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“ ideas, the novels protagonlst struggles to establish ‘a relatlonshlp wi

ABSTRACT

¥

The study »of rellglon and llteratUre ‘ ll.l#done from a literary
-

perspectlve. wlll beneflt from the concepts suggested by formal and

-—t

reader orlented approaches to Ifterature As a first step towards

deflnlng the formal or. styllstlc means. by whlch -religious Ideas enter
literature, lt ls hypotﬁeslz:eg that certaln textual features are employed
in the modern novel to represent the religious experlence of Chnstranlty -

Three features of twe‘:uieth century"‘Chrbfan novels examined

provlde a model for the .structure of rellgleus experlence in the novel

Fll’stly, typologlcal features, whlch refer to the sacred texts and
( .

institutions e( Chrlstlanlty, introduce a specific religuous context in

which to understand the novel' Secondly, against thls.background

God through some form of "l Thou" communlcatlon Finally, in the

tension whlc‘:h arises between these rellglous ideas and the 'experlence, of

" them, the reader is made aware of the process of interpretation and is

invited to recognize an extra horizon of significance which points to his

- or her own experience. Thls model may proVide the reader with a means

-

of dlstfngulshlng the - decoratlve from the slgnlflcant use of Ohnstlan

#

features. as well as provldlng a point of reference from whnch to study

problematic or ambiguous represmhristianity;in the modern

novel.
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\. INTRODUCTION: CONTEXTS ~ *
\

it Is with reéer;‘mlons that | refer to ‘“literature” and "r'eliglon“,

N

together in the same the\gls. There Is a'powerful'h%hen, at !vork between
these two disciplines, ’a‘\hypheu_that expands' the potential realm of
\ . N .

discussion to Impossible, M | say Infinite, proportions. Even ‘when this

hyphen Is hidden or unacknowledged, it continues to draw literature and

religion together under the b'oaa\ umbrella of symbalic l:xses of language. -

A

Throughout the history of Western culture, the ‘éymbolic function of

language has served as the basis of the dialectical relationship between

1)

~religion and literature. In| content, form, style and even in social

function, religion‘ and literature have variously overlapped and subsumed

e

one another within the broader contexts of linguistic and cultural
, - ‘ c /

\

A

experience.

The pfoblems inherent' to the lnter&lsciplinary study of literafure
a’nd religloh arise from the fact that it is dif’fyicult to drav) ‘a clear Iine.
ot distinction. between the proper realms of eaéh‘-discipline.' The most
obviqus common denominator between religion and literature is that both

-use language. in a manner different from other disi:ipli'nes - a manner
_best characterized as metaphoric or symbolic.  Central to both

1

disciplines is the"study of a text or texts; even the type of reading:

=3

invited by these texts is similar. Perhaps most significant is the fact




N

" that the content of both literature end rellglon may encompass the full'

range of human experiences and thoughts. Although the line of‘

-
dlstlnctlon between literature and religion (as dlsolpllnes end as aspects

of human experlence) Is drawn only wlth the knowledge that lt cannot be

£

drawn completely and finally, iome constraints are necessary to prevent‘

.the scholarly study of religion agg_ literature frem losing ltself within

the broad realm of the metaphysical.

This thesis, however, Is.not intended to be an Interdlsclpllnary‘
study of rellglon and Iltgrature ~ Rather it is an‘attemp.t to. describe the
means by whlch a pertlcular rellgioh - Christianity - is introduced as a
significant aspect of human' experience within ‘a partrcular genre - the'
modern novel. Students of psychology know that' in order for readers to
recognize within a novel the presence of "Freudian® or ‘Junglah"_rb
psyohology epecific featuref_ most be present; :one approach mey be.

distinguished from the other by the presence or absence of these key

teatures. The same Is true, | would suggest for our ability to '

dis{tinguish between the portrayal of Judaic lslamic or Christian,
anti-theist, pantheist or monotheiét. religioué experience. The history,i
the ideas and the details of fact which I'nform each of these oelief
systems differ widely. Christianity, as. Er"ich» Auerbech‘ hei pointed out
so clearly in his essay entitled 'Flggra," has had from its'origins a habit

of appropriating to itself the history and the sacred texts of other

-/

@®
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traditions, most notably Hebrew scriptures and hlstory (Scenes from the

Drama of European, Lierature 49-60). I would seam that this habit of
roadlng one's own meaning from the texgg of another tradition has also
been omployed by some rellqlon -oriented llterary crltlcs who attempt to
discover Christian values or~signiﬂ9ance in literature with’ Ilttle ‘regard
for whether individual texts invite such ‘readl;\gs. . |

( The approach which 'suggests that the meaning of all"h'u,mgn

experience Is ultimately - Christian. or. religious in some ‘way Is one

extreme position. Another extreme might be to distill Christianity as & —

5} .

religion into such ~a specific essence t‘hat‘ only one ‘pa.rticula‘r
denominational stance Is admitted as the trﬁ‘ueﬂ taith. Th’é distinctive
' feattires by which we may describe and ,/idén(ify fhe religious aspects of
a -n.ovel as spacifically Christian must be recognizably Christian, yet‘
'sufﬂclevntly. flgxlbbeﬁ 10 accommodate the variety of denominational
- factors within Christianity. Like the duthor who incorporates Freudlan
psychology into a novel, the writer of "Chrlstian novels must also be

working from some, prototype or model of ‘Ch‘ristlanity. Therefore,

certain essentlally(‘g‘l‘rlstlan features should be consistently present
;’k Y I

within those novels ‘Whith appear to be "Christian™ in content: or theme.

In this initial attempt to describe systematically the features of
Christianity employed 'within the modern novel, a sample of

representative texts was chosen from among English, French and

o,

T R R L R T R R T R T e e S A R L L T I R S R TR
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canadlaﬂ novols of tho twomloth century (a.list of thou novels !a e

anached in Appendix A). .These novols were chosen on theDasis of tHe* -

Rl

fact that thsy repreiem either a, Catholic or a Protestant tradition In
o, "

, their rsterences to Chrlstlan lnstltutlona. They are prlma?lly conce?ned.

»

P wlth the "rellqlous aspect of human experlence. qlthough that experlenca ooy

- 4may be presented ambiguously and in relltlon to various aspects of-

]

human experience - such as psycriology. cultural traditions or\samrantic

. love.
| It is'}, my hypothesis that three fsa red\ repfesent the m"lnimal means e
be.:nhlch bhrlstlanity is représented ip the. modern novel;\hesaﬂ fsgtures
will _be presented later in greater detall and with Illugratlons taken
f(v:mf'athe te;;s examined. Expérimental and specplatlve in approach, this
thesis is lntended to be a first step towards more fully deﬂnlng the
. means by ghich religious ldeas enter Iiterature | Ar_eas in which' this-
hypothesis may be tested further will be §uggested in my concludi'.ng'
rematks. | . | Y
What. then, are tl‘ue fpatures which asslst’ the raac!er in ~Iden’iifylng
instances in which- a 'Chrfstian' fsadlng of the text is indeed valid? 'fhe | e
“first, -and ‘rn'ost obvious feature by which ChfIStlaonity is ln{roduced into :
. the modem povel Is . the' use of f-ChristI;n~ or 'typological" Ianguage By“,“ (/

this™|.mean language which is recognizable as being taken from the Old

and New Testaments, or ‘from the/insmutional context of the Church in -

ad . ) - : o 2 5



- elements, then a case- might be made for understandmg the rehgrous‘ |

¢

elen

jts various *denomlnatlons.x I, however, onIy.OId Testament references

are: given, with no further evrdence of the presence of. Chrlstran

4

'we find references to a God coupled wrth references to the. splritual'

o

forces withln anlmals, trees and rocks we mlght understand the "

‘rellglous system to be anlmlst and not exclusrvely Christian. There must

be . unamblguous reference to specrfrcally Chrrstnan scrlptures or

traditions for typologlcal features to be consrdered present rn a text

' Typologlcal features are._ necessary, but are not . by themselves,

\

sufhclent ‘reason for understandrng a novel as contarnmg. some. -
'Vrepresentation of Chrlstlan experrence The langUage and customs'of
Chrlstlamty provrde a background set of #deas, but the novel is an
“ anthropocentric form, one: that treats the mdrvrduals experrence as both
an lnternal adventure of self drscovery and an external pattern of -

rel‘ationshl‘ps within »socrety The emphasrs of Chrrstranrty as - a belref '

sysfem is on the mterror yet exterror relatlonshlp whrch must be

{
established between the mdrvrdual and God Thrs relatronshrp, whrch |

will call the "l-Thou feature is estabhshed through some form of

nts of that partrcular text wrthln the Judaic relrglous context If

<

address to God, a God who has already been clearly |dentmed as \

"Qhristia}n" ‘God by t_he_ novel‘s use of.Qhristian_typplogrcal .langauge.

The third feature by which we-may identity the  presence of



’/ o o : 6 .
- Christian reIigiou’s expression within the novel, is really. a by-product of
the first two. /{\gainst the background text of Christian ideas introduced

/
|
[

through the use'ot; typological features; “th'e"protagonist'sr'struggle to

: . .
establish an '!t‘-Thou" relationship is portrayed as an . adventute in which .
the individual<{ must learn to correctly interpret the text of his or her
expenence acLordmg to the norms and values of Ohristramty The good" ,
J_. .
|
|

';-*lnterpretatron may or may not be the one condoned by Chrrstlan tradltron

' \
or by th?e church as mstttutron, it is pnmanly linked wnth the -rnterror
thought and.}motivation“ of the character whose -a’?I-Thou”, relationship wrth
| God provrdes the’ focal pornt of |nd|vrdua| religious expertence in the\*
novel. Other characters in the novel may judge the protagonrst by -
outward appearances, but we, the readers, are given some cljs as to the\J /
| rnner relrgrous adventure of the . protagomst Through the process ot‘f v
‘reading, the protagonist's dtruggle:- to underStand the ~meaning of //
“ individu‘at relyi,gious} experience thyhin a Christian context, the reader 9»(/
the novel s led to extend his or her understanding of the novel Abey/ond
"the immediate actlot re‘ading.‘ Thus, the reader's eXperience is /]al‘so_ B
vplaced Within a. /Christian contexti’ and ma.y‘ be measured‘ agai_n_st'the
}struggle for correct mterpretatron portrayed wrthm the novel. Of'course
we know that mdlvrdual readers are free to -agree or argue wrth the
relrgiousperspectrve suggested by the" nove! just as we are free to_

agree or disagree with Freudian psychology. For this feature | have -

t ]
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.chosen the term "herrnen‘eutic‘ prospecti\}e' N 'hermenepric“ because it is
linked with "tﬁe act of interpretatipn and. 'prpspect‘i\re“' in that it
cor‘n‘bines. the Chrlstian" perspective introduced by' the typoldgical
“ fea{tures} WIth‘an 'appeal to the reader' te exfend- the religious experience
of | the novel beyond the immediate act of reading into the future
experlence of the reader him- or herself |

These three features suggest a form or model that rs characterrstuc

of the rep‘resentron of Christlan experience within the modern noye_l._;’ Byﬂf

- .
I

"model" | mean, in simple’ Oxford English Dictionary terms, th
- style of structure"‘ (650). Although this model is an ‘abstraéf

clanty it may be. represented as. a srmplrfred two drmensronal_'

T e‘-"‘"rn
| image,

which each of the three features is necessary to complete the desrgn ShEa

(Fig. 1. p 9) Beca;rse the novel .is essentlally human~centred (not o

NS

mention the fact that a relrgrous experrence needs an expenencmg v'
* :

in,arvrdual), the protagonist is placed at the' very centre of the rehgrous_ V'

experience in the text. o

A, . o : .
“‘Insofar as these three features of Christian experience are

manifested within the modern‘nevel as features of its form or Iahguage,
‘the model proposed may also be considered a model for the description of

"'the' formal or stylistic features of what might be called a "Christian

novel." In addition to being a descriptive tool', it might serve a further

purpose as a model for reading, as a tool for identifying which modern



\
novels might, or should be read as Christian, and in what ways. Thus,

although the model is proposed here as a hypothetical construct, it is not

unambitious in its descriptive‘a.nd hermeneutical scope.

<
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HERMENEUTIC PRDS_PEC"I"IVE

Fig. 1. A Model of Christian Features in the Modern Novel

a—
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A. The Scholarly Context

Before,;‘examlnihg' the scho‘larly' and literary contexts in which this

(mode'I must be seen to function, it might be halpfq'l to trace briefly: the .

impetus behind my attempts to describe the mrélatlonshlp between th;

form of the modern novel and Christianity as a specific set of religious

- -

ideas and experiences. - Originally | had intended to examine tne -

phenomenon of religious conversion in novels of the late nineteenth -and

"

early twentieth centuries. ' In an attempt to study "_religio.us conversion

“notv as a theme, but rather as a pan of the 'formal structure of novels, |
‘began to look through "the literature” on the study of religion in

literature. ~ Within this scholarship, virtUaliy nothing has been done to

examine the formal features by which religion is introduced into the

novel.

The scholarship doe;s include thematic studies of individual tex‘ts

. - / : ,
that reach a higf/\}w/el gf inte_rpretive virtuosity .(Willi'am .Empson's

Milton’'s God , for example), as well as warks which deal with the

mythical archetypes - which lie behind both religion and literature
(Northrop Frye's The Great Code ). Between the very general and the very

specific study, where | hoped to find a description of formal aspects

&

" whic might be applied to specific texts; wthere'\ is a void in the

scholarship. \ln' order to 'und.erstand the formal role of religious

§onversions in the novel, | felt the need for a formal framework within

..» 4 ’

L

10, .
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which to descrlbe how rellgious features in gener I function in the novel.
\
in reading through the novels whlch served as the test cases for the

»”

development -of such a f;amework, | discovered that'there are certain

tea‘tures which ' al| of ‘these texts employ in,thelr representation -of
Christianity. These features form the'basis of a model that might help
us, first, to ldentify texts which contain a Christian perspective lf‘,the

proposed model is a normative mlnimum for the representation of

. Christlanity in the novel, then it may also function as a measurmgdtick
" against whlch to understand problematlc or ambiguous representations
~of Christianity. The absence of any one of these features might account

for some uncertainty as to whether the religious aspects of the novel

*

may be interpreted as being: Christian. Finaliy, a model of Christian

‘ 'expression in the modern novel might }‘Suggest new ways of lookmg‘at

-

. Christian- expression in other genresasuch ‘as poetry.

In order to establish\ the scholarly context within which this model
Is being proposed, it is necessary t89 look at examples of the two broad
approaches taken by scholars withln‘the interdisciplinary ,study Aof‘
religion an.d iitérﬂa’t;ure.\ In this area of scholar'ship the religious and
literary : vlewpoints are as varied as the‘ types of Iiterature taken to have

religious meaning - even James Bond can be read as a Christ figure if one

has an 0verdeveloped knack for typological interpretation; In addition"’tom

the lndlvidual' text vs. archetypal system distinctionse_ which | have |

L

11



already mentionqd. another distinction might be made between a

.
E;

religious and a literary approach to the topic. In order to lllustrate this

important distinction, | will look at two examples of te‘xts whlchv claim a
‘jrellglou‘s orlentatibn and use llterature as a means for discussing
religion. Following that, a discussion of NBrthrop Frye's The Great Code
will illustrate the type of text wﬁlch intends to be .literary in approach
but ends up: in the ré;alm of theology.‘ Flnaily} Robert Alter's literary
study of Bib‘lica'l texts is given as"‘an example‘of a work which has a
-.Iitera'ry oriéntation. even though it is' describing a religious text.

The conclusions of a work of literary scholarship depend to a large

extent upon the premises with which the scholar begins. In order to talk
) PR .

H

about any aspect of human expekience, some_ organizing framework or
;ﬁnt of view must be adoptéd; this adoption of a critical stance is an

-accepted and integral paft of the machinery of literary studies. In an
: \ {

in,gerdisdipli'nary study, too, we assume that the authorﬁi)ﬂas developed

some notio\ns that . "religion is or is not like this,” and "literature is or is

not like that," before she or he attempts to compare the two. However,

our understanding of what is said within interdisciplinary ~-studies
requires not only an awareness of the ‘author's metaphysical and literary
| presuppositions, but also a clear notion of the scholarly focus (or bias)

of the author. Far more imbbrtant than whether an author is a Catholic

| : ‘
or an atheist is the questfon, of whether the work is primarily one of

[\

12



literary scholarship or one of religious scholarship. The literary and‘the

religious biases characterize two general types of approach to the

. Interdlsclpllnary study of IIterature

In addition to sfatements of religious bias, prefaces to works of

‘religlous-llterary criticism also frequently contain an acknowledgment

of the importance of malntéining a clear distinction between literary and
religious endeavors. In the introductory chapter of Imagination and the

Life of the Spirit, for example, Lynn Ross-Bryant makes a clear

" statement of her understanding of the common ground and distinctions

P L

~ between the two disciplineS' | ‘o

¢
' t.
N

This study of the relationship between religion and hterature

presupposes that literature Is an important revealer of

religious dlmensnons of a culture and that by taking account of
the religious dimension of experience our understanding of a

work of literature will be deepened. = This understanding

assumes that religion and literature are two different things,

and to confuse them would do an injustice to both. (3)

,)_3

Literature, she goes on to say, is not tp be read as theology, or "judged by

the standards of truth or logical organization appropriate to theology"

. (8). Ross-Bryant has'a clear idea of the kind of line that must be drawn

between the two disciplines, and further statements in her introduetory -

chapter also serve to indicate that her primary scholarly concern is
with religious‘ questions: "Through close attention to particular works of
literature and. to ?ﬁeological insights we will hope to understand more

about religious dimensions of a culture” (3). This is the key to

13



Ross-Bryan}'s literary criticism: It s written from ‘a. religioug

| perspective. A student of literature may obtain helpful insights intQ

individual literary texts in the course of reading Ross:-Bryant's work, 'b ;

-

scholarly intentions are clearly stated, and the r

something it was ndt intended to do.
John Coulsc’)n's Religion and Imagination: In Aid of a Grammar of
_As'sent explores the similarities between religious faith and.
imaginative aésejt. Coulson, like Ross-Bryant, makes some clear
- statements of his‘scholarly intgntions. It is his thesis thatu"in the
articulation of this assent the theologian and the literary critic share .
a common g}an;tnar, if by grammar is understood that underlying form or
structure which is revealed as we learn and use a language" (145). fhis
common Srarnmar is" of course linked to the use 6f metaphor, symbol and
story as a means of expression in both Iit}eratUre‘. and religion. Coulso'n's
book- is intended "to shaw what the student and teacher of religion 'may
4 gain from cultivating a broperly ‘imaginative responsé to literature” (v,
emphasis added). Although he also makes some insightful observations,
about religious thémeé in nineteen’th and ‘twentieth-century English

- ? . s
literature, - the focus of his argument is on imagination as a religious

tool.



+

Such clear st’etements of scholarly focus are not always made or |
adhereg:t to, even by respected scholars. When, as m the case of Northrop
Frye's The Great Code, it gecomes obvious that a work of
religious-literary criticism Is at Cross-purposes vflth the author's
stated intentions, the response"wlthln .the llterary‘ community is often
one of disappointment and vague suspicion. Four reviawers in The
Unlverslty of Toronto Quarterly ditter wtdely in their analysis’ of Frye's ‘
work. yet on one opinion they are agreed - Frye's scholarly focos is not
egtirely or consistently literary. "One cannot read the final pages of The
Great' Code without the feeling of a doctrihe emerging'frofh‘ the
exposition,” weites Louis Dude’k; (1.;33). ‘David Jeffrey sugge"sts“ghat it it
were not for the subtitle, one migﬁt Yake The Great Code to be a treatise
in hermeneutical theology compatlble with the work of theorists such as
Hegel, Derrida, and Kenneth Burke” (135). Add to this Emero Stiegman's ‘
h statement that "Frye is not innocent of .theology (143) and George
Woodcock's that "The Great Code is indussolubly linked wnth Frye's
reHglous background" (150), and the picture is complete
! In attempting to tackle a "survey of Blblical imagery and nerrative,t
followed by some explanation of howvthese elements of the Bible'had set
. up an Imaglnative tframework,” Frye first addressed himself to "certain

prellminary questions which | thought would be cénfmed within an

thtroductory chapter or two" (The Great Coﬂe) xi). These preliminary
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quegtlbns *expanded, first into an enormous Hegellan ﬁratace. and finally .

into a volume in its own right" (The Great Code xl‘)'. Clearly the
questions ;;tellmlnary to talking about sacred and secular t.exti' in one
breath are not ln‘slgnlﬂcant even for Northrop Fryed In spite of Frye's
dlsclalmer - "The present book is not a work of iblical scholarship,
much less of theology it _expresses only my own persdg_al encouniter with

the Blble, and at no point does it speak with the authority @}f a scholarly

consensus" (xl) - The Great Code Is more than one man's personal

experience of the Bible. It is at _the very least the opinion of a'great'

2l

literary -scholar and, as Frye goes on ‘_to explain, the iﬁtpetus for the work
is linked with his endeavors as a teacher of literature.

Frye rightly pbints Ot.lt that ;he is not writing a book on the Bible as
Iitetature (the }subtitle is The Bible and Literaturq ). It would, however,
be acc.urate‘to say that he is asking us to seé literature as coterminous
with the Bible as a re\telation of universal human ar_chétypes. The Great
Code is thus not only the work of ‘a‘grqatt teacher of literature, but also

that of a self-styled theologian.-. Read for Its. insights into the nature .of

human religious expression, it might be fruitful or not depending upon

whether the reader is willing to accept the™ premise that all texts,

sacred and secular, spring from the archetypal impulses that Frye

describes. If the reader is able to look beyond the work's metaphysical

demands, he may be rewarded by useful insights into indlvidu_'al literary
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texts and Into the natura of metaphorical language.

In contrast with Frye's work, Robert Alter's The Art of Biblical "

Narrative manages to avold the temptation to develop a theology of

literature.  Although Alter's study Is fimited toi the study of Biblical

narrative, It also makes a practlcal contribution \to literary tHeory. As

v

the euthor points out In the preface, his Initial goal of throwlng "some

/

new light on the Blble by brlnglng a Ilterary perspective to bear on it,"
led eventually to the further understanding "that the Bible on its part has
a great deal to teach Anyone interested In narrative because its

seemingly simple, wonderfully complex art offers _sdch splendid

. \
lllustrations of the primary possibilities of narrative®™ (ix-x). While

examining the Bible from the perspective of the literary critic, Alter
contributes much to our practical understanding of the nature of literary

narrative., In doing so he manages’ to avoid the twe extremes that, in his

-\
A

oplnfon. characterlze "literary studies at large,"

. one [extreme] involvlng the elaboration of formal systems
of poetic§ that have only a hypothetical- reiation to any
individual literary work, the other dedicated to performing on
the given text virtuoso exercises of interpretation which are in
principle Inimitable and unrepeatable, aimed as they are at
undermining the very notion that the text mght have any stable
meanings. (178)

Alter's exploration of the primary possiblities of Biblical narrative may

turther our understanding of the weys in which Biblical literature

functions.  His study of the techniques of Biblical narrative highlight}

)
J \
-
* .
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four features which |n some way reeemble the features of Chrtltlanlty

employed in the modem novel. s , ’

In his conclusion Alter suggests that tour"rubrlce might describe

the distinctive teatures embloyed by the authore of the( Oud Teatement
storles 1) Words - "The repetltlon of single words or brtet phrases oten -
~ exhlblts frequency. a sallency. and a thematlc slgnltlcance qulte unllke‘
what we may be accustomed to from cher narrative tradltlons (179). 2)
| 'Actlons - "Ftecurrence, parallels, analggy‘. are the hatlmarks of reported
actlon\ in the biblical t»ale" (180); 3) Dialogue - “",_Everythlng in the world
t 'ot biblical narrative ultimately gravitates. toward dialogue . . . ‘the
_ transitions from narration to ‘dialogue provide in themselve_s some
implicit measure of .wh.at is deemed essential® (t82); and 4) Narratlon -
"'the very mode of narration cé'nveys a double-sense of a total coherent

a

,knowledge avallable to God . .. and the necessary incompleteness of

—-

". human knowledge for which much about character motive, and -moral
status will remain shrouded m ambiguity (135)_These four features of -

: Biblical narratlve bear some general resemblance to the features in our .
. / 3 )

model The Christian typological features ‘repeat Biblical Words or

- actions. The "I-Thou" dialogue - is the focal religious event of those

Y

novels, and-the mode of narration points o the additional hermeneutical .
_ horizon to be recognized by the reader.

Alter's work also stresses the 'formal or technical aspects of

fal



narratl‘ve;" -

o

might be argued as Vernon Ruland does in Horizons of
’ . - l‘i) !

Crlrlclsm o a comprehensive survey of religtous ltterary crrtlcrsm that

the purely formal apprroach does not recogntze the role of reilglous

-

lmpulses within ltterature Rulands survey covers the fuII range of

Iiterary criticism as tt relates to religious- Irterary questtons, and the }

four categories whlch he employs to characterize crmcal approaches

the autoteltst layer - closest to the formalistic heart of the text, and

- the psycho mythtc most inclustvely open to the space outsude ‘the .

may be useful in provldtng an _orientation for my own approach.
"o \

¢ The autotelist s‘urface‘ accurs at the outside rim of concentric
. circles around the literary text, an area farthest isolated from
the - implicit religious -values emphasrzed in my own inclusive

_ ~ theory. of criticism, and- nearest to the resident aesthetic

values.  Deeper successsively is the circle of humanist.
semioflc criticism, next the ortho-gultural, and closest to the
metaphysic or ‘religious dyhamic™of tHe work, a circle of
psycho myfhtc criticism. (64) ' '

LD /
circles, "becaus‘e one ‘could also argue for a reverse sequence, mappnng

1]

perimeter” (64) Thls is, in fact what ! have already argued by

.suggestlng that "dsycho- mythtc criticism  of. literary texts‘&ften tells

o us ‘more about the theology of the critic than lt does about the nature of

o8

the Iiterary text. - However -Ruland's first two types of approach whrch

(mlght be renamed "formal" and reader oriented”, suggest the means byf’

0

which we- mtght Iook at- the Itt_erary heart .of"";the text while ,_}.sltul‘l,}l,

& Eas .

7Fiuland recogntzes the - Ilmlts,of hlS spaual metaphor of concentric

19
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considering the role of religious expression \Wﬁm the text.
. 5 5]

In its most extreme form, autotelic critvicis‘r"ﬁ‘-employs what Ruland

calls the autotellc fallacy, m which "the llterary worl&& IS cut adrift

|
from the conscmusness of both author and CrItIC between whom the

“work is notva medium of'commumcatlon but sumple 2 third entity" (56).

in a very snmpllstlc summary of Ftussnan formalism Ruland® paraphrases
René Wellek in order to illustrate the "/mits of autotelic - criticism:.
"Wellek = reluctantly perm;g interdisciplinary studies- of the lite i

- .

text, but only if. literary criticism itself remains strictly ’ literary arc

does not slide into philosophy or theology” (69); Wellek shows a "partisan -

»>relu'ctance to support the submerged religious impulse struggling for

expression in Eliot's literary criticism™ (70).

Wellek does not deny the importafice of exploring the role of ideas

within literary texts; he does, however, insist that the scholarly focus

of the. literary critic should rémain,on the literafy text itself.

Instead of speculating on such lérge scale problems as. the

philosophy of history and the ultimate integral of civilization,

the literary student should turn his attention to the concrete

problem .not yet solved or even adequately discussed: the

questlon f Row “ideas actually enter into literature. . . . The

question arises only when and if these ideas are actually ’
incorporated -into the very texture of the work of art, when they

become constntutlve in short when they cease to be ideas in
the’ ordinary sense of concepts and become symbols, “or even
'myths (122) . . o

Wellek's emphasis is on literature's transformation (or.transmutation) of

20



ldeas into symbols or myths..
Equally interesting, however, is the quéstion of how ideas enter

.

Ilterature when .the symbols no longer live for a culture ln the modern

. context a ]ourney‘ is not necessarily a Christian pilgrimage, and a cross

in the road need not be a Christian symbol. In order for-a modern novel to

invite ‘a reading which is related to a particular belief system such as

-

Christianity, the ‘Uuse of symbols must also be accompanied with the

suggestion of a hermeneutic Co&eﬂf by which to interpret those symbols.

’

Wellek's concern for how ideas enter literature may be extended into the

'dynamtc structurallsm of polysystems theory, to ask how: norms within

. the ltterary system (social -and Irterary norms) shape the ways in which

ideas are presentee;t.‘; Onr the tex\tual level, narrative theory also suggests -

some interesting ways in ‘which to ‘understand the character and role of
~ "God" in the novel. o | S

As. equsystems the.ory alse recognizes, there is a broader human and
cultu_ral, context which shapes and informs ideas. This type of approach
~is concerned with net only texts, but also ‘the .context in which writers
; and readers f‘unction. According to Ruland, for the_"humanist semijotic”
“type ot criti\c':a | ‘ ~

the "'literary‘yvork is essentially a semiotic unit of
discourse, with an emphatic but relational autonomy. It is .-
organically interrelated with the wider human tradition of

literature, and with the functionally religious experience of
both the poet and his public. . . . the critic: must draw upon alt

21
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his™swn resources as a human being, and upon s,emantlcs, the
.social sciences, and all available specialized knowledge to gain
full understanding,, of the text itself. Then he must analyze his
_experience and articulate it. (71) '

Within this ty of criticism Ruland places rhetorical criticism,

"with i'ts‘e[nphasis Orj the verbal texture and dynamics in a literary. work"

(71), and the phenomenological approac:'h which attempts "to reclaim the

~ detached aesthetic object within the matrix of man's unconscious fife
and the br‘oader circle -of his cultural tradition" (80). - Underlying both

approaches is a recognmon of the role qtz\human consciousness in the
yaut

22
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experience ~and articulation of the literary symbol, as well as a concern .

with "the total internal biology of a work" (72). Twenty' years later, We

might broaden this category to include the reader-response critics who

recognize the active. role of the reader in constructing the aesthetic

object within the framework of his own experience. The introduction of

+

’a reltgtous horlzon within the literary text causes the reader to

expenence and interpret narrative within a broader context ‘that makes

ve_ry particular 'demands, as | hope to demonstrate_ within the framework
' ‘ o
of my model. - ' ‘ %
The final two fybes of criticism discussed by Ruland are

'r—ebresentative of approaches which are beyond the scope of this present

study. The “ortho-cultural® critic is one who ‘eXamihes the broader

- historical and political context of literature within the history of ideas

or, in Lionel Trilling's words (as quoted by Ruland), within "a pebple's

S
‘:’ ' ’ harkad
B‘ . .
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technology, its manners and customs, its religious. beliefs and}

organizations, Its systems of valuation, whether expressed or implicit"

(84). "Psycho-mythic" criticism "draws upon the contribtitory"sciences

of psychology and anthropology to explore:..[.the]' inner individual-social

]

meaning ln‘ a vliterary work™ (106). Although Ruland argues that these

“M

approaches draw nearerdo the metaphysrcai heart of the text, they ‘do s0
at the cost of ignoring literary forms and the type of responses that
specific forms elicit through the process of reading.“‘Having, used

.

Ruiands descriptions of the variety of approaches to religious-literary

‘criticism we may still head in. the opposrte dlrection from the one he

23

recommends, and examine the formal‘ features of Christianity in the :

modern novel.

In summary, this model is not ‘intended to explore the history of.

: i .
ideas and religio_us beliefs, nor is it designed to describe some larger

psycho-mythic context for literature. There are admittedly many

complex relations between the poetic and the religious aspects of the
‘human 'Splrit,' relations which touch on the metaphoric :and_' the

} imaginative ‘aspects of human expression. These complex relations are

also nuot the sub]ect of my thesis My concern is with a particular formail
configuration which may be observed in the modern novel, a configuratron
which is designed to lead the reader to a particular kind of knowiedge
and a particular type of response to his or her experience of the text.
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B. The Literary. Context . ST e

It is nat difticult to identity a variety of genresf’or forms which

\\\\

have been clearly ‘used to carry religious content ‘epic, ‘%fi;fbnlesslonal .

writing, devotional literature, hymns and sermons provide numerous

/

' examples of great iiterature that is also recognizably Christlan Some of

these forms, the hymn and the sermon tor example are almost entirely

'defined by their Chnstian content and context whereas poetry ahd the

novel do not foliow §uch ciear distinctions between religious and set:ular

)

content or intent. The use of the term "Christlan novel" immediately '

suggests some difficulty In dehnltion In addition .-to the purely.

"decoratlve or coincidental presence of "Christian” practlses or Ianguage

24

in the no,vel Christian ldeas or expenences may be presented in a_ E |

N

posmve, afflrmmg llght (elther due to the authors personal faith or due

“to _social conventlons) or it ma.ylbe presentedﬂn a negative crltlcal llght o

(either wrth the intent of lmprovmg the mstitutlon or in an attempt toz E

overthrow it). It would be a mistake to label allathese uses of

Christianity as "Christian Iiterature;' in fact such a Iabel may be

spurious at worst and problematlc at best.

It is, however, safe to say that there are modern novels that altlrm

- the possibility of religious experience within the.g‘,‘Christian framework o

e

either by affirming that faith™ or by criticizing it with the apparent

intention of improving -it.  Such a definition leaves itself wide open to

o]

&
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.« -criticism from two fronts - a work may be ‘80 positive towards

Chrlstlanlty as to be no Ionger a novel put rather a missionary tract, or

[

it may be so negatlve that it would only be accepted as "Christian® by a

very limited audtence However, even withln the secular literature of

[

’-*\
the mod n post-Christlan culture, there are texts which COmfortably !

fit this category of novel. The common features of these texts provide

the basis for a model which represents generally how the por‘trayal'.of

Christianity influences the form of :}e novel. . , .

g

‘The choice of the modern novel as the literary }context within which

to develop a framework. for religious. expression suggests its' own set of

demands and Iimitations. Even though ,scholars o not agree on the
.precise orlgms and nature of the novel - Marthe Robert calls It an
"undefined genre” (here is general agreement that the: novel
primarily a vehlcle for secular concerns rather than for sacred themes
and |deas As Robert points: out in The Origins of .the Novel, the novel is
a form with few boun‘daries:‘ "it can exploit to its own ends description,
‘narrative, drama, the essay, commentary, monologue and conversation . . .
.There are no proscripttons or restrictions“:to limit its ohoice of subject
matter, setting, time or space" (5). Thisﬁl’c freedom‘ to present and
comment upon any sobject includes the -exploration of religious ideas and

| . . . ) . /'
experiences in the novel. The genre and subject matter are not

lna__ppropriate to one another. The novel is, however, a pluralistic form,

~

25
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and its strength is found in the variety of styles and content tl?at may be

g,

employed in oné text. . Thus, the Chrlstian component might be a dominant

", element, but it is usually one among several aspects of humén °"p°"°n°° |

Lportrayed by the novel.

-

What type of vehlcle does ‘this primarlly secular form provide. for

. the presentatlon of religious content? George Lukacs in The Theory o

vthe Nov,el,.: - draws a contrast between the philosophical climate that
pr‘od.uces the'epio , Which "gives form to a totality of llfe that is rounded
from within" (60),“'Nkand that which produces the novel , the product of "an
age in which the extensrve totality of life is no longer directly given, in

whlch the immanence’ of meaning in life has become a problem" (56).

'Lukacs argues thét -whereas the epic was the appropriate form for a

unified theological perspective, the novel is the embodiment ot

pluralistic and problematic vision. Thus, while "the epic.individual owed}

" his significance to the grace accorded him, not to his pure individuality,"

it is the biography of the individual character ‘that provides the inner

form of the novel (80-83). The novel finds its proper balance not in

fo, ®

‘u'nity, but in irony and sell-correctiom). If art, in our current
perception of it, "has nothing more to do with any world of forms that is
immanently complete in itself" (17), then the portrayal of religious
experience in the novel will also be a part of this struggle(afor balance

_within "a problematlc and pluralistic worid view.

- ¢
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Although Lukacs's descrlptlon of the novel relies heavily upon its
essential difference from the eplé the novel/epic distlnct!on is blurred
by other critics who point to the underlylng fabrlc- of- language as the
source of plurality. \ "Language, writes M M. Bakhtln ". . . is never
unitary® (288). - ‘ ot

Literary language’ - both spoken and‘ written - although it

is unitary not only in its shared, abstract, linguistic marker$

but also in its form for conceptualizing these abstract

markers, Is itself stratifief~qnd heteroglot in its apsect as an

expressive system, tha , In the forms that carry its
meanings. (288)

_Tlfne novelist "welcomes the heteroglossua and Ianguage diversity of the.
literary and extraliterary language mtp his ‘own work not only not
weakening them but even intensifying them (for he interacts with their
particular self-consciousness)” (298).

We frequently identify this novelistic awareness of the dialectic
pds'sibilities of language with‘ modernism, and in its most playful .
mamte&}ﬂon “with post-modernism. If, as Marthe Robert puts it; .
"modernity ' is understood as the self- searchmg, self- questnonmg literary
movement which uses as subject matter its own dou{bt and belief in the
value of its message" (19), then perhaps the. r;ovel has been, from its very |
Incéptlon, a brototype for modernism. Indéed, Robert cites Don Quixote

as the first novel of this "modern" self-questioning type. It is evident

that  Christian theology no longer “supplies the primary content nor
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Inﬂueqces the forms of |lterature;(! o/ rimary influence on content and

form is this novel/modern concern with bz possibilities and problems of

language. The modern Christian novel might then seem to be a
contradiction in- terms; itg form must be dictated by the need to
)

¢ L] -
accommodate both Christianity and the pluralistic, self-questioning

character of the novel.

. : /7 .
A second challenge fdcing the novalist of Christian ideas is the

v

integration of the world of ideas with the internal .life of an individual |

human character. The novel, | would argue, is uniquely equipped to

explore both the individual and the theological aspects of religious
experience. It "tells of the adventurel‘ of interiority, . . . the Stdry of the
soul that?goes to find itself" (Lukacs, 89), , as well as having its
"immediate Toots in the true wc;rld of ideas" (Lukacs,105).  Although
Frye argues that "_interest in ideas and theoretical statements is élien to
'the genius of.the novel proper, where the techniqal problem is to
dissolve all theory into personal relati;nships", "‘(The Anatomy of
Criticism 308), Ma‘ry McCarthy finds ideas to be fintrinsic to the

novelistic medium” (18).)'.' Frye suggests that the confessional novel is a

form resorted to by "the novelist who cannot get along without ideas, or

has not the patience to digest them in the way that Jafnes did” (Thg .

Anatomy of Criticism 308). By contrast “"the novel proper” is Vinherently

*axtroverted and personal; its chief interest is in human character as it
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.manlfe.sts itself in soclety” /(.The Ahatomy of Criticism 308), and nBt in
the realm of ideas.
The implication of Frye's corﬁments is that the cdnfegsslongl novel is
a' kind of sécond-rate or lns'ufflcle;ﬁt novel. It is not ne»cessary to agree
with Frye's hlerarc'hy of literary value to see that the confessional or
journal novel is a form that allb)vs thd_ novelist - to explore the
relationship between an individual and -a;fertain set of ideas. H. Porter
Abbott's Diary Fiction: Writing as Acﬂon slu'ggests that diary fiction
uses the self-reflection of the narrator/ch*al‘;ctqr to close- .
.. . the gap bet\;reen the creative and the critical. It is a drama
of both writing and reading. Insofar as reading is a part of this
drama, the text puts a Jight on the whole field of
interpretation. . . . By joining w*iting and action, the reflexive

diary . . . exposes a drama of interpretation blended or fused
with a drama of creation. (49) BT

.

Thus diary fiction combines the interior adventure with the exterior by

leading the diarist into a transforming perception of himself.- This

reflexive strategy is most evident in. the cdnfessional or diar;/~ form, .but
is also emplloyed.in first- or t'hird-person narratives whe're the meéemory
or polnt'- of view -of av character plays a role in the transformative
functjon of _self-reflection.

It our'definltlon of. Christianity is limited to a com‘monly-belfeved

~ transcendent vision of truth, then the epic is perhaps the best form 'in

which to present a definitive and coherent theological system. However,

e
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another asp"rect of religion that must be considered is the individual

search for (gpiritual fusiliment and the social context of that search.

’The novel is fully equipped to portray the complex and often problematic

nature of individual religious experience, as well as to explor’e’the

individual's relationship to God and soclety within a particular "belief

system.

TN

” Wolfgang Iser, in The Imp)lecl Reader, draws on Lukacs's description

of the epic character as a stock figufe without a soul and the novelistic

-

character as the individual moving towards self-recognition, to

demonstrate how Bunyan's Pilgrim's Progress combines the epic and the

novel in a hybrid form ideally suited to the th’eoiogicéi climate of his

£ o
time. Bunyan's characters "cease to act as mouthpieces for a specific

dogma and leave the realm of the epic" (6), because they yare mare'

concerned with their quest for individual-salvation. The Christiari idea
of salvation is no longer presented as dogma, but serves as "a means of

iluminating human reality and not [as] . .. an end in itself" (7). The

pilgrim Christian's human reality is to some extent|determined by the

4

Calvinist doétrine‘of predestination, which allows him to achieve only a '

tentative sense of salvation, yet this ‘"theological withholding of
< : ; ‘
certitude stimulates human self-assertion, the development of which

foreshadows the pattern of the eighteehth-century novel” (24). Th/ns

journey towards self-discovery not only becomes an imporiant feature of

O
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the modern secular novel, but contlﬁues* to play an important role as well
in fha presentation of specifically religious experience.

The novel may geplct both the interlor adventure of a character in
search of self-knowledge and the “extemalwa.\dventure by which characters

establish relatlonshlﬁs with each other. The mechanisms by which an

Individual character establishes a relationship with the character named

God are a unique ﬁybrid of the Internal and the external. It is often

.thfough a character's search for self-knowledge that some understanding
of his or her relationship with God Is gained. This process is most
evident when the novel Is narrated by an indi;/ldiJaI who in old age is
revieMng ﬁs or her past, either through> ;memory flashbacks -or the
writing of a journal¢‘or final letter of confession. The character's

- attempt to understand and order the past in the immediate contekt of his

or hef concern about death and eternal destiny is an interior adventure -

that frequently takbs place within the framework of a particular type of

e

Christian ‘qogma “or institution. When the question -bf an individual

relationship with God Is set against a backgg)und of accepted church

dogma, the problematic dialogue between the individual and social fages |

of religious eiperlence is introduced.
In addition to the internal dialogue of the novel there is, as Iser

pojnts out, a dialectical .relationship between the reader and the text. |t

is the reader's task to experience the meaning of the text through .

s
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dlscovery In the modern novél an even greater burden h placed ‘on the
reader. The novellst retratns *from expl|c|tly telllng hlm what to do;‘ to
the point where the reader Isv provo!ced "into estanlshlng for himgeif -the
connections Ibetween perception and thought" ('xln-xtv).' This open-ended
quality challenges the reaoer” to ; discover i:bth:::se Polnte ‘at whi.oh“ the

meaning of an event or a word exten@s Into the world ‘of his experience.

“The nfeaning of the novel is not som& ideal entity to be extracted from

the text but is instead something to be experienced in the prpcess of

/
reading. \

Finally; in descnbmg the context in whicl we read the ‘modern

"Chrlstian novel emphasis should also be, placed on the lntellectual ’

t

climate that produces modern literature in‘general In thls

post- Christian arrd pluralistic era a world view Informed by Christiar}(ty

may not be assumed to be part of the cultural background of ‘ither the
actual or the ideal reader. To borrow a term used by Umbertg Eco.

Christianity - is not necessanly part of the encyclopedra of the reader ‘

»

(222-224). When individual readers nnd scholars brmg to the sbcular

o

modern novel an interpretation primarily. informed by -their Christian

' faith, such anachronistic interpretations «are truer to the actual reader

than to the reader (and the meaning) implied Oby the text. On the other .

hand, when Christiani‘ty is'introduced through the use of specifically

" Christian features, the text indicates that an understanding of
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Chrlstianity would be an integral part of the "encyclopedia” of thaﬂts
‘novels ldeal or implied reader, insofar as |t is part 'of the universe of-
that n‘ovel. _It Is the presence these features wh:ch should then enable
: | us. to distinguish hetween' thode works for which an interpretatlon
ao‘cordlhg to ';Christian': ‘norms-is 'i‘ndeed a valid one, and those'forﬂ»'whioh’
such an rnterpretatlon is noT»vaIid.

' Althé‘ugh -the .modern notrel is a secu&ar“’ genre, it is not entirely

-

' without redegmmg qualmes which make it well suited to the portrayal
™ i
of ristian ideas and experlence It-is a genre in WhICh rellglous

N
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Bxperience may be examined w:thm the jully complex and problematic,. *

LY

‘context of mdlvidual human existence. The modern novel is. open to a

broad range of techniques and topics, and open-ended in the possnbulmes ’

P

| of interpretagon"vwhichit presents to the reader Thu‘s' in addmon to

£

explorlng the teﬂsmn between the world .of Chrlstlan rdeas and the
indrvidual reluglous experlence, the novel is able to engage acttvely the
‘reader in an interpretive expenence which may extend the meaning of the

textvinto the ‘llfe of the reader. ﬂ . S &



i.11. MODEL AND TEST CASES

i,

k.

Although the literary context for this model has been my primary
concern thus far, the,feature's which characterize the - representation of

. "Cﬁristi’ani‘ty in the modern novel aroe determined by the specific religious

4

T

centexi of the Christi‘an feith as well as ‘by “ the 'nature' of ,themodern
. ,novel. First, in erde_r to expand the "eneyclopedia” of the text to include
this Aparticular set of religious beliefs, the ’modern“ nerl em'pl'oys
'identifiabl‘).f Christian ”typologicel;' effects. These effects e}e a wea;of
' 'in,troducing that ovther, sacréd text whic'h' ie the I_<ey text of Christiar:ity.
Secengly, the central religious experience of these novels' characters
involves the est‘ablis‘hment‘ (the struggle to or ‘the failure to establish) of
a reléﬁo‘hshi'p between en human character and God." As this relationship
is freqdently deseriped from iheffirst person point of vievg. .AI have cell‘ed
fhiethe "I-Thou" feature. Finally, the hermeneutic horizoﬁ of the text
,reaehes beyond the individual experience within ‘fhe text to the
’experienc'e of. the' reader. fhis feature might be called the "Christian
prospective” o.f the text, for it asks the reader }to loek eeyond‘the
experience of reading into the. realm of his or her own religious .‘
ex-perience, looking 'fo‘rward"from thes"actef reading into the immediate "
world vo'f‘, the "reeder'sf experience as. well as into the ”other" world of

eternal destiny.
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A. Typology The Encoded Con/Texl

In earller centurles Blbllcal plot events, character names, and

9

Biblical language were often employed in -literature to mvoke a I'ellglOUS h

context and lnferpretation vthrou_gh an hermeneuti‘c shg;t—hand re‘adily
understood by‘ readers of the ‘time. The origin of typology'as a form of
Chrlstlan exegesis is a toplc for the theologlan and the socual htstonan
- as .well as the literary crmc Auerbach has studled the origins of this
"flgural" mode of thinking |n Scenes from the Drama of European
therature. Jarrles Kugel, an Old Testament scholar, finds in the poettcs
. of parallelism employed by Oid Testament autho‘rs the beginnings of what

hé}:malls Christian or allegorical exegesis, a hybrid form of Jewish

35

midrash and Greek allegory (.135-40):3 'Typological interpretations read -

'
the New  Testament as- the fulfillment of the Old._ employing "the
e ) ‘ "1 v
midrashic idea of -the essential unity of all parts of a divinely inspired

text* (139), as well as reading the Bible as an dllegory of the eternal.

A

In an age of plural, post-Christian voices, the noveliSt who wishes
- to explore the . religious aspects of human experlencegfrom a Chnsttan
. !x "

perspectwe faces a different audience ?om that,,of Dante o.r‘ Milton.

&

‘While the author of an epic could depend upon @ general unity of world

view among the readers of his own tisr?t_ne, the author of ‘a modern novel

can novlonge_r count on a re{adershlp with a common theology. Nor does

" the pluralism of»the‘modern world prorﬁfbte a general understanding’ of .

-
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various specific belief systems ‘such as Christianity; modern pluralism

arises instéad from a great variety of individually-held world views. .

Thus.'thé primary and most necessary means .of inviting a reader to

understand the novel's i’eligious questions within a Christian context, is

the introduction of stylistic or plot elements which are identified with "

the sacred text and context of Christianity,

As ngh"tin has - pointed out, the stréngth-of novelistic prose jies in
its presentation of 'v-arious levels and styles of language. - Thfough
typology the language of Christianity becomes one voice among mahy, but

3

.a voice as distinct and discernable as the speéch of academia or the

" accent of the uneducated. Typblogical-e‘lements .prov‘ide the reader with -

a religious language which brings with it' a set of genera'ositions
, éw SR
about the kind of God and the kind of God-n;@n_'relationship ‘portrayed

within the text. The péesence of features from the Biblical text

introduces a code by which the text may be seen to voper‘éte and which .

the reader is invited to adopt; it is the code of a particular religio_'us
context. The uniqueﬁ hermenéutic‘ofAtypdlogvy, which posits a m¥§tical

relationship between the ‘dlivinely 'i‘n‘spired‘ elements of the text and

- eternity (or in some cases, between the sacred text and history), is no

longer attached to these typological features in the modern context. Yet
they are, in the broadest secular sense of intertextual ‘significance, an

invitation to read the second, the secular text in terms of the first.

:
B | | —
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" The pr,g‘senlcev{of typological features Iin novels of -Christian

. éxpeﬂence may be described along a continuum, at one end of which are
novels constructed ?lmost entirely from t—yﬁologlcal features and atthe

'. novels in which, there érén few typological features. The limit

cases at the positive end of the scale are texts such as thoée described

by .-Theéodore ZIoIkowskl in h|s study of Fictional Transfigurat:ons of

Jesus . From stories in whnch -Jesus mlraq‘usly appears - Balzac's

Jésus-Christ en Flandre -or the fifth book of Dostoevsky'_s Brothers

Karamazov _ - to novels in WhICh the hero attempts .to imitate the life of

Christ - In HIS Steps by Charles M. Sheldon or Rabert Elsmere by Mrs,
;Humphrey Ward ‘- this type of narrative employs characters and events
that are prefigured <by .the figures ahd events popularly associated with
the life of Jesus. | | -
Used in this way, the typological features of tﬁe; T\modern‘ novel may
seer:n’ to be s'ifnila-:r.fo James Joyce's use of the Odyssey as a mythic

structure from which to write Ulysses. However, at the very least there

is a qualitative ditference between "myths” which serve no religious

function in our society and the characters and events of the sacredptext‘

~ of the dominant religious ideology of Western culture. ~Northrop Frye has
noted some differences between Christian and classical mythologi'es, and
the. typological character of Christianity is at the heart of his

. »

distinction.

37

D



—n

. the .typological structure and shape of the Bible make Its
mythology diachronic, in contrast to the -synchronic mythology
characteristic of most of the religions outside it. . . . Jesus and
Adonis are both 'dying gods,' in the sense of being objects of
cults with similar imagery and ritual attached to them; but
Jesus is a person and Adonis is not, however many sacrificial
victims may have represented him. Some of the stories about
Hercules or Theseus or Perseus may have been originally
attached to human figures, as were, much earlier, the stories
about Gilgamesh. But they tend to lose the sense of .historical
personality when they become assimilated to a synchronic
mythology (The Great Code 84)

In contrast with those texts whlch clear|y emp|oy Bnblncal
characters and events, it is much more difficuit to determine the-~ limit
cases at the other end of the typological spectrum, where fewer and

Q

perhaps more ambiguous typological features are present. Some novels

may make very limited or ironic use of Biblioal "language; others may

employ characters and - Ianguage from the relrgrous mstltution of the‘

church. - The use to which typologlcal features are put in the modern

novel ranges from “the simply affirmative to the ironic or even

) : . kd
parodistic; this spectrum is "illustrated even in the variety of titles

employed The title of JoUrnal d'un curé de campagne gives us a simple
’descrlptron of the text and encourages the reasonable assumption that
some parts of thts drary will deal with religious questions. Les Enfants
du sabbat, Cold Heaven and The Stone Angel are not only suggestive of
the relrglous elements whlch their - novels contam but of the potentially

problematic nature of the religious ideals they explore. Les 'Enfants du
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sabbat makes a more ‘specific acknowledgment of the dark side of its
_ rellglon in the title of the English translatlon Children of the Black
Sabbath Other titles Le Nosud de vipéres , The Heart of thf Matter ,
The Blue Mountains of China and Mx Lovely Enemy -lcontam no
type}e_qlcal features, placlng t‘he" emphasis Instead dpon otherl aspects -

the confusion, the centrality, the elusivert,ess or the ambiguity - of the

‘ rellgldus questions raised by the novel.

/
i

Beyord' the title page, a technique obviously suited to highlighting a
“text or context against which the novel is to. be read is the use of a
~ religious epigraph, sometimes taken from scripture, more often a’_quote'

. \ v
from another author. Frangois Mauriac's epigraph to Le Nceud de vipéres

might well sumrnarize the themes of several of the texts within this set: ‘

"Dieu, considérez que nous’'ne nous entendons pas nous-mémes et que
~'nous ne savons pas ce que nous voulons, et q’ue nous nous éloignons

infiniment de. ce que nous désirons.' - Sainte’ Thérése d'Avila® (9). In My

Lovely Enemy the love and death themes of the interwoven stories o!

James Dyck, university professor, and Indian chief Mas-ke-pe-toon are

introduced by_ Rudy Wiebe with quotes from Knut Rasmussen's The
Intellectual Culture.ef the Iglulik Eskime a‘nd Teilhard de Chardin’s The
Evolution of Chastity , the former quote describing an Eskimo "theology"
of de& the Iatter a theologian's statement on harnessing "the energies

of love for God" (ill) Dylan Thomas's lines "Do not go gentle into that

-
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- good night,/ Rage, rage against the dying of the light" (i), which preface

The Stone Angel, are not religious, yet the quotation serves to reinforce .

" the ambiguity of Hagar Shipley's reaction to. dying.

For some novels the chapter headings play an Important role in

pointing to the J@Io’us context of the story. Evelyn Waugh's chapter

3

headings in Brideshead “Revisited provide particularly g’bod examples of

typoloQica! features. Chapter, or "Book" Three, A Twitch Upon the

)

Thread," refers «back in typoiogica faghion to Cordelia Marchmain's

discussion of Catholicism with Charles R er. Cordelia,was ih her. turn
‘quoting from one of G. K. Chesierton;’s
Brown" said somethingﬁ like "I caught him"_ (the ‘thief) "with an ‘unseen
hook and an invisible line wh‘ich is long enough to let him wander to the
ends of the world and still to' bring him back with a thtch upon the
- thread“-"“ (253). In a kind of reverse typology, Cordelia claims that God's
,beh'aviourv towards Her family has been like that of \Fa;her»- Brown towards
‘the thief. And, we are ‘to find out in the chapter foliowing, Captain
Charles Ryder will also respond to God's twitch upon the thread.

In some of the novels studied the main characters are automatically

_seen as functioning within a religious context by virtue of some aspect

of their situation. This is_obviously true for the country priest whose

diary Georges Bernanos creates, as for Graham GreenE's priest in The

"Power and ths  Glory. The cast of characters in Wiebe's Blue Mountains of

0

"Father Brown" novels: ""Father
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China - are members of a particular religious sect - the novel traces
individual salvation historles as well as the “"salv'atlon"' history of a

people, weighing the one against™the other. Other of Greene's char’acter;

: /
clearly belong to a particular branch of Christianity. Their Catholicism

introduces the specific activities of attending Mass and going to
confession, as well as a vocabulary that is as qften drawn from the life
of the Church as it Is from the Bible.

In "Book One; Part One" of The Heart of the Matter for example,

Greene gradually constructs the central dilemna of . the book "by

introducing a vocabulary which increases in typological intensity. The

[

first hint of. the religious problem is "the odd premonitory sense of guilt -

[Scobie] always felt as tlhough he were responsible for something in the -

b

future he couldn't even foresee" (17). In his role of 'police) ofticer
Scobie's interview with a complainant is "like a ritual bétween priest
and server"‘(19). Mass is at_ first mentioned casually by Scobfe's v(/’i‘f‘e
" (24), and then more pointedly. Asking her husba}nd why h; doesn't attend
Mass, Loo'uisen introduces the_ question of persohal comm‘itment: |
sometimes think you just became a Catholic to ‘ma'rry me. It doesn't
mean-a thing to you.'-doés ité" (25). Still, religious questions remain in

the background of everyday life in the face of Scobie's'mor.e pressing

concern with his unhappy wife and unhappy marriage.
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He could even work better while she talked than when she was
silent, for so long as his ear-drum registered those tranquil
sounds - the gossip of the ciub, comments on the sermons
preached by Father Rank, the plot of a new novel, even
complaints about the weather - he knew that all was well. it
was silence that stopped him working - silence In which he
might look up and see tears waiting in the eyes for his
attention. (26) : -
It is Catholicism, however, that forms the common ground between
Scobie as police officer and a ship"s captain whom Scobie discovers to be
smuggling an ‘illegal" letter contrary to wartime regUIations.' In their
common faith the captain sees some hope for compassion: '

' He had discovered sud(jenly how much they had in common: the "
plaster statues with the swords in the bleeding heart: the
whisper behind the confessional curtains: the holy coats and
the liquefaction of blood: the dark side chapels and the
intricate movements, and somewhere behind it all the love of

v God. (51) -
Thus Scobie's_ *first crime” '(53) against the state that employs him to
police and protect, is a crime of compasSidn. With: this act, "it seemed
to him he-was on the verge, of a new Iife". (53)' That new life becomes
entangled with Scobnes need o pay for hls wife's passage out of West
Afr’and with his personal need for peace. Louise observes, "if | go
away, you'll have four peace,” a p'eace which Scobie thinks of in religious
‘terms: 'p.éace seemed . . . the rﬂost beautiful word in the language: My
peace | give you, my peace | Ieave‘ with you: O Lamb of God, who takest

away the sins of the world, grant us, thy peace. In the Mass he pressed

~ his fingers against his eyes to keep the tears of longing in (60).
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'In the wake of these thoughts on peace "Part One" ends with a dark
suggestion of the fatal consequences of Scoble's "terrible private vow"
(60) to make his wite happy“whatevar thé cost.

Despair is the -price one pays for setting onself an impossible

aim. It is, one Is told, the unforgivable sin, but it is a sin the

corrupt or evil man never practises. -He always has®hope. He
never reaches the freezing point of knowing absolute failure.

Only the man of goodwill carrles always in his heart this

capacity for damnation. (60)

The vocabulary has shifted from ﬁi@ague sense of quilt "to unforgivable
sins and a dlear potential for damnation, from casual mention of Masses
to Biblical quotations, and thus the set is constructed for the drama of
Scoble's personal religious dilemna and the theological context in which

El

it is acted out. o

The presenag of typological features forms an integral and
necessary part of the modern novel of Christian experience. Although
this feature is neceséary, it is not a sufficient rééson in itself to read a
text as an exploratlon of Christian ideas. The presence of Christian
Imagery or language in a novel is often the basis for the type of
'misreaglng" which | am suggés‘ting takes place when any such sign of
ChrlStlanl& is immedlétely expaﬁded Ingo .a theological interbretatior;.
Typological features may also be used in a purely decorative manner, or

as a contrastive foil for psychological or anti-religious themes. Not

every character who dies with his arms outstretched or is put on ftrial is
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N
to be read as a Christ figure, just as thirteen at dlrz’ner need not be .

followed by' a cruplflxion.‘ It Is with the introduclldn ot a second
feature, the "I-Thou" relationship, that the typological features become a
significant context for the novel's exploration of this aspect of religious
experience. In order for this "I-Thou" relationship to develop, a key
typological feature must be introduced into the text - the cha‘rgcter. God.
o' |
B. [|-Thou: God, the Character

In the universe of narrative, God is a unique character. When named

he is immediately recognized by members of Western cultyres as a

particular kind of character with a specific set of characterl’s}ics; When

named in the context provided by the inclusion of Christian typological

features in a novel, he takes on an even more explicit identity. In almost

évery possible sense of Umberto Eco's term, God is a "transworld
identit);' (230). That is, thé character named God has the same identity
as, or is assumed to be co-terminous with the "God" of the real world.
When the behaviour of God in the novel does not coincide with the
behaviour we expect of God, readers are able to recognize that the author
has changed some aspect of this characier énd our inte‘rpretation of the
~ work takes this difference into a§count. vln addition, this God is the
) ' °

primary character of numerous other texts, the sacred texts of

Christianity, of which he is also an implied “author. Perhaps more .than
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@) . .
any other character in literature, God Is, to use Erich Auerbach's words,

*fraught with background” (Mimesis 15). Finally, even within the
"universe" of the nov'gl, the presence of God as a character is a kind of
invasion of the natural world by the supernatural.

Further, as an addressee, God is qualitatively different from various
other entities ‘that are addressed, for example, in lyric poetry. In The
Pursuit of Signs Jonathan Culler points out that the use'of apostrophic |
addresses serves to 'combllcate-or disrupt the circuit of communication,
raising que‘st!,ons' about who is the addressee” (135), and providing

_ answaers, Culler argues, that point back toward the poet as both subject
and object of his discourse. The apostrophic mode employed in Shelley's ‘
*Ode to the West Wind," is S,

. . . the pure embodiment of poetic pretension: of the subject's

claim that in" his verse he is not merely an empirical poet, . . .

but the embodiment of poetic tradition and of the sprit of

poesy. . . . Devoid of semantic reference, the O of apostrophe

refers to other apostrophes and thus to the lineage and

conventions of sublime poetry. (143)

Such "empty" forms of address to God may also be found in the novel, but
as mimetic reflections of their use in society. "Oh, God!" or "Thank God"

are rhetorical devices that are not intéhded to address & Perhaps even

"emptier" of meaning are the étiempts by Beckett's characters to address

- a God who clearly does not exist in the\wasteland -of Beckett's novelistic

: 1t
N

universe. In those |nstances the form of address iS a SOIipsistic
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"me-me," wishtul thinking without hope. Qelte different, ”however, is
Louis's prayer-like ap_ostrobhe in Le Neeud e vipéres , "O'Dleq. Dlee. .. sl
vous existiez!” (235). The ppss!blllty .of God's existence In “ the)novellstlc
gnlverseis at once opened up. The aderessee or narratee sought’“ by Louis
is this ‘supernaturai ‘beln‘g“’ who s fraught with .the background of
Chri,stlanlt;. and this .‘t"l-Thou"‘ relationship is eventually established.

‘ The eharacter God suffers 'most‘of the disaeventages ~of the

"real-life" God and few of the advantagg@lof other characters in a novel.

Readers feel free to continue ”to b

existence with'in the uni,verse‘. of th , even though“we willingly
a;ccept the existence of the author's other chva"v"rac‘ters. When Jesus sits
‘doWn on James Dyck's beé ih a room in the Palliser Hotel, Celgary,’“ to
discues with him the natere of'l\i_love and aduiterous relatienehlps. the
effect is one of niaglca/ realism (Wigbe My Lovely Enemy, 78-85). After
an Initial reassurance to himseif_and the reader - "| am certain, .. this
is no dream | am not sleeginéf‘ '(78) - James accepts this invasion of the
natural “world by a ch‘aracter | from the supernatural with . a
_matter-of-fectness -remiriiscent of the first line of kafka's Die

Verwandlung .

When God is “seen to intervene in the piot of a modern novel, the

realistic effect of the novel is maintained only if the ectlon is presented

" with some ambiguity - ambiguity either in the reaction- of the character

)

r disbelieve in his "actual”,
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whom God has addressed, or in the nature of the action which might be

percelved as an lnter’venthn byh God. In Brian Moore!s Cold -Heaven -

Marles wo- fold response. to a vrsron sent b d-is unwilling belief in

/ . \

‘ the reallty of lfr experience but also contrnu d disbelief in God and

re]ectlon of Catholfclsm Although Marle does not doubt the reallty of

e r\

“;the vrsron and |ts cdnsequences, the respbnse of » other characters

lncludlng the prlests from whom she seeks help, is to suggest a

natural" psychologrcal explanatron that her expenence lS Imked with -

* L

feellngs ot gurlt over her adulterous affarrr (112 119)  But we. are

,prevented along with Marie from’ reachlng such natural" e“kplanatrons -

’ ‘to% much objectNe evrdence lS grven that Marle was not hallucrnatrng

o Y

_Thus'the 'unresolved tension of the novel revolves around Moore's

W

h

realistic presentation” of the supernatural within the natural weild. Even’

‘ w’he‘n. confronted with, the "reality” of the supernatural, Marie may'choo'se

e . oy

to maintain her 'disbelief A -
- Sarah prays to a God in whom 'she does not belreve in Greenes The
N

End of the Affair A but when the *miracle" she asks for seems to take

5place she finds herself ophged to Irve up to her end of the. bargarn struck,'

| wrth God. Yet the reader and’ ~even ~Sarah is. never qurtesure that the

mlracle was anythlng more than an hysterrcal reactronﬁ tﬁ"ﬁ
‘frlghtenmg srght ‘of her Iover lyrng ln}ured but not dead beneath the

o i-bombed rurns of . hrs house The more reallstr_c portrayal of modern

v
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Ttypologlcal features ol‘ the novel

48 .

L]

religious experience includﬂg this potential for doubting the message;

this self-questioning 'attitude is also one that js a prirhary
] : l

charactenstic of the novel ‘The ironic twist in the representations of

the supernatural in an otherwuse realistic novel is that the‘“doubt“'

introduced ls not directed at the faith of the believer, but at the \

o

non-believer's confidence that such things do hot occur.

As wivt‘h the typological features, the presence of God as a character
may be measured along a spectrum which includes at one end those‘

')

lnstances ﬁ'hentloned above |n )yhlch an actual representatlve of the

P
)

‘supernatural enters the plot and at the S}other end those novels in which-
. ! SN

- God,is-a being 'who‘m one may accept or reject. address or fall to address.

"a i;witch ‘f‘on the thread‘” in"the lives of human characters,

through prayer or he may be rejected by them as

msrgwtleant‘or,non/extstent “Yet, even the re;ectlon of God occurs only

L after the possnblllty of hrs e’xystence has been introduced through the

v

\,0’

Tho%é ovels which tend to .affirm the experience of Chnstlanlty are
vqf course those in whrch characters acknowledge the ex:stence of God

Wiebe's cast ot characters in The Blue Mounta/ns of Chma recognlze.

‘ God's claim on their lives 'ln a variety of waysl Through multiple

,vxewponnts and experlences Wiebe develops @ dlalogue betwm‘» o
| :' ";ﬂ.
peoples quest for salvatlon thelr sense of havmg a salvatlon hlstory, o

‘,’.;‘ ; .
0. e ‘ )



Individual: acts e}

and the individual ques‘t_. Wiebe 'folfows the migration of the Mennonite

4o ' : _ ,
people from Russia to various points in North and South America, in their

~search for the freedom fo live untouched-~by the secular world. Frieda

' Friesen has followed this migration ' of ‘her people and her voice
represents their sense of being called: "But the Lord led me through: so'"g

" many deep ways and of the world lve seen a little, both north and south"

/ (7), *God sent me great temptatron and doubt" "through many prayers
and'Go.d"s grace | found forgiveness of all my sins and came to the true
quiet faith*;""it all comes from God, strength and sickness, want and
plenty” (46).””

"Against this background Iitany‘ of convehtional faith Wiebe creates

_ God's s@dical and jarrrng "call” for .Samuel U. Relmer te Ieave the

material comfort of Canada and preach peace in Vletnam As in Cold

, % .
Heaven- the failure to respond to this direct commurﬁcatron from God is

linked wrth death prevented by hIS church and hrs government from

: following this call, Samuel dles ln Wrebes novel the characters not only

‘.respond to God through recurrrng prayers and hymns but through

’,'v 1. ;,W”

-y

i 0 and rwstness David Epp grves his life in the

vaﬁin’h}bpe that he nﬁght help others escape Russia to the blue mountarns '

e

' of China a\nd John Reimer not knowmg how "to be useful" frnally

decides that he should walk the hrghways of Canada @gr_ymg a large

cross (225).
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In the _"I-Thou" relationship God is a key figure, but of even greater
importance for the novel as a genre is the 'adventur’e of interio,rity; the
content of the novel is the story of the soul that goes to find itseit”

(Lukacs, 89). The adventure of the novel of Christian experience

revolves -around the quéstioft!. ; y (and in some cases.
2 T
. ) i,.
"corporate") salvation, or eternai desﬁnf The typoiogical features oi

the ‘novel often serve to set this personal quest for salvation against a

background of the religrous institutlons offucral teaching It is here that ‘

‘the novel develops a tension or dialogue between theological questions

dividual expertence.' Alongside the otfimal church posrtion that a

A

e cannot be "'saved,v" i The Heart of the Matter raises the questton of

-

| go‘e's"on in a single h'uman hea'rt'“fff(2”/2); | N

it is the .searching of the human heart that provides the central
‘ drarna of the -novel ‘of Chris_tlane experience, and the !orm of ‘narration
most suited to this introspection is the voice of the 'iirst-oerson, the "I,"

Y : .
-~ in dtary, letter or |nter|or monologue form. The re-discovery of the self

within a context of the characters concern ior hiS or her eternat destmy '

is most often the interior adventure. of a character who, in old age, is

trylng to sort out the meaning of his or her past and its sugnuflcance for

- the future. This mterior struggle to know oneself is also frequently set

AR

ther or not Scobie's actions were motivated by his iove for God. "Thei

hurch knows all the rules,” says Father Rank,” But it doesn't know what
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against a background of exterior social relations with church, family,

lovers and others.

| Louiss writing in Maunacs Le Noeud de vipéres |s at first intended\,
to be a Iaylng bare of HRis avarlcious and vengeful soul to his wife.
However._ in the process of re-reading his past Louis also comes to a new
understanding of hir‘nselt and the t:ehtral motivation of his life, which
has been the search for love. At first he finds the. source of his own
faults in hi_s wife's lack of love: "La tare dont tu"‘m‘,aurais ‘guéri, si tu.
" m'avals aimé, c'était de ne rien r?tsttte au-dessus du gai;r?‘ immédiat” -.(93).
Having recognized that hIS own héart is caught in "ce nceud de vupéres

‘ -(163) Louus begins to see that peuhéps his "salvation" is to be found\m ,

-communication with an "other,” hig wnfe. * s\

C . . . :3 i
. Pou i ne me. parles-tu pas? pourquoi ne n’r"}'ﬁs-tu_jamais
parlé?\ Peut-8tre existe-t-il une parole de toi qui me fendrait
le ceeur? . . . Si je n'attendais pas ma mort, pour te livrer ces

pages? Si ]e‘f"adjurais. au‘ nom de ton Dieu, de les lire jusqu'au .
bout? Si je guettais le moment ol tu aurais achevé la lecture?
. Si Je te demandais pardon? Si nous tombtons aux genoux \
. lun de |'autre? (164) : _ o b

What begins as a letter in the first half of the novel becomes a
“ ~confgssion in the second. I‘n"' the last lines of the' "Premiére’ Partie” Louis
’wonders about the power that Ieads hlm to ‘continue wrmng, to confess"
his past "Quelle force mentrame" “Une force a.veugle'? Un amour?
Peut-8tre un amour - "(166) In the process of this confessuon Louis

.

finally admits ,t'o his own responsibility in creating himself and



Y. Lo}
recognizes the only possible source of hdpe: "J'al mis solxante ans &

composer ce vieillard mourant de haine. Je suis ce que je.suis; Il

féudi’ait devenir ﬁn autre. O Dieu, Dieu . . sf vous existiez!” (233). Louis
realizes that his lifelong greed for money was‘ misplaced love - "Je me
suis toujours‘ trorhpé sur I'objet de mes désirs. Nousv ne savons pas ce
‘que 'noUs“ désirons, nous n'aimons pas ce que nous cr0yon§ aimer" (259) -
.an'd he begihs instead to' desire communic

7

4o
. recognizes as the source of that love:

il est vrai que ‘'ai été un monstre de solitude et
d'indifférence; mais il y avait aussi en moi un sentiment, une -
obscure certitude que cela ne sert 2 yien de révolutionner la
face du monde; il faut atteindre le mopde au cceur. Je cherche
-celui-la seul qui accomplirait cette Xictoire; et il faudrait que
lui-méme fat le Cceur des cceurs/ le centre brdlant de tout
amour. Désir, qui peut-étre était déja priere. (274)

Like Louis, Hagar Shipley, the ‘agin heroine of Laurence's The Stone

Angel , is also reviewivhg ber past ag she faces death in her immediate

future. .Although thro_ughout most of the novel Hagar's attempts t® recall '.

the past and put the present in order are characterizéd b'y a confusion of
time and 'place and failure to communicate her true feelings, during the
final chapters of the novel she isﬁnally able to speak the words she has

.-»be‘gn searching for all along. In an old deserted cannery Hagar makes her

- ."confession” to a complete stranger, over a communion of cheap wine and

soda crackers. Confusing this stranger for her son, the present for the

past when her son was still aliVe, and the cannery for her home, Hagar at

ion with God, Whom he now
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last apologizes' for her harsh actions towards her son; the strangér/son

forgives her.

'Its's okay,' he says. 'i knew all the time you never meant
it. Everything is all rlght You try to sleep. " Everything's quite
okay.' .
' | sigh, content. He: pulls the blanket up around me. | could

.even beg God's pardon this moment, for thlnking ill of Him some

time or other. (248)

After this firét_act of confession and communion, Hagar continues

to make her peace with the world around her, and her communication

with others takes the form of small yet signlflcant acts of love. _When

Mr Troy the church minister invites the dylng Hagar to pray with him |

.

she, "scarcely listen(ing] to the droning words" (291), asks him to sing

_instead. Through his act of praise, Hagar learns son.ething about herself:

. the fumbling of his speech is gone. His voice is firm and

‘sure.

‘All people that on éarth do dwell,
Sing to the Lord with joyful voice.
Him serve with mirth, His praise forth tell;

" Come ye before Him and rejoice v L/

| would have wished it. . . . | must alwa?s, always, have wanted
that - simply to rejoice. .. . Every good joy | might have held,
in my man or. any child of mine or even the plain light of
morning, of walking the earth, all were forced to a standstill
by some brake of proper appearances - oh, proper to whom?

~ When did | ever speak the heart's truth? '(292)

-

in a SJmple act of kindn'ess’Hagar maﬁqes to serve God "with

mirth," as she brings the bedpan to r{er suffering hospital roommate, an
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a‘ct which leaves Hagar and her roommafe convulsed with ‘lapghter (302).
Hagar alsp manages to speak the "heart's truth® to her son Marvin, who
waits at her; deathbed like "Jacob, gripping with all “his strength, and
bargainihg. I_wlll nqr let thee go, .except thou bless me " (304).' Tempted

to ask instegt for his pardom; Hagar realizes th,qt the word he is looking

for is one of blessing, the 'blessing of a mother on her son, and she at last

. .
-speaks the words that Marvin has waited much of his lif¢ to hear: "You've

not been cranky,' r\Aarvin. You've been good to me, alwayé. A better son
than John.™ (304). |

Finally, woven in the cocoon of her hospital bedding and the pain
that grips her chest, Hagar prepares herself for death and w‘onderslif
perhaps she should at last appeal to. God *"Pt‘s the done thmg Our Father

‘cw.

- no. | want no part of that. All | can think is - Bless me or not, Lord,

/Ust as You please, for Fll not beg " (307). This final act of

communication, this tentative and arhbiguous prayer is entirely in
character for Hagar, but it is not at all clear whether this prayer is in
some way a rejection of God's mercy or a total reliance upon it.

' r .
Overwhermed by physical pain, Hagar instead begs the nurse for an
injectron - 'The world is a needle." (307) - and once again her immediate
need to assert herself dictates her actions.. The ambiguity @'her fnnal

act of communicatibn with God is, in the modern context and given

Hagar's character, perhaps the most beiievable ending possible. As much.

\
\

i
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as she was able, Hagar has made her peace with God, and the -Teader Is
left with only ;s much assurance of her eternal destiny as Hagar herself
has. The r;ader must also sort through the possibilltiés oftered in this
ambiguous ending to find thé truth. | |

It is the ambiguify with which Hagar n'iakes her final address to God
that must 'éontinue to héunt the réader who looks for a definitive answer
to the question of Hagar's eternal destiny. Thi‘s type of amb'iguity is one
of the means by which a novel moves beyo:nd the expression of iﬁdividual

experience to the experience of the rea_der. The "ideal" reader of T'he‘

Stone Angel Is not the one who reaches some closed and final

interpretation, but is rather the one who experiences through Hagar's -

- confusion of misplaced memories and misdirected communications the

tentative and ambiguous nature of our understanding of ourselves and

others. Individual faith is not always reached through dramatic
conversion experiences, nor even through the radical re-discovery. of self
which was Louis's experience; it may also be depicted as a wrestlihg

with God and the ambiguities of communication.

C. Hermeneutic Prospectives: The Encoded Reader |
The presence of typological features in the.modern novel suggests
for the reader a religious context within which to consider the text.

These features are taken out of the purely abstract realm of iAdeas and

-Q
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placed into the arena of eQeryday human experience fhrough the interior
adventure of an individual character's struggle to establish a
relationship with God. The third feature of the modern novels that
ihcorporate relléious e‘xpeflences into the Iives of their characters - the
hermenputic ".p_rospective N depénds upon the presence of the first two
features. Through the dﬁiscovery of -a particular code and the exé;nple' of
how to apply that codgf\.ih an individual instance, the reader's expefience
of the text becbmesai#an hé'fmeneutic tool whnch may be applied to
| religious experience'ih thehreader's own world. It is in this effect that
the hermeneutic 'codé is ';;fospective' - thatf the instructions on "how to
réad".‘a_re intended not only. for the individual text, but for that "»oéﬁer"
‘and future tgxt of personal ré!;gious e}xperie'nce.

The (ﬁwriétian epic is written. from within a theologically uniform
'(although .ndt "problem"-freg) religious system, and the "missidnary
tract” ap.proa'ch_ to the novel offers one clearly correct code of
interpregation'. 'The.’more open-ended. style olf the modern novel offers a
number of codes from which the reader may choose, and even these

readings ma)y} be ambiguously or tentatively offered. As with the

features  already described, the hermeneutiq prospectives suggested by

these novels vary a great deal in strength and s'tyle. In Le Neceud de

vipéres , for example, the two letters at the end of the novel provide a

very clear distinction betwéen the "good" reader and the "bad.” As Gerald
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Prince has observed in his study of the shifting narratees of Le Noeud de
vipéres , Louls's journal Is in fact a search for the Ideal reader. S

Les hésitations de Louis quand & son destinataire illuminent le
chemin qul méne & la conclusion du roman: désespérant de
trouver un lecteur humain qui le comprenne, Louis finit par se
rendre compte qui Dleu seul peut dépasser les apparences et
lire en lul la vérité. Mais Dieu lit au-dela d'un texte, Dieu n'a
pas besoin de texte. Louis peut s'arr8ter d'écrire. Il meurt.
Mais c'est pour renaitre: il a découvert le lecteur éternel. (72)

However, before Louls finds this perfect reader, "renaitre au moment de

mourlr® as Louis himself writes (262), he must first learn how to be a

good reader, how to rqad or re-read his own past as well as how to read
other's, lncluding God.’ Withih the first part ofA the novel Louis f}equently
arrives at conclusions about Isa's attitudes and feelihgs, certain .of his
ability to see through her even though he:lad been blinded by love at
first: "Il y eut pourtant des signes, mais que j'interprétais mal" (49-50).
With the birth of their first éon Louis claims to discover Isa's true
nature: "Dés la naissalnce d'Hubert, tu trahis ta vraie nature: tu étais
rﬁére. tu n'étais que mére. Ton atténtion se détourﬁa de moi" (77). As for
himself, Louis claims "Cette habileté a sle dup‘er'soi-méme,‘ 'qui aide‘}a
\l/iwe« la plupvart ~des hommes, m'a toujours‘fa{t défaut" (19).

Yet, through the process of writiné his confession, Louis is finally
undeceive.d as to his true némre and his ability to read people.A

Je me suis toujours trbmpé sur l'objet de mes désirs. Nous ne

savons pas ce que nous désirons, nous n'aimons pas ce que nous
croyons aimer. (259)
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Jamais l'aspect des autres ne s'offrit & mol comme ce qu'il faut
crever, comme ce qu'il faut traverser pour les atteindre. (269)

In the end it is Louis who tells his daughter and granddaughter "nous
"avions eu le tort de juger ce Phili plus vil qu'il n'était” (282), for he has

flnally' learned how to read others correctly.  Yet, Mauriac is not quite

trustful enough of his own readers, for in additlon to the hermeneutic -

Iésspn which he supplies in the form of Louis's re-reading of himself, he
}gives us the example of a "bad" and a ‘good" reading of Louls's text.

. in st;\dying the diary fiction of Bernanos and Mauriac, Abbott has
observed that "the reflexivity of these diaries is used continually to open
out the pafadox that.self—perception is self-'tra‘nsforrﬁation. For, both
diarists the moments of _becoming’ are moments of a return to what they
have always been" {125). The diarist-priest of Journal. d'un curé de
‘camp.agne expresses the wish that} his diary m'ighg become "une
conversation entre le bonll'.)’ieu et‘m'oi. un prolongement de la pridre, une
fagon de}tourner ‘Ies difficultes de I‘oraisoh, ".quiv me paraissent encore
trop souvent insurmontables” (29).v In spit’e' of this desire the Curé
d'Ambricourt is constantly aware of \'/vhat‘ he feels are the shortcomings
of his diary, which is more often' than not filled with everyday concerns
related to his poverty and his illness.l Yet it is this humble man who

constantly doubts his own ability to pray whg is able to teach the pr‘oud

Mme. la Comtesse the simple words and the right attitude with which to
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address God: B »

'‘Que voulez vous que je dise?’

'Dites: que votre régne arflve.’

'‘Que votre régne arrivel'

'‘Que votre volonté soit faite.’

Elle s'est levée brusquement, la main toujoyrs serrée
contre sa poitrine.

" 'Voyons,' m'4criai-je, ‘'c'est une parole que vous avez

répétée bien des fois, Il faut maintenant la prononcer du fénd
du cosur.’ (210) )

Like Louis, who through his own example. helped his granddaughter

Janine to understand the significance of her “faith" in God, so the Curé's
. . X

ability to correctly “read" or understand the Comtesse enables him to
teach her how to address God. The Curé, throughout his diary, is well
aware of the identity of his ideal reader, but he is obsessed with doubt,,sr

e

about his ability to pray, to address God In his words to- the Comtesse L

he provides the answer to his own “dilemna - that God, the ideal reader.

[y oy
hJ..

reads the heart rather than a text. it is this emphasrs on thé d; :

‘:)t the text to Inc!ude the interpretive actwrty of the reader

Of the three features whlchE characterize the portr
Christianity in the modern novet;- the prospective “appeal to the r
most open to abuse. An author who is herself or hrmself commniéﬂditog’as}% :

KBS
;‘ gdis Yo
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current use of the term "novel of Ideas” (18) is limited to those' novels In
) .

L

_which the characters discuss ideas, presenting Vvarious points of view

without coming to a clear resolution, or the tract in which a spokesman

points out the correct resolution of the discussion (the .novels of D.H.

»

Lawrence being an example of the latter type). Wiebe frequently amploys

. s :
the technlque of presenting his ldeas as a. discussion between

characters, sometimes to pedantic effect as in the laboured discussion
of the maln points of the novel at the end of The Blue Mountains of Chlna
RS
, or to perhaps Inadvertently comic effect, as in the theological
4

discussion during lovemaking in My Lovely Enemy.

dAlthough Wiebe's novelistic universes are inhabited by characters

'Who are' interested in ideas, the ‘main thrust of the hermeneutic :

v)‘

.» . prospective is not so much lunked with the conte‘rﬁ{of ideas as it is with

‘thod ‘the. way in which-we- interpret ourselves as individuals against.

.M,,_.!_. th \"background of those ideas. Thus, it is in Wiebe's re-creation of

<

x -:-hietory and the interplay‘ of different histories (Indian, Mennonite and
R Cahedian), as well as his re-examination of the implications of theology °

for human action in both of these "novelsithat we the readers ér_e led to

some consideration of the ways in which we structure the world.

Within the modern novel the appeal to the reader to re-read. not only

the novel but also one's own .experience, the appeal to "think again,” is

made after subtle, often ambiguous ehanges in the actions or perceptions

?,
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does-this change mean?" In The Stone An¥&l" this moment of re-reading.

"fof;{he characters. . It may ‘do no more than raise, the question of "what

61

‘“‘o‘ccurs"at the end gt the ndvel' with"’a‘re-wordi‘ng of the prayer one might -

expect frorrva frightened and dyrng woman The:effect of Hagar's‘prayer,,-]

whtch Is not at all like most prbyers, is similar to the herghtenmg effect
A :

"~ which Kugel descrrbes in. the parallellstfg Iines of Brbllcal poetry. It is

¥ .

P

the dffference the shrft from conventional prayer that makes us aware

e I L~

-of the amblgurty and the persdnalrty ‘contained in those lines. " The

ambtgurty of‘ Hagars prayer |s an echo of her past history of farled

e

.
*r 2

comn';unrcattons, her feelmgs of Iove for her husband and. sons and her -

»«need-*to be Ioved are never expressed Even the final series of '

. . ‘
communicatrons whrch Hagar enacts are characterrzed by an ironic®

o

tndirectron Her confessron in the cannery bnngs a word of forgrveness
from a total stranger a hymn of. pralse |s sung for her by the mrnrster
Only in her unselfrsh act of b@rnglng a bedpan to her roommate does Hagar

e
ffinallﬁrnanage to matc}h the mtentron wrth thev-deed.‘ If God is to

-, he must be-the km) of reader w&s able to understand fully the author's

A
L v//" : . ~
L . ) Tl

-

undeIStand,' Ra_gar_’s true feelings behind her- _amb,iguouslym offered prayer, '

intentions, -reading,” fas Prince” says, without a text. . At teast two

fnterpretatrons of Hagars prayer are possrble but |t remains for the
reader to wonder at the meamng of these th/gs for Laurence Irke many.

vgodern- autho.rs; refuses to play God or “judge.

[
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‘There are various levels of judgment suggested within
L 1

explore religious questiensr. The typological features u

L]

the churchs pomt of view to' greater or Iesser degrees The first person -

narrattve or first person pomt of view offers us the prothgomsts own ~
assessment of his or her relatt’ionshlp with God. At some point during the
~ narrative we may ‘also be offered "the opinions of other characters wuth

| regard to thelr own "I Thou relattonshlp, or that of the protagontst.

HofNever "?’t'he- "ultimate” point of vi/f’ev3,-the'uttimate answer to the

-questiOn of individual salvation canno,_ be presented"exc'ept by an author

- who presumes to know the mind of God.  Yet for readers, fictitious and

. suggest

~

62 .

otherwise, the question of whethér or:not we have r'ead"the text l :

correctly becomes of paramouny, i nportance, if the interpretation of that

“text™’ will determine the “reader's™ eternal. destiny.



» - - CONCLUSIONS - o
An experimentalh mode|' |ends itsetf Eetter té the nggiesticn. of
further areas for testing and :application than it does to a conclusion. If
‘this modef is a valid descriptlon of the features. which scharacterize
Chrtstlan expressron within the novel then it may be tested and put to
use. in two ways. Flrst it may be employed to descnbe specrfrc asp%cts
of religious experie}nce.Within the plct,of the modern novel. ”l_t would be
useful "for example', to the student of literatu’re who .wivshes .tc examine
‘the role of conversron in the modern novel , The act of relrgrous,
conversion~ may be construed as the discovery of an eternal" narratee to .
‘f_whom aII subsequent though‘ts and actlons are directed. Conversron is a
very specmc type of rehgious plot event, and is not necessarrly present

o Cw a4

in all novels of'Christian expenence.rHowever, th%ﬁfpe.fore- and after 5

~

.nature of the conversrorr expenence seems to play a strong role |n the .

'*structure of several of the novels mcluded in my dlscussron My Lovely'
S

3 ;En,e'my‘ and Le }N‘aeud de vipéres 'are con’structed in two 'distinct parts

Lg
¥

..”
J;

which represent a marked shift in therr characters perceptlon of'»

. religion and related aspects of human experience This two-part
‘ |

jstructure, ,wh'ich ‘involves a cro,ssingv over to another way', of thipking,
.‘r.migh't well be_' Jcmpared to novels in which the "conversion" experience is

‘} inverted (a loss of faithy, ‘or where the conversion is not related to

| . X : R v 1»‘ ¢
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» treatment of religion, the questio'n of romantic..love also played a

're|igio'n. E. M. Forster's Maurice, a novel of homosexual experience, is

—

'composed of two equal parts with a shert bridge- |ike cha,pter between

' them. ‘A oompartson of Maurlce wrth the novels of Christran experrefhce

64

~would need to examine the different models by which each functioned, -

parttcularly wrth regard to- the narratee sought after and the appeal

made by the novel to, the reader, as well as with consideration of a model

_®:,from which homosexual experience |s p._ortrayed.
: ¥z . :

'W,ith this .model as.a basis for our understanding of religion in

Iiterature,‘ comparisons of religion wvith' other themes

‘phyésical/spiritua‘l love, cl\ass‘ical‘/Christia'n contrasts - might. bé carried

out wnth some . clartty as to the nature of relrgrous expressron in the

, novel The_‘strong srmrlarltles between the relrgrous and the romantic . -

. . o
4 R .. . » -

"I-Thou" relationship often -provide the basis' for a novet's exploration of
the ,meantng_ of love. In many of the novels which | studied for their

-

' 'si_gnifica’n't'v role.

RS

+ . The ~presence of God as a unique tj}pe of ".t‘ransworld identity”

i

suggests further possrbrhtres for »the study of character in narrative

He, God has played three major roles rn ﬁrrative - that of rmplred
' R 3
author character ("real” or tmphed) and addr,essee or narratee. The roIe

v . ;} e .
f.God the character in. these narratlve communrcatm@ srtuatfons is a.

complex one. It would be rnterestmg to see whether there are other such

' .
N o
: ‘ ] v
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n*r'ultl-pu,rpose entities ‘that function in 'narratlve, or whether the God

4

g .
'chd%'a‘cter is somehow unique. The question of forms_of address to

hypothetlcal characters such as the muses also provides an interesting

[ 3

point dg departure for extendmg the model into the realm of poetry Are

N .,
the".featqures “characteristic of the~modern novel's representatlon-of_A

Christianity also necessary and/or present in poetry?
X, | .

Finally.'0ur awareness of this model as the basis for presenting

RS
Chrlstiamty wlthmét& ovel should enable us to make distinctions

'between those ﬂ‘bvels which might with some validity be. understood to

have "Chrlstran srgnmcance and those novels for which a "Christian"

reading ls not valld Thus the model should be useful in understandmg

- the: problem cases Whlch often seem to invite some sort of Chrlstran

b

A

o lnterpretation but which upon closer rnspectlon may be descrlbed as

either 1) mer_,ely‘decoratl\te" in religious content; 2) committed, but not to

» ‘ b o, : ¥
religion;, 3) pa‘rodlstlc or anti-religlous in their exploration of religious

k4

’»-themes or 4) contalnlng relrglous themes whlch are not solely Chnstlan

In science tlction novels. fof example, one could list numerous

7‘.

,"MeSslah" figures who sacrmce their lives 13~ save manklnd and then
S -

E through some miracle ot technology or evolutlonary adaptation, .come

| back to life.. The hero ot Frank Herbert's Dune series, for example, is a

savlour of his people who gives his life and returns to llfe in another

torm. But Mauddlbs return rs a salvation event that lS repeated
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ther.sfore "eternal” ‘in thel cyclical sense (much like the Dune books
them_selves, which sﬁeemed‘ about to e'xtenc‘i} into endless trilogies).
Although the "Messiah" figure may be understood as a typological feature,
in the absence of an 'I-Thbd""ielatisnship‘, it would be difficult to argue
that a science .f‘iction work suggested a Christian reading. Not ortly
science fictiqn texts, but various kinds of 'committed"' literature ‘might

also make a "prospective” appeal to 'the reader to adopt a particular

'poiitical stance,‘ or a sbecific attitude towards technology, or the

R\
C o, e <

-:a"'t:osystein.d .Yet, in the absence of typologicél features 6rh‘an "I-Thou"
retationship, the reader has no cause to ‘Ic;ok ﬂ fot a religious
interpretation. of the work.

lL,es’ Enfants du sabbat, by Anne Hébert, is an exampt‘é of the type of
work w‘h.ich may be read as a parody of Christistiity. In fact, like the ,
Satanic practises which it dspicts,-this novel co}ntains many inversions

o of Christia.n typological _festures.. ‘Within', the walls of a cdnvent, Sister
Julie's vmemo‘%-visions of incest and Satanic rituetl ‘are all the more .
powérful for the banal and apparently lifeless Christianity which v‘is
bractised by the' Sisters. As in the novel of confe'ssion.., the retelling of
the past prsvides the 'means of tracing the spiritual development of the ﬁ
protagonist. 'Sis,ter Julie's ".l-Thou"I rslationsttip with the ‘de\'/il is one |

4

which enabies_ her to literally "reproduce” the miracle of an_apparently
virgin birth. Althou’gh Hébert's novel does -not ms}igi#é prosg
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for converslc'm\to ’Sétanlg beliefs, there is an underlying fascination with

the dark and‘seg@sldé of spirituality.

*I-Thou® relatlonshlp'whlch moves beyond the bounds of the Christian

faith, as.the protagonist herself struggles ,td move beyond the limits of

being poor, black and female. In this epistolary novel, which is dedicated

"To the Splrit: Without whose assistance/ Neither this book/ Nor |/

in a serles of letters addressed to God, in the hope that "méybe you can

give me a sign letting me know what is happening to me” (11‘). What is

hap‘peni'ng to Celie is that her step-father has instructed her, after

‘having raped her, to "not never tell nobody but God. It'd kil your niammy"

an. B

Having lost touch with her. sister Nettie, Celie lha;s no one else that’

: 'Y
she can tell her troubles to but God. When Celie finally receives a series

%

of .letters which Nettie had written to her over the years, she writes one
. 3 e a \

lask. lettar to God, but concludes that he "must be asleep” (163). Celie

 Aljge WalKer's The Colar Purple represents a variation of ‘the

67

Would have been/ Written‘," (5), Celie begins telling the story of her life . -

has found a new;'fna'rrat'ee,” and so her next letters are addressed to .

Nettie. =~ - - I
Dear Nette, . ° %ﬁ .
| don't write:o God no-merg, | write to'yau.
What happen to God? ast Shugs ¢ .

A

Whk God do f""é';‘!"%éi?, T astsve,

a5
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She say, Celie! Like she shock. He gave you life, good
heaith, and a good woman that love you to death.

Yeah, | say, and he give me a lynched daddy, a crazy mama.-
a lowdown dog of a step pa and a sister | probably won't ever
see again. Anyhow, | say, the God | been praying’and writing to
is a man. And act just like all the other mens | know. Trifling,
forgitful amd  lowdown. (175)

*“\.“fx. .
Together Nettie and Celie Iearn to Mtegrate their African and Chrlstian‘

J
religious inheritance: "God is,dltfeljem to us now, after all these years in

Africa," Nettie writes. "‘More spirit than ever before, and more Internal.

Most people think he has to lools like somethmg or someone - a roofleaf

or Christ - but we don't. And nOt belng 'tied to what God looks Ilke frees
us" (227). When ‘Celie is finally reunited with Nettie, she addresses the

last lotter of the novel to God, a God who is now a much different idea

from her original God - an *I-You (plural).”

Dear God. Dear stars, deatr trees, dear sky, dear peoples. Dear
Everything. DearvGod. ' o

Thank you for brmgmg my sister Nettie and our .children
home. (249) .

In following the process by which Celie comes to re-evaluate not only

herself but the world around her, the reader is also invited to re-examine

"* - the categories "male/female,” “black/white," and "ohristién/pa'gan.”

Thus, while the typological and hermeneutic features remain relatively

unchanged in The Color Purple , the "I-Thou" rel'ationship takes on a

E,different form one whuchL is Unlike that of Christianity. In addition to

o ~f~;theist/pantheist contrasts a comparlson of the Chrlstian mode! with

;,', those used for the portrayal of closely rel ted retiglons - Judaism, for




examplé - would tell us in what ways this model is unique to
Christianity and In‘what ways it Is applicable to other religions in
- literature.

Although my focus has nece‘Ssariiy been upon the literary systems
which are’ the immediate context of the fnodern novel, the religious
systehs _of church as institution and theology as disclp.line also play e

vital role in shablng the model by which Christianity is represented in

Iitkeréture. T,h'esevqu.estions lead us' back into the reaim of_

interdisciplinary Studies in which the common ground between religion
and literature _becomes the basis of the discussion. Interdisciplinary
discussions of this kind might also employ the model that | have

developed as a tool for literary studies, in order to examine, for example,

the theological paradigm which may be perceived .to function behind the A

modern.,novelist's use of these features within the genre of the novel. It
would be interesting to note whether paradigm shifts in the models
employed by Christianity for God/Christ also have an influence in the

portrayal of and communication with the God character in the history of

literature. lan Barbour engages in-a similar kind of coniparative stud”n‘

L } J‘
Myths, Models, and Paradigms , a work which examines the paradjgnt
g :
shifts which occur in science and religion. The models - for -and
‘ . 3’.
. “Christian experience might also be fruitfully explored from thg: feminist

ki

perspectlvé on theology put forward by Mary Daly's Beyond /.God the
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This study of the deelling of Christian experience in the novel has

-

considered only a particuiar genre within a particuiar period Thus, 'it is

a synchromc study, and it may weli be ihat the model | have explored is

only strong enough for synchronic application or that it is only useful

for the body of test cases wmch were examined However in its use of a.

self-reflexrve structure Wthh invites }‘a"particular type of

reader- response as in its use of typoiogical features and "i Thou" iorms

of address to God, the modern “Christran novel appears to be foliowmg

\

3
" an ,established tradition. in an article entitled "The Conscrence of

Narrative: Toward a Hermeneutics of Transcendence,” Cyrus Hamlin-

describes the strategies of discourse employed in two V\iorks of

."first~person autobiographicai narrative (205)," Laurence Sterne's
b .

Tnstram Shandy and St Augustine's Confessions . These texts, Hamlin
argues . articuiate[ l

as a kind of hermeneutical superstructure, a related story of
. developing awareness or self-consciousness in the narrator as
"a -reflective and retrospective response to his own narrative or
life history. The peculiar hermeneutical strategy which | wish
to consider here pertains to the need in such narrative to

. develop in . the ‘reader a corresponding awareness of
self-consciousness, related to but not identical with that of
the narrator, in response to the status and the experience of
that self which is constituted by the narrative. (207)

Hamlin's detailed study of the two works is based on Dante's Divina

Commedia , a prototypical example of a text in which "the act of reading

AR AR S A
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the poem is . . . identitied with the visionary journey of the pilgrim,” and
in which "the goal of the journey Is to achieve and share with the
poet-narrator . . . that ultimate vision of divinity which' he claims to

have enjoyed as a gift of grace” (208).

Hamlin examines the ways in which both Sterne and St. Augustine

use scripture and self-consciousness to extend the hermeneutic horizon

of their works to the consci.encev of the reader. Although Tristram

Shandy' s narrative "conscience" is tied to scripture quoted In one of

Yorrick's sermons, there does not appear to be a movement towards some

form 6f *I-Thou" communiéation within the novel, even though the

typological features and the hermepeutic emphasis are present.
Imposing a- "Christian" interpretation on this novel would do it an

injustice.  St. Augustine's Confessions is, of course, an almost

~ prototypical example of Christian "I-Thou" communication.

Auerbach's description of the style embodied by the ancient Hebrew

. epics of the Old Testament suggests further possibilities for a

combarison' between the reading “invited by modern’ist texts and the

reading of scripture. - The Oid Testament style is characterized by:

. certaln parts brought into high relief, others left obscure,
abruptness, suggestive influence of the unexpressed,
'background' quality, multiplicity of meanings and the need for
Interpretation, universal-historical claims, development of the
~concept of the historically becoming, and preoccupation with
the problematic. (Mimesis 23) -

: . |
This style of mimesis is much closer to the modern novel's preoccupation
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with the problems of expressing the multlpllclty and mystery of human
experience than it is to é unlﬂ'ed view of a closed universe.

There is no longer only one uni.ﬁed set"of rules fo be applied to
questldns of eternal salvation; neither is there only one set of rules by/
~which to interpret the novel. | Lukacs observed that "the novel s ihe epic
of *g"W“oﬂd that has been abandoned by God" (88). Iﬁ the absence{of a
unified world view.the seqrch tor a relationship. with God has perhaps
necessarily become a highly individuali fnat(ér; to paraphrase lser, the*
'bur.den of intérpretation has become g}eater for both the reader and the

individual- in search of salvation. Yet,'our ability to make the formal

distinction between closed/open' literary genres, like the contrast

between unified/pluralistic theologies, depends upon our ”modern”‘

ability to perceive the dialectic nature of language and meaning. Closed

4

literary forms, like closed theological systems, ‘are those which do not

\

engage the full range of possibilities inherent in language - spiritual or

literary. Although' Christian world views have at different times in

history functioned as complete and closed systems, the texts on which

they were founded have been open enough to allow for a wide' variety of

intérprgtatigns. It is precisely this open-ended quality. that challenges

the reader to discover the "backgkound' of the text, those points at which ‘

xS

the meaning of an event or a word extends into the world of* experience.

This process of extending the "word” into the present is the activity

v
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of what David Tracy'calls "the analoglcal lmragtnatlon.' Tracy'S |

description of ‘the analoglcal Ianguage of systematic theology, "a
language of ordered relationships artlculatlng similarity- In difference”
(108), may also be applled to the self-reflexive activlty of novelistic
characters in search bf r’ellgioué meaning as well as to the authors and
- readers of those novels:

. analpgical language . . . is a second-order reflective
language raexpressing the meanings of the originating religious
event and its original religious language to and for a reflective
mind: a mind searching for some order, yet recognizing, at
qvery moment In its search, the Irreducible tension at the heart
of its own participatory and distancing experience of the
originating event as an event of a disclosure-concealment to
focus the entire search; @ mind recognizing, therefore, the
ultimate incomprehensibility of the event that Yprovides the
focal meaning for developing both analogies-in-difference and
order from chaos . . . . (409)

This tension between the originating event "and the individual search for

. , , t

meaning is at thetbﬁaﬂ of the rrtodern novel's exbression of Christianity.
In an age of plural, post-Christian voices, the novelist who wishes

to explore the religious aspects of human experience from a Christian

persbacttve mwust function within the literary system and the ‘broader

cultural context of the time as well as within that particular religious

&
belief systam Thus the form in which Chrrstran ideas and experience are
portrayed wlthln the novel is detarmined by the aesthetlc demands of the

genre and the qulture in which it is tead as well as by the belief system

~of »Chrlstlanit‘y.‘ ‘Thapossibi,llty of ‘interpreting a novel within the

YN



3 L3
zr"

@ ' . L1
© W R . * .,w ’ v, .

context of Christianity Is first Iintroduced throuoh the presence of .-

‘ i . r“ ' . \
typological features within th’ novel. When the interior adventure of an
N ‘lj) -

Individual In sedrch of self-knowledge Is linked with the' struggle to

establish -a relationship with God. the self-confession or review of the

[

arlses‘ in the dlalogue' between the background of religious ideas and the

individual experience of a relationship with God, the reader is invited

“through an awareness(er the process of interpretatlon to recognize an

4

extra horizon of signljicame which poin}s to the signmcance of-

o

4 Chrrst{amty for his on her Ao/\jn experience. The presence .of -these

¥ vff- «

feature§ wrtﬂfh tHe modern novel characterizes the model by which the :

l

possib%lity of Chrrstian commitment is ’introdtmed into an otherwise

secul’ar geme And dt ig through the apolication of thls model to the

".r cyq"Aﬁ%

modern novel fhat we mlght exarpine the presence of Christian ideas and -

rl .’g.

e&penenq;es frp?n a hterary perspecrrve

rJ’ "
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* . past leads! to .an "I-Thou" communication. ~Within the tension which -
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APPENDIX A AR A
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The following works are . the test cases from which -the proposed
) ¢ St wf

‘model Was developed Quotatlons- within the thesis are taken from the,ﬁ'{_‘, ”

editions Ilsted in the Bibilographys An ¢ indicatbs those works which = 17,

do not contain,the three features of the‘w;hristian novel but'whuch have
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been used withln ‘the thesis in ‘contrast .and comparison ‘with the modern
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. . ’n@\ .
Forster E. M. Maurice. n1971. d T '
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- . . ," B T . ‘
Y 73 « . .
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;o r Herbert Frank. 'Dune "1985. Dune Messiah. 1969 Children of Dune . .
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. _ Laurence, Margaret The, Stone Angel. 1964 . e
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PR .Moore Brian Cold Heaven 1983 - Sy
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