if he will have another. 

Hemingway outdrinks Callaghan seven glasses to three. After 

Hemingway leaves, Callaghan tells Loretto that Hemingway has 

changed in only one way: 11Didn't you notice about the beer 

and how he made it plain I couldn't keep up with him? Now 
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he just has to be the champ." (96) Callaghan establishes 

Hemingway•s need to be "the champ" at even so insignificant 

an activity as beer drinking so the reader may more fully 

understand Hemingway • s reaction to the out.come of "the great 

boxing match." 

Not long after, the Callaghans visit Hemingway and 

his newest wife, Pauline. The wives strike up a conver­

sation, and then, Callaghan writes, ••[Hemingway] turned to 

me as he sat down, and apparently at random, just to make 

conversation, asked if I had ever done any boxing. Yes, I 

had done quite a bit of boxing, I said truthfully." (99) 

Hemingway leaves the room, and when he returns he has a set. 

of boxing gloves. He wants to spar with Callaghan then and 

tnere. Callaghan recalls the earlier references to boxing 

and sees that they may be connected in some way: 

Then suddenly I remembered the comment he had made to 
the mutual friend about my fight story in Scribner•s; 
nobody was any better than Morley when he stuck to the 
things he knew something about. I seemed to know then 
intuitively that quite aside from his interest in my 
career, or any changes that might have taken place in 
my personality since he had seen me, he had this one 
little curiosity about me. It is these little ques­
tions about each other that are at the root.of most men•s 
relationships. Suppose I had been faking an interest in 
fighters? Would it mean the loss of his respect for me? 
But this little thing, this little question, must have 
been in the back of his mind when he came to our hotel 
room. The crack about the Georges Carpentier dressing 
gown! And wasn't it why he had started talking about 
that Negro fighter, Larry Gains, getti~ my opinion of 
him as we walked up the street? (99-100) 

Callaghan continues to use the device of the unanswered 

question, to maintain suspense and interest. 
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The two men square off and trade a few punches. 

Hemingway is soon satisfied that Callaghan knows how to box. 

In telling of the incident, Callaghan could have left an 

unfavorable impression of Hemingway, by emphasizing that 

Hemingway had not taken his word that he had boxed quite a 

lot or by making Hemingway out to be an absurd, demanding 

person for insisting on a boxing bout in a living room full 

of period furniture. These opinions were in Callaghan's mind, 

but his impartiality causes him to emphasize Hemingway's gen-

uine pleasure in Callaghan's boxing ability. Hemingway seems 

overjoyed to have found someone with whom he can have regular 

boxing sessions. This joy in boxing, and appreciation of 

Callaghan's skill, is to continue to be characteristic of 

Hemingway up to the climax of the book, even on those numer-

ous occasions when Hemingway leaves the gym with a swollen 

face and a cut mouth. 

Callaghan shortly enters the arena with Hemingway 

for the first time, feeling understandably nervous. Heming­

way has the professional heavyweight's pose and build, and a 

reputation as a boxer. Callaghan, by his own account, is 

11 five foot eight and fat." When Callaghan continues to 

crouch and cover himself up, Hemingway kindly gives him some 

instruction. Callaghan reports, 

As I listened I was dreadfully humiliated. 
I'm not trying to box with him, I thought wi~h dis­

gust at myself. I'm trying to defend myself against all 
the wild legends I've heard •••• Yet all winter long 
I had been boxing with my friend Joe Mahon, who, just as 
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big as Ernest, had been the international intercol­
legiate heavyweight champion. Concealing the disgust 
I felt for myself, I assured Ernest he wouldn't find me 
doubled up, almost on my knees, in the corner again. 
(104-05) 

Callaghan soon discovers that he is much quicker than Heming-

way and that he can easily hit him. Callaghan says, 

As the round progressed I became at ease and sure of 
myself. I could see that, while he may have thought 
about boxing, dreamed about it, consorted with old 
fighters and hung around gyms, I had done more actual 
boxing with men who could box a little and weren't just 
taking exercise or fooling around. Since I could see 
this for myself, it didn't matter to me that he would 
never believe it. (105) 

Callaghan has nothing but praise for the way Hemingway took 

his punches to the mouth and nose. Rather than growing sav-

age, as the legend would have it, "he took a punch on the 

nose like any good college boxer; he took it with grac-e and 

an appreciation of the aptitude of the man who had landed 

it." ( 105) 

On one later occasion, however, Hemingway's grace 

and appreciation seem to desert him. Callaghan lands a 

particularly effective punch on Hemingway's mouth, which 

begins to bleed and continues bleeding. Suddenly Hemingway 

spits blood all over Callaghan's face and gym shirt. He 

announces to Callaghan, "That's what the bullfighters do 

when they're wounded. It's a way of showing contempt." (126) 

Callaghan is insulted, outraged and bewildered, but Hemingway 

suddenly does a most unexpected thing. He smiles. Callaghan 

says, 
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I didn't even complain, for I saw that he had more com­
plete goodwill for me than ever. But I was wondering 
out of what strange nocturnal depths of his mind had 
come the barbarous gesture. What other wild gesture 
might he make in some dark moment in his life to sat­
isfy himself, or put himself in a certa~n light, fol­
lowing, or trying to follow, some view he had of him­
self? But here he was, so sweet and likable again, so 
much at ease with me. I tried to tell myself he had 
put it just right; he had yielded to his boyish weak­
ness for amusing and theatrical gestures. The whole 
thing could have been pure theatre. (126) 

"' 
Though Callaghan seems to make light of the incident, perhaps 

to protect his own wounded pride, he establishes the fact 

that Hemingway is unable to maintain his calm, sportsmanlike 

exterior while having his mouth and nose punched with reg-

ularity every week and that Hemingway's need to box well is 

part of his drive to perform well in any manly activity. 

Yet after the spitting incident, Hemingway seems to be hap-

pier than ever. Later, he rolla back his lip to show the 

cut to Jimmy, the bartender and an ex-fighter. "As long as 

Morley can keep cutting my mouth," says Hemingway, "he'll 

always remain my good friend." (127) 

Out of their many matches, Callaghan has apparently 

introduced only those boxing sessions which have bearing on 

"the great boxing match." One such occurs on the afternoon 

when the Spanish painter Joan Mir~ accompanies the two to 

act as timekeeper. The incident is important because shortly 

Fitzgerald is also to act as timekeeper, so Callaghan pre-
. ,_. 

sents M~ro as the very picture of the efficient, business-

like clock watcher. Callaghan recalls, 
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Due, no doubt, to Miro's presence, it was one of 
our best boxing afternoons. At other times in our box­
ing, Ernest and I would laugh and kid each other. Miro 
added a touch of solemn Spanish dignity to the affair. 
Taking off his neat coat, he carefully folded it. Mov­
ing with brusque efficiency, he studied his watch so he 
could call out accurately the beginning of the three­
minute round and the minute rest. All his movements 
became precise, stern, polite and yet dominating. Never 
had I had a timekeeper so immersed in a match, and so 
commanding with his splendid dignified earnestness. To 
have laughed or not been workmanlike in our boxing would 
have been an insult to his dignity; he would have been 
disappointed in us. So it was a good afternoon. We, 
were all happy and satisfied, and I thought that Miro, 
especially, had enjoyed himself. (168) 

, 
As Miro and Hemin~vay walk away, Callaghan feels sure that 

some day soon, Fitzgerald will arrange to come along to one 

of the boxing sessions. 

In the account of That Summer in Paris given thus 

far, it will be noticed that Fitzgerald has yet to put in ~~ 

appearano8. Oa.lla.ghan wa~, in faot, lil@eing botn· Fitagerald 

and Hemingway regularly but, though the Callaghans had been 

in Paris for some time, the writing trio had never been to-

gether, as Callaghan had dreamed they would before he left 

Toronto. Shortly before they finally get together, Callaghan 

and Fitzgerald converse about Hemingway's ability as a boxer. 

Fitzgerald repeats the story about Hemingway's one-round 

knockout of the French champion, obviously awed by the tale. 

An exasperated Callaghan asks if he really believes Heming~ 

way is that good. Callaghan writes, 

It didn't seem to occur to him that I might know 
better than he did. With a judicial air he pondered. 
"Ernest is probably not good enough to be the heavy­
weight champion," he said gravely. "But I would say 
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that he is about as good as Young Stribling ... 
Young Stribling was a famous first-class light 

heavyweight fighter who was so good he was forced to 
fight heavyweights. (209) 

Callaghan tries to explain that both he and Hemingway are 

amateurs, just having some fun, but Fitzgerald remains con-

vinced of Hemingway's fistic prowess. He finally puts the 

question to Callaghan that he has long wanted to ask. He 

wants to know if he may come to watch his two friends box. 

Callaghan says that he is perfectly agreeable. A week later, 

Fitzgerald and Hemingway appear at Callaghan's door. The 

moment which the young author has anticipated for so long 

finally becomes a reality. 

The three go to the American Club gym. Fitzgerald 

is instructed by Hemingway in his duties as timekeeper. 

Callaghan says, "As he took these instructions, listening 
., 

carefully, Scott had none of Miro's air of high profession-

alism. He was too enchanted at being there with us. 11 (212) 

In the first round, Callaghan and Hemingway each box in 

their customary styles, with Callaghan moving about and 

Hemingway cautiously following after him. At the end of 

the round, Callaghan notices that Fitzgerald is "rather 

quiet, meditative, and I could tell by the expression on 

his face that he was mystified. He must have come with some · 

kind of a picture of Ernest, the fighter, in his head." (212) 

Then comes the second round, the point to which Cal-

laghan has been building throughout the book. Hemingway gets 
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careless so Callaghan bloodies his ~outh. Callaghan sup-

poses that the shock in Fitzgerald's face is what causes 

Hemingway to come lunging in, rather than taking the blow 

with his customary "grace and appreciation." Callaghan 

writes of the result of Hemingway's recklessness: 

I could see Scott on the bench. I was wondering why I 
was tiring, for I hadn't been hit solidly. Then Ernest, 
wiping the blood from his mouth vnth his glove, and 
probably made careless with exasperation and embar­
rassment from having Scott there, came leaping in at 
me. Stepping in, I beat him to the punch. The timing 
must have been just right. I caught him on the jaw; 
spinning around he went down, sprawled out on his 
back. (213) 

Then Fitzgerald makes his panicky announcement: he has let 

the round go one minute overtime. Hemingway shows neither 

grace nor appreciation. 

"Christ!" Ernest yelled. He got up. He was silent 
for a few seconds. Scott, staring at his watch, was 
mute and wondering. I wished I were miles away. "All 
right, Scott," Ernest said savagely. "If you want to 
see me getting the shit kicked out of me, just say so. 
Only don't say you made a mistake," and he stomped off 
to the shower room to wipe the blood from his mouth. (214) 

When Hemingway returns, the three seem to try to 

forget that anything out of the ordinary has happened. Cal-

laghan and Hemingway continue to box, and then Callaghan 

trips over a wrestling mat, falling to one knee. To make 

amends, the good-hearted, luckless Fitzgerald cries, "One 

knockdown to Ernest, one to Morley." (216) One shudders to 

think of the effect the well-meant remark had on Hemingway. 

Hemingway's humiliations are not over, however. A slender 

young chap who has been playing billiards nearby offers to 



226 

teach Hemingway a bit about the defensive aspects of boxing. 

Hemingway has regained his aplomb, though, and proceeds to 

make the boy look foolish. 

Each of the trio behaves splendidly. They laugh and 

joke and drink, though they have just experienced a terrific 

emotional strain. But the occasion is· the first and last 

time that Callaghan, Hemingway and Fitzgerald are to be to­

gether. 

The unfortunate afternoon marked the end of something 

for Fitzgerald and Hemingway, though when he returned to 

Canada, Callaghan still considered himself the friend of 

both. Unfortunately, a highly erroneous account of the box­

ing match appeared in Isabel Paterson's column in the~ 

York Herald Tribune, Callaghan wrote a humorous letter of 

explanation and received an apologetic letter from Miss 

Paterson, but before his correction could be printed, Cal­

laghan received a collect cable from Fitzgerald: "Have seen 

story in Herald Tribune. Ernest and I await your correction." 

Callaghan was enraged, and the publication of his own cor­

rection the following Sunday only made him more angry; he 

seems to have supposed Fitzgerald and Hemingway would think 

they coerced him to write the correction, 

Callaghan wrote Fitzgerald a stinging letter and 

received letters from Hemingway and Fitzgerald. Finally, 

Maxwell Perkins seems to have smoothed down the ruffled 

feathers of his three authors, though at the time of the 
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writing of That Summer in Paris, Callaghan_ admits he made a 

mistake in letting Perkins handle the adjustment, rather than 

seeing Fitzgerald and Hemingway himself. As a result, his 

friendship with the two ended in late 1929; he never saw 

either of them again. 

Callaghan's "reminiscence" is a remarkable perform­

ance. Throughout the book, in his treatment of such diffi­

cult people as Fitzgerald, Hemingway, Robert McAlmon, Ford 

Madox Ford and others, he maintains the attitude which char~ 

acterizes his writing in the novels--an attitude which might 

be called "compassionate objectivity." He sees impartially 

and reports objectively, but one feels that he understands 

and sympathizes. Though he had been insulted and humiliated 

by both Fitzgerald and Hemingway, he did not lose his sense 

of justice, remembe~ing that they had been kind and helpful 

to him. Callaghan refers to them, at the conclusion of 

That Summer in Paris, as the nicest men he ever · knew. 



CHAPTER VI 

A LIFE OF HUMILIATION? 

I have lived a life of humiliation. 



CHAPTER VI 

A LIFE OF HUMILIATION? 

It seems astonishing that a man who was the friend 

of Ernest Hemingv;ay, Scott Fitzgerald, James Joyce, Sinclair 

Lewis, Sherwood Anderson, and Thomas Wolfe is not only still 

alive but is still writing in Toronto. For his persistent 

devotion and application to the art of fiction, Morley Cal­

laghan should receive the writer's equivalent of service 

stripes, if nothing else. 

Morley Callaghan's real importance, of course, has 

little to do with longevity. Part of his significance is 

due to the impressive bulk and range of his achievement. He 

has produced nine serious novels which have been translated . 

into a dozen languages, three short-story collections and 

dozens of uncollected stories, plays, criticism (both \vritten 

and via radio and television), social commentary, and remi­

niscence. Though his work portrays a cross section of con­

temporary Canadian life, he has most significantly pioneered 

in his articulation of urban Canada. By writing of uni­

versals within the Canadian setting, Callaghan broke with 

the romantic, regional, parochial Canadian fiction of the 

past and paved the way for the increasing amount of realis­

tic fiction being written in Canada at present. As Mordecai 

229 
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Richler states flatly, "Before Callaghan, the only Cana­

dian literary voices were colonial." 1 

For these reasons Morley Callaghan (to use one of 

his favorite terms, and one that he would never apply to 

himself) is Canada's leading 11 li terary guy"--Canada' s fore-

most man of letters. A question may remain, however, as to 

just how much that means. Though Callaghan is Canada's 

foremost literary figure, is he truly a major writer or no 

more than the best of a bad Canadian lot? 

The Artistic Aim 

Callaghan has the lofty artistic aims of the major 

writer. As was mentioned in Chapter II, under the subhead 

"Naturalism and Hemingway," Callaghan views the art of fiction 

as the greatest of the arts. The writer of fiction is con-

cerned with the spirit and heart of man, and must view man 

as he is while retaining a mental vision of man as he ought 

to be. At the Canadian Writers' Conference, Callaghan spoke 

of the writer's value to society. Callaghan, it will be 

seen, does not align himself with those who preach art for 

art's sake. Said Callaghan, 

I believe most emphatically that the writer has some role 
to play, and some social obligation. I believe that he 
has always had his greatest value to society--and I don't 
care what kind of a society it is--when he is accepted 
in his natural function, plying his free imagination on 
human experience, as a wild goose going his own way, 

111 Canadiana: One .Man's View," Holidav, Vol. 25 
(April, 1964), p. 47. 
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trying to express an experience that hasn't been ex­
pressed before. 1 

At the conference Callaghan went on to speak of the re-

sponsibility of the writer. He said, 

It seems to me that the writer, since his material is 
human beings, and since his special equipment is for 
having his own vision, has an enormous responsibility. 
He is concerned with the heart of man--with the heart 
of man as it touched Sophocles and Dante ·and Villon and 
Chaucer and Shakespeare and Dostoyevsky and Tolstoy and 
Joyce. The writer, the artist, has his own kind of 
knowledge of these matters, which he expresses when he 
gives form to his material; and he is a fool if he is 
seduced by the latest fashions in knowledge, the psy­
chological jargon, the sociological jargon, and chatter 
about the meaning of meaning. The writer, the artist 
with words, must always be looking outward, but at the 
same time he saves himself and makes himself universal 
by going deeper and deeper ·inward.2 

Callaghan's concern for the spirit and heart of man, his 

insistence that the writer maintain his own vision of man 

as he ought to be, are reminiscent of a statement of the 

artist's function and importance which has come to be con-

·sidered one of the great statements of our time--William 

Faulkner's speech upon accepting the Nobel Prize. 

In the preceding passage it will also be seen that 

Callaghan specifically rejects an approach to writing which 

F. w. Watt and others have attributed to him. Watt has 

said that Callaghan used the leading ideas "in the air" 

about him as a means of exploring various aspects of Cana-

dian life. Watt says tha t Callaghan offers no original 

1 "Novelist," Writing in Canada, ed. George Whalley, 
pp • 30-31 • 

2IE.i<i., p. 31. 
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"philosophical thinking" and that we have no right to demand 

it. For Callaghan, the value of the artist lies in the 

originality of his vision and the originality of its ex-

pression. Though Watt does not say Callaghan was 11 seduced 

by the latest fashions in lmowledge, the psychological jar­

gon, [and] the sociological jargon11 and though ideas current 

at the time of writing may appear in the novels, perhaps 

because they were part of his world and he could not keep 

them out, it is doubtful that Callaghan makes the conscious 

use of leading ideas which Watt attributes to him. 

The Themes 

In Man in Modern Fiction, Edmund Fuller makes the 

following comment: 

So far as VITiting is concerned, there are a good many 
men and women around who can write a novel in the sense 
of producing something sufficiently articulate, and with 
enough story fabric, to induce a publisher to put it on 
the market. But there are relatively few who are able 
to think a novel. It is in the area of concept that 
contemporary fiction is anemic. Only a minority of our 
novelists have something clear to say, and of these a 
dismaying number have emphatic things to say of a 
virulently destructive and anti-social character. 1 

Morley Callaghan's concepts, his themes and ideas, are the. 

themes of major fiction. Callaghan has the ability Fuller 

finds so rarely--the ability to think a novel. In an article 

entitled "Toronto's Callaghan," Bernard Preston has written 

of Callaghan's writing method, the process through which he 

creates fiction. Preston tells us, 

1p . • x~v. 
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[Callaghan) says that his method of creation is to 
think and keep thinking about his basic idea, until it 
takes form and becomes visible to him; whereupon he 
begins to feel, and continues to do so, more and more 
intensely, until the whole subject is so nearly com­
plete that practically all it needs is transmission to 
paper. 1 

In describing their own creative habits, many writers have 

said they think and compose best at the typewriter or the 

writing table, that they set their characters in motion to 

see what .they will do, without knowing in advance what the 

outcome of the writing will be. Callaghan is apparently not 

of that sort. Preston continues with the following para-

phrase of Callaghan's words: 

To feel so intensely that the thing writes itself 
would seem to indicate that writing in this way is not 
a manifestation of the intellect. But when one remem­
bers that all this feeling is the fruit of thought, the 
thought that has gradually been assembling the various 
factors in the story, then it will be recognized after 
all as an intellectual piece of work.2 

Callaghan would seem to be among the minority of writers 

who make an attempt to think a novel. 

Yet Callaghan has denied that he takes a theme as 

his starting point. In the Weaver interview, Callaghan said, 

11 I don't think of myself as having a theme. No, absolutely, 

I don't think a writer should have a theme. Because you then 

start writing thesis books •••• I have never sat down to 

write a book to carry out a theme. 113 It may be true, as 

1saturday Night, January 18, 1936, p. 12. 

3 p. 21. 
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Roy Daniells has said, that Callaghan has a personal sensi­

bility rather than a body of explicit doctrine. 1 It may 

also be true that Callaghan would agree with Karl Stern, who 

has written that "the uniqueness and sanctity of the human 

person can be grasped only by contemplation. It is elusive 

to discursive reasoning." 2 Writers who incline toward ex-

plicit doctrine and discursive reasoning are more apt to 

use the essay than the novel. Nevertheless, though Calla-

ghan has denied that he writes books to carry out themes, 

and though personal sensibility seems more_ evident in Calla-

ghan's writing than a discursive reasoning process or a body 

of explicit doctrine, the novels are novels of ideas; the 

themes are there. True, great themes do not make great books~ 

but as Melville said, you must have a mighty theme if you 

are going to write a mighty book. And the critics seem to 

agree that Callaghan's themes, if not always mighty, are 

always significant, always worthy. 3 A few examples should 

indicate that Morley Callaghan's thematic concerns are among 

the thematic concerns of major fiction. 

Hugo McPherson- has noted that the characters in 

1"Literature: Poetry and the Novel," The Culture of 
Contemporary Canada, ed. Julian Park, p.· 36. 

2 p. 287. 

3while reading the Callaghan criticism, I kept a 
list of what the critics see as Callaghan's thematic con­
cerns in the individual stories and novels, and in his work 
as a whole. Of the fifty themes on the list, none could be 
considered insignificant. Most of them would probably have 
been sufficiently "mighty" to satisfy Melville. 
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Callaghan's fiction are involved in a quest for signifi-

1 cance. Many of Callaghan's people know or sense th~t there 

is something better than their humdrum, insignificant exis-

tences and want to achieve it. Callaghan's first published 

story, "A Girl with Ambition," offers an example of the quest 

for significance at a low intellectual and socio-economic 

level as does the first novel, Strange Fugitive, in the person 

of the strange fugitive himself, Harry Trotter. At a higher 

spiritual and intellectual level, Mike Aikenhead of They Shall 

Inherit the Earth, Harry Lane of The Many Colored Coat and Sam 

and Anna of A Passion in Rome are involved in quests which 

would put meaning in their lives. Finally, we have Father 

Dowling of Such Is My Beloved, Kip Caley of More Joy in Heaven 

and Peggy Sanderson of The Loved and the Lost, who try not 

only to add significance to their own lives but to the lives 

of others as well. The theme which Salvador J. Fajardo per- ... 

ceives as basic to Callaghan's work is not inconsistent with 

the quest for significance. Fajardo says, "The basic theme 

of Callaghan's fiction seems to be the search for an alliance 

between the deeper spiritual values in man and his activities 

as a social being. 112 The group of heroes and heroines pre-

viously named could also be used to substantiate Fajardo's 

claim. 

George Woodcock has noted that the conflict between 

1 Queen's Quarterly, Vol. 64, p. 352. 

2 Pp. 107-08. 
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sacred and profane love is often a basic situation in Calla-

ghan' s work, a conflict between what V/oodcock calls 11 the 

slender, somewhat frigid wife figure and the abundantly 

fleshed amoral mistress." 1 What Callaghan seems to have im-

plied, in the novels, is the difficulty of finding the two 

types joined in an individual woman, whether the difficulty 

be the fault of the woman who cannot be both wife and lover, 

or the fault of the man who cannot consider his woman both 

as wife and lover. Harry Trotter of Strange Fugitive was 

torn between his wife Vera and his mistress Anna; John Hughes 

of It's Never Over between Lillian and Isabelle; Peter Gould 

of A Broken Journey between Marion Gibbons and his mistress 

Pat; Harry Lane of The Many Colored Coat b.etween Mollie the 

socialite and Annie Lauri~, the lady of leisure. The only 

male-female relationship in the novels which seems properly 

proportioned, in. its conjoining of spiritual and fleshly 

love, is that of Anna and Mike in They Shall Inherit the 

Earth. 

In the Encyclopedia Canadiana, under the "Morley 

Callaghan" entry, there appears this statement: "The novels 

are all variations on the same theme: the plight of 

dividual unable to conform to the social pattern of 

times. 112 R. E. Watters has remarked similarly that 

recurrent theme is the plight of the individual who 

1canadian Literature, No. 21, p. 25. 

2 Vol. 2, p. 170. 

the in-

the . 

"a 
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unable or unwilling to surrender his individuality under 

pressures toward social conformity." 1 Statements similar 

to these appear throughout Callaghan criticism, and they are 

unquestionably accurate. Pressures to conform to the social 

pattern bring on Father Dowling's madness and the deaths of 

Kip Caley and Peggy Sanderson. Each of Callaghan's main 

characters has a large measure of individuality which var-

ious representatives of the social norm try to destroy. This 

mighty theme is prevalent in contemporary fiction, even 

though few mighty books have resulted from the use of the 

theme. 

It was mentioned in Chapter V that Callaghan has 

made use of the important "innocence" theme throughout his 

writing career. In 1956 the anonymous author of "Prodigal 

Who Stayed Home" wrote, "(callaghan's) theme throughout the 

years has been much the same, the innocent and how the world 

handles and mistreats them. 112 A. H. Cheyer and F. W. Watt, 

both writing in 1961, have made similar statements. Cheyer 

said,·: 11 A theme of recurrent interest to the author is the 

interrelation between genuine innocence and a persistently 

corrupt world." 3 According to Watt, Callaghan's recurring 

concern is to answer the following question: "How does 

111 Canadian Literature in English," Collier's Ency­
clopedia, 1965 ed., Vol. 5, p. 318. 

2saturday Night, May 12, 1956, p. 22. 

3wilson Library Bulletin, Vol. 36, p. 265. 
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natural goodness 1 1 • fare in our world?" 1 These state­

ments of theme are quite similar to each other and also to 

the preceding statements relating to the pressures on the 

individual to conform to society; the innocent is merely one 

type of individual who often finds conformity impossible. 

To the Callaghan critics, 11 i:nnocent" is a word to be applied 

to those rare persons who are better than their fellows. 

However, Callaghan's innocents are of two types 1 One type·, 

represented by Anna Prychoda of They Shall Inherit the Earth 

and Vera Trotter of Strange Fugitive, are "innocent" in that 

they are "not guilty. 11 They are passive innocents, and the 

world does with them what it will. Callaghan's crusaders, 

however,--Father Dowling, Kip Caley, and Peggy Sanders9n-­

are not only innocent but are militantly trying to do some­

thing to change the world about them. Society will let Anna 

and Vera lead their quiet, innocent existences, but the ag­

gressive innocents must apparently be crushed. 

The quest for significance, the quest for higher 

spiritual values, the conflict between sacred and profane 

love, individualism and conformity, the innocent in the 

modern world--these are a few of Callaghan's themes, and 

they are the themes of major fiction. They are overlapping 

themes and in fact are often varying ways of saying the same 

thing, but none have argued that the themes are unworthy, 

1
University of Toronto Quarterly, Vol. 30, p. 403. 
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that Callaghan is trying to do something not really worth 

doing. 

* * * * * 
Callaghan can be seen to be a writer who has high 

artistic aims and who is concerned with significant ideas. 

How does he fulfill his aims and carry out his ideas? Though 

there will be some overlap, a threefold breakdown of Calla-

ghan's manner of execution--into method, style, and attitude--

may be helpful. 

The Method 

Before the "dark period" simplicity seems to be the 

word which most accurately describes Callaghan's method. In 

the Weaver interview, Callaghan speaks of the way he wrote 

during the early years~ 

I was simply writing in direct contact with my material, 
you see, so the whole problem of being a literary guy 
didn't enter into it at all. The question was whether 
I was telling the truth and making a point about a 
character. I didn't know whether my writing was very, 
very good or very, very bad. 
• • • • • • • • • • • • • • • • • • • • • • • • • • • • 
You see, the great thing is to write without any sense 
of literature. fnd I was able at that time to write 
without any sense of literature. It was just a matter 
of bringing my mind into contact with the material and 
saying what I wanted to say. That's a wonderful way 
to write. 1 

In the early work Callaghan had an uncomplicated, direct 

feeling about his writing, and the feeling resulted in novels 

and stories which were uncomplicated and direct. In 1935 
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H. J. Davis said of the work Callaghan had produced up to 

that time: 

His method is a simplification which is not unlike 
that of some of his contemporaries in descriptive 
painting. The effect is clear and bright; the eye 
immediately takes hold of the pattern of coloured 
surfaces, and recognizes the general character of 
the landscape rather than a particular place •••• 
The point would not be worth considering so carefully 
if it were not that th~s method of simplification is, 
I believe, characteristic of Mr. Callaghan's art as 
a whole. 1 

The clear, bright effect of the simple pattern which Davis 

speaks of was consciously rendered, as Callaghan's state-

ments in That Summer in Paris and elsewhere attest. Be-

ginning in 1951 with The Loved and the Lost, however, Calla-

ghan began to widen his scope. The pre-war novels, especially 

the first three books--Strange Fugitive, It's Never Over, 

and A Broken Journey--focused on one or two or three · indi-

viduals. Toronto was not to those books what Montreal and 

Rome were to the most recent three books. In Such Is My 

Beloved, They Shall Inherit the Earth, and More Joy in 

Heaven, symbolic representatives of various social and 

political factions were introduced--the judge, the bishop, 

the politician, the communist, the successful executive. 

Hence the middle period novels are more 11 complex" than the 

early novels, which primarily concern interpersonal rela-

tionships. In The Loved and the Lost and The Many Colored 

Coat, though the scope is limited to the city of Montreal, 

111Morley Callaghan," The Canadian Forum, Vol. 15 
(December, 1935), p. 398, 
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it becomes almost panoramic. Finally, in A Passion in Rome, 

the endurance of the human spirit, past and present, is 

symbolized in the juxtaposition of the two "passions"--

Sam and Anna, and the rebirth of the church. 

In 1961 Tony Emery wrote, "I have always found Mor­

ley Callaghan an outstandingly dull writer. 111 A reader who 

prefers the exotic, the dramatic, the violent, the action-

packed, as Emery perhaps does, will find Morley Callaghan's 

work "outstandingly dull." Callaghan's subtle, sober, under-

played method is not now in fashion. But observe Sinclair 

Lewis's statement about the first short-story collection, 

A Native Argosy: 

No one today is more brilliantly finding the remarkable 
in the ordinary than Morley Callaghan. Here is magnif­
icently the seeing eye. He makes pictures that one will 
remember for years after the more exotic and obviously 
dramatic chromo has faded.2 

Emery apparently saw the ordinary in the ordinary, Lewis the 

remarkable in the ordinary. Emery would perhaps prefer the 

exotic, the dramatic, as would many readers, which ' is why 

the books of James Michener and Mickey Spillane sell hun-

dreds of thousands of copies, but Callaghan has not chosen 

to write of the few exotic aspects which Canadian life does 

possess. 

Edmund Wilson and Walt McCaslin have both written of 

1saturday Night, December 9, 1961, P• 43. 

2Quoted on the dust jacket of Morley Callaghan's ~ 
Broken Journey (New York: Charles Scribner's Sons, 1932). 
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the sobriety, the "grayness" which characterizes much of 

Callaghan's work. Wilson says that the reading public in 

England and America, "whose taste in contemporary American 

fiction has been formed by the exploiters of violent ef-

fects ••• does not find itself at home with, does not 

1 really comprehend, the more sober effects of Callaghan." 

Callaghan has compared the writing of fiction to the milli-

nery business, and his particular style . of hat is out of 

fashion right now. McCaslin notes that 

there is a deceptive grayness about his books that 
might have discouraged our more action-oriented public. 
Callaghan's style is neither line-clever nor exuber­
antly paced, though satisfaction awaits the reader who 
will take the time to "move in" with the characters and 
permit himself to be drawn into their daily affairs.2 

Edward Albee has said ~hat the playgoer should enter the 

theatre without preconception but with education, with an 

open mind but a full mind. 3 Morley Callaghan's books must 

be entered in the same way. In the case of Callaghan's 

work, "education" and a "full mind" would consist of the 

lmowledge that, as Henry James said, "the house of fiction 

has in short not one window, but a milliori." 4 Callaghan's 

window is not Hemingway's window, or James Michener's window, 

or Mickey Spillane's window, and the reader who anticipates. 

1The New Yorker, November 26, 1960, p. 226. 

2saturday Review, November 11, 1961, p. 28. 

3Address on the occasion of the fortieth anniver-
sary of the Yale Drama School. 

4From the Preface to Portrait of a Lady. 
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or demands novels that are like somebody else's novels is 

going to be disappointed. The statements by Wilson and 

McCaslin are indicative that one reason for Callaghan's 

failure to fulfill his possibilities as a writer is a factor 

for which he can hardly be blamed: an uneducated public and 

critical taste which makes a reader unable or unwilling to 

"take the time to 'move in' with the characters and permit 

himself to be drawn into their daily affairs." 

The simplicity, subtlety and sobriety of Callaghan's 

method have resulted in characters who must be "lived with" 

to be appreciated. Callaghan's people, especially in the 

stories, are "little people" as a rule, and it takes time to 

get to know them and to sympathize with them. Robert Weaver, 

for example, has apparently never become really acquainted 

with Callaghan's characters. Writing in 1946, he used the 

past tense of Callaghan's work since at that time Callaghan 

had not produced a novel for nine years. He said, "Morley 

Callaghan, one of the few [Canadian) novelists to write con-

sistently about immediate problems, unfortunately was con-

tent to develop characters apparently devoid of will or 
1 intellect." Though Callaghan had yet to create Peggy San-

derson, Harry Lane, Sam Raymond and Anna Connel, it seems 

strange that Weaver would deny intellect to Mike Aikenhead, 

will to Kip Caley, and both will and intellect to Father 

Dowling. 

1 "Notes on Canadian Literature," The Nation, Feb-
ruary 16, 1946, p. 198. 
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One final characteristic of Callaghan's method is 

the untidy nature of his endings. Many of Callaghan's 

stories and some of the novels seem merely to stop; there is 

often no denouement in the usual sense of that term, no tying 

up of loose ends. For example, Callaghan's first novel 

Strange Fugitive ends with the death of Harry Trotter, not 

with the aftermath of the death or the effect of the death 

on Vera or Jim Nash, but with the death itself. In A Broken 

Journey Marion Gibbons goes back to town alone, after having 

an affair with the fishing guide. She leaves Peter and Hu-

bert at the boarding house, talking of Mexico. We can only 

presume what will become of Marion or Peter, or what the ex-

perience in the Algoma Hills has meant to them. Our only 

certain knowledge is that the novel has ended. 

The untidy nature of Callaghan's endings is no doubt 

related to his reluctance to pass judgment. As Edmund Wilson 

has said, Callaghan's novels "center on situations of pri-
/ 

marily psychological interest that are treated from a moral 

point of view yet without making moral judgments of any con­

ventional kind. 111 Roy Daniells says Callaghan is "always . 

driving at the problem of individuality, perennially un-

willing to be jockeyed into premature conclusions, ever on 
2 

the lookout to see what the individual ••• is going to do." 

1The New Yorker, November 26, 1960, p. 226. 

211 Literature' Poetry and the Novel, 11 The Culture of 
Contemporary Canada, ed. Julian Park, p. 45. 
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Finally, in the words of Milton Wilson, 

The special talent 
everything and yet 
matters. He makes 
ters over and over 
of judgment •• 

of Morley Callaghan is to tell us 
keep us in the dark about what really 
us misjudge and rejudge his charac­
again; we end up no longer capable 
1 

These three quotations should indicate the effect of 

Callaghan's loo.se endings on many readers. Callaghan's re-

fusal to make overt judgments forces the reader to misjudge 

and rejudge. ~~en the last page has been turned, the issues 

have not always been fully resolved. The result is that the 

book and its issues continue to live after the book has been 

shelved. As Milton Wilson says, Callaghan "writes to re-

2 lease his characters, not to explain or embalm them." Not 

all readers can readily accustom themselves to the lack of 

resolution in the novels. Again, Edward Albee's advice to 

theatregoers and Henry James's statement about the house of 

fiction are appropriate. If a reader is accustomed to en-

tering a piece of fiction with the preconceived notion that 

the denouement should be marked by a parceling out of re-

wards, punishments, 'wives, husbands, conclusions and reso-

lutions, he will be disappointed with many of Callaghan's 

novels and stories. If, however, the reader will enter Cal-

laghan's room in the house of fiction without preconception, 

and will not demand a denouement covered with pink bowknots, 

he will find that Callaghan's books and stories, which are 

1 Tamarack Review, No. 22, p. 90. 

2Ibid., p. 92. 
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not like anybody else's books and stories, can give satis­

factions different from those available in anybody else's 

fiction. 

The Style 

It is hoped that the excerpts from his books which 

have been included in the previous pages may have been suf-

ficient to convey the flavor of Callaghan's writing. Reac-

tions to the style have been varied: the way a critic reacts 

often seems to have been predetermined by the attitude brought 

to t::ne fiction. As Mil ton Wilson has said, "Vfhat for one 

[critic] is an austere rejection of witty epigrams and in­

genious metaphors, for the other is an inability to handle 

words with grace, invention, and precision--a lack of proper 
1 

respect for language.'' Callaghan's views on style were 

discussed in Chapter II under the subhead "The Zola of Tor-

onto: Strange Fugitive.u Though Strange Fugitive comes clo­

sest to being a practical result of Callaghan's stylistic 

theory, his prose since then has been generally direct a..."ld 

free of obscurity. As H. J. Davis says, Callaghan's style 

"is pedestrian, as perhaps good prose should be. He has 

avoided elaborateness and all forms of extravagance." 2 That 

word ''pedestrian" has often been lifted from context to be 

used in a pejorative sense, though Davis obviously had no 

1 I bid. I pI 89 I 
2The Canadian Forum, Vol. 15, p. 399. 
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such intention. Milton Wilson has given the best short 

description of Callaghan's style; he calls it a ~coarse-

grained, 
1 

serviceable, burlap style." This description 

reflects Callaghan's view of his style's function--it has a 

job to do, and therefore its greatest virtue is not getting 

in the way. 

The Attitude 

Though Morley Callaghan's attitude in his fiction is 

difficult to define, the various descriptions of the atti-

tude that critics have recently put forth are quite similar. 

As early as 1936 reviewer "S.Y. 11 makes the following colill'Uents: 

Mr. Callaghan is genuinely interested in holding up to 
view all the small, human relationships that get blurred 
irrationally because two people who love each other · 
dearly are unable to be articulate or honest at the 
moment when situations are saved. The unpredictable 
flecks of disharmony in daily life that mar and distort 
intimate relations, the delicate nuances that make for 

. conflict--these are the incidents which the author ex­
amines with more than the analytical eye. Having seen 
them and understood them, he records them with compassion 
and his tender insight is more rewarding than the raw 
ability of Hemingway to make us see or feel without any 
hint of anything as spiritual as compassion.2 

The word "compassion" appears twice in the preceding passage, 

which makes "S.Y.'s" comments somewhat out of the ordinary 

for 1936. Most reviewers and critics at that time were 

speaking of Callaghan's Hemingway-like objectivity. In the · 

last feY/ years, however, tt compassion11 has become the fashion-

1 Tamarack Review, No. 22, p. 91. 

2 New York Times Book Review, September 13, 1936, 
p. 6. 
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able--and accurate--word to describe Callaghan's attitude. 

In his review of That Summer in Paris, Robin Matthews says, 

"The power of the work arises in large measure from the pe-

culiar interest and compassion everywhere shown for human 

weakness and complexity. 111 In 1964 the editors of Canadian 

Writers: A Biographical Dictionary said that Callaghan's 

stories express 11 compassion for the insignificant individual 

or the outsider, 112 and in that same year James Robertson 

MacGillivray concluded that uMorley Callaghan has been a 

humanitarian realist all his career, describing with com-

passion the misfits, the outcasts and the morally bewildered 

in urban society. 11 3 

Edmund Fuller says that ''the shiftless, the drunk, 

the amoral, and the wards of society," have been treated as 

"the beautiful little people" by John Steinbeck and William 

Saroyan. 4 "Compassion" has also been used to describe the 

attitude of these authors toward their characters, but it 

is probable that "sentimentality" would be more accurate. In 

any event, the "compassion" of Morley Callaghan and the ''com-

passion" -of Steinbeck and Saroyan are worlds apart. The lat-

ter seem to romanticize and sentimentalize their characters 

1Queen's Quarterly, Vol. 70 (Autumn, 1963), p. 464. 

2 p. 16. 

3"canadian Literature (English)," The Encyclopedia 
Britannica, 1964 ed., Vol. 4, p. 761. 

4P. 33. 



249 

by pretending that the worse they are in the eyes of so­

ciety, the better they are in actuality. Callaghan's com­

passion is of an entirely different sort. He sees and he 

reports with objectivity, but somehow the feeling that he 

understands arises out of 0 the total context of characters, 

actions, and conditions that he sets before us to represent 

his world." 1 

* * * * * 
One important ouestion remains. We have said ~hat 

Morley Callaghan's premise throughout his writing career is 

that man has possibilities on this earth which he is not 

achieving, and that "the great sin" consists in not making 

the most of one's possibilities as a man. Yet, many of the 

heroes and virtually all of the lesser characters fail to 

fulfill their possibilities. Other heroes who do more nearly 

achieve their possibilities are driven mad or are killed for 

their pains. These unhappy endings have caused many to see 

Callaghan as a pessimistic, fatalistic writer, a conclusion 

which is not in accord with certain of Callaghan's state-

ments or with certain inferences, based on the novels, which 

we have made about Callaghan's view of life. 

The apparent contradiction between what Callaghan has 

said and what his books have said is very similar to the ap­

parent contradiction between William Faulkner's work and his 

1Ibid., p. 75. 
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Nobel Prize speech, and Faulkner's answer could well be Cal-

laghan' s. When Faulkner was speaking at West Point, a o_ues-

tioner asked him how he had helped man endure by li~ting up 

his heart. Faulkner answered, 

It's the writer's privilege, his dedication too, to 
uplift man's heart by showing man the record of the ex­
periences of ~he human heart, the travail of man with 
his environment, with his fellows, with himself, in such 
moving terms that the lessons of honesty and courage are 
evident and obvious. 1 

That is a very fine statement, an enlightening statement. 

Callaghan would doubtless have shouted "Hear, Hear!" be-

cause it so well expresses what he himself has tried to do. 

Is it not true, though Father Dowling goes mad, and Kip 

Caley and Peggy Sanderson die, "that the lessons of honesty 

and courage are evident and obvious" in their stories? .Again 

at West Point, a. cadet asked Faulkner, "Sir, in many of your 

works you deal with perversion and corruption in men. How do 

you feel this uplifts your reader, exemplified in courage and 

honor?" Here is Faulkner's superb answer: 

Well, the easy answer is, it may show them what I 
don't think they should do, which is easy and glib and 
meaningless. I think that the reason is that one must 
show man; the writer, the painter, the musician wants 
to show man not in his--not when he's dressed up for 
Sunday, but in all his phases, his conditions; then the 
very fact that to see man in his base attitudes, his base 
conditions, and still show that he goes on, he continues, 
he has outlived the dinosaur, he will outlive the atom · 
bomb, and I'm convinced in ~ime he will even outlive the 
wheel. He still has partaken of immortality, that the 
aberrations are part of his history, are part of him­
self maybe. But within all that is the same thing 

1 Joseph L. Fant and Robert Ashley, Faulkner at Vfest 
Point (New York: Random House, 1964), p. 48. 
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tha"t makes him want to endure, that makes him believe 
that war should be eradicated, that injustice should 
not exis"t, that little children shouldn't suffer.l 

Many people heard Faulkner's Nobel Prize address, then looked 

in Faulkner's novels to see whether he had done what he 

claimed to have tried to do. 'Then, they began asking them-

selves questions, questions similar to those put to Faulk-

ner by the West Point cadets. Faulkner's answers indicate 

that regardless of the pessimistic overtones of his novels, 

he is optimistic about the possibilities of mankind. 

Morley Callaghan has similarly written novels which 

have often been read as pessimistic statements of man's pos-

sibilities. It is hoped that this study has made it plain 

that Callaghan is not the pessimistic, morally flabby writer 

he has been accused of being, that Callaghan does have a co-

herent view of existence and of man's place in it, It is 

also hoped that the preceding pages have shown Callaghan to 

be a writer who deserves a higher position in the literary 

pantheon than has been granted him. On the basis of the 

quantity and quality of his output, his high aesthetic 

ideals and aims, the significance of his themes, the ade-

quacy and straightforwardness of his method and style, and 

his commendably compassionate attitude, Morley Callaghan is 

truly a major author. 

In 1960 Morley Callaghan said, "I have lived a life 

of humiliation. 11 V/hen one looks back over Callaghan's career', 

1 Ibid., pp. 54-55. 



252 

one can understand why Callaghan made the remark. But the 

remark is not true. Callaghan would be well advised to 

pick up his John Bunyan, to note in The Pilgrim's Progress 

that when Christian found himself in the Valley of Humili­

ation and menaced by Apollyon, he struck out with his two­

edged sword and soon continued on his way. Morley Callaghan 

is talented and energetic enough to do the same. 
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