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NOTE

(i) I have followed Carlos Baker's method of abbreviation in

Hemingway: The Writer as Artist, p. 353, for the following

volumes of Hemingway's short stories.

Three Storics and Ten Poems (1923%) - TSTP

in our time (1324) - Lt
In Our Time (1925) - TOT
Men Without Women (1927) - MWW

Where the second edition of In Our Time is specified,

the abbreviation used is IOT (1930).

(ii) The miniatures of the in our time volume will be referred

to by the first words of their spening line e.ge "We were in a
garden in Mons ..."

All the miniatures of in cur time (1924) were reprinted in

the enlarged volume In Our Time (1925) ,together with the short

stories. Two of the miniatures were elevated to short story status:

"A Very Short Story" and "The Revolutionist".

(iii) All the short stories discussed in this thesis are to be

found in a collected edition: BErnest Hemingway, The First Forty-

nine Stories,London, 1944, It is to this edition that I refer

throughout my thesis.



(vi)

References will therefore include an abbreviation for the
relevant volume in the collected edition. Since all the

in our time (1924) miniatures are incorporated in the In Our

Time (1925) volume, in this cocllected edition, all textual
citations of the miniatures will use the abbreviation IOT,

For example: Hemingway, IOT First Forty-ninec p. 95.



CHAPTER 1

INTRCDUCTION

The subject of this thesis is the early published prose

of Ernest Hemingway, up to and including The Sun Also Rises.

The more significant asnects of the early writing with which
this study will be concerned are Hemingway's fictional style
and the viewpoint he adopts, both as short story writer and
as novelist. As a corollary tc these lines of investigation,
the compatibility of style and subject will be examined.

It will be necessary to see to what extent the evolution
and maturation of his style and viewpoint were influenced by
his career as a journalist, his literary mentors, particularly
Sherwood Anderson and Gertrude Stein, and his concern for action
and truth in his attempts to understand and come to terms with
life as he experienced it.

The published works selected for this study are:

Three Stories and Ten Poems, 1923;

in our time, 1924;

In Our Time, 1925; 1930;

The Torrents of Sprang, 19263
The Sun Also Rises, 1926.

The first three volumes reflect the development of his short

story technique as he made the transition from journalist to
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writer of fiction, from reporter to creator. Working as a
cub-reporter on the Kansas City Star in 1917, Hemingway
received a solid grounding in the essential rsquirements for a
clear, readable prose style. He increased his journalistic
experience and capacity, writing freelance articles for the
Toronto Daily Star and its associate Star lieekly, in 1920.
During the interim period he had been to war and received
severe wounds while serving on the Italian front, in the
Ambulance Corps. In 1921 he worked in Chicago on the staff

of the Co-operative Commonwealth,until he realised it was

defrauding the society's members. The evangelical tone of

this magazine gave Hemingway practice in controlled use of
Biblical allusion,. At the same time he was still contributing
articles to the Toronto Star publications. Under the auspices
of the Toronto Daily Star Hemingway eventually sailed for Lurope
as its "roving correspondent...with headgquarters in Paris,"’l in
December 1921.

During this period Hemirpgway was also working at his
fietion., In Kansas during 1920, he first met Sherwood Anderson
whose successful avant-garde volume of short stories, Yinesburg,
Ohio (1919), had =2lready greatly impressed him. Their mutual
interest in writing led to a friendship of some significance for
the younger writer. Apart from discussing his work with
Anderson and listening to his advice, Hemingway benefited from
their friendship when Anderson provided him with letters of

introduction to his friends in Paris, on Hemingway's departure

for Europe.
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As a result Hemingway met Gertrude Stein who provided an
alternative viewpoint from which he could learn. Through Miss
Stein, Hemingway first savoured the artistic and literary
environment of Paris in which she moved, He also met szra
Pound who became at once a boxing partner and literary counsel for
Hemingway, providing him with contacts in the world of the
"little magazines“2 and ultimately the chance to print 170

copies of Three Stories and Ten Poems in 1923, with William

Bird's Three Mountains Press. Pound encouraged Hemingway with

his poetry although it sooh became apparent that his main
interest was prosc.

Hemingway corresponded with Sherwood Anderson during those
first months in Europe, relating his experiences and discussing
his problems as a writer. In his quasi-autobiographical book

A Moveable Feast, written in 1960, a year before his death,

Hemingway speaks of his agmiration for Anderson's works':

Y[ liked some of his short stories very much,
They were simply written and somctimes beautifully
written and he knew the pcopic he was writing about

and he cared deeply for thcm“.3

Despite Anderson's early influence during this formative
period in the development of his style, Hemingway apparently
had to later reject part of what Anderson stood for, by

parodying his novel Dark Laughter (1925), in The Torrents of

Spring (1926).
Written between the first draft of The Sun Also Rises and

its revision, The Torrents of Spring symbolises Hemingway's

denial of what he thought to be literary superfluity and sloppy

thinking in Anderson's novel, not conducive to progress in the
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movement away from unneccssary embellishment in which he was

involved,

"When he [Sherwood Anderson] wrote a novel finally

called Dark Laughter, so terribly bad, silly and

affected that I could not keep from criticising it in

a parody, Miss Stein was very angry”.h
According to his own admittance, it took ten days to
complete.5 Despite the haste and flippancy with which it was

composed, The Torrents of Spring is still his first extant

published work approaching the length of a short novel. Never-
theless, since it was written after the first draft of The Sun
Also Rises,it is perhaps of more importance as a statement
against excess and affectation, than as a turning point in the
transition from short story writer to novelist.

This transition was eventually effected when the final

draft of The Sun Also Rises was sent away to his new publisher,

Charles Scribner's Sons. In his chapter on Scott Fitzgerald in

A Moveable Fcast, Hemingway says he needed to write a novel to

give practical support to his argument that Fitzgerald's
revisions of his stories, to suit the formula of the Saturday

Evening Post, were defiling his talent -

T necded a novel to back up my faith and to
show him and convince him, and I had not yet written
any such novel. Since I had started to break down
all my writing and get rid of all facility and try to
make instead of describe, writing had been wonderful
to do. But it was very difficult and I did not know

how I would ever write anything as long as a novel“.6

This much needed novel was of course The Sun Also Rises,

As Carlos Baker so aptly says: "The result justified the
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effort., If there had becen any suspicion that Hemingway's
skills were limited to short fiction, the publication of the
first novel on October 22, 1976 dispelled it”.7

The Sun Also Rises is thc first of the two novels which,

while establishing his eminence as a writer, also''rcpresented

the essence of that densely packed period of Hemingway's life

8

between 19186 and 1925%, The other was A Farcwell To Arms,

published in 1929. As Baker points out they reflect the cathar-
sis involved in writing about two important formative experiences
in the life of the young author.

His struggle as a journalist and writer in confused and
anguished post-war Piaris and his eventual denial of "the lost
generation“9 of disaffected bohemians, the pseudo writers and pseudo

artists of the Latin (uarter, is apparent in The Sun Also Rises.

The later novel rcflects the trauma of his wartime experiences
as a nineteen year old ambulance driver on the Italian front. This
theme also appears in his earlier writing, especially in the

miniatures of in our time, sucl! as the shooting of the German

soldiers in "We were in a garden in Mons,..", and the thoughts of
severely wounded Nick Adams, in "Nick sat against the wall...'",
The latter sketch most closely rcsembles his own expericnce.

The Sun Also Rises is the end point of this literary

metamorphosis from journalist:, to short story writer, to novelist,
This first full-length novel showed that he could write an
extended prose work successfully. For Hemingway this period was

one of literary emancipation in which he achieved a measure of

independence,

One question of importance to be answered in an examination



of his style, is how much did Hemingway free his writing from
the literary affectation of which he accuses Anderson's Dark
Laughter. Did he in fact r.d his writing "o all facility" '®
as he claims he tried to do in his bid "to put down what really
happened in action; what the actual things were which produced
the emotion that you expuriunced”?11

This attitude to writing produced a distinctive kind of
realism. His success as a novclist merecly in terms of book
sales attests to the popularity of this style.l|

Conscquently it seems pertinent, in the feollowing chapters,
to examine whsot constitutes Hemingway's style and pcrccive how
and why it developed as it did. A study cf his writing in the

period up to and including his first major novel, The Sun Also

Rises, will illustrate this process of stylistic maturation.



CHAPTER 2

"T WAS TRYING TO LEARN TO WRITE, COMMENCING

WITH THE SIMPLEST THINGS." .

The popularity of Hemingw:y's Fiction and -2rtain elements of
his style may be directly related to his career as a reporter and
later as a news-correspondent for goveral American newspapers.

Hewspapers and periodicals were the most widely read and
circulated purveyors of the written word since the beginning of
American colonisation, Those which aimod at a large circulation
naturally had to adopt & language and style familiar to the greatest
range of people in their potenticl reading public. A communications
nmedium of such large scope consenuently developed various styles
and approaches to content, as difierent reading oudiences evolved
through social znd economic changes in this neow, rapidly expanding
sociely.

A late example of such changes in anproach was brought about
by the radicel improvement in mass printinz technioues during the
1890's which encourasged editorial policies conditioned@ by the
desire to ineressc o pojed ' GLrvULEclON. L0 achieve this goal,
many turned to sensationalism and such inducements as Sunday
supblements; syndicated features and advice to the lovelorn. Conse-
quently standards of literacy and integrity varied considerably.

The desire to establish a large daily or weekly circulation
caused the style of a newspaper to be conditioned by the lowest
common denominators of reader comprehension. In general, simplicity
and brevity were the guiding principals for a journalistic style.
The language was of necessity largely idiomatic, including slang,
and the end point of this approach was easy readability for the

magses of society.



Hemingway's first contributions to newspapers and periodi%éls
were made during his schooling at Osk Park High, Chicago. Some of
his short stories were published in the school's literary magazine
Tebula, the materisl of which is gimilsr to some of his Michigan

short stories in In Our Time and Three Stories and Ten Poems, such

as "Up in Michigzan" and "Out of Season" from the lztter volume., His
early journalism was f r the sports page of Trapeze ;the school news-
paper. Later in his final year at school he became one of its
editors. Charles Fenton shows how Homingway bezan to develop an
"idiometic prose” style and to exporiment in the technigues of '"humor,
burlesgue and satire". 2 Much of this wzs accomplished through
Hemingway imitating Ring Lardner's Chicago Tribune columns.

After gradueting from high school in 1917, Hemingwey was lucky
enough to be given a job as o cub-roporter on the Kensas City Star,
"onc of the half-dozen great Amuricen anevepapcers" at that time; says
Fenton.3 Fournded in the nineties, that period of technical progress,
by William Rockhill MNelson, it surprisingly did not rely on sensation--
alism. Nelson instead made the Star 2 success through a formula of
low price, intensive local coveroge, human interest and literary
qualities. He was intensely avarse to the sensational sell and
aimed at higher gtendards of journalism., DBEdwin Emery says that:

"Nelson sought the best newe cditors and editorial
writers... . The staff was blussed with 2 succcssion of

young men willing to be 'oxploited'! for the glory of being

a Kansas City Ster man."

The objective of Felson and his editors was "accuracy and
readability“s. In order to infuse the young men on their staff with

these ideals they introduced a style sheot to instruet them in the
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basic method for achieving this "accuracy and readability".

It has becn reovised several times since its inception and has

been influenced most by C.G, Wallington, the assistant city cditor
when Hemingway began working for the Star in I9I7. As city editor
Wellington was the uvltimate source of reference for all young
reportors neceding advice on style,since all loceal coverage passed
through his office at some time.

Of this style shect,Hemingway is reported to have said, in

1940 :

"Those were the best rules I ever lecarned for the
”~
business of writing. I've never forzotten themd ©
The following rules are a seloction from the style sheet

collatcd from Fenton's second chaptew.

"Uso short sentences., Usge short first paragraohs,
Usc vigorous English. Be positive not negative., Never

usec old slang. Such words as stunt, cut out, get his

goat; comec across, sit up and take notice, put one over,

have no placc afteor their wse Lecomss common. Slang to
be enjoyable must be fresh. Avoid the use of adjectives;

especially such extravagant ones as gplendid, gorgeous,

grands magnificent, ctec.”

It would be surprising if Hemingway had not been greatly
influenced after seven months in such an enthusiastic and didactic
atmosvhere, Although not highly paid, the editors found that the
freedom to follow their own styles and policies which Nelson
allowed them, compensated for any monetary loss. The consequent
enthusiasm that such a2 policy generated in the editors was felt

throughout the newspaper and high standards were developed and
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maintzined. That such an esprit deo corps existed Hemingway must

have realiscd, since he admitted that:

"I wanted to work on the Star becausc T thought

it was the best paper in the U.B."

3

Those soven months under the guidanec of '"Pote' Wellington
could well have becn the most formative in his writer's training.
Anothor Journalist on the Siarp whom liemingway greatly admired was
Lionel Calhoun Moisc. The latter did not like such fictional
techniques as stream of consciousncss narrcotion and alternating
between the third poerson 2nd the omnisciont author styla.

Moise instead favourcd objcctivity in the writing of fiction.
His most significant stotomont, made in refutation of the inforence

that Hemingway.owed it all to him, was that:

"Like all writers, Hemingwey owes his well-descorved
ocminence not to any influence but his ability to seclect
from a host of influences - pzrt of that littlc thing

called genius."g

Genius or not Hemingway should be given credit for knowingly
sclecting some or all of the influonces from which he derived his
own peculiar style. UWhen he could say of the Star's rules for

writing @

"lo man with any talent, who feeols and writes truly
about the thing he is trying to say, can fail to write

well if hc abides by them,"lo
it would secm probable that he had not been unconsciously conditioned

by seven months of indoctrination, but rather, had found this
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approach compatible with his own outlook. Consequently he retained
some of its more basic e¢lemeonts as he developed his own prose
style.

Building on thig golid grounding in the esscntial requirements
of a clear, rcadable prosc stylc, Hemingway increcased the scope
of his prosc by freclancing for the Toronto Star, working on

the Cooperative Commonwezlth and acting as a 'roving correspondent!

in Buropc in 1922, again for the Toronto Star Weckly. During this
period he was also writing fiction for his own satisfaction, in
anticipation of writing stories for publication.

Thore is considerable overlap in the articles which he cabled
to Toronto and the prose pieces znd short stories he had published
in periodicals and magazincs. Some of the first six miniatures

of in our timo,originally published in The Littlc Reviow (vol.9.)

in the spring of 192§§lworu based on his expericnces when covering
assignments in Europc for the Toronto Sitar. In turn, some of
these cncapsulated vigions recur in his short stories or as scencs
in his latcr novels.

This overlepping of material rcilects tho process by which
Hemingway  developed his fictional technigue. A comparison of an
articley; a minizturc and a short story, rolated in this way, will
illustrzte this cvolutionary process and servc to distinguish
between thosc elements of this embryonic style which can be
attributed to the Kansas City Ster's influence, or his journalistic
oxperience gonerally, and those devices and techniques with which
he later cnriched that objective and readable prose style of the

Star, in developing his own fictionzl style.



12

This first extract is from the article "A Silent Ghostly
Procession®, printed in the Toronto Daily Star, October 20th, 1922.

These are the first and last paragraphs:

"Adrianople: In a never ending staggering march the
Christien population of Eastern Thraoce is Jamming the
roads towards Macodonis., The mein column crossing the
Meritza River at Adriesnoplce is twenty miles long.

Twenty miles of carts drawm by cows, bullocks and

muddy -flanked water buffalo, with coxhsusted, staggering
men, women and children,; blankets over their heads,
walking blindly along in the rain beside their wordly
g00dS. ¢ ve

There are 250,000 Christian rcfugecs to be evacuatad
from Eastern Thrace zlonc. The Bulgarian frontier is
shut against them. There is only Macedonia and Western
Thrace to receive the fruit of the Turk's return to
Buropc. HNearly half a million rocfugees are in Macedonia
now. How they arc to be fed nobody knows, but in the
next month all the Christian world will hear the cry:
'Come over into Macedonia and help usl "

12

This news article is characteriscd by short naragraphs and in
the main,short scntences. It provides information on the Thracizn
rcfugee problem, why it occurred, how it is being handled, what
numbers are inveolved and so on. At the same time Homingway includes
passages of description which capture the foclings of the people
involved,; so that it is not mercly a statement of meaningless
figures unreclated to a context. He blends information and descript-
ive detail in the dcpiction of thc scene in the first three
paragraphs. The emphasis is on capturing the reality of the

evacuation. Informetion is rezlly incidental to this central concern
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and is only provided through the gualifying adjectives.md occasional
stetemonts. So in the first sentonce the reader is informed that
the refugees are Christians and that they are marching to

Macedonia. The importance or whis 1s morc apparcnt whens in the
seccond paragraph,; it is stated that the Turk, tho ancient Islamic
enemy of Christianity is conming,

Between the informative opening statement and the final
paragraph which is a succossion of short statements on the faets
of the situation, Hemingway cvokes a scenc of wet and muddy chaos,.
As if in accord with the style sheot of the Star the sentences and
paragraphs are short and the English ig vigorous. Assuming that
by 'vigorous‘l3 the stvle sheet means an uncomplicated vernacular
usc of language, containing idiomatic congtruction and familiar
imagery such as that uscd hers. TFor exampley, tho metaphor of
the swelling column of refugecs, spoken of as & strcam, rising
like storm water running off the whole countryside; is not
complex and would be a femiliar analogy to many Americans whoso
nation was founded on a rural economv. Similarli; the simile of
the Greek cavelry herding the peasants along "like cow-punchers

14
driving stcers" would be familiar, with its folk-=lore connotations
and idiomatic phrasing. Yet the rather posed plca for helpyin the
last scntence, does not entreat convineingly, despite tho
idiomatic naturc of the prose in the construction "come over into

15

Macedonia.'"

Nevertheless such a vernacular style which lecaves out extravagant

adjectives, thereby eliminating overstatement most of the time,

provides a straightforward and readable journalistic prose
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and fulfills the function of a news article. But the descriptive
passages suggest that Hemingway's creative fictional style was
already showing through.

This technigue is practised in the niniatures of in our time,
which show a consolidation of this spproach to the depiction of
mood and scene, first apparent in news articles like "A Silemt
Ghostly Procession, Compare the latter with the following miniature,

the second of the in our time volume. The subject is the same,

"Minarets stuck up in the rain out of Adrianople
across the mud flats. The carts were jammed for thirty
miles along the Karzgatch road. Water buffalo and cattle
were hauling carts through the mud. No end and no
beginning. Just carts loaded with everything they owned.
The old men and women, soaked through, walked along
keeping the cattle moving. The Maritza was running
yellow almost up to the bridge. Carts were jammed solid
on the bridge with camels bobting along through them.
Greek cavalry herded along the procession. Women and
kids were in the carts couched with mattresses, mirrors,
sewing machines, bundles. There was a womar having a kid
with a young girl holding a blanket over her and crying.
Scared sick loocking at it. It rained all through the

evacuation."
S

This miniature manifests the journalistic prose formula
condensed even more. The sentences are shorter than those in the
article, as Hemingway attempts to concisely capture the essence of
exactly the same scene. The ratio of sentences to words in the
miniature is twice that of the article. It is as if Hemingway
consciously attempted to précis the prose sketchy, halving its length

but retaining the same number of sentences. This distilled version
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of the refugee's exodus concentrates on the salient points of interest
in the scene and ignores factual information, such as who the refugees
were, where and why they were fleceing. These clements are relevant

to journalism rather than to an exercise in creative fiction. For
fiction endeavours to capiture the underlying recality of a human
situation, what it really iw that makes a certain set of events have

a certain emotional effect.

Conseguently, Homingway paints an impression of the rain-sozked
chaos in a serics of ravid strokes, In order to achieve this quick
build up of scenc he lays the sentences down thickly, emphasising
the significant elements by repetition and by breaking conventional
syntax, by omitting finite verbs and auxillaries and making the
resultant phrascs into sentence units, as in the fourth and fifth

senternicess

"No end and no beginning. Just carts loaded with

everything they owned."

These laconic statements fo'lowing upon other conventional
scntences with similar words and meanings enforce the impression
of a never ending number of carts in the procession. The lack of
auxillary words and instoad the repeated beld statements in speech
idioms, emphasise the infinity of the chaos and increasec the effect
of hopelessness.

The same device is used in the second to last sentence when the
focal point has shifted to individuals in the evacuation., A girl
is holding a blanket over her mother who is giving birth, she is

"gecared sick looking at it."
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As in the article the language is in a simple vernacular form,
the syntax is uncomplicated. The short sentence units while
aiding exposition and shifting the focal point,also give a sense
of immediacy, for the usce of the imperfect tense and present
participles gives an impression of continuous action despite the
succegsion of short sentences.

The main features of the subject matter in this paragraph
sketch are the carts, the people and the rain. The overall
picture must be seen through the rain which covers the country-
side and soaks the people and the carts. The wetness of the scene
is emphasised through repetition, just as tho infinite chaos of
cart® is made apparent by the repetition of the word 'carts'.
which ocecurg five times throughout the paragraph, the first three
times in gquick successions; to build up the sense of an endless
column.

Similarlys several words and phrases connoting wetness occur

in the paragraph:

"Minarets stuck up in the rain... across the mud

flats"s "Water buffalo... were hauling carts through the

mud"s; "The old men and women, soazked through"; '"The Maritza

was running yvellow almost up to the bridge." [Underlining

mine)

The last sentence of the miniature reinforces this totality of
woethoss with an emphatic statement of the continuous nature of the
rains

"It rained all through the evacuation".

These examples show how the basic journalistic technique of

the news article has been refined by Hemingway in the miniatures
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which as a consequence are casily rcadable and yet have a vivid
impact. This is achieved through straightforward syntax, notable
for its distinet lack of subordinate clauses in the example guoted,
and an almost universally understandable vernacular language.

These two examples show how Hemingway worked to achieve the
transition from journalism to fictional prose. In the journalism
although hc docs cepture some of the rcoality of the scene,he is
limited by the basic function of communicating inform:tion, Thus
he achioves impact only partly through style,for he also, of necessity,
includes the statement of shocking facts.

Fiction on the other hand seeks to create a scene,or situation,
whick will produce an cmotion as a rosult of the way in which the
subject is doscribed. The stylo is all=-important since the picce of
fiction must be able to achieve the same effect after zlmost any
length of time, if it is to be regarded as at all good. Journalism
can roly on the immediacy of an event to help svoke an emotional
effect. The very fact that somcthing happoncd yesterday,in a certain
placey enables the reader to place it in an immediate context and on
that basis alonc it has some cmotive offect. Good fictionson the
other hand, must be able to crcate such an effect merely from
itself, from material that has no direct and immediatc basis in
recorded fact.

That is why the miniature contains no informative references
to the facts of the situation., Hemingway is merely using the basic
situation, a chaos of pcople and carts, jammed on the Karagatch road
in the pouring rain; in order to capture the reality of a human

predicament and crcate an emotional reaction in the reader.
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In tzking a real cvent out of its context of time and background,
through lcaving out information that would have been esscential to
journalism, Hemingway can draw on the actual experience in order
to capture and communiczte the abstracted essence of 1life that is
necessary in fiction.

If we are to belicve the autobiographical content of Death

in the Afternoon,; it is apparont that Hemingway was consciously

trying to achieve the abstraction of the essence of reality. He
is tolking about how he was trying to write , roferring to the
abazndoning of Smyrmao,and how difficult it was to write down your
cmotions s
"what the actual things were which producced the
emotion that you experiocnced... But the rczl thing, the
scouence of motion and fact which made the cmotion and
which would b¢ as valid in a year or in ten years or with

luck and if you stated it purcly cenough, always, was

beyond mec and I was working very hard to try to get it."

17

If the miniatures werc an attompt to obtain this "seguenco
of motion and fact which made thoe emotion", albeit on a2 small
scale, then the short stories should have becen a further develop-

ment of this progression from reporting to crezating. Using a
similar matcrial from his expericnce of the Thracian refugee

evacuation, Hemingway produced the short story "On the Guai at

Sm ", In the Scribner edition of In Our Time (1930) it was only
a miniature but in later editions Hemingway appended a title

and elevated it to short story status. It is relevant to this
sequence since it displays az form and purpose beyond the mere

description of the scane of tho fugitive carts. For it introduces
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characters; one of whom is a narrator, with the result that
attitudes and as az conseguence & controversy in the reader's mind,
are created.

Althougzh this story was not printed in the 1925 edition of
In Our Time, it ig nevertheless relevant to a study of the period
in Hemingway's writing up to 1926, sincc it is very much in the
style of thot first edition and was insorted as an "introduc‘bion".l8
to it, "On the Quai at Smyma'" may have been written during this
early period but not included in tho first American edition of
collected miniaturcs and short storiecs.

William White, the editor of By-Line, in his introduction
points out the simil=rity of materizl betiween the articles and
despatches and Hemingway's fiction., However he secms to glose
over the significance of any differences betwecn the journalism
and the fietion,in order to vindicate the literary merit in such a

selection of news articles, He says:

"Yot in his more than forty years of writing, not
only did Hemingway usc the very same material for both
news accounts and short storics: he took pieces he first
filed with magazines and newspapers end published them
with virtually no change in his own books as short stories.
For example, two picces, "A Silent Ghostly Procession' and
'Refugeés from Thrace' are ncws reports... based on

experiences he was later to use in In Our Time..."19
Of course Hemingway did draw on the same experiences for news
accounts and short stories,as all writers do for source material.

What White seems to ignore is the stylistic development. "Virtually

no change" suggests that there is some change and even if it is
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only a subtle change to the casual reader, such as between "A
Silent Ghostly Procession" and the miniature "Minarets stuck up
in the rezin..."; it iz of great importance in tracing the
development of Hemingway's style.

An examination of "On the Quai at Smyrna'" will further
illustrate this process of progression. It is important for its
different handling of a2 similar subject, another aspcct of the
Thracian refugce evacuationy the embarkstion of refugecs fron
Smyrna,on board a British vessel.

The nost obvious differcnce from the structures of the article
and miniaturc is in Heminzway's use of a persona for narration,
enzbling him to distance himsclf frem the horrifying subject matter.
The narrator handles it with nonchzlance,; thus emphasising the
problem of credibility which accommanies horrific situations.
Consequently the rcader rcacts not only to the subjeect itself but
also to the narretortg apparcnt unfeeling character.

Hemingway is meking much morc use of his material than merely
reproducing a sceneé, albeit with accuracy and cmotiony, as in the
miniature, sincc he provides a frame of refercnce by narrating
through a persona., The accuratc portrayal of a typical British

officer,through capturing the distinetive idioms of his vocabulary,
as received opinion would have it, as well as depicting the story
as an overheard conversation or record of what the narrator said
to the writer, gives the whole picce a basis in an apparcnt reality.
This is established in the first fow paragraphs:
"The strange thing was; he said; how they screamed

every night at midnight. I do not know why they screamed
at that time., We were in the harbour and they were all on
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the pier and at midnight they started screcaming.... One
time I was scnior officer on the pier and a2 Turkish
officer came up to m¢ in a frightful rage because onc of
our sailors had been most insulting to hin.... So he
pointcd out a gunner's metc, most inoffcensive chaPees, I
called him over and saidy; %And just in case you should
have gpoken to any Turkish officers!.

'T haven't spoken to any o»f them,; sir.!

'T'm quite surc of ite!' I said, 'but you'd best go
on board ship and not comec ashorc zgsin for the rcst of
the day.!

Thon I told the Turk the nan wes being sent on board
ship and would bo most severcly dezalt with., Oh. most
rigorously. He fclt topping about it. GCreat friends
WO WCTrQ.

Thoe worst he said, were the women with deoad babies . ".

[Underlining, ming

The norration is established as reported specch through leaving

out ouotntion marks for the narrator's speoech and mercly writing
"he gaid" in the first lines of the first and third paragraphs.
These arc empheasisced in the extract. Two rhetoriczl guestions,
addressed to the listener by the narrator, reinforce the reported
nature of the story and add to the apvaront rceality in which the
conversation is set, by introducing an azudience for the narrator.

They occur in the fourth and fifth pzragraphss

"You rcmember when thoy ordered us not to come in
to take off any more? I had the wind up...,n
"You remember the harbour. There were plenty of

nice things floating around in itﬂbl

The conversational tone of the monologue is continued by the use

of syntax and colloquial expressions characteristic »f speech. It

is further contributed to by the specific idioms 3 now clichés,
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of a British officer. TFor example: "That always did the trick..."
One time I was scnior officer on the pier... S=zid he'd been most

frightfully ond rcpeatedly insnlting: talking to me through azn

interpreter...g3 He fclt topping sbout it. Great fricnds we wore.

L 122 [Und-.rlining, minc]
A good excmpls of a conversationzal scquence is in the third
paragreph wherc a serie:s of sentences occurs.in which the subjects

arc not stated overy time but are understoode

"Thoy'd heve babics dead for six days. Wouldn't
give them up. Nothing you could do about it. Had to

take them awsy finally." 23

The only direct spcech in the picece is that which the officer

quotes, such as botween himself and the gunner's mate and a guestion

some of the men »sk when clearing the pier. This fits nicely into
. reported conversation since other people arc usually quoted. It
also has tho effect of bringing several charactors to life who
were at the scene,; once again cnhﬁncing the apparent rcality of
the conversation and relating it directly to the scene described,
The narration is cerried out using short sentences,as in the
article and miniature,with the similar effect of achieving rapid
exposition and as a conseguence building up a vivid impression
without any grcat detzil being supplied. There is not enough roon
for analytic description and the purpose of tho short story makes
this irrclevant. Hemingway is concerncd with capturing a scene and
producing an emotion with a minimum of words. Consequently vigorous
straightforward English is used, with colloquial expressions and

speech idioms, The syntactic units are short, mostly one main clause
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per sentcnce, occasionally two co-ordinating clauscs and very few
subordinate clauses. The stylc which rosults is thus apparcently
very simple. Hemingwey leaves the filling in of detail and
cmotions to connotations set up in the recader's wmind.,

The basic technigque is not much different from that of the
miniaturc,; ond the descrivtive passages of the article, but has
been given o wider application in combination with an additional
narrative dovice, the persona. This shows the zdaptability of
such a straightforverd style in this twansitional progression from
news~report to short story. Tho short story itself shows how
well Homingwny could handle a conversational picce and capture
the nuances of a particular class and nationality.

Anothor early short story,"My 0ld Man", from Hemingway's first

published work, Threce Storicz and Ten Pocms (1923);illustratoa

the range of Homingway's idiomotic technigue., The first sentence
of the story esteblishes the narrstor as a lower class Americon,
the son of = jockcy. Through its colloguial idioms the jargon of

the racing-circuits is spnaront in the last tiro clausoss
6 P o L

"I guess ldoking at it, now, my old man was cut out
for a fat guy, one of those regular littlc roly fat guys
you scc around, but he surc never got thet way, excepta littlo
toward +the last, and then it wasn't his fault, he was
riding over the jumps only and hce could afford to carry
plenty of woight thon."24

What alsc becomes apparent in this short story is the way in
which Hemipgway's charactors express emotions. Joe the young

narrator endeavours to describe the excitement a2nd wonder which
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the mere sight of the horses fills him with. His vocabulary and
oxperience prevent him from articulating his feelings with any
psychological sophisticztion, y2t Hemingway still manages to

convey an appropriate improssion of what Joo feols:

"T wes nuts about the horseos,; too. There!'s somcthing
about it, when they comc¢ out and go up the track to the
vost. Sort of dancy and tight looking with the Jock

keeping a tight hold on thom...",gq

-

This passion=te love for horscs and the response it evokes in
the adolescont narrator arc given 2 morc emphatic statoment lator

in the story:

"Thig War Cloud ig o great big yellow horse that
looks just like nothing but run. I nevoer ssw such a
horse. Be was being led around the paddocks with his
head down and when he went by me I felt all hollow ingide

he wos so baautiful."q6
o

Joc can be nc morce explicit in describing how he fecls than
t0o say he has o holliow scnsation when he sces fine; attractive
horses. But this is all he ncods to sy, since it adequately
describes the physical visceral fecling that a person has during
an emotional roaction and thet is 21l Joc understands anyway.
Hemingway has been accused of producing characters who are unable
to express thomselves and thereforc not suited for intellectual
purposes. But hore an articulate character would have been unsuitable,
The style is in fact compatible with the subject. As Cyril Connolly
says, "It is a style in which the body talks rather than the m:'l.ncl.“'27

Emotions are easily accommodated but not the intellect., This is
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perhaps the limiting factor in Hemingway's, stylistic development
andthe reason why his realism was "popular",in the pejorative
sense of the word.

Nevertheless there is an element of craft in his colloguial
technicue, A further example ig the way in which he captures the
idioms of a foreign language rendered through a mixture of native
words and the colloguialisms of Americans who would correspond in
occupation and clasz to the foreign character portrayed.

"The Undefeated" is = short story about the last come-=back
of a Spanish hull-fighter,Manuel Garcia. It examplifies this method
of capturing the improssion of a foreign language and atmosphere.
The dialogue between the waiters and Manuel in the Puertz del Sol
cefé illustrotes this:

"1T thought they were going to have Chaves and lHernandez,'’
the waiter said.

'Yos Me and another.'

'Who? Chaves or llernandez?!

'Hernandez,; I +think,!

'What's the matter with Chaves?!

'He got hurt.!

'"Where did you hear that?!

'Retana.'

'Hey, Looie,! the waiter called to the next room, 'Chaves

got cogida.'.s

IGive me another shot of that,' he said to the waiter...

"And that ain't all,! the tall waiter said. 'Look what he's
done for Marcial Lalanda.'" o8

Vernacular American usage, sprinkled with Spanish names and

occasionally what seems to be pidgin English, such as "Hey, Looie,
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Chaves got cogida", gives an impression of local colour., It is

as if the reader has mede the transition. from thinking in English
to thinking in Spanish, since the language in a person's mind is
his own vernacular, and he would be using the corresponding idioms
appropriate to his job and upbringing anyway.

In learning = foreign language a person who is at an advanced
stage should be z2ble to think in that languzge,instead of trans-—
lating in hie mind from his native language to the foreign one.
If such a stage were recacheditcould be said that since the student
is thinking in the foreign language without consoioug effort then
he could be unaware that he is spesking in a foreign tongue.

Whether this hypothesis is wvalid or not, I think it serves
to illustrate the effect Hemingway's Spanish paraphrasing gives.
It is almost as if one were spesking the same collocuial
expressions but using different proper nemes. TFor if this was
really being spoken in Spanish, onc would understand it in this
fashion anyvay, since one wauld be thinking in the same language.

S2 it is permisscble ¢ couvey collovuial Soenish in this way and

say that,that is how the same waiters would speak in American and-in

Spanish. The foreign language and names written in it arc moroly

interchanged depending on whether the reader is Spanish or American.
Hemingway's style develops to include much more than simplistic

vernacular and local colour. Therc is often a lyric gquality in

his descriptive passages and an almost metrical rhythm to some of

the lines. In such pieces the choice of words has obviously been

deliberates so that the sound helns evoke the motion of the action

or the state of mind of a character.
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In "Big Two-Hearted River: Part II " there is a rhythmic
pattern in the description of HNick Adams sitting on the logs, smoking
a cigarette, relaxing in the sun. This brief interlude~in the
serious occupation of fishing ruprusunes & physicel and gymbolie
stasis. For Hick is letting his cmotions settle d»wn; as his
pulse-rate slows, after the heart—thumping exsrtion of playing a
huge trout and thcen losing it. At the same time he is absorbing
the visual and tactilc sensctions, generatced by his surroundings,
which bathe his mind and body in a continuous flow. It is a variant
of the stream of consciousness technique and frcezes a moment in
time and captures the essenece of the experience. Nick is in harmony
with the natural world.

This passage is reproduced below; not in the prose form
in which it appears in the text but, accerding to the

rhythmic units into which it breszks down.

"He sat on the logs
Smoking, drying in the sun,
The sun warm on his back,
The river shzllow ahead,
Entoring the woods;
Curving into the woods,
Shallowsy light glittcring,
Big water-smooth rocks,
Cedars zlong the banks

And white birches,

The logs warm in the sun,
Smooth to sit on,

Without bark,

Grey to -tho touch,

Slowly the feeling of disappointment left him." 29
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The sentence consists of series of gqualifying phrases building
up on key objccts, such as the river, the shallows and the logs.

The sun is a central image providing warmth and light to the scene.
"Sun" and Ywarm" roecur at the beginning and end of the piece.

They are essential to the initial action of Nick sitting on the

logs to dry himseclf and his clothes. HMid-way through the sentence
the light image bursts into prominence with the dazzling reflections
from the "light glittcring" on tho "shallows".

Prescnt participles abound giving a central assonance to the
first half: "smoking", "drving", "entoring", "curving", "glittering".
This recurring assonance reinforces the scnse of continuous action
given by this particular grammaticzl form of these verbs. This
gives an inprossion of several actions going on at tho one time.

Recurring consonant sounds also provide a unifying assonance which

helps encapsulate the scene. For oxample 's' sounds abound
throughout znd 'w's are dominznts "warm",; "woods", "wsiter-smooth"
"white"y "warm","without". In the latter half 't's d@re also
prevalent.

The 'w' conannants plus vowels osroduce long sounds, as do the
words "smooth' and "shallow" which both apnecar twice. These long
vowel sounds plus the present participles invoke a slowed down
atmosphere to the long sentence. These long scunding words with
their connatations of continuous action evoke a feeling of stasis.
It is just as if, in Nick's words which immediztely preccde this
passage; "Ho did not want to rush his sensations any." 3

Phrases have internsl rhymes, eye-rhymes and assonancew of their

own, and also reflect neighbouring lines and echo others.
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Herder consonants, often tempered with 's' sounds occur in
the laszt half of the lines in mainly monosyllabic words: "big",
"rocks", "banks", "birches", "logs", "bark", These sounds seem
approvriate for the concrecte objects they denotey; the rocks and
tree trunks, in contragt with the more etherezl light and wator
images in the first half of the scentence. Vigual and tactile
imagery becomes confused; deliberately it seems in the second to
last line; "grcy to the touch". Sounds thus refleet the action
or meaning a word donotes and reinforces the sense of stasis by
giving a unifying sound structure to the sentence.

After the serics of short lines ended by a semi-colon; a
longer line emphatically brings to z stop the kaleidoscopic effect
of the impinging sensations, with = statement of Hick's overall
reaction: "Slowly the feeling of disappointment left him."

Here, then, sounds reflect the feclings and sensatinns.

In "Cross~Country Snow' sound complements the action however:

"Then his skis started slipping at the edge, and
he swoowncd dovn, 2issing in the cuysterliine powdor snow
and scecming to float up and dropn down as he went up and

down the bhillowing Khuds." 31

The ononatonoeic aquality of "hissing' gives an actuality
to the skis "elipping at the edge". "S" is the dominant
consonant sound in the first two lines "... his skis started
slipping... he swooped down, hissing..." where also the long
vowel ~sound in "swooped" is exiended in "down".

"Crystalline" not only echoes the hiss of the skis but its

meaning in relation to the structure of a substance usually
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connotes the sound of crunching when that substance is erushed. This
is not unrelated to the sound a ski makes as it grinds through hard
snow, Thus sound and structurc become inter-related.

In short, sounds ag-*: reinforce the meaning .of the words and
sentences as Hemingway sattempts to write down "... the sequence of

; . ! 32 .

motion and fact which made the vmotion".® Doth these cxamples
contain more long flowing sentenceg than arce found in the miniature,
showing that his style is not so plain s might bo first apparent
from the carly examples of the progression in Hemingway's style.

Each scleoction cmphasisces one aspect of his siyle. The
journalistic approach contains clemente of descriptive tochnigue
among the mor:c important stotements of fact,in an attempt to
sustain reader interest. The prose skelches; however, condensc and
distill the ezsential elements o a socene, in an effort to reproduce
the rzality of zction and cmotion from th: contont itselfs rather
then rely mors on context like the articlas. The colloguisal
dialogues produce & real character through capturing the idioms
and nuances of class, occupation and naticnality. Finslly the more
poetic descriptive techumiques suggest cmotion, or .action, through word
Bounds and relationships,

Hemingway claims ho was lrying to make things more permanent

in fiction than was possible in journalism. "In writing for a

newspaper,;" he said, in Death in the Afternocon, "you told what

happoened and, with onc trick and another, you communicated the
emotion aided by tlie eclement of timeliness which gives a certain
emotion to any account of something that has happened on that dayf'33

Good fiction howevur reguircs such a statement of emotion to be

universally valid. Cyril Connolly elaborates on this distinction
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between Hemmingway's journalism and fictiony; in msking a general

statement on literature and journalism s

"Literature is the axt of writing someching that will
be read twice:; Journalism what will be grasped at once,
and they require separate technigues. There can be no
delayed impact in journalism, no subtlety, no embellishment

no assumption of a luxury reader..."3y

The "luxury readcer" of wvhom Connolly talks must be a member
of the leisurcd uppor class in the late nineteenth century, with
a clessical cducation and plenty of time to rezd novels of manners
and the subtle, embollished works of thc complex stylists such

as Carlylo, Ruskin, Henry James and Waltsr Pater.

Connolly's thesis is that a struggle between literature and
journalism bezan in the late ninetecnth century when "... books
grew cheapoer, and reading them ceased to be a luxury; the reading
public multiplicd and demanded less exacting entertainmento“és
This conflict bocame apvsrent when the newly cmergent roading
public of ths newly educated British lower classcs provided a new
szles markot for literature. Newspapers and periodicals were much
morc accossible to this markct than highly embellished novels of
manners. This noew public gince it comprisoed of the lower classes
was numerically stronger and publishers began to find it more
profitable +to produce lower priced books for a larger market, than
three-volume leather bound novels for the small upper class reading
public. This is why writers such as Henry James
and Walter Pater found it increasingly difficult to sell their books
in the late nineteenth century.

The popularity of the short story genre in American nineteenth
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century 1iteratureireflects the popular tastes of a consciously
democratic country. As in nineteenth century Britain public taste
was reflocted in literary production; hooks were produced for a
market. Again it was largely 8- casce of economics. Some novelists
still wrote in a2 high-stylc but for a market that was becoming more
specialisecd,

Newspapers have always been among the greatest arbiters of
mass tastc since tholr inception. It is thoir policy, conditioned
in the main by the economics of mass nroduction,to-communicate to
as many people as possible, But, as Connolly says, journalism is
designed only to bc rcad once, to communicate the news cveryday. A
newspaper onc day old is no longer ssleable. Timeliness is thoe
selling point of ncwsvapers, consoguently thsy have a built-in
obdelepeunce. They =rc only read oncs,on the dsy of publicztion,

ILiteratur: on the othor hand is rezd for itw owm sake, for what
sensations and cmotions it evokes from the sequences of life it
recrcates. There is no built-in selling factor like timeliness.

In fact,; the reverse is true; it miat ha =lnnst tu7eless in its
relevanca 1o human expsrioncey if it is to be good and to continuc
to be sold.

36

If the high stylists, the literary "Mandarins" .” were not
amcnable to this new reading public emerging in the later nineteenth
century and each newspaper was only of value on its day of public-
ation,there would secem to have been a need for z literary form
somewhere between two cxtremes; neither two cphemeral nor too turgid.
By the turn of the century the trend towards a vernacular prose

style in literature was becoming apparcnt. It wes to evolve into

a style based on techniques similar to journalism, one that could
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communicate to a large audience and yet still retain some literary
validity years later,

Hemingway was an exponent of such a style, the "new vernacular“3T
when in the nineteen~twentiog the gtteck agzsinet the "Mandarins"

was ficrcost. 1ot only is Heomingwsy's stated dosire "to break

dovn all my writing and get rid of all facility";38 interesting in
the light of thig statement but so is the fact that Hemingway

spent his cerly career writing for ncwspapers and, it seems,

based his fictional style upon the prose technicues he learnt as 2

.. Jjournalist.

How much Hemingwsy was consciously developing a form that
would be thc opposite of the grand style of thojhandarins"and how
rmuch he was unconsciously influcnced by his intensive trazining on
the Kansas City Star is not clear. Pcrhaps it was merelﬁ a
question of cconomicss wherc supply may b conditioned by demand
as much as literary fashion, Although the two are so closely
related as to be almost inseparable.

S0 it would seem to be 2 combination of factors since
Hoemingway was growing up in the poriod when the last of the nine-
teenth century "Mandaring" like James werc losing popularity, and
newspapers and periodicels were resching an increasingly wider
audicnce through improved production technigues.

Henry James's style will serve to illusirate the main
differenccs between Hemingwey's bluntly realistic approach and the
extensive sophistication and refinement epparent in "Mandarin".
An extract from onc of James's last novels The Ambassadors (1903),

published only twenty years before Hemingway's first volume, is

strangely appropriate since it concerns the conflicting interests
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and life-styles of middle-class Americans in Massachussetts and their
friends and rclatives who are cither temporarily or permanently
expatriated in Paris. James himgelf was an cxpa’riate, writing

most of his works in England. Both he and Hemingway found the well--
springs for thoir literary ‘nepirstion outside American socicty
which- both were inclincd o eriticisc in their writing.

James however wrotc novels of social intercst, studying a whole
range of char-cters ond working in much greater detsil than
Hemingway 5 so mucih so that James's works werc novels of manners in
an almost direct line from Janc Austen. He is interested in the
complex interplay of the charscters and the workings of their ceircle
of socicty, wherces Hemingway focuses on individual protagonists,
and the conflicts betwecn them and society or the universe. In The

-
I1

Sun Also Riszg for exsmele Hemmingwey is morc concerncd with the

'man zlonc' theme, man mastering himself znd learning to live in a
L =1 i W o ame i 5 ’i\-w ; “"L -... i M3 g -
hostile world James's concern for tho complexitics of the close

socicl intersctiocon of individuals, produccs o correspondingly

L9 ]

complex and often turiid reuroductivn of vhougnts and feclings, wherec
the meaning is variously comvounded and gualificed to simulate the
complexity of human rclationships. For oxemple, Strether's uncertainty
concerning Chad's motives and designs in this extrect from The

Ambassadors:

"He could have wished, indeed, so far as this went,
that Chad were lecss of a mere cicerone; for he was not
without the impression, now that the vision of his game,
his plan, his dcep diplomacy, did rccurrently assert
itself - of his taking refuge from the realities of
their intorcourse in the offercd bribe, as our friend

mentally phrased it, of panem ot circenses.”

39
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This one sentence is indicative of a style in which many
sentencces arc long, complicated and latinate. The myriad of
gualifying phrases and clauses which zcparates verbs and their
predicates, the repecated synonyms and the latinisms and guotations

such as "ciceronc" and "pancm ot circenses", maks it almost necessary

to read it twice, merely for z superficial meaning.
James is similarly explicit in providing the reader with

qualificetions of direct spoeech-

"Strether looked at him with an .indulgence that
matched his intelligence. 'Is that the decp reasoning
on which - about these ladies - you've been yourself so
silong?!

Little Bilhan considorod the depth of the reasoning.
'T haven't been silent. 1 spoke of them to you the othsr

dﬂyn il 40

This genoral comploxity is in obvious contrast to the simplo
structuring and laconic understztement of Hemingwey, already
apparent in this cxploration of "is styvle., He doen not usually
indulge in explicit gualifications in dialogus seguencces, &2s in this
oxample of Jamew; but lets the vernacular specech work for itsolf
and produce the implicit spceker qualifications that convorsationeal
sequences naturally do in practice.

A further qualification in the distinction betweon "Mandarin"
and the "new vernacular" is tho influonce of similar literary trends
in Amcrica, at the turn of the century, which are a part of this
major change. These began close to homc for Hemingway, in the

contemporary literary mood of Chicago, where he went to school and

grew Uup.
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Such contemporary Chicago writers as Ring Lardner and Sherwood
Anderson werc involved in sn American literary renaissance which
developed during the late nineteenth century and was in vigorous
mood during the carly twenticth contury.. This was also a declaration
of indopendence from "the conventional imitators of British orthodoxy",
as well as being a rovolt against the decadent formula. of adventurc
and sentiment, hitherto adopted by American writers trying to
produce something peculiarly American. It took the form of realism
insisting "upon the fundamentals of 1life" which these "imitators"
secmed to :'Lgr1o.'c‘c.,4l

Ernest Boyd's polemical introduction to one such renzisance work,
Sherwood Anderson's avant-garde volume of short stories Wincsburgs

Ohio (1919), also claims that this wze "essontizlly a literature of
revolt agninst the great illusion of Amsricsn civilisstion, the
illusion of optimism with 2ll its childish covasion of horsh facts,
its puerile chocrfulness, whose inevitable culmination is the school
of'glad’ booksy which have reducod American literature to the lowest
terms of sentimentality."42

Hemingway was dircetly influenced by Shorwood Andcrson during
their short friendship which begon in Chicago in 1920. Winesburg,

Ohio had already impresscd Hemingway and his subsequent personal
contact with this then radical literary figurc, further enforced the

ideology of this ascetic realism in the young writcr.



CHAPTER 3

"I MUST BE ALTOGETHER FRANK OR TRY TO BE"1

The influence of this nationalistic, realist movement
in American literaturé is obviously one of the contributing
factors.in the development of Hemingway's style. His early short
stories display a frank realism in the handling of "the
fundamentals of 1life",% as in the blunt exposition of the first

sexual experience of the virgin, Liz Coatesin "Up In Lﬁchigan“.5

There is certainly no "childish evasion of harsh facts",h no
euphemism concerning their sexual intercourse in the lines:
"Her breasts felt plump and firm and the nipples
were erect under his hands. Liz was terribly frightened,

no one had ever touched her.... ",

and later:

"The boards were hard. Jim had her dress up and was
trying to do something to her. She was frightened but
she wanted it.,.
'You mustn't do it Jim, You mustn't!
'T got to, I'm going to. You know we got to,'
'No we haven't Jim, We ain't got to, Oh it isn't
rights Oh, its so big and it hurts so. You can't.
Oh, Jim, Jim, Ohu.'"5
Some of the descriptive detail in the first paragraph above
must have been somewhat risqué according to the dictates of 'good
taste' in the early twenties, Even the implicit dramatisation
of their sex act filtered through a conversational sequence is

shockingly realistic,
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No wonder Gertrude Stein found the story "inaccrochable...

like a picture that a painter paints and then he cannot hang
it when he has a show...." Q There is no point in producing
something that cannot be hung, she said.

To Hemingway it wes obviously not "inaccrochable", and
there was a more profound reason for its controversial content
than mere sensationalism, His reply to Gertrude Stein's
comment, despite the nearly forty years between the event and

his quasi-autobiographical reflections in A Moveable Feast,

throws some light on his motives, especidlly when it obviously
corrclates with the essential elements of the story, He says:
"But what if it is not dirty but it is only that you are
trying to use words that people would actually use? That are the
only words that can make the story come true and that you must
use them? You have to use them.“?
Even if this were an incorrect autobiographical statement,
it is still nevertheless apt, for it enunciates a basic principle
apparent in Hémingway's realist technique - to write of everyday
life and of ordinary people in the language that they would speak,
without any refinement for the sake of moral or social pretence.
Liz's speech idicms are entirely appropriate to a home-help
in a small town, in the farming and timber country of Michigan.
This area was well known to Hemingway, which accounts for the
accuracy with which he captures the nuvances of a mid-western rural
dialect. [Liz's speech is not only appropriate to the geographic
region but also to her apparent lack of education., When
Hemingway is describing the realisation of her desire for Jim he

starts with the fact that Iiz likes Jim "wery much“,8 then enumerates
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the things she likes about him. Last on the list is the

fact that she likes the hair on his arms and the pallor of

his skin above the tanned, exposed part of his arm. By this
stage in the list cf qualifying statements it is apparent

that she finds Jim sexually attractive but all ILiz knows is
that liking the hair and the pallid skin on his arms "made her
feel funny, wd

Hemingway's statements of emotion are characteristically
indefinite, they are suggestive rather than explicit.

Yet it would seem to be the most realistic thing Hemingway could
say of Liz's sexual arcusement, when observing Jim, that she
feels funny, in view of the fact that "no one had ever touched
her"Tgnd her apparent lack of education would preclude any
relevant medical or psychological terminology to articulate her
emotional reactions,

Truth and accuracy would seem to be Hemingway's dominating
concerns in the re-creation of reality according to his reply to
Gertrude S’t:ei.::‘x.“l1

The examination of the apt correlation of dialect to
character and thought to utterance, supports Hemingway's claim,
However, the frank exposition of Liz and Him's sexual intercourse
seems to reach an extreme in realism, Perhaps he was being
deliberately blunt in his handling of "the fundamentals of l1life"
and the "harsh facts", to show his commitment to "this movement
of independence" which "has taken the form of realism" in early
twentieth century American literature, of which Ernest Boyd writ98.12

For "Up In Michigan" is the only short story or novel in this

early period terminated by The Sun Also Rises, in which such a boldly
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stated sexual sequence occurs, This story is also one of his
earliest, surviving from his novitiate period before the theft
of all of the manuscripts of his stories and novels written
before November 1922, from the Gure de Iyon, in Paris. They
were in transit to Hemingway at the Lausanne couference which
he was covering for the Toronto Daily Star., Only "Up In
Michigan" and "My 014 Man" survived by chance and they formed

the basis for Three Stories and Ten Poems, published in 1923,

It almost seems as if, enthused with the doctrine of
revolution, and anxious to establish himself in the movements
vanguard, he rashly overstated the fundamentalist ideology of
the realist reformers, in order to shock the literary establishment
and strike a blow for freedom from the sentimentalising and sugar-
coating of life's harsh and indelicate facts,

Perhaps it was as Gertrude Stein, in Hemingway's words, said:
ne, Hemingway "....might be some new sort of writer... but the
first thing to remember was not to write stories that were

13

inacerochable, "

He must have taken her advice since sexual relationships
are subhsequantly handled without the extremes of realism which
occur in "Up In Michigan". Graphic detail is reserved for the
violenecof the bull-ring and the battle-front, — witness his
preoccupation with death scenes, especially in the miniatures.
Shocking fact is a part of this concern.

The miniature "At two o'cbck in the morning..." depicts the
shooting, by a policeman, of two Hungarians pilfering a city cigar

store.
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The policeman's self-justification seems founded more on the
fact that the Hungarians were "wops" than that they were
"crooks",1h suggesting a racist conflict of violent
proportions within American society.

The theme of violence is etched, in graphic detail in
"Indian Camp", the opening short story of In Our Time, it is
also the most gruesome and shocking of the collection. It
deals with the suicide of an invalid Indian whose squaw has
been in protracted labour. She is lying on the bunk below
his. Her screams had been going on for quite a while before
the doctor carries out a caesarean operation without anaesthetic.
What he secs when he looks at the husband provides a grisly word
picture: "His throat had been cut from ear to ear., The
bloecd had flowed into a pcol where his body sagged the bunk.
His head rested on his left arm, The open razor lay, edge up,
in the blankets".15

Again a graphic emphasis on the harsh facts of life sets
off a shock wave of realism at the beginning of the collection,
as "Up in Michigan™ does for the earlier collection of stories.
But the ripples quickly lose their force in the volume among
the less explicit stories,for the other stories do not contain
this explosive detail. Only in the miniatures does such
gruesome reality appear. There it is also concerned with
violent death, "...one of the simplest things of all and the
most fundamental...", which Hemingway claims he was trying to
capture on paper, as a preliminary exercise to the art of

writing fiction.16
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This does not mean to say that sexual relationships are
not dealt with realistically in these other short stories,
merely that they are handled implicitly., Hemingway must have
realised that suggestion could be as effectively realistic as
bold statement. Tensions and emotions are accurately evoked
through conversations with all their overtones and implications,
as in "Qut of Season", where the tone of a remark suggests much
more than any open, finite statement of feeling. As
Hemingway's dialogues are so natural and have a basis in actual
verbal sequences within most people's cxperiences, he achieves
a realistic and easily comprehensible effect.

The antagonism between the young man and his wife in "Out
of Season" is apparent in sequences of dialogue such as:

"1I'm sorry yoﬁ feel so rotten, Tiny', he said. 'I'm sorry
I talked the way I did at lunch. We were both getting at the
same thing from different angles.'

'It doesn't make any difference,' she said. 'None of it
makes any difference,’

'Are you too cold?' he asked., 'I wish you'd worn another
sweater, '

eW7  rUndselining wins.)

'I've got on three sweaters,

The sarcasm of the last line with the emphasis on™three",
is implied by the tonal progression of this sequence. It aa
an accurate portrayal of the archetypal domestic row. The
wife initially is unwilling to accept the husband's apology and

sarcastically rebukes his attempt to show reconciliatoryconcern

for her health by asking if she is warm enough.
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The husband half admits that he was wrong in going on a

&
|
|
fishing trip with the old drunkard, Peduzzi, but pride prevents
him from backiang out. This is made evident in a later
conversational sequence:

" Bverybody in the tovn saw us going through with these
rods. We're probably being followed by the game police now.
I wish we weren't in on this damn thing. This damned old fool
is so drunk, too,'

'0f course you haven't got the guts to just go back,' said
the wife. '0Of course you have to go on,'

'"Why don't you go back? Go on back Tiny.'

'I'm going to stay with you. If you go to jail we might
as well both gq"‘18

The tonal accuracy of this verbal repartee reproduces the
emotional conflict of a young married couple who seecm to have
lost any rapport or harmony they had. During these skirmishes
in the running verbal battle, Hemingway does not have to
explicitly state what either the husband or wife ard feeling,
since it is all suggested by the dialogue.

In"The Doctor and the Doctor's Wife" 'Cat in the Rain) and
"The End of Something}) for example, a combination of dialogue and
expositional statement is used to suggest emotional conflict,
similar to that used in "Qut of Seasom", These stories achieve
emotional statement mainly from direct speech, whereas "A Very
Short Story" and "Mr and Mrs Elliot" are written from the

omniscient author viewpoint, the latter having only one line of

direct speech, the former, none,
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The stories named are all thematically linked in that
they deal with a relationship betwecen a man and & woman,
Four of them are concerned with unharmionious marital
situations:- "The Doctor and the Doctor's Wife", "Cat in
the Rain", "Mr and Mrs Elliot", and "Out of Season", The
.other two, "A Very Short Story" and "The End of Something",

deal with abortive love affairs .

The story "Mr and Mrs Elliot" is a reelistic portrayal of
a marriage which fails through sexual frustration, Hubert
Elliot is twenty-five when he marries Cornclia, a Southern woman
of forty who had seemed much younger to Hubert when they were
courting, Hubert had kept himself "pure" for marriage because he
wanted a reciprocally "pure”1%ife. Cornelia, however, cammot
have intercourse very of'ten and Hubert's frustration becomes apparent
througn the amount of poetry he writes and the tyramnical demands

he makes for perfection when she types his poems:

"They found there was nothing to do in Dijon. Hubert,
however, was writing a great number of poems and Cornelia
typed them for him, They were all very long poems. He
was very severe about mistakes and would make her re-do
an entire page if there was one mistake. She cried a
good deal and they tried several times to have a baby
before they left Dijon, #eo

The juxtaposition of facts in this extract suggests that there
is not a strong enough foundation to their marriage to uphold them
when they are in an alien place. Especially where there is
apparently "nothing to do." Like the couple in "Cat in the Rain"
who sit in their hotel room ostensibly because it is raining, with

the husband reading a book and virtually ignoring his wife.
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There does not seem tc be enough common ground between either
couple to support mutual interests or nourish emotional needs,

Hubert's substitutefor an unfulfilled sexual relationship
seens to be poetry. “riting long poems fills in the time and
absorbs his passion, Cornelia tries to please her partner and
partake of the substituf passion by typing his poems. Since
he is still sexually frustrated Hubert plays the dominating role
of the male in a pedantic demand for perfect manuscripts, since
these will apparently be the only fruit of their partnership.

The emotional sterility of a marriage caused by sexual
frustration is the theme implicit in the story. It is especially
obvious in this paragraph where his severe demands and punitive
measures over typing mistakes results in her crying and is
immediately followed by the statement: "they tried several times
to have a baby before they left Dijon".21

The implicit sexual frustration is verified at the end of
the story when Cornelia's girl-friend, now living with them,
does most of the typing and Hubert lives in his own room, writes
poetry most of the night and takes to drinking wine. Cornelia
finds solace in the companionship of her girl-friend who now
shares the big bed with her. They cry together at night for
Cornelia's consolation,

The girl-friend is a substitute in part for both Hubert
and Cornelia, for in being a comforter and companion to Cornelia
she is fulfilling a husband's role and in typing the poems for
Hubert she is carrying out the only direct contribution that
Cornelia makes to their marital partnership, since the sexual

phase of their marriage has been terminated by Hubert living apart.
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However, they are now "all quite happy"zz-since both Cornelia
and Hubert have found glternatives for their inadeqﬁate sexual
relationship.
The sterility of this marriage is echoed in the
following story "Cat in the Rain" which also concerns an
American couple in an alien environment, They are staying
at an Italian Hotel and do not know anyone else, There is
an emphasis on the fact that they are American. In the
opening line they are  "“the only two Americans stopping at the
hotel." The wife is subsequently referred to twice as "the
American wife" and three times as "the American girl" 5
This emphatic identification of the nationality of the
couple, particularly the girl, suggests some symbolic
significance and invites the reader to link the characteristics
of their marriage with Americans generally. The girl's wishful
thinking is coloured by feminine and also specifically maternal
desires for things she lacks. The most obvious feminine
characteristic she lacks is long hair for her's is short like
a boy's. She realises the shortcoming: "I get so tired of

el

looking like a boy, she says, but her husband likes it the

way it is. She would rather have long hair which she could

brush out, an established female ritual. She voices other

desires which reveal her neglected female identity and her
unfulfilled maternal role. She wants to be able to feel a
knot of hair at the back of her head to reinforce her faith in
her sexual identitytand she wants-a’cat.from which to gain an

affectionatdiresponse:, - "o sit on-py dlep and purr when I stroke.her
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eeohné I want tc eat at a ®ble with ny own silver and T
want candles, And ¥ want it to be spring and I want to brush
my hair out in froat of a idrrcr and T want a kitty and I want
some new clothes."25

A1l Geoorge can sgy in responsc tu this mixed stoteront
of wifely nevds is "Oh, shut ue anl get something to rcad,"
at once rojucting his cwn role as hushand and ignoriug her
horcditery functions. £11l he offers is reuding, an artificial
substitute for natural desires,
I tho merriage in "ir and s Elliot" can be called

sterile and the marricge in "Jot dn €l BRain" dis dovoid of

complementary sexuzl roles, thot in "The Docter anC the Doctor's
TEe" may bo dedignitd wiherseonions, for thare is g child.

Yot tie only wxpression off love is that of tho Doctor's for iiis

shotgun 3

MG sat vtk th gua 6 Wi loiuess Yo was very fond of
it. Thon e bhespd Bii wife's vuice Tram the dariencd
i
0m
rcom, 2?
Almost omincusly thc vrice £y - thoe durk degtroys tiw

Dootor's gleasure in cleaning hig shotgun, and drives hin wut
of' the housc. Their son ifick will not answer his nother's
request to go and sec her, instezd he follows his father to
the woods., The motriarchal link betwecen thie fenale 2nd the
male is either wezk or broken,

None of the marriages depicted 18 successful in fulfilling
both natural physiological functions and fulfilling mutual
cmotional needs, A similar breakdown in heterosexual relation-
ships is depicted in "The End of Something"” and "A Very Short

Story." They deal respectively with the abortive love affairs
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of Nick and Marjoric, in Michigun, and a young Anmcrican soldier
end his nurse Iuz, in Italy, ALl thoesoe storics involve
Aporicon charactors most of whon zve in foreign places, vhere
ideally men énd weonen should rely rorc on e anolther.
Instoad thedir fundamentazl dishormwonics beeome overtly noticeable,
This sugzests thoet Deningway weps conscicusly showing
Lrcrican sccicty as lacking soretizing fundanental to & hemlthy
ardé nuroel cultur:, for none of tac chaoractirs find Lnrnony or
happiness in sexunl pairing, thot most natursl of human instincts,
I contrast to the sexual or ezotional sterility of the
hoterossxual relotionsiiips in these stories is the harmony and
rappert evident in the fricndslsiss between zen in "The Tlree-Day
Blow,"™ "Ihy Bz tler® and "Oross=Cowtssy Suoi " ¢ outually
supporting vl tionshis bobtween tie negrs, 3ups, md the white

punci=arunl: bexer,; Ad Franels,; in The 3abtler™, ceudd be

O oy o o 12 e = T . o s I e
tormed Mandeghip, since those are no pesitive homesexual

aertenzs, 00 the road teother Bugs is the naternal
protecter and providce, He lovis oft.>» A3 and kecps him out
of' trouble, "T hewve to sort of kcop hin guzy from people,”

nu says. Bugs ais provider foeteches the food from town, He
also aduits to being crazy, for AC's sake = "He likes to think
I'm crazy and I don't ning,"
Ad also contributes to the relutionship because he receives
money periocdically from his wife. He also provides Buzs with
companionship and a chance to do what he wants to - "I like to be
with hin and T like secing the country and T don't have to commit

no lerceny to do it, T like living like a gentleman.” 20
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Their friendship began in a jail, a place of confinement, It
has continued on the road where they are free from the pressures
of society. Bugs can "live like a gentleman" without
having to "commit no larceny,™

Ad was finally driven crazy when his wife left him umder

the pressure of adverse public opinion, His wife was originally

his manager and had posed as his sister for publicity
purposes, Consequently when they were married "people didn't
3
n

like it either way sa3ys Bugs., The heterosexual
relationshir does not hold up under the strain and breaks, like
those in ""he End of Someting" and "A Very Short Story".

Despite the bizarrc aspect of Bugs's role as keeper, when
he knocks out Ad with a blackjack, tc control his aggression as
a result of irrationally blaming Nick for withholding the knife,
their relationship is mutually accommodating.

"The Battler" contains somc characteristic themes of "new
world"™ literature such as the "mateship" them: which has its origina
in the early frontier societies where "for trust and confidence

32

and surrogate love a man had to rely on men," The symbolic
escape from the confines of a corrupt social order by travelling
on the road or river away from the towns,the sources of corruption,
is also familiar in folk mythology and colonial literature.

-The American literary archetype was established in Mark

Twain's The Adventures of Huckleberry Finn (1885), in which

novel ,Huck and the runaway negro slave Jim, escape the restrictions of
Southern society by travelling on the Mississippi river. They,
like the negro, Bugs, and the white punch-drunk boxer Ad Francis,

are safest keeping away from town and camping out, .
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Nick Adams arrives at their camp after being thrown off
the freight-train he was riding,by a guard. He too has left
the city,Chicago., Jumping a freight-train was the
recognised way for a "down-and-out" to travel and has become a
freedom symbol, a means of reaching a better place, originally
through tue traditions of follk-myth, for example as a motif of
country-blues songs.

These images vhich evolved from the frontier days in American
social development place Hemin.way's story in® a literary and
social context, The 'mateship" theme is also related to the
endorsement of masculine fetishces and male prerogatives
developing from a patriarchal frontier situation, "wherc men
often gather without women and indecd make 2 virtue out of what
was originally a deprivation “53, for instance,the association
of masculinity with an ability to hold liquor and the development
of the saloon as a recrcational haven for men only. Hunting
has also cvolved as a pesculiarly masculing prerogative and is
treated as an cndorsement of manliness,

"Up in Michigan" contains such indications of male superiority
and dominance. The men back from their successful hunting
trip, indulge in a Jjug of whisky, whilc th¢ women coock supper.

The toasts which precede each glass, capture thc back-slapping
self-consciousness of men cclebrating together., After drinking
to the "onc that got away",the bravado of a drinker is associated
with manliness in the toast: "Tastes good to a Ean.“jh
Perhaps a fitting end to the male c¢xaltation is Jim's rape

of Liz, enforcing the dominance of the male im society. In

keeping with this theme is the placc of the women in D.J. Smith's
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home, who spend four days baking food for the men's hunting
trip. There is herc the fulfilment of both the maternal
instinet in the domesticity of Mrs, Smith and Liz, as well as
the sexual fulfilment that ILiz wanted even though it was
forced on her., This contrasts with the women in "Qut of
Season", "Cat in the Rain" and ™iir and Mrs Elliot", who do
not have any apparent maternal role.

The manliness of whisky - drinking is featured again in
"The Three-Day Blow", in wiich Nick Adams and Bill spend tho
first night of the secasonal Hichigan gales drinking Bill's old
man's whisky,. A 1little male bravado creeps into the
conversation mid-way through the story:

"3ill had poured out the drinks.

'"Thats an awfully big shot,' Nick said.

" . . pne TEGE
"Wot for us, Vemedge,' Bill said,
b o3

At the same time there is a warm rapport between Nick and
Bill which is reinforced by the whisky and the warmth of the
fire and being inside the cottage, protected from the wind and
rain. Hemingway also captures the characteristic actions
and attitudes of youths, who whilec becoming drunk must pretend
to be still in control of themsclves. They agree with eaci
other, enthuse and think they are making profound statements:
"They werc conducting the conversation on a high plane.,"

Ancther characteristic aspect of two youths drinking
together is the masculinc rivalry which forces them to maintain
an outward appearance of control and practicality . To prove he
is not too incapacitated, Nick fetches wood for the fire. "Also

he wished to show he could hold his liquor and be practical,
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Even if his father had never touched a drop Bill was not going
to get him drunk before he was.

*Bring one of the big beech chunks,' Bill said. He

was alsc being conscicusly practicali': . .

In this characteristically male situation there is the
element of an easy and warm familiarity between the two young
men., The mutual agreement enthusiastically endorsed in the
discussion of trivia, such as the latest baseball results, the
quality of the whisky, books they are reading, favourite authors
and so on, suggests an almost deliberate gequiescenceand harmony.
They receive a great deal of pleasure andréassurénceout of
such mutual agresment,

Yot there is also room for serious matters to be discussed
and advised upon as the influence of the whisky ™ disperses the
norm of social formality and reticence and a desire to reassure
and advise bccomes apparent. Intimacy and conseguently a deeper
harmony are achieved. So the discussion of their father's
attitudes to drinking and vhat both may have missed, and of
more consequence, Nick's break with Marjorie [described in the
preceding story "The End of Scmething"Jare handled with sympathy
and respeet.

Bill endorses the ideals of bachelorhood,male independence
and virility ,which ccho the frontier ideals of masculine
independence:

"! Once a man's married he's absolutely bitched,' Bill want
on,...You've seen the guys that get married.... They get
this sort of fat merried look. They'rc done for,'...
Fall for them but don't let them ruin yv:)u.'“’?)8



53.

This independence frow women is taken to an extreme in
Krebs, the protagonist in "Soldier's Home" whe is looking for
a life free from complexity. He cannot be bothercd going
through the preliminarics necessary to "have a girl'.

"He did not want to do eny courting. He did not want
to tell any more licS....you did not need a girl

unless you thought zbout them. He learncd that in
39
n

the army,
Nick tries to forget about Marge because he knows he has
lost somcthing in finishing their love affair. Whon he rcealises
that he might still sce Marge in town on Saturday nights ho
feels that nothing is drrevocable. Nick looks for an
immediate alternative ond suzsests he and Bill go out shooting.

“futside now the Marge business was no longer so

tragic. It was not even very ioportant, The

I'I)"'O

wind blew cvorthing like that away.

Nick tries to convice himself that this is correct, that in
physical outdoor activity physical forces will recmove the mental
anguish, It is obvious that such surrogates which happen to be
male prerogatives, drinking and hunting in this case,do not solve
cwotional problems so casily. He thinks "none of it was
important now. The wind blew it out of his head.," But then
admits; the noed for a less irrcevocable solution and conwinces
himself that he can %always go into town Saturday night. It was
a good thing to have in :c'casn-zr".re.“l‘L1

If male companionship and masculine activities camnot completely
fill theemotional gap created by Nick's rejection of liarge, there

is at least a rapport between them which can help case Nick's

discontent, a rapport which is not confused by the complexities
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of heterosexual relationships which Krebs, for instanece, finds
s¢ tiresone,

Nick in '"Cross-Country Suow" knows ho ey never go skiing
again because his wife is going to have a baby, forciang them to
return to the States although nuither of theu wante to. Yut
Nick can find solace ia the intonse pleasure he gaius fron
sliing with Georgoe. Llthouzh thic is their last trip togetaor,
they can find 2 terporary hepiness in the war:: atuosphere of the
Swiss mountain inn waick is full of men, in the wince ancé vach
other's company, and in the prospect of the physicnl action of
sikiing hone,

"Coorge and Hek woers happy, They were fund of esach other,
Thaoy knew thoy hed thy v back atweed of thas, 2

Tie failure of hetorosexual eoluticasidps ic thwse storics

= SRR PP e - P O A ;: P R = P o e L e, Fomai A gt e
shout fALericons aud the ham T AFLOOn. i tha palé ;J.‘.'_\..ﬂdSulp...’r

dopdictod 1o Ky subscouent storice discussid, reflcets in part
the effeet of thw colonizl ¢oeriuice whieh: e o vivdue out of
the jmbalence of the scxes, men vwitheut wowa, and 4o 2 consequence

romgnticiscd museuling powers v the {frenticr situstisn, This

perhaps cxplains :}Frriost. nature] of hwmn reletionships sghould
net worlz properly in this sceiety.

In the tweatics, Ancrice was not long out of the pioneer
phase in its history, Men still madeji‘ctir:i; out of being
nanly as evinced by the great nwber of exclusively men's clubs
and lodges and the esoteric nature of the pool reer and the
primarily mnle sports, hunting and fishing. The popularity of
fighting in the Great War, a little earlier involved a great deal

of male bravado, Men indulged in such recreations to find

happiness with their follows and a rotreat
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from unfullfilled or complex reletions with wives or lovers,

such as Nick drinking with Bill and going hunting to forget
Marjorie and the Doctor going out into the woods to escapc his
wife., Similarly Hubcrt Elliot writing poetry to replace his
sexual frustration causcd by his wife's abnormality and

George who reads while his wife cries out for feminine fulfilment,
are finding surrogatcs for human relationships they cannot cope
with,

The major protagbnists in this early fiction of Hemingway
are malcs. Often thoy are driven to loock for alternstive
activitics in the company of other males to escape the sexual or
emotional frustrations in a society where hetcerosexuality is not
harmoniocus. Or in the case of Krebs there is desire to escape
the complexitics of emoticnal demends made by women, ¢spocially
his mothcr's wiich are not compatible witk: his vicws.

Consequently Krebs in “"Scldiers Heme' only really shows
enthusiasm for pool, a singularly male reereation. Waen he
becane bored with reading after lunch he would walk "down through
the town to spend the hottest hours of the day in the cool dark

of thc pool room. Ie loved to play 1-;c>ol."1+3

This is the
only superlative statement athributed to him.

Krebs is an isolato, "I don't love anybody," is the
qualification he adds to the "No" with which he answers his

mother's question:

"Don't you love your mother, dear boy?"hh
A1l he wanted was "his life to go smoothly",45 no complications,
no lies, This is his rcason for not wanting a girl, There

is nosubstituterelationship, he seems to have no friends, the pool
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room is his main source of pleasurc. He denies his religion
and wants to leave home for he has only himself, and he
mercly wants an uncomplicated life, free from restrictive
human relationships.

Nick Adams in "Big Two-hearted River" is at a stage in
his experience when he cannct be classified in any of the three

types of human relationships so far examincd in the In Our

Time short stories. He is not reaeting to a marriage or
"nateshiﬁ'rolationship. Although he is essentially a man

alone in this two-part story, he is not the alienatcd misfit
that Krebs is, For Nick seems to be escaping only temporarily
from society, looking for an alternative in the natural world
and finding a surrogate plcasure in fishing., VWhereas,Krebs
mercly wants to exchange one urban situation for another and
escape from demanding human relationships in the former.,

"The coffee according to Hopkins® episode is the only event
remembered by Nick from past expericnce. Making coffec reminds
him of his forwer friend Hopkins and brings to his mind a

disappointing cepisode in human relations when a close friend let

him down. It is this scrt of experience he is trying to forget,

now that he has temporarily escaped from societys

"His mind was stayrting to work., EHEc knew he could

choke it because he was tired enough"

Nick is in harmony with the natural world of the river, as
he was in harmony with his friends Bill and George in the other
stories. Here, rapport with the river and the country-side and
a passionate indulgence in fishing is the surrogate for social

frustration and disappointment.
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He has Jjourneyed tc the river to fish for trout according to

an honourable code. He puts back those that are too small and
touches them only with wet hands so thot he will not contaminate
the delicate mucus on their skin. This esoteric code is
sumned up in the following passage from the storys

"Tf a trout was touched with a dry hand, a white
fungus attacked the uvnprotected spot,.. Years

before when he hed fished crowded streams, with
fly fisherman ahead of him and behind him, Nick
had again and again come on dead trout, furry

with white fungus... Nick did noet like to Tish
with other ren on the river. Unless they were

. ke VIR
of your party, thoey spoiled it.

This adherence to 2 special code of honour is a prefiguration

, _ 4% - : . , :
of the "aficionado" Theme in The Sun Also Hiscs and an extension

of the "mateship" thome. Fishermen who carelessly contaminate
the fish thorceby not rospocting ther as worthy adversaries are
not acceptable to Niclk.llv will not fish with them. They arc

also much like Robert Cchn in The Sun Also Rises who cannot

understand the significance of the code in bullfighting.

They do not have a rcal passion for the pitualised combat, for

they do not understand the symbolic life struggle therein.

In the same way they fail to comprchend the nature of their own

life struggle. This failure to understand thc spiritual

neaning of life is apparent in Cohws, the archétypal, brash,

philistine Amcrican, a materialist who cannot understand the life-

style of the Parisian clique of American and English expatriates.
This"aficionado" group is mutually exclusive,according to

whether a men or woman understands the significance of the code

and hag a passion for it,or not.
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Accordingly, Robert Cohn excludes himself from the Parisian
clique who have'aficivn”for bull-fighting, and fishing, and
a liberal attitude towards the promiscuow Breti Ashley.

In a way the male fetishes of drinking, playing pool end
going hunting tcgether, of setting aside certain activitics
from which women are cxeluded and artifically clevating the
status of these apartheiCactivitics,are similar to this
"aficionadd asttitude where people who do not fully partake or
cannot understand arc also excluded.

To sum up the alternatives tao unlmmonicus(éclati.onships
betwocen men and women, provided by IHemingway in the In Gur Time
short storics and "Up in Nichigan", one could give two options:

nateship or isolution, Both can include an additional escapist

alternative such as hunting, drinking, reading or playing pool.

Nick Adams is not an isolate by choice., The“mateship’
between him, Bill and Hop, was destroyed when Hopkins got rich
and ran out on them ~ "It broke up the trip." 49 Perhaps
symbolically on his present trip Nick is alone., Therc can be
no betrayal by a friend, thercare no complicating human relation-
ships to worry about. Enjoyment and satisfaction can be found
in the natural enviroment of the trout river,

The appearance of these themes in the short stories and the
development of a suiteble reelistic style through which to express
then,is all in anticipation of Hemingway's first major novel,

The Sun Also Rises,



CHAPTER 4

"I had s¢adted to break down all my writing and get

rid of all f.a‘u::i.l:l't:y"..1

The sterility of reclationships between men and women
within American society, as depicted in the preceding short

stories, is also an apparent theme in The Torrents of Spring

(1926) which was written primerily as a parody of Sherwocd |

Anderson's novel Dark Laughter (1925), Although Anderson's

specious philosophy and loose style, so apparent in this ‘
nevel, was Hemingway's main target, he also satirised

other literati such as H.L. Mencken nnd Gertrude Stein, a

former mentor. This suggests that he was making a state-

ment of his eveclving: - : viewpoint showing what he now

thought to be invalid in mid-twenties realism. For he was

not always averse to Anderson, in fact he was greatly

influenced by the man and his early writing.

Their early short stories show a similar technique and
econcern Their styles shared the following characteristics
says John Flanagan; theconjunction most wildly used was "and";
they scorned gonventional diction for the sake of the
colloquial where applicable; they both used repetition to
create deliberate effects in building up word pictures or

emotional feelings; and they made use of the familiar and

routine in lii‘e.2 Such an approach is characteristic in



Anderson's early stories of p:gwestern towns{ Hemingway
uses a similar technique and similar subject matter in
his lMichigan stories, "Up in Michigan'" and "My Cld Man",
for exanple, have been compared with Anderson's storiesg
and were obviously influenced by thems

The subjecct matter of their early writing is the
life of everyday reople in unromantic situations such as
the realities of life in small mid<westen townss Here
there is a similarity of outlooke. According to James
Schevill, Hemingway '"'saw in the older man a spirit that
rcsembled his in many ways, the same turning away from
organised education, the same revolt against bourgeois
strndards of security, the same interest in sports and
the life of simple, unsophisticated pecple',

Despite this commoq&roun?@emingway diverged as he
developed his individual viewpoint, in striving to capture
objectively, the concreteness of reality, He also
cndeavoursd to control his writing and give it structures
Consequently he rejected Anderson's concept of unconscious
art and his total reliance on situaticns in lieu of an
organised plot, especially in Anderson's novels 1like

Dark Laughter, "Their loose structuring was made worse by

his repetitive use of the same themes and situations,

In The Torrents of Spring Hemingway openly refers to

"that fellow Anderson's book“hthat the librarian had given
to Yogi Johnson. Each reference to the soldier in this

book is accompanied by a contradictory statement fimom

60



Hemingway's protagonist Yogi Johnson. In this series of 61
contrasted views of war,inderson's is regarded as senti-

mental by Yogi whc has secn the real thing. He gives

Hemingway's alternative cynical viewpoint (already visible

in the miniatures and corroborated in A Farewell to Arms):

"It had been the only time Fred consciously killed
a man., You don't kill men in war much, the book
saids. The hell you don't, Yogi thought, if you're
two years in the infantry at the front. They just
die. Indecd they do, Yogi thought....Afterward,
killing this man haunted Fred, It's got to be
sweet and true. That was the way soldiers thought,

inderson said. The hell it was", 2
Subsequently Yogi addresses his contrasting view of
war to a couple of Indisns passing by :

"Yogi was not hzunted by the men he had killed.

He knew he had killed five men. Probably he had
killed morc....Most of the men he had known had
been excited as hell when they had first killed.
The trouble was to keep them from killing too
much., It was hard to get priscners back to the
people that wanted them for identificatioNe.e.e.
They would give the prisoners a poke in the seat
of the pants with a bayenct, and when the prisoner
jumped they would say, 'You would run, you son of
a bitch', and let their gun go off in the back of
his head.e...All this swcetness and truth not if you

were in there two years.“§

This bitter realism of Hemingway's is cruelly juxta-
posed with the sentimental streak in Anderson's thinking
implied by this passage. A direct reference such as this

can only be made by a writer who has evolved his own



philosophy. Apart from the satirical element,this realist 62
content affords an insight into Hemingway's consciously
real viewpoint, his desire “"to tell honestly the things I
have found to be true".? As Richard Hovey says: "His
seriousness about war and killing cannot help breaking
tlrlrcn.lgh".'8

This underlying seriousness in both Hemingway's

attitude to life and his literary style explains why he

. satirised Andersen and his novel Dark Laughter. The

reason for Hemingway rejecting Anderson's later work,after
having so much sympathy and admiration for the early short
stories,becomes obvious after examining the rmost ludicrous

situation dealing with the stcerility theme from Dark Laughtcr.

In The Tonents of Spring the two protagonists Scripps

O'Neil and Yogi Johnson are both looking for something but
are not quite sure what. Much of their restlessness

stems from the impermanence of their marriages and vague
stirrings inside them. Scripps, an ex-Harvard man and
writer is set wondering by the act of his wife, Lucy,
leaving him. He is subsequently infatuated with the first
woman who takes notice of him, Dian;?ZIderly waitress in
Brown's Bennerys. Mesmerised by her literary anecdotes he
marries her. But "something was stirring within him"" and
Diana is worried that she might lose him to Mandy, the young
waitress who fascinates Scripps,with her superior anecdotes
on Henry James. However Diana feels she might be able to

kecp Scripps intercsted in her if she can only subscribe to

the right magazine.



"He was her man and she would hold him, She 63
looked away from the window and slit open the
covering of the magazine that lay on her table.

It was Harper's Mapazine in a2 new format.

Harper's Magazine completely changed and revised.

Perhaps that would do the trick. She wondered“.jo
Scripps is repeatedly attracted back to the beanery.

This tells Diana that she canncot hold him and that he finds

Mandy's anecdcotes mor: compelling than her magazines. For

example Mandy's powerful opening gambit:

"Mandy the buxom waitress, leaned forward, 'Say',
she said, 'did I ever tell you about the last

words of Henry JﬁmeS?‘"1d
But even Mandy's attractions pale before the ecarthy qualities
of the naked woods=-Indian squaw who enters the beanery
dressed only in moccasins, carrying a papoose and accompanied
by 2 husky dog. Faced with a choice between a literary
waitress from Wordsworth country, a symbol of a civilised
and sophisticated socicty and the naked Indian squaw, symbol
of the natural world;%pre-colonial America, Scripps is over-

come by the primaeval power cof the natural woman.

"Seripps O'Neil was feeling faint and shaken.
Something had stirred inside him, some vague
primordial feeling, as the squaw had come into
n
the room *q2
Similarly the natural forces generated by the squaw
re-vitalise Yogi Johnson who had been on the verge of suicide,
for this year the omen of Spring, the éhinook wind, had not

catalysed the sexual impulse in hime. At the sight of the

naked squaw '"something had broken inside him....He had a



new feeling. A feeling he thought he had lost forever
seelet spring come now. Let it come....He was ready for
it“.13 Yogi follows the squaw, stripping
off his clothes and dropping them on the railway track,
symbolically shedding the trappings of a corrupt society.
Scripps remains transfixed again by the sight of
Mandy, Diana knows she cannot hold him., Her 1last
literary bait is "a wonderful editorial,..by Mencken
about chiropractors“.qh Diana has lost to Mandy's
Tinterminable stream of literary gossip”.15 But Scripps
wonders if it will be enough for "in Scripps brain that

18

vision of a Squaw" beckons him,.

The vision of true emotion and bosic function in the
woods squaw as opposed to sterile artificiality in refined
civilised European stock is indicative of a common outlook
in both writers. Anderson and Hemingway both looked for
a more fundamental answer to the frustrations imposed by
the artificial manacles of «n urban life on a natural
being.

Anderson's viewpoint became a rather specious
philosophy and included a doubtful belief in the super-
iority of the dark races who, because of their colour, he
depicted as closer to nature, A romantic belicf that a
golden age could be brought about, if only men would not
be afraid of their dreams and not be too much influenced

by other people, is apparent in "Hands", the first story

in Winesburg, Ohio .

6l
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"Out of the dream Wing Biddlebaum made a picture

for George Willard., In the picture men lived again
in a kind of pastoral golden age. Across a green
open country came clean-ligpbed young men, some afoot,
some mounted upon hcrses. In crowds the young men
came to gather about the feet of an old man who sat
beneath a tree in a tiny garden and who talked to

themesse

'You must try to forget all you have learned',
said the old man. 'You must begin to drecam. TFrom
this time on you must shut your ears to the roaring

. RN
of the voices 16
This mystic belief in a return to a rural life as a cure
for social ills was not ridiculous in itself. It was the
specious nature of the viewpoint it developed into that

Hemingway found toc much to bear in Dark Laughter where

it lcoked so stretched and thin,

The dichotomy in their philosophies starts herec.
Hemingway looked for a superior life in the esoteric group
action, the passion for hunting, fighting or bull-fighting
which only an "in-group" of "aficionados'" understands,
Anderson chose a perhaps more illusory mythos in thinking
he had found "his golden age among the American negroes'.,
The inherent "superiority of the child of Nature“1?is not
original, dating back as it does at least to the early
nineteenth century romantics. It is the custom of a city
society to seek an escape from its manacles by sentimentalising
thus., Hemingway's alternative escape was also into nature,

such as Nick in "Big Two-Hearted River', and the hunting and

blood sports in which he indulged and which coloured his
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writing. Nothing could be more primaeval than the hunting
instinct in man. If Anderson sought an answer to the
sterility of an industrial, urban society in '"sentimentalising
primitive pcoples”19 as David Garnett suggests, then
Hemingway was merely diverging from, rather than opposing,
this viewpoint, in romanticising the primitive killer
instinct in man. For instance the ritual life¢ and death
strugsle of the bull-ring which provides the material for

so many of the in our time miniatures and his excellent

short story "Thc Undefeated" (first published in the periodicals

This Quarter (1925-1926) and Der Guerschmitt (1925) and later

in his Men Without Women (1927) volume of short storieé) which

is the subject of a later Buropean phase, couning after his
early Michigan bas<d stories,with their carly Andersonian
influence,

In The Torrents of Spring Anderson's naive belief,

that there wns such golden age material in the Amcrican
o =

negro culture, is mocked. The negro chorus of Dark Laughter,

as the title suggests, laugh at the awkwardness and reticence
of white characters, in sexual relationships, for they find
such foibles and torpidity ridiculous and alien. They,being
black and therefore nearer to nature,are not so self-conscious
and socially restricted in such matters. Hemingway's Indians
provide a similar chorus to mock the protagonists, Scripps
C*'Neil and Yogi Johnson. When the chinook wind stirs
something primaeval inside them, which they do not in their
sophistication undcrstand, the Indian war-whoops are heard in

the distance echoing the '"dark laughter" of Anderson's negroes.
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Although Hemingway did not share a belief in this "corn-
fed mysticism"ao it is obvious from his earlicr stories that
he preferred characters who were simple and primitive rather
than complex and scphisticated. He repudiated the intellectual
world and concentrated on men's emotions and their physical
activities as an answer to the problems of 'man...alone and
frightened in a violent universe which he cannot hope to
understand”.aq

Obviously the central themes of Hemingway's fiction
generally are present even in this parody, to witjthe war
as it really was., In the triumph of the basic primaeval
emotions epitomised by the naked squaw of the "American
West" over the sterile cerebral consciousness of the 01d World,
the concern for passion and feeling rather than any intellectual
philosophy is =pperent, This concern is reflected in Heming-
way's style. As Cyril Connolly says:

"Jt is a style in which the body talks rather than
the mind, one admirable for rendering emotionsg love,
fear, joy of battle, despair, sexual appetite, but

impoverished for intellectual purposes”.EE
These preocccupnticns are also present in other Hemingway

works such as the already existing drafts of The Sun Also Rises

and the later novel A Farewell toc Arms (1929), His mmimed lover

figure is apparent in the little woods Indian with four artificial
limbs, whose squaw goes off to the woods with Yogi Johnson. He

is similar to the wounded protagonist Jake Barnes in The Sun

Also Rises, whose woman, Brett, has a constant stream of

substitute lovers., Amputation seems to obsess Hemingway in



both of these figures, Jake's war-wound disabled him
sexually in much the same way as the Indian anmputee lost
his arms and legs from war-wounds, and was indirectly
impotentyas the loss of his wife to Yogi Johnson indicates.
Despite the appearance of typical Hemingway themes in

The Torrents of Spring it is more important to review

Hemingway's original motive for writing a parody cof his
early mentor's novel. It is apparent from Chapter 3 (above)
that Hemingway was extremely conscious of what he was
trying to de in his stylistic approach to literature and
of where he stood in relation to American literary movements,
He obviously thought cf himse¢lf as an active member of the
realist movement of which Anderson had been o part. So it
was not unusual that a self-confident writer like Hemingway
should upbraid someone, even a person to whom he once locked
for inspiration, if that person was nc longer producing
literature conducive to the progress of the Amcrican realist
revival, of which both he and th;I;;action:ry writor were a
part.

Hemingway actually stated in his letters that it was
only right for American writers to criticise each other,
so as to prevent litcrary progress from taking a step
backwards. Ray Lewis White's digest of five unpublished
letters from Hemingway suggests that Hemingway felt he was

a part of a movement working to improve American Literature ¢ -

68
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"If Anderson, who could write great things, published
something that seemed tc Hemingway rotten, then the
writer should be told, If some writer starts to
produce slop and gets nothing but encouragement
from his contemporaries, then JAmerica will never

produce any truly great writcrs”.23

That Hemingway thought Anderson's ideas in Dark Lzughter

were erroneous and derivative is su ported by Lewis' digest
of Hemingway's letter to Edwin Peterson:

"Hemingway told Paterson that he had triecd to get
what he felt about sloppy thinking into 2z satire

to be published by 3cribner's later in 1926, It was

valled, after Turgencv, The Torrents of Spring".zg

It is obviocus in view of these unpublished letters that
he felt himself to be a part of a2 definite literory movement
which was nationalistic in spirit and realistic in ideplogy.

The Torrents of Spring was te a large extent a statement of

his conmmitment to the American realist renaissance and a
chastisement of these who were straying from the path, and

reverting to sentimental ways and alien thoughtse.



CHAPTER 5

THE LOST GENERATION: "MEMBERS OF A

WORN-OUT CIVILISATION WORLD-WEARY FROM THE ‘-’."ﬁL]R?",I

"I did not know how I would ever write anything as

long as a novel",2 claims Hemingway in A Moveable Feast,

Yet it was a natural step in the already completed
progression from high school reporter to journalist, to
short story writer. He had made on abortive attempt at
a novel but the manuscript was lost in the Gare de Lyon
theft, in 1923.3 When it came to writing this first

novel The Sun Also Rises it must have been difficult

for a man whe often took "a full morning of work to
write a paragraph“.h The first draft in fact only took
him forty-eight days but exhausted him in the process,

After a rest, he wrote The Torrents of Spring, then

returned to his novel. Rewriting and editing expanded the
whole process to nine months of hard work.5 Nevertheless
it was worth the effort, at the age of twenty-five
Hemingway had established himself as a rising,popular

novelist of some competence, It promoted an "inter-

national guessing-game of who was who, in The Sun Also
Rises'", says Carlos Baker.
The important thing he proved was that "he could

state a theme dramatically and develop it to book length,



a problem not previously attacked except for the purposes
of travesty in the book on Anderson”.? Yet that book was

written after the first draft of The Sun Also Rises, making

his longest story, hitherto, "The Undefeated" which is
approximately thirty pages long in the collected edition

of his short stor1958 and first appeared in periodicals

in 1925.9 But this story is only an extended narrative

based on a series of situations ending up in the bull-ring.
The theme as suggested by the title is really the viewpoint

of a moralist: that one is not defeated if one continues

to fight according to the rules. Like Maera, the bull-fighter
in "The Undefeated", who eventually kills the bull after
having unsuccessfully tried several times to administer

the coup de grace,even after being gored in the process.

This idea of heroic struggle in Hemingway's philosoph-

ical outlook recurs as a theme in The Sun Also Rises. Here

of course it must be sustained through six times the number
of pages and not be tied to one situation. There are too,
more characters to portray in their struggle against great
odds in various situations. Some are bull-fighters like
Maera who must overcome the antagonism of the crowd, as
well as personal pain and disability, in order to win the

fight. Onesuch, in The Sun Also Rises,is Belmonte 'who

was sick with a fistula”qo but defeats the pain and the
crowd by treating them with contempt, even though he discounts
his own greatness by picking his bulls in advance.

But "Romero had the gl:'ca-atness"JI'1 and proves it by

g
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overcoming the pain of his bruised face and body, a result
of Cohn's beating the day before, to kill all his bulls with
“"perfect bull-fighting".12 With similar courage he stood
up to Cohn's beating unable to fight back because he did
not know the boxer's code and was therefore not on equal
terms. Yet he still defeated Cohn because he would not
stay down. As Bill reports it—'"Cohn couldn't knodc him
outs,.Then Cohn said he wouldn't hit him again. Said he
couldn't do it., Said it would be wicked....Then Cohn
leaned down to shake hands with the bull-fighter fellow".13
Cohn has to admit defeat although he has not been hurt and
has done most of the striking. The point is that Cohn
took unfair advantage of Romero who hzd no weapons to
fight back with, except courage. They were not equal
adversaries but like the bull and the bull-fighter ostens-
ibly uncqual, Cohn was the strenger and had the advantage
"and yet in this unequal fight, it was the strong one which
would succumb and the weak one who would win“,1q to quote
Alexandre Dumas on bull-fighting.

Such courage in the face of defeat is the central
theme of Hemingway's moralist viewpoint and is apparent
in Jake Barnes, the wounded protagonist who knows there is
no answer to his sexual frustration but to bear it. He has
sought alternatives but realises he cannot evade his problem
by running away from it. Jake realises that you paid for
everything in life, not in the sense of buying but merely

losing something you already had and perhaps gaining
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something in return—"No idea of retribution or punish-
ment. Just exchange of values....¥You gave up something

and got something else....tither gou paid by lecarning

about them, or by experience, or by taking chances, or

by money". Admittin: that his philosophies changed
quinquennially Jake says that zsll he "wanted to know was

how to live in it [the world]. Maybe if you found out

how to live in it you learned from that what it was all
about".15 As Stewart Sanderson points out,the Hemingway
hero realises that "unrelieved pessimism, is no answer

to the human prcdicament: it is a denial of 1ife“.16 ik &

he can resign himself to accept '"the thousand natural shocks
that flesh is heir to“17 then he can also enjoy the "something
else" that you got “wvhen you gave up something".

Like Romsro resisting Cohn,Jake must taks what comes
in the life struggle if he is not equipped to fight back
and win., He must learn to accept the pain of sexual
frustration in his love for Brett, and must understand
and condone Brett's promiscuity since he cannot carry out
completcly,the loverkrole., Jake knows this from the very
beginning of the novel and gives such advice to Robert
Cohn who belicves the answer to his problem is to go to
South America, or rather the illusory one depicted in

The Purple Land, a story of the "splendid imaginary amorous

adventures of a perfect English gentleman in an intensely

18

romantic land". Jake realises such escapism is not the

answer for Cohn or for himself =



"Listen, Robert, going to another country
doesn't make any difference. I've tried all
that. You can't get away from yourself by

moving from one place to another®,

19
Jake has accepted the fact that it is not a place

which makes life tolerable but rather one's attitude to

life

which if stoical or optimistic enough can make any

place tolerable,

Jake

life.

Robert Cohn does not have the resilient outlook that
does., He has not accepted the ephemeral nature of
In the same sequence he says:

"'Listen, Jake', 'Don't you ever get the feeling
that all your life is going by and you're not
taking advantage of it? Do you realise you've
lived nearly half the time you have to live
already?®

'Yes, every once in a while',

'Do you know that in about thirty-five years

more we'll be dead?!

"Yhat the hell, Robert', I said. '%hat the hell'.
'I'm serious'.

'It's one thing I don't worry about', I said.
'You ought to'

'I've had plenty to worry about one time or other.

I'm through worrying'."zo

These conflicting attitudes to life, of the two prot-

agonists, are central to the plot and the themes of the

novel. They represent in part the two cultures with which

Cohn

and Jake can be identified, those of the New World

and the 0ld. Both chargcters are expatriate Americans

living in Paris, but only Jake likes living there for he

has assumed the mental outlook of the 0ld World, with its

7



more traditional acceptance of the flux of life, as opposed
to the measurement of life by material success which Cohn
shows) by bhis own failure to be meaningless.

Cohn measures his life by the number of years left,
as this passage shows, whereas Jake has given up worrying
about life's irrevocable end. Since life in its very
nature is transitory, one cannot hope to use it properly
unless this a priori premise is accepted. Cohn comes
from an overtly materialistic background, the son "of one
of the richest Jewish families in New York...[he] lost
most of the fifty thousand dollars his father left him',2'
in five years. ¥ven when in Paris a few years later, he

was rcceiving three hundrced dollars a month allowance from
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his mother., Such materizl wealth has done little to instil in

Cohn a spiritual apprcciation of life. Although he has a
naively romantic outlook in some ways, such as his desire to
go to South Americn which he still regards as some sort of
Lldorado which will allow him to "take advantage”2a of the
thirty-five years of life left to him, Similarly he fails
to realise exactly what Brett's sexual relationship really

means to her or more appropriately does not mean. To him,

their living together in San Sebastian meant a great deal, for

he was deeply in love with Brett. Consequently he is

greatly depressed when it is obvious that Brett had no

reciprocal fecling for him.

Cohn is almost powerless in his relationships with other

people. His first wife left him and the second woman in his
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life, Frances, dominatzd him for two years. He was scared
to do anything contrary to her wishes until be became
infotuated with Brett., His trip to New York to publish
a novel,further strengthens his resolve to tell Frances
he cannot marry her because "he hasn't lived enough".23

Yet Cohn will never be able to "live enough" until he
realises exactly how to live, His brief affair with Brett
was obviously to be part of this new experience but it is
transitory and only hurts him more. This happens right
at the end of the story for Cohn. Between the beginning
and the end he has not learnt any more about appreciating
life, in fact as fzr as he is concerned "everything's gone“.a4
He cannot obtain satisfaction from the same thkings as Jake
and Bill who have “:\ficion”25 for even simple pleasures.

For instance when Bill, Jazke and Cohn are being driven
over the mountains from Bayonne to Pamplona for the fiesta,
Bill and Jake are obviously thrilled by the scensry and
atmosphere of the Spanish countryside. They have an
intense apprcciation of the natural world. One scene has
a beauty and timclessness which seems to sum up the historic
and reassuring fecling of an established culture which,in
Spain,had changed littlc since the Middle-Ages. The scene
which implies this traditional acceptance of life jg made
significant by the kncwing glances Jake and Bill exchange when
perceiving it, Jake describes it thus:

"Off on the left was a hill with an old castle,
with buildings close around it and a field of

grain growing right up to the walls and shifting
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in the wind. I was up in front with the driver
and I turned around. Robert Cohn was asleep, but

Bill looked and nodded his head“.26

Cohn could just as well have been awake for he would
not have appreciated the beauty or significance of the
scene. Perhaps it is more apt that he was sleeping, since
he is blind to spiritual or intellectual apprehensions
anyway. He is unaware of any underlying significance in
bull-fighting for instance. Early in the novel when Cohn
is worried about his life rapidly running out, he shows this
lack of comprehension in bemoaning his lot to Jake:

"'T can't stand. it to think my life is going
so fast and I'm not really living it'.
'Nobody ever lives their life all the way up
except bullfighters'. [says Jake]

'T'm not interested in bull-fighters. That's
an abnormal life. I want to go back in the

country in South America'.”27

Cohn's answer to this problem of “ow to really live his
life, is to run away from it, to South America where the
place will provide the answer, he hopes. In contrast the
bull-fighter's solution is to control one of naturec's most
dangerous adversaries and pisk his 1life in the process.
He is playing for the highest stakes a man can, and using
the greatest gift of life, his intelligence, to dominate
a stronger ‘adversary and in a way reverse the status quo
of nature's world. José Acquaroni states it thus:

"Bullfighting means dominating the attacking
instinct, moulding the beast's nature to man's
will, using its mobility, after controlling it,

for the pleasure and emotion domination brings
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with it and for all the artistic and human beauty

which can be derived from it".28
Cohn does not understand this principle behind bull-fighting
because he does not understand the analogous situation in his
life, that he cannot treat it as something physical to be run
away from by shifting his geographical position. Life must
be controlled by the intelligence .:as the bull is dominated
by man's superior intcllect. Yet intelligence is not enough
for it must be accompanied by courage and 2z resilient stoicism,
Cohn is rather like a bull:he has the animal strength
of a boxer, he knows how to fight and he can physically
dominate other men such as Romero. However there is no
validity in such a victory,especially if the opponent is
not on an equal footing, as Harvey Stone says,when Cohn
suggests that somecone might some day push his face in:

"You think so., They won't, though. Because it
wouldn't make any differcnce to me. I'm not a

fighter”.29

Most of this sentiment is expressed in dialogue, as Heming-
way utilises the technique he practised in his short stories
for capturing colloquial speech and the varient implications
potential to the spoken word. Many of the conversational
sequences run for pages, with only the occasional "said" to
append a statement to a certain character,when it may not be
obvious who the speaker is. Consequently the story comes
vividly alive as exposition becomes a function of the dialogue.

The conversations arc also occasionally punctuated by informa-

tive narrative statements such as:
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"We walked down the Boulevard. At the juncture
of the Rue Denfert-Rochereau with the Boulevard

im a statue of two men in flowing rObeS”'BO
This has the effect of keeping the story moving through a
series of situations, .imparting actuality to what would
otherwise be a straight narrative sequence. The convers-
ation carries on immediately with no leading in,only an

indirect link,in the phrase qualifying the speaker:

"'I know who they are', Bill eyed the monument.
'Uentlemen who invented pharmacy. Don't try and
fool me on Paris',
W n
¥e went on *31
In this way Bill and Jake progress down the Boulevard
St, Michel until they are picked up by Brett in a taxi and
whisked off to the Closerie desLlilas,with the conversation
still continuing.,

Hemingway depends on dialogue for the overall effect
of the novel. G.V. Brady suggests that two-thirds of the
novel is dialogue » Whether this assessment is accurate or
not Brady is corrcct in asserting the dominance of direct

32

colloquial speech in The Sun Also Rises. This achieves

a sense of immediacy and draws the reader into the situa-
tion as it takes place. Colloquial language also makes
obvious the distinction between characters and megates the
need for character descriptions. There is of course no
physical picture of Jake, the narrator, nor is there one of
Cohn or Bill or any of the main characters. The only
physical details of Cohn's appearance for instance are that

"he had a good body, and he kept it in shape", he wore polo
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shirts and had "a funny sort of undergraduate quality

%
35 They are hardly explicit details and the

about him".
latter quality is extremely vague. Jake Barnes prefaces this
ostensibly definitive description of Cohn, with the words,
"Somehow I fecl I have not shown Robert Cohn clearly”.Bq
He could not have been more apt, for this is precisely
what Hemingway's technique fails to do also. He does not
produce a clear photographic portrait of his characters but
by vague statement and conversational sequences suggests a
character. By building up 2 series of reactions to that
character through the dircct speech of other characters,
Hemingway gives the reader the responsibility cof judging a
character by his own words as well as those of others. He
gives an impression from which the reader makes his own
image.

This is similar to the technigque practised in the
short stories where speech utterance was correlated with
character through the apt use of dinlect and jargon. #n

The Sun Also Rises, Harris, the stcreotyped Englishmen, is

characterised by appropriate idioms like:

"I say. You don't know what it's meant to

me to have you chaps up here”.35
This is in marked contrast to Jake's American slang and the
jargon of the journalist:

"!'What a lousy telegraml!' I said....'l come
Thursdays That gives you a lot of dope doesn't

187"



81

Descriptive passages become longer and more prevalent
once the background shifts to Spain, where Bill and Jake
go fishing at Burguette and then mect the others for the
fiesta at Pamplona, An example is the description of the
countryside and the occupants of the bus on the ride from
Pamplona to Burguette in Ghapter eleven, In such
sequences dialogue punctuates the narrative rather than
the other way around, for the interest of the story has
shifted from the characters to the countryside and sub-
sequently will focus on the fiesta, the bull-fights and the
bull-fighters.

The style is again similar to that of the earlier short
stories and miniatures, the syntax is simple and in the
longer sentences there is a prevalent puse of the conjunction
"and"., For example the arrival of Bill, Cohn and Jake at
Pamplona:

"Je passed the bull-ring, high and white and
concrete-looking in the sun, and then came into
the big Square by a side-street and stopped in
front of the Hotel Montoya.

The driver helped us down with the bags.
There was a crowd of kids watching the car, and
the square was hot and the trees were green,
and the flags hung cn their staffs and it was
good to get out of the sun and under the shade

of the arcade that runs all the way around the

square".37

Hemingway captures the essential reality of the scene
by focussing on a few objects and giving an impression of

them rather than a detailed picture., Consequently the
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bull-ring is sketched in by giving only its most striking
characteristics as they would appear to an observer, its
size, colouring and texture, high-lighted by the bright
sunlight. This is the dominating image until the second
sentence,when the hot stillness of the day is suggested by
the heat of the square and the limply hanging flags. This
one sentence contains six co-ordinating clauses if the first
one, the main clause, @#s counted as suche. Despite the
seemingly simplistic grammatical form, thc sentence does
achieve an effect suited to the scene evoked. That is,
Hemingway gains a sense of continuity, an ever rolling
exposition of the scene, much like the panning action of a
movie-camera. He does this through the repetition of the
short co-ordinating clauscs, linked by the same conjunction
"and", The subordinate clause at the end, beginning with the
conjunction "that", occurs in sufficient time to prevent
boredom with the repeated use of co-ordinating clauses and
to give & sense of completencss to the descriptive sentence.

This fluent, continuous style is used in part in the
bull-fight descriptions as well as in the production of scenic
effects., Thc description of Belmontc is achieved in one long,
very c¢ffective sentence which relies on co-ordinating con-
junctions for its smooth continuity.

"Also Belmonte imposed conditions and insisted
that his bulls should not be too lsrge, nor too
dangerously armed with horns, and so the element
that was necessary to give the sensation of
tragedy was not there, and the public, who wanted

three times as much from Belmonte, who was sick
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with a fistula, as Belmonte had ever been

able to give, felt defrauded and cheated, and
Belmonte's jaw came further out in contempt,

and his face turned yellower, and he movcd with
great difficulty as his pain increased, and finally
the crowd was actively against him, and he was

utterly contemptuous and indifferent."BS

The othor;general syntactical form Hemingway uses
is the series of short sentences with only one finite
verb which can achieve a rapid exposition of scene and
at the same time evok& .. a mood of haste and movement,
as in this extract wherc Jnkc is describing his return
home through the Paris streets one night 3

"I wantecd to get home, The Boulevard
Montparnesse was deserted. Lavigne's was
closed tight, and they were stacking the
tables cutside the Clesericdes Lilas. I

passed Ney's statue standing among the
new-leaved chostnut-trecs in the arc-light.
There was a faded purple wreath leaning
against the base, I stopped and rcad the
inscription: from the Bonapartist Groups,
some date; I forget. He looked very fine,
Marshal Ney in his top-boots, gecsturing with
his sword among the gre.n newhorse-chestnut
lcaves., My flat was just across the street

a little way down the Boulevard St. Michel."39
After Jake's statement of intent, seven short sentences
quickly bring Jake from the Boulevard Montparnasse to the
beginning of his strect, the S5t., Michel. On the way the
street-side caféé, Marshal Ney's statue and the chestnut
trees have all been focussed upon. The naming of two

and
cafés, Levigne's and the Lilas{ the repetition of Ney's
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name and of the ;‘recnnessof the new leaves of the
Chestnut trees, emphasise these three focal points in
the description.

This characteristic repetition of modifiers and
qualifiers and their synonym is another of Hemingway's
expositional techniques which allows him to leave out
dependant clauses and keep the syntax quite simple and
impressionistic. Moods are built up by the compounding
effect of these repetitions which suggests rather than
boldly states,

Bold statement is used/@gwggﬁgﬁre the vibrant
characteristics of a bull in action, The physical features
of the bull and the energy of its movements =zre depicted
impressionistically, only the essential components of the
total visual and auditoery image of the bull are reproduced,
yet they evoke an immensely real picture of the beast in
motion. The size, the quivering muscle, the noise it
makes leaving its wooden crate, and its pent up energy
are all portrayed with stark clarity in the section dealing
with "the unloadings". Jake is looking into the corral :

"I leaned way over the wall and tried to see
into the cage. It was dark. Someone rapped on
the cage with an iron bar. Inside something
secmed to explode, The bull, striking into the
wood from side to side with his horns, made a great
noise. Then I saw a dark muzzle and the shadow of
horns, and then, with a clattering on the wood in
the hollow box, the bull charged and came out into

the corral, skidding with his forefeet in the straw



as he stopped, his head up, the great hump of
muscle on his neck swollen tight, his body
muscles quivering as he looked up at the crowd

on the stone walls".uO

Hemingway here '"puts down what really happened in action;
what the actual things were which produced the emotion that
you exper:i.enc:ed”.LH The "great noise' the bull makes in the
wooden~cage evokes the impression of pent-up energy and the
ferocity of the caged bull about to burst out of the dark into
the corral. This noise and the quivering muscles, especially
the huge neck muscle,are the "actual things" which are
essential to the bull's actions. It is also the noise and
the neck muscle which impart the sense of power and the
reciprocal emotion of awe or fear in the observer,

This ability to capture movement and impart an emotion
from the object desecribed is another aspect of Hemingway's
craft which has apparently reached full development in this
novel, The selection of the most important features of an
object or movement is the basis of Hemingway's ability to
transpose actual experience into a statement of fiction
which could reproduce the same emotion that he had felt at
the time and would be valid for other people,at other
times,from the words themselves.

Suggestion is the second main principle which Hemingway

employs throughout The Sun Also Rises. The first implication

of Jake's sexual sterility, for example, comes at the end of
chapter two,in a passing reference to Cohn not having slept

at all, the night before. Jake says:"I have a rotten habit
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of picturing the bedroom scenes of my friends“.42 One page
later Jake tells how he picked up a " poule"., Walking through
the dark of the Tuileries shc cuddled up to him, “...I put my
arm around her. ©She looked up to be kissed. She touched

mec with one hand and I put her hand away.

'Never mind'.

'What's the matter? You SiCK?'"h}

The girl says she is sick too and seems to mean in a
diffcrent way to Jake., His sexual impairment is not really
clarified until chapter four when he looks at himself standing
naked in front of his bedside mirror, z2nd the fact that he
was wounded in the genitals, in the war, is implied:

"ndressing, I looked at myself in the mirror

of the big armoire beside the bed. That was a
typically French way to furnish a room., Practical
too, I suppose. Of all the ways to be wounded.

I suppose it was funny. I put on my pyjamas and

got into bed”.hq

There is no description of the wound and no direct
mention of where he was wounded. Yet there can be no other
inference in view of the two earlier hints at some sexual
abnormality. Such implicit exposition is extremely
effective in an extended prose work and in this particular

novel helps enforce the reticent character of Jake, who

tries not to make too much out of his frustrating disability.

Jake says:

"I try and play it along and just not make
trouble for pe0ple".;+5
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Although it is never explicitly stated by Jake or any of
the other characters,it becomes apparent that despite his
inability to consummate the love between him and Brett, and
in spite of his consequent frustration, he still is capable
of giving his love generously. He is resigned to her numerous
affairs with other men and her thoughts of marrying Mike, for
he cannot give her physical sexuanl satisfaction, yet is
always waiting to help her when she needs somebody. As at
the end,when she has left Romecro because she did not want to
ruin him and is feeling '"1like hell"h6 and self-reproachful
about the whole affair, Jake answers her telegram and arrives
in Madrid to comfort her.

It is apparent that Jake is a2 hero according to
Hemingway's moral code, for he has learncd to accept the
vicious ironies of life in =~ hostile world and enjoy
anything else that life offcrs. He also tries to make
light of his troubles and not worry about any of them. The
ultimate mark of his heroism is his generosity, especially
towards Brett who induces his greatest anguish.

In this novel Hemingway ironically rcfutes Gertrude Stein's
accusation that he and all his contecmporarices are a "lost
generation”?? and those Americans who disowned the expatriates
living in Paris. This is achieved through showing that Jake
Barnes, the disabled hero, although sexually sterile is
spiritually richer than the Robert Cohns of America. When

Bill goads Jake, tongue-in-cheeck, about his being a dissolute
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expatriate, according to the popular hackneyed formula,
the irony works on several levels—

"MYou know what's the trouble with you? You're
an expatriate. One of the worst type. Haven't
you heard that? DNobody that ever left their own
country ever wrote anything worth printing. Not
even in the newspapers,

He drank the coffee.

'You're an expatriate, You've lost touch with
the soil, You get precious. Fake European stan-
dards have ruined you., You drink yourself to death.
You become obsessed by sex. You spend all your
time talking, not working. You are an expatriate,
see? You hang around cafes.'

'Tt sounds like a swell 1life', I said. ‘'ihen
do I work?!

'You don't work, One group claims women
support you. Another group claims you're impotent!',

'No'y, I said., 'I just had an accident)‘hg

Since Jake is impotent the charge of szxual obsession is
erroneous or a rather bad joke, for either way the accusers
lose. The fact thzt Jake has a stoical courage and
resilient philosophy of life in the face of great odds
makes any charges of dissolute living irrclevant. That
supreme arbiter of Western morals,the Catholic Church, can
only suggest that Jake tries not to think about his sexual
problem, This he¢ finds ridiculous, His enjoyment of life
when possible is his only available alternative.

Anyway, most of the accusations do not apply to Jake,
except drinking. The fact that Bill a close friend is

baiting Jake with these bigoted preconceptions makes it



plain that Bill thinks them something of a joke, although
he too is a heavy drinker.

Their's is the alternative philosophy, perhaps
representative of the young American generation that went
to war in 1914, and who are- not lost but realise they are
members of a 'worn-out civilisation", one that has no new
answers to the old problem of living in a hostile world,
where the established spiritual code says self-control is
the answer but young men like Jake find that such control
must be tempered with indulgence in life whenever the
opportunity presents itself, if they zre to find life

acceptable or even tolerable,
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CHAPTER 6

CONCLUSION

There is in The Sun Also Rises no gore, no shocking

depiction of detail in glorious, vivid technicolour, such
as in the miniature "They whack-whacked the white horse...'",
where little is left to the imagination—

"The Horse's entrails hung down in a blue bunch
and swung backward and forward as he began to
canter....Blood pumped regularly from between

the horse's front legs. He was nervous wobbly".1

The opening short story to In Cur Time, "Indian Camp",

is also extremely graphic in its depiction of horrific
detail, like the blood filled bed of the dead Indian who

cut his own throat, In The Sun Alsc Rises Hemingway is

much more concerned with capturing action and scene, For
instance, the accuracy with which he depicts the bull
leaving its crate at 'the unloadings) or the vivid impression
of the scene as Bill and John arrive in Pamplona passing by
the bull-ring and into the square., There is a similar
reticence in the bull-fighting sequences, where there is a
focussing of attention on the bull-fighters and the art of
the bull-fighting byt no such nauseating references to

gored horses with their entrails hanging out.
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It seems as if Hemingway has learned to restrain this
shocking element in his realism, since his first phase of
radical fervour. Although he is still a realist, the implicit
technique is obviously dominant. The ability to suggest an
emotion or characteristic feature implicitly rather than
explicitly, needs practice and is the mark of the master
rather than the apprentice who is inclined to be excessive,
sine he does not have the control which takes years to
acquire. The subtlety and embellishment comes later,once
the ability to capture the basic forms has bheen developed,

Similarly Hemingway's viewpoint is basically the sane
as that apparcnt in his short stories, where the protagonist
looksfor alternatives in a world in which "life turns out, |
through no fault of his own, to be less perfect than he had
expected or dared to hope".2 S5c in this imperfect world
one must indulge in what offers itself in order to find
some fulfilment or happiness in a life which is a constant
struggle and can only be accommodated, not controlled. The

hero can survive the struggle only if he accepts the modus

vivendi of giving and receiving, like Jake's idea that there
is "no idea of retribution or punishment. Just exchange of
values...."3
This realistic viewpoint is developed in this first
novel and given a completeness only hinted at in the

episodic short stories. It is the outlook of ordinary men,

and it is rendered in the language of ordinary men.
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