
Copyright is owned by the Author of the thesis.  Permission is given for 
a copy to be downloaded by an individual for the purpose of research and 
private study only.  The thesis may not be reproduced elsewhere without 
the permission of the Author. 
 



ERNEST HEl':IN:;i-'.'./AY ' S EARLY FICTION: 

THE EMERGENCE OF A STYLE AND POINT OF VIEW 

A THESIS PRESENTED IN PARTIAL 

FULFILMENT OF THE RE~UIREr!ENTS FOR THE DEGHEE 

OF MASTER OF ARTS IN ENGLISH 

AT MhSSEY UNIVERSITY 

MICHAEL JO HN RITCHIE 

1971 



In memo ry of my l ate father ; 

a nd f or my mother , a nd Anne . 



ACKNOWLEDGEMZNTS 

I would like to thank my supervisor , Nr . C. Harri son , 

f or r eading the manuscri pt s and giving constructive criticism . 

Also my thanks a r e due t o Dr . Mary Chan f or her pe. ti ent advice on 

the technical iti es of footnoting . 

My t eam of typi sts , M3rgar et Br ogden, Ruth Foster, 

Elizabeth Kempthorne and Di a nne Griggs , des e rve spec i al thanks . 

Their willingness t o partake in t hi s most chaotic phase o f 

thesis writing , a t t he l as t moment , i s gr ea tly appr e cia ted . 

I must espec i ally thank Margare t who has wor ked so har d on my 

b ehalf during the ty pins of thi s thesi s . 

I mus t a lso me:ntion my fel l ow "aficionados" in the 

EngJish Mastcrate class who have managed s omehow to r etain 

their sanity a nd mine through a developing sense of camaraderie, 

which gr ew l a r ger as our time r an shorter . 

My tha nks t oo t o my fla t-mates Murray Smith a nd John 

Muirhead whose indul gence I may ha ve str e tched at times , 

especially o f l a t e . I will be a lways gr ateful f or J ohn's 

r eadiness t o give critica l advice and encour agement during the 

writing of this thesis . 

Although I have r estricted my thanks only to those most 

directly concerned with the production of this thesis I would 

like to acknowledge those ma ny friends who have encouraged me i n 

the writing of i 11_ ; • e ven if it i s only " e n masse " . ·rro them I 

am a lso very grateful, 



CONTENT'S 

Acknowledgements 

No te 

Cha pt e r 1 Introduction 

Ch.:i.pter 2 "I vms try ing t o l earn t 0 \':r it e , 
commencinc; with th e s im pl es t things" 

Chapter 3 "I rr.ust be a l t o;::;e th e r frank or try 
t o be 11 

Chaptc; r 4 ''I had started t o br 0ak down a ll my 
writing and get rid Gf a ll f3.cil ity" 

Chap t e r 5 The Lo s t Gone re::. ti on: "tfombc r s of a 
worn- out civil i sati on world - weary 
from the wu. r"? 

Chapter 6 Conclus i on 

Footnotes 

Bibliography 

Pngc 

iii. 

v • 

1 • 

7 . 

37. 

59 . 

70 . 

90 . 

92 . 

101 . 



NOTE 

(i) I have f ollowed Ca rlos Baker ' s method o f abbr evi a tion in 

Hemingway : The Writ er as Artist , p . 353, for the f ollo wing 

volum es of Hemingway 's sho rt stori es . 

Three S t o r i es a nd Ten Poems (1 923 ) - TSTP 

in our time (1924) 

In Our Ti me (1925) 

Men Without Women (1927) 

- iot 

- IOT 

- MWW 

Where the second editio n of In Our Ti me i s specified , 

the a bbre via ti on used is IOT (1 930 ) . 

(ii) The miniatures of the i n our time volume will be r eferr ed 

t o by the first wor ds o f the ir r;rening line e . g . " We were in a 

gard en in Mons ••• " 

All the minia tures of in our time (1924) were r eprint e d in 

the enl arged volume In Our Tim e (1925) , toge ther with th e short 

stories . Two of the miniature s were e l e va ted to short story status : 

" A Very Short Story" a nd "The Revolutionist". 

( i i i ) All the short stories discussed in this thes is are t o be 

found in a collected edition: Ernest Hemingway , The First Forty­

nine Stor ies ,Lon.~_on , 1944 . It is t o this edition that I refer 

throughout my thesis . 



(vi) 

References will ther efo r e includ e an abbr eviation for the 

r e l evant volume in the collec t ed cditi0 n . S i nce all the 

in our time (1924) minia tures a r e inco r por ated in the In Our 

Time (1925) volume , in this c o llected edition , all t extual 

cita tions o f th e mini atures will use the abb r e viation .!..2!• 

For e xample: Hemingway , IOT First Forty- nine p . 95 . 



CHAPT~R 1 

INTRCDUCTION 

The subject of this thesis is the early publ ished prose 

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

The more significant aspects of the early writing with which 

this study will be concerned a re Hemingway ' s fictional style 

and the viewpoint he adopts , both as short story writer and 

as novelist . As a corollary tc these lines of investi gation , 

the compatibility of style and subject will be examined . 

It will be necessa ry to sec to what extent the e volution 

and maturation of his style a n d viewpo i nt were influenced by 

his career as a journalist , his literary mentors , particula rly 

Sherwood Anderson and Gertrude Stc~n , a nd 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 Torr e nts pi SE~ing , 1926 ; 

The Sun Also Ri ses , 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 r e porter to creator . Working as a 

cub-r e porter on the Kansa s City Star in 1917 , Hemingway 

received a solid grounding in the essential r~ quirements for a 

clear, readable prose style . He increase d his journalistic 

experience and capacity, writing freelanc e a rticles for th e 

Toronto Daily Star and its assoc i a te Star Weekly, in 1920. 

During the interim period he ha d been to war and received 

sever e wounds while serving on the Italian front , in the 

Ambula nce Corps . In 1921 h e worked in Chicag o on the staff 

of th e Co~opcrative Commonwenlth , until he realised it was 

defrauding the society ' s members . The evRngel ica l tone of 

this magazine ga ve Hemingway prncticc in controlled u s e of 

Biblical a llus ion . At the same time he was s till contributing 

a rticles to the Toronto Star public a tions . Under the auspices 

of the Toronto Da ily Star Hcmin Bnay eventually s a iled for burope 

as i ts 11 roving corresponde n t ••• with headquarters in P.:i.ri s , 11 1 in 

December 1921 . 

During this period Hemir.e;way was also wm-king n t his 

fiction. In Kansas during 1920 , he fir s t met S h erwood Ande rson 

whose succ essful a va nt-ga rde volume of short s tori es , llinesburG, 

Ohio (1919), had a lre ady grea tly impressed him . Their mutua l 

inte r est in writing l e d to a fri e ndship of some signific a nce for 

the younger write r. Apart from discussing his work with 

Anderson and listening to his advice , Hemi ngway benefited from 

their friendship when Anderson provided him with l etters of 

introduction to his fri e nds in Paris , on Hemingway's departure 

for Europe . 
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As a r esult Hemingway me t Gertrude Stein who provided an 

alterna tive vi ewpoint from which he could learn. Through Miss 

Stein, Hemingway first savoured the artisti c and lit e rary 

environment of Paris in which she moved . He also met ~zra 

Pound who became at once a boxing partner a nd lit e rary counsel for 

Hemingway, providing him with conta ct s in the world of the 

"little magazines112 and ultimately the chance to print 170 

copies of Three Stori es and Ten Poems in 1923, with William 

Bird's Three Mountains Press. Pound encouraged Hemingway with 

his poetry although it s oob became apparent that his main 

interest was pros e . 

Hemingway corresponded with She rwood Anderson during those 

first months in Europe , rela ting his experienc e s a nd discussing 

his probl e ms as a writer. In his qua si-a utobiographical book 

A Moveab l e Feast , writt e n in 1960 , a year before his death, 

Hemingway speaks of his admiration for Anderson's work~ : 

'~ liked some of his short stories V8r y much . 

They wer e simply written and some time s b eautifully 

written and h e knew the pea~:~ he was wri t ing ab out 

and he c a r ed deeply for the m11
•
3 

Despite Anderson's early influe nce during this formative 

period in the development of his style , Hemingway apparently 

had to lat e r reject part of what Anders on stood for, by 

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

Spring (1926). 

Written betwe e n the first draft of The Sun Als o 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 unnec essary e mbellishment in which he was 

involve d. 

" When he [She r wo od Anderson] wrot e a novel finally 

called Dark Laughter , so t e rribly bad , sill y a nd 

affected that I could not keep from crit i cising it in 

a parody , Miss Stein v:o.s v e ry angry 11
• 4 

According to his own admittance, it took t e n days to 

compl ete . 5 Despite the haste and flippancy with which it was 

composed, The Torrents of Spring is still his first extant 

published work approa ching th e l e hg th of a short novel. Never ­

theless, sinc e it was writt en a ft e r th e first draft of The Sun 

Also Rises ,it is p e rhaps of more importance as a statement 

against e xc ess a nd af fe ct~tion, tha n as a turning p oint in the 

transition from short story writ e r to nove list . 

This transition was e v e ntu~lly e ff e cted when the final 

dra ft of The Sun Also Rises was sent a wa y to his new publishe r, 

Charl e s Scribner's Sons . In his chapt e r on Scott Fitzgerald in 

A Moveable Feast , Hemingway says h e needed to write a nove l to 

give practical support to hi > a r gume nt that Fitzge rald's 

r e visions of his s tori es , to su it the formula of th e Saturday 

Evening Post, were d e filing his talent 

'~ ne e ded a novel t o bac k 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 f a cility and try to 

make instead of describe, writing had b een wonderful 

to do. But it was very difficult and I did not know 

how I would eve r 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 



e ffort . If there had b ee n any suspici on that Hemingway ' s 

skills were limite d to short fiction, the publica tion of the 

first nove l on Oc tob e r 22, 19?6 dispe ll e d it" . 7 

The Sun Also Ris e s i s t he fir s t of th e two no ve l s which , 

while est a blishing h i .s eminene; e as 11 writ e r , o.lso "repres ent e d 

the essence of tho t dense ly pn c ked p eri od o f Hemingway ' s life 

betwe e n 191 8 and 192511
•
8 

The other wa s A Fnrcwt;l l To Arms , 

publi shed in 1929 . As Bake r p oint s out they r e f l e ct the c a thar -

sis involve d in writing about two i mporta nt for mat ive experi enc e s 

in the life of the young a uthor . 

His strugg l e as a jouuna list a n d writ e r in c onfus ed a nd 

.:rngui shed po s t ·- wn r Faris and his e v c ntu11 l denial of ;'t h e lost 

gen e ra tion119 of di so. ff e ct ed bohemi ilns , th e pseudo writ e r s and p seudo 

a rti sts of the La tin ~uart e r, i s appa r en t in The S u n Also Ri ses . 

The l Rte r novel r e fl e c ts t he trauma of h is wartime expe rienc es 

as Ll n ine t een y r:; ar old .':ti.1bu l nnc \_; dri v a r on the Ita lia n front . Th i s 

t heme a lso appears in his earli e r writi ng , e spe c ially in the 

mini a tur~of i n our ti me , s ue t ~s th 0 shoot ing o f th e Ge r man 

soldi ers in '"iic we r e in .::i. gar den in Mons •• • 11
, and t he thoughts of 

severely wounded Nick Adams , in "Nick sat Rget inst the wall ••• 11 • 

The l a tt e r sketch mos t closely r e s embl es his own expe ri e nc e . 

The Sun Also Rises is t he e nd point of thi s literary 

metammrphosis from journalist<;, t o short story writ e r, to nove list . 

This first full-length novel showed th~ t he could write a n 

extended prose work suc cessfully . For Hemingway this period was 

one of litera ry emancipation in which he a chieved a measure of 

independenc e . 

One question of i mp ortanc e to b e answered in a n exa mina tion 
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of his style , is how mu c h did Hemingway fr e e his writing from 

the lite r a ry a ffect a tion of which he a ccus e s Ande rson's Da rk 

Laughter. Did he in f a ct r _d h is writing "o ~ a ll fo.cility 111 9 

as h e claims he tri ed to do i n hi s bid "to put down what r eally 

happened in n ction; what the a ctua l things were which produc e d 

th t . th t . ' 11 '> 11 
e emo-ion a you experi enc ea .. 

This ~ttitude to writing p r oduc ed a distinctive kind of 

reali sm . Hi s succ e ss as a novelist me r e ly in t e r ms o f book 

12 
sales a tt es ts t o t he popula rity of this style. 

Consequently it seems pertinent , in the follo wing chapt e rs , 

to exami n e wh~ t constitute s Heming woy's style and p e rc e ive how 

and why it develope d as i t did . A study of h i s writing in the 

period up to and including his fir s t ma j or no vel, The Sun Also 

Ri ses , will illustr a t e this uro c ess of stylistic matura tion. 



"I HAS TRYING TO L.8AIL:J TO imI TE, CO'.iME1'1Cil~G 

WITH T!IE SIMPLEST THINGS. 11 l 

ThA ,opulnrity of llo,ing~ y 1 s f iction and r3rtain elements o: 

his style m~y be diroutly related to hiF: career as a reporter and 

later as u ne~n-corr0sr0~dGnt for ucvor al American nowsp~pers . 

Hewsp2per :::: A.:J.d pGriodicals ucre the .10st ~ridoly read and 

circulated purveyors of thG 11ritt0n Yord since the beginning of 

American col0nis<-ctiT!1. Those \·rhich a i rnod et a laree circulation 

natur~l ly h~d to Gdopt a language and s tyle fn~iliar to the greatest 

r ange of pc·.:;pJc i n their potenticl r oo.dine; public. A c ommun.i.cat ions 

medium of such lar:;e Gcone r.:onz.or•uontly developed various styles 

a!ld apJ,.1roac,10s to contont; as llif:: 0r·o·1t rce.di nr; ,1udienceo evol vcd 

through socia.l ~nd cu:momic 0h;·;.131i:1 in this now 7 r-J.pidly expancline 

society. 

A late exa•.J})lo 0f su::.l1 ch .. n[;es i n r:npL'oach ua.;; brought .:lbout 

by the ra,J.ice.J. i;7111rovc-,ent in rn.:,rs 'rintinj tt:lchniouss during the 

1890 ' s which tmcouraged editorial policiss condi tionea ·by tho 

desire to incre:-'A -· ~'··lJ~ ·- ...: v.1-.l.v1..u. u. c.L•Jn . 1·0 aclneve this goal , 

many turned to sens.:itionalism end Sl.~ch inducements u.s Sunday 

supplemcmts; syndicatod foa.tur~s and. advice to the lovelorn. Consc-

quentl y standards ~f literacy and integrity varied considerably . 

The desire to establish a large dai l y or weekly circulati on 

ca used the style of a newspaper to be conditioned by the lowest 

common denomina tors of reader comprehension. In gener a l , simplicity 

and brevity were t he guiding principals for a journalistic style . 

The l anguage was of necessity l a r gely idiomatic, including slang , 

and the end point of this approa ch was easy readability for the 

masses of society. 



8. 
Hemingway ' s first contributions to newspapers and periodicals 

were made during his schooling at Oak Park Hi gh 7 Chicago. Some of 

his short s tori es were published i n the school ' s liter a ry magaz ine 

Ta.bul a 7 t he mat eri al of which i s s i mil ar to some of hi s Mi chigan 

short stories i n In Our Time an~ Ttt~ee Stories and Ten Poems 7 s uch 

as "Up i n f·1ichigan" and 11 0ut of Season" from t ho latter volume . Hi s 

early journali sm wa.s f r ths sport s page of Jrapoze ,the school news -

paper . Later i n hi s final year a t school he became one of i ts 

editors. Charles Fenton shows how Hemingway be~an to develop an 

"idi ome.tic prose:• styl e and to exporim,mt i n the techni ques of "humor 7 

burlesque and satire". 2 Much of this was a ccompl i shed through 

Hemingway i mi tat i ng Ring Lardner' s Chicago Tribune columns . 

Aft e r gr o.duating f rom hi gh sch:)ol i n 1917 5 Homingw<-tY was lucky 

enough to be c;iven 1:1. jol::: c;,s 2.. cub--rnportJT on the Kc.msE'.S City Ste.r 7 

" ono of the hc.l f -dozen gre2t Ar.1:J:r•i ce.n nom;yi2i_:ic~rs n at t hat time~ S3.YS 

Fenton. 3 Founded i ~ the ninaties, that period of technical procr oss 7 

by Wil li a~ Rockhi ll Nelson, it sur prisinzly did not r oly on sonsatio~-

al i so . Nelsnn instead mD.d8 tho _S t c:;;,r: 2. succes s t hrough a forr'.!ula of 

low pri cG 9 intensive local covcre:ge, humc:.n intoros t and lit cr 2-ry 

qualitie s . He was int~nseiy av~rso to the sons~tional sel l and 

aimed at higher Gte.ndards of journc.lism . Edwin Einory says t hat : 

" llJGlson sought the best nc:nrs odi tors and editorial 

writers •••• Th0 s t aff was bl 0ssod ~·ri th e, succession of 

young men willing to be ' exploi ted ' f()r t he glory of being 

a Kansas City St e.r man." 4 

The objective of Helson and his editors was "accura cy and 

readabili ty"5. ·In order to infuse the young men on their staff with 

th~§e ideals they introduced a s t yle sho ::.~ t ·~.:; i i.13-truct them in the 



basic method for a chi eving thi s " accura cy and readability". 

It has bean revi sed s ever a l times s i ncu it s i nception and has 

been i nfluenced most by C. G. W3ll i ngton , the ass i s t ant city cditoT 

when Hemi ngway "bog2n ~-r0rking f or the St ar in 1917. As ci t y editor 

Welli ngt on was tho ul ti~ato source of r efer ence f or al l young 

roport or s needi ng a.dvice on styl o, s i nco all l occ:.l cover age passed 

through hi s offic e a.t some time . 

Of t hi s s t ylo shoot, Hcmingway i s r eported to havo sai d, in 

1940 : 

"Those wo r e tho bos t rules I over l ear ned f or the 
; 

busi ness of writing. I've neve r f orgotten them!' 0 

The f ollowi ng r ul es a r c a sol octi on f rom the s t y l e shee t 

colla t Gd from Fenton ' s second chapto~ . 

"Use short scmtences. Use short f irs t par agr anhs , 

Use vi gorous Engl ish . Be posit i ve not noge.,t i vo . Never 

u se ol d slang. Such words as s t unt_ , cut ou t 9 ,i;:;c t his 

goa t , come across 9 s it u-p and t ake notico 9 put one over 9 

have no pl a ce after the i r ~~6 ~ecoffi~~ 0ommon. Sl a ng to 

bo en joyabl e mu s t be fro sh . Avoid t ho use of a dj octivcsj 

especially such extravagant ones as splondi~ gorgeous 9 

_grand9 magnificent, e tc." 7 . 

It woul d be surprising if Hemingway had not been greatly 

influenced after seven months in such an enthusiastic and didactic 

atmosphere. Although not highly pat~ the editors found that the 

freedom to fo l low their own styles and policies which Nelson 

allowed them 9 compensa ted for any monetary loss. The consequent 

enthusiasm that such s policy genera. ted in the editors was felt 

throughout the newspaper and high sta ndards were developed and 
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mainta ined. Tha t such a n esprit do corps existed Hemingway must 

hav e r oclisod 7 s ince ho a dmitted th2t : 

"I want ed t o work on t ho Stnr because I thouz ht 

it wcs t i1e best pu.pcr i n th e U. f.5 ." «3 

ThouG suvon ;;,onthc under thl. guide..nco of ' P0tfl 1 Wellington 

could woll he.ve been tho most formc.tivc in h i s writer ' s training. 

Anothor journ2list on tho Siu:..I:.. uhoi.1 Ih3mi ngwa.y gi.·0atly admired was 

Lionel Cci.l houn f.fo i so . Tho latter did !lot like such fictional 

tochni nues as s tream of cons ciousness narr~tion and al t e rna ting 

between t hn third :p..:.• r s0n end th·~ o~nisci c:nt author styL'.l . 

Moise instead f avoured ob jectivity in tho uriting of fiction. 

His most significc;.nt stC'tomcnt 9 mo.do in refutation of the infor onc 8 

that Hcmin{rA'2.Y owed it all to him 7 1ro.c t hat · 

" Like a l l 11ri t er s 9 HGmingu2;1 oven his weJ 1-doser vod 

emi nenc e not to any infl uen.<?_o_ but his abi l ity to select 

from a host of infl uoncos - pert of that littl e thing 

called gEmius." 9 

Genius or not .Homin::pay ::;hould be given crodi t for knoHingly 

selecting some or all of tho influ0nccs from which ho derived his 

own peculiar style. ~-fhcn ho coul d say of' the Ste.r ' s rules for 

writing : 

11 lfo man with a ny t a lent 7 who fool s and writes truly 

a bout the thing ho is trying to say 1 can f ail to l·Tri tc 

well i f' he abides by thcm, 11

10 

it would seem probable that he had not boon unconsciously conditioned 

by seven months of indoctrina tion, but rather , had found this 
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approach compatible with his own outlook. Consequently he retained 

some of its more basic elomonts as he developed his own prose 

style. 

Building on t hi s solid grounding in the essential requirements 

of a clea r? roc:~dablo prose s tyl 0 9 Hemingway increased the scope 

of hi s prose by froc;l a ncing for tho Toronto Star 9 working on 

tho C'oopera tivo Commonwealth and acting as a 'roving correspondent' 

in Europ e in 1922 9 age-in for tho Toronto Star Weekly. During this 

period he wa s also writing fiction for his own satisfaction 9 in 

anticipation of WI'iting stories for publication. 

Thero i s considerabl 8 overl 2p in tho articles which ho cabled 

to Toronto and the prose piocoa snd short stories he had published 

in periodicals and magazines. Some of tho first six mi ni a tures 

of in our time,oric i r.ally puol i shod in The Little Review (vol. 9 .) 
l} 

in thG spring of 1923? wor o basc.!d on hi s oxporiencos when covering 

assignment s in Europe f or tho Toronto _Sta~. In turn 9 some of 

those encapsul a t ed visions recur i n hi s short stories or as scones 

in his later novels. 

Thi s ovorl 2ppi nG of mat eri a l r eflects tho process by which 

Hem.ingvr.a_y:· developed his ficticmal technique. A comparison of an 

articlo 9 a mini a ture and a short story, r olatod in this way, will 

illustrate thi s evolutionary process and servo to distinguish 

between those elements of this embryonic style which can be 

attributed to the Kansas City Ste-r' s influonce 9 or his journalistic 

experience genorally 9 and those devices and techniques with which 

ho later enriched that objective and readable · prose style of the 

Star 7 in developing his own fictionel style. 
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This first extra ct i s from the article " A Silont Ghostly 

Procession~ printcd in the Toronto Deily Star , October 20th, 1922 . 

Those ar e the first end l ast paragraphs~ 

"Adri.:::.nople: In a never endin(; st::?..ggoring march tho 

Christh.n populatirm vf EE1stor~-! Thr o·:.o i s jc.mming tho 

roads tow£~rds MacocloniD.. The: me.i n column cross i ng the 

~tr ri tza Ri var .:i.t Adric.n')pl o is t\ronty mil es long. 

Twenty mil er:; of carts dravm by c0ws 1 bullocks and 

muddy -flo.nkod water buffalo, with 0xhc>.usted, s t aggering 

men, woman c;.nd childr0n9 bl c::.nket s over their heads, 

wal ki ng bli ndl y a.l ong in the rai~ beside their uordl y 

goods • ••• 

Ther e arc 250,000 Chri s tian r efugees to be cvacuat~d 

from Easter n Thra ce alone . The Bulgarian frontier is 

shut against them . Thero is only Macedoni a and Hostcrn 

Thr a ce to r eceive tho f ruit of the: Turk ' s return to 

Europe. No~rly half a million r ufugoos a rc i n Macedonia 

now. How they a ro to b::i fed nobody kno-us, but in tho 

next month a l l tho Christi <rn world ;1ill hoar the cryg 
1 Como over into Macodoni a. ancl help us '. II 

l? 

Thi s news articl e; i s cha r 8.ct;)6sod b,_. short :in.r c.gre.phs and in 

the main, short sentences. It provides infor~ation on tho Thracian 

rcfugGo problem, Hhy it occurred, how it i s bei ng handled, wha t 

numbers a r c i nvolved and so on . At tho same time Homi ngway i ncludes 

passages of description which capture the f oolings of tho peopl e 

involved, so that it i s not me r ely a s t a tement of meaningless 

figures unrela t ed to a context. Ho blends information and descript­

ive detail in the depiction of tho scene in the first thrGe 

par agraphs . Tho emphasis is on capturing the reality of the 

evacua tion. Information is really incidenta l to thi s centra l concern 
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and is only provided through tho qualifying adjectiv.es.ai.d occasional 

statomonts. So in tho first sontonco tho reader is informed that 

tho refugees a r o Christians and tha t they a r o marching to 

Macedonie, . Tho i !iipOl' tc<.i1c0 o:r ·d1is i s moro apparent when , in tho 

second pa r agr aph, it i s stated that tho Turk, tho ancient I s lamic 

enemy of Christianity i s comi ng . 

Between tho i nforma t i v:J opening st2. t<Jmont and the final 

pare.gr aph which i s 1:!. succession of short stc::tomonts on tho facts 

of tho situ~ti on 9 Hemingway ovokos a scono of wot a nd muddy chaos . 

As if i n accord with the style shoGt of tho Star tho sentences and 

paragraphs are short and tho English i s vigorous . Assuming that 

by 1 vigorous 113 tho s t y l e shoot moans an uncomplica ted verna cula r 

u s o of l a nguage, containing i diomat i c cons truction and familiar 

i magery such Q S t hat usod her o . For exnmplo, tho metaphor of 

tho m-rel li ng- column of rofugeos 9 spoken of as e. stream , ri sin(S 

liko storCT uater r unning off tho whole C')untrysido 9 is not 

compl ux e.nd nould bo a f2mil i a r analogy to ma ny Americans whoso 

nation was founded on a rural e c0nom" . Similt:?.r ::i. / tho s i mile of 

the Grook cc:.valry hording tho -peasant s c.long "liko cow...:.1Junchers 

driving stocrs1114 woulcl be fc"milia r 9 with its folk-:-lore c0nnoto. tions 

and idiomat ic phr asing . Yet tho r a ther posed ploa for holp,in tho 

last sontonco 9 doo s not entreat convincingly, despite tho 

idiomatic nature of tho prose in tho construction "come over :tnto 
"'. ~ 15 

Macedonia. 11
· 

Nevertheless such a verna cular style which loaves out ext.ravagant 

adjectives, thereby elimina ting overstatement most of the time 9 

provides a straightforward and readable journalistic prose 
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and fulfills the function of a news a rticle. But the doscripti ve 

passages suggest that Hemingway ' s creative fictional style was 

a lready showing through. 

This technique is practised in thQ mi niatures of in our time, 

which show a consoli da t i on of this B.pproa ch to the d~pi ction of 

mood and scene, first 2.pparent in news articles like "A Sileli::tt 

Ghostl y Procession". Compare the latter ui th the following miniature , 

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

"Minare t s stuc:c up in the rain out of Adri a nople 

across the mud flats . The carts were j ammed fo r thirty 

miles al ong the Karagatch road. Water buffalo and ca t t le 

were haul i ng cart s through the ~ud. No end and no 

beginning . Just cart s loaded ~~th everything they owned. 

The ol d men and women, soaked t hrough, walked along 

keeping the ca ttle movi ng . The I•fori tza was r unning 

yellow a lmost up to the bridge. Cart s uere j ammed solid 

on the brid&e with camels bobt ing a long through them. 

Greek cavalry herded al ong the procession . Women and 

kids were in the carts couched with ma ttres se s , mirrors, 

sewing machines, bundles . There was a womar havi ng a kid 

with a young girl holding a blanket over her and crying. 

Scared s ick looking at it. It rained al l through the 

t . II evacua ion. l.6 

This miniature manifests the journalistic prose _formula 

condensed even more . The sentences a re shorter t han those in the 

article, as Hemingway a ttempts to concisely capture the essence of 

exactly the same scene. The r a tio of sentences to words in the 

miniature i s twice that of the article. It is as if Hemingway 

consciously attempted to precis the prose sketch, 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 i gnores factual informat ion 9 such as who the refugees 

were, where and why they were fleaing. These elements are relevant 

to journa lism rather t han to an exercise in crea tive fiction. For 

fiction endeavours to capture t ho undGrlying reality of a human 

situation, what it really iff that makes a certa i n set of events have 

a certain emotional eff0ct. 

Consequently, Hemingway paints an impression of the r ain-soaked 

chaos in a series of r~pid strokes. In order to a chieve this quick 

build up of sconG he lays the sentences do1m thickly , emphasising 

the significant elements by r epet ition and by breaking conventional 

syntax, by omi tting finite VGrbs and auxillaries and making the 

resultant phrases into sent ence units 9 as in the fourth and fifth 

sentencesrg 

" No end and no beginning . Just carts loadGd with 

everything they o-vmod." 

These laconic statements fo"lowing upon other conventional 

sentences with similar words and meanings enforce the impression 

of a never ending number of carts in tho procession. The lack of 

auxillary words and instead tho r epeated bald statements in speech 

idioms, emphasise tho infinity of the chaos and increase 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 

"scared sick looking at it." 
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As in the articl e tho langu~ge is in a simple vernacular form 9 

the syntax i s uncomplicated. The short sentence units while 

aiding exposition and shifting tho focal point 9 also give a sense 

of immediacy, for the use of the imperfect t ense and present 

participles givcsan impression of continuous action despite the 

succe~sion of short sentences . 

Tho m~in features of the subject matter in this paragraph 

sketch are the carts, the people and the r ain. The overall 

picture must bo seen through tho r a in which covers the count ry-

side and soaks the people and the carts . The wetness of the scene 

i s emphasised through repetition, just as tho infinite chaos of 

cart~ is made apparent by the repetition of the word 'carts'. 

which occurs five times throughout the par agraph 9 t ho first three 

times in quick succession 9 to build up the sense of an endless 

column. 

Similarly 9 several nerds and phrases connoting wetness occur 

in the paragraphe 

"Minarets stuck up in the rain ••• a cross the mud 

fl ats" ; "Wat er buffalo ••• were hauling carts through tho 

.£!.£!!"; "The old mon and women 9 soaked through" ; "The Maritza 

was runnint} yellow almost up to tho bridge." [Underlining 

mine ) 

Tho last sentence of the miniature r einforces this totality of 

wethoss with an emphatic statement of tho continuous nature of the 

rain: 

"I t rained all through tho evacuation". 

These examples show how the basic journalistic technique of 

the news articl e has been Tefin&d by Hemingway in the miniatures 
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which as a consequenco are easily roadable and yet have a vivid 

impact. This is achieved through straightforward syntax, notable 

for its distinct lack of subordinate clauses in the example quo~ed, 

and an a lmos t universally understcndablo vernacular l anguage. 

These t wo examples show how Hemingway worked to achieve the 

transition from journalism to fictional prose. In the journali sm 

e.l though ho docs ce .. pture some of the ro!:3.li ty of the scene,he is 

limited by the basic function of communicating inform-">. ti on. Thus 

ho a chioves impact only partly through style,for he also , of nec(:)ssity, 

i ncludes the statement of shocking f~cts. 

Fiction on tho other hand seeks to create a scene,or situation , 

which will produce an emotion as a result of the way in which the 

subject i s tloscri1J0d·. Tho styl o i s all- importarit sinco tho piece of 

fiction mus t be able to achieve tho same effect after a lmost any 

l ength of time, if it is to be regarded as a t all good. Journalism 

can r oly on the immediacy of an event to help ~volrn c:>..n emotiona l 

effect. The very f act the.t something hepponcd yesterday,in a certain 

pJ.ace, enables the r eader to place it in an immediate context and on 

that basis alone it bas some emotive effect . Good fiction,on tho 

other hand, must be able to create such an effect merely from 

itself, from material that has no direct and immedia t e· 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 people and carts, jammed on tho Karagatch road 

in the pouring rain, in order t ·o captur e the real ity of a human 

predicament and croato an emotional r saction in the render. 
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In taking a r0al event out of its context of time and backgrounq 1 

through l oo.ving out information tha t would have been ossonti2.l to 

journali sm 1 Homingway can dru.w on tho actual expori onco in order 

t o capture and communic2.to tho abstracted essence of life that i s 

necessary in fict i on. 

I f wo nro to bol i uvc tho autobiographi cal content of Death 

in tho Aftornoo12 1 it i s appc-,ront that Heming>-12y wc:..s consciously 

trying to achieve tho abstraction of the ossonco of reality. He 

i s tol!<ing about how he wa.s trying to write , referring to tho 

abandoning 0f S':1~n, ·md ho1: difficult it wcs to \·Tri to down your 

emotions : 

"what the actual thinn;s woro which produced tho 

emoti on thct you oxpori ~nccd • • • But the r oal thing , the 

soouonce of motion and f r. ct which me.do tho cr.iotion and 

whic}, uould b(; as valid i n a yoar or i n ton you.rs or with 

luck and i f you s t ntod i t purely enough, a lways? was 

beyond me and I was working very hard to try to ge t it. 11

1 7 

If tho miniatures woru an a t tempt to obtai n t hi s "sequence 

of motion and fact which mndo tho omotion" 9 a l bei t on a small 

s cale, then tho short stories should have been a further develop-

ment of thi s progression from r oportinG to creating. Usi ng a 

s i mila r material from hi s experience of the Thracian r efugee 

evacuation, Hemingway produced the short story "On the Quc..i at 

Smyrm",. In tho Scri bner edition of In Our Time (1930) it was only 

a miniature but in later edi tions Hemingway apponded a title 

end elevated it to short story sta tus. It i s rolovant to thi s 

sequence since it displays e form and purpose beyond tho mero 

descr iption of the sccno of tho fugitive carts . For it introduces 
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chara cters 9 one of whom i s a narrator 9 with the result tha t 

a ttitudes and as a consoquenco a controversy in the reader's mind 9 

are crea ted. 

Al though this story WE~s not printed i n the 1925 edition of 

In Our TiE1~ 9 it i s nevorth::ilc•sc rolov.=mt to D. study of the period 

in Hemingwny ' s writing up to 1926 9 ci nco it i s very much in the 

stylo of tha t first edition c:.nd -..ms i nserted as an 11 i ntroduction 11 
•
1 .g 

to it, 11 0n tho Quai at Smyrna" may have be<m wri tton during this 

early period but not i nc luded in tho first American edition of 

collected minia tures and short s tories . 

William Whi ta 9 the editor of By-Line 9 i n hi s i nt roduction 

point s out tho s i milari ty of ma terial between the arti cles and 

dospatchos and Hemingway ' s f i ction. However ho scorns to gloss 

over th0 significance: of any differcmcos between the journalism 

and tho f iction ,in order to vindicate tho literary merit in such a 

selection of news articles . Ho says~ 

11Yet in his more the,n forty years of wri ting 9 not 

only did Hemingwc:.y use tho vory same material for both 

nows accounts and short stories ~ he took pieces he first 

filed with magazines and newspapers and published them 

with virtually no change in hi s o-vm books as short stories. 

For example 9 two pieces 9 ·1A Silent Ghostly Procossion1 and 

'Refugees from Thracer. are nows reports ••• basod on 

experiences he was l a ter to use in In Our Time •• • ''.J. 9 

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 tho miniature " Mi naret s stuck up 

in the r ain ••• " 9 it is of grea t importe.nc e in tra cing the 

development of Hemingway ' s style . 

An examina tion of "On tho Quo..i a t Smyrna" will further 

illustrate thi s process of progression. It is important f or its 

different handling of a simil ar subject 9 another a spect of tho 

Thracia n rofugoo ovacua tion 9 tho embarke.tion of refugees from 

Smyrna,on board a Bri ti s h vessel. 

Tho most obvious difference from the s tructures of the article 

a nd mini a ture is i n Hemint;way ' s use of a persona for narration 9 

enabling him to dist2nco himself frem t ho horrifying subject matter. 

The narra tor handles it with rroncha.l ance , thus emphasising tho 

problem of credibility which nccompanies horrific situa tions. 

Consequently the reader react s not only to tho subject itself but 

also to the narra tor•s apparent unfeeling character. 

Hemingway is making much noro uso of hi s materi a l than merely 

reproducing a scene, albeit with accura cy and omotion 9 as in tho 

mini a ture 9 since he provides a frame of reforonco by narrRting 

through a persona . Tho accurate portrayal of a typical British 

officer ,through capturinG the distinctive idioms of hi ·& vocabulary, 

as received opinion would have it, as well a s depicting the story 

as an overheard conversation or r ecord of what the narrator said 

to the wri t Gr 9 gives tho whole piece a basis in an apparent rea.li ty. 

This is established in the first few paragraphs: 

"The str ange thing was, he said, .how they screamed 

every night a t midnight. I do not know why they screamed 

at that time . We were in the harbour and they were all on 

( 



tho pier and a t midnight they started screaming ••• • Ono 

tiii18 I was senior officer on tho pi er cmd a Turkish 

off icer came up to mG in a fri ghtful r age because ono of 

our s a i lors had been ~os t insulting to hi m •• • • So he 

pointed out a gunner ' s m2t c 9 most i noffonsivo chap •••• I 

c nll od hi m over and sai d 9 "· And j ust i n c aso you should 

hc,vo spok0n to gny Turki sh officers '. 

' I haven 1 t spoken t o any ·1f thorn, • I s ir. 

' I' r:i quite sur o of i t , 1 I said, ' but you' d best go 

on bonr d shi p and not coma ashoru agsi n for the r o8 t of 

tho do.,y •I 

Thon I t old tho Turk the no;,n wc:-.s bei ng sent on boa r d 

ship and uould bo most sovor oly de2.l t ui th. Oh ; most 

ri gorousl y . Ho felt topping about it . Groat friends 

we wore . 

Tho wo r s t he said 9 wo r o tho women with do2d babies 

[Undorlining,min~ 

21 

Tha n2rr~tion i s ostabl i shud as r eport ed spooch thr ough leavi ng 

out o uot ~.tion marks for tho narra tor:'s speech c .. nd merely wri ting 

11ho said '' i n tho first lines of tho first and third par 2.graphs . 

Those a ro emph~sisad i n tho extract. Two r he t orical questions , 

a ddre ssed to tho listener by tho narrate~ r e i nforce the r eported 

nature of t he story ~nd o..dd to t ho appar ent r eal i ty in which the 

conversation is set 9 by i ntroducing an audience for tho narr~tor. 

They occur i n t he f ourth and fifth par agr nphs : 

"You remember when they ordered us not to come i n 

t o take off any more ? I had tho wind up •• ··" 

"You r emember the harbour . There were plenty of 

nice things floating around in it. 11

21 

The conver sational tone of the monologue is continued by the use 

of syntax and colloqui a l expres·sions chnracteristic 'Jf speech. It 

is further contributed to by the specific idiom:;~ now clich~s, 
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of a British officer. For example: "Thc.. t a l ways did the trick •• • 11 

One time I was senior officer on tho pier • •• S~id he'd been most 

frightfully o.nd r epea t edly ins1 i.l ting; t nlking to me t hrough o.n 

interpreter •• • ; He felt topping c.bout it. Grea t frie nds we were. 

u22. [ Und ,rlining- , mine ] 

A good ox~mpl9 of a convors~tional soquenco i s in tho third 

par.:i.graph wbero a serior of sontoncos occurs .in which the subjects 

aro not stated ovary tir.io but a r c underst •)od e 

"Thoy 1 d heve b:.bi os dond for s i x days . 

give t hem up . :Nothing you could do about it . 

t ake thC'll c..wG.y fin~~lly." ,., 3 c 

Wouldn ' t 

Had to 

Tho only direct opc.cch i n tho piece i s t h.::. t uhich tho officer 

quotes 7 such .::.s bo t\;ccm himself '"nd t ho gunner 1 s mate and a quas tion 

some of t he men ::·sk when cle ::-,ring the pi.3r . This fits ni cely into 

0, reported convors<>,tion since other people "..r e usu€',lly quoted. It 

also has tho effect of bringing several char~ctors to l i fe who 

were a t tho scono 9 once again C'!'lh2.ncing t ho eppe.remt reality of 

tho convcrsntion and r el ating it directly to the scone described. 

Tho narration i s c~rri od out using short sontences,as in tho 

article and mininturo,with tho sir:iilar effect of achieving r apid 

exposition and as a consequence building up a vivid i mpression 

without any gree t detail being supplied. There is not enough room 

for analytic des cription and the purpose of th0 short story makes 

this irrelevant. Hemingway is concerned with capturing a scene and 

producing an emotion with a minimum of words . Consequently vigorous 

straightforward English i s usod, with colloquia l expressions and 

speoch idioms . The syntactic units are short, mostly one main clause 
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per sentonce 9 occasionally two co"7crdinating clausos and very few 

subordinate clauses. '];ho s tyle which r osults is thus apparently 

vory sioplo. Homingwc-:y loaves tho filling in of detail and 

emotions to connotations set up in the rea der's mind. 

Tho basic tochni quo i s not much difforont from tha t of t he 

mi nieturo 9 nnd tho descriptive passages of tho article 9 but has 

boon given [I. wider applicc, tion in oombinati on with an additional 

narra tive dovico 9 tho persona . Thi s shows tho adap t ability of 

such a straightforw.::.rd style in thil;;. tr[~ns. i tionnl progression f rom 

nows-report to short story . Tho short story i tso1f s hows hm; 

well Hurni ngw:cy could hLmdl o a convers c'.'1. ti onc..l pi oco and capture 

t ho nua nce s of a particul~r cl a ss and n2tionality. 

Anothur e :i.rly short s tory, 11 My Ol d. Mcm", fro1;1 Iforningwc:y ' s f irst 

published work, Throe Stories and Ton Poems (19 23)
1
illustra tos 

t ho r ange of Horningwe.y ' s idiom:-.tic tochni '.J UO. The first sontenco 

of tho story establishes t ho narr~tor as a lower class Americ C,n, 

t ho son of a jockey. Through it s colloqui a l idioms tho jargon of 

"I gues s looking at it, n011 9 my old man was cut out 

for a fat guy, one of those regul a r little roly f a t guys 

you soo around 9 but ho surG never got th2.t way 9 except a li ttl ~) 

toward tho l ast, end t hen it wasn ' t his fG..ult, he was 

riding ovGr the jumps only and ho could afford to carry 

plenty of weight thon . 11

24 

What also becomes apparent in this short story is the way in 

whi ch Homi~ay ' s cha racters express emotions. Joe tho young 

narrator endeavours to describe tho excitement and wonder which 
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the mere sight of the horses fills him with. His vocabul a ry and 

oxporience prevent hi m from o.rticula.t i ng his feelings 1.ri th c.ny 

psychologicnl sophistic ~ tion, y .Jt Hcmi ngimy still manages to 

convey an o.ppropri2 t0 irnpr..)ssion of i-rh.::t Joo fools · 

"I 1120 nuts c:i.bou·c the.: horson~ too . Thero ' s som0thing 

about it 1 when they come out e.nd go up tho track to tho 

post . Sort of de.ncy rmd tight looking with the joc1c 

koopinz 2 tight hold on them • •• 11
•25 

This p~ssion2to love for ~orsos end tho response it evokes i n 

tho adolosccnt nc.rrator a r c gi von ;::. more or.iphatic ste.tumcnt 1 ~~tor 

in tho story· 

"This lfor Cloud is c gro2t big yellow horse that 

looks just li~rn nothing but r 1.m. I never s2.1v such n 

horse . Ho uo.s being led D.r ound t~1n 1)C1.dd0cks with his 

her.d dmm o.nd when he wont by :10 I fol t a.11 hollow inside 

he w: s so bo.:i..utiful ." 26 

Joo can be no ;:ior~ explicit i n describing how ho feel~; tha..'1 

to say he hrs c. hollow sons~tion when ho socs fin0 9 a ttractive 

horses . But this is nil he needs to say, since it adequately 

describes the physic;:cl visceral foolins that a person has duri ng 

an emoti onal r onction and tha t i s all J 00 understands anyway. 

Hemingway has been accused of producing cha r acters who a r c unabl e 

to express themselves and t her efore not s uited for intellectua l 

purposes . But her0 a n arti cula te char a cter would have been unsuitable . 

The style i s in fact compatible with the subject . As Cyrii Connolly 

says, "It is a style in which the body talks r a the r than the mind. w 27 

Emotions a re easily accommodated but not the intellect . This is 

... .: 
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perhaps the limiting f uotor in Hemingwo.y ' s, stylistic development 

andthe rea son why his reali sm wac 11 tJopular",in the riejorative 

sense of the word . 

Nevertheless there is 2~ eleMcnt of cra ft in hi G colloQuia l 

teclrni ci uo. A further example i8 the way in wl'!ich he captures the 

idiom~ of a foreign language rendered through a mixture of ne.tive 

vrords and the coll oc; uialisms of Ar.iericans who would correspond in 

occupa tion and cl<i.S-~\ to the foreign chc:.r acter portrayed. 

"The Undefeated" is 2. short stor .v r.bout the last come-back 

of a Spanish bull-fighter , ~anuel Garcia . It examplifies this method 

of capturinc the i mpression of a foreiJn l anguage end a tmosphere . 

The di olo,:5ue bet~ ;een the wc.i terr;; a'1d ~fanuel in the Puertc:. del SoJ 

caf~ illus tr3te s t his: 

" 1 I thought they were rro i ng t0 hc>.vo Chr-.ves and Hernandez 9 
1 

the waiter snid. 
1 r o . :.Ie and another . 1 

1 Who?. Chr.ves or Hernandez?' 
1 Hernandez 9 I t hink. ' 

' What ' s tho ;no.ttcr 1;it:1 c:~c:~-1c8!' 1 

1 He {;')t hurt. • 

' Where did you hear tha t?' 
1 Retana. 1 

1 Hey 7 Looie 7
1 the waiter called to tho next room, ' Chaves 

got cogida. 1 ••• 

' Give me c.nother shot of that,' he s v.id to the waiter ••• 

1 And tha t ain't all, 1 t he tall 1·1ai ter said. 'Look what he's 

done for Marcial Lalanda.'" 28 

Vernacular American usage, sprinkled with Spanish names and 

occasiona lly what seems to be pidgin Engli sh, such as "Hey, Looie , 
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Chave s got cogida" 9 gives an impress ion of local colour. It is 

as if t he reader has mRde the transi tion. f rom thinking in English 

to thinki ng in Spani sh 9 s ince the language in a person 's mind i s 

his own vernacular, and he woul d be u s i ng the corresponding i dioms 

appropri a te to hi s job a rnl upbringing anywu.y. 

I n learning '" foreign l anguc:.ge a per son who i s e.t an advanced 

stage should be able to t hink in that l anguage~ ins tead of trans­

l ating i n hi s mind from his native l anguage to thG f areign one. 

If such a stage 1rere r8a cheditcould be said that s i nce the student 

i s thinki ng in tho for c:: i gn l anguage without cornJci ous effort then 

he could be un2war e that he is spea~dng in e. forei gn tongue. 

Whether thi s hypothesis i s v;;1lid or not 9 I t hink it ser ves 

to illustra te the effect Hemingway ' s Spanish par aphr 2s i ng gives " 

It i s a l most a. s i f one were s)leaking the same collo r: ui nl 

express ions but using different proper names. Fo~ if this was 

r eally being spoken in Spanish, one wauld unde r stand it in this 

fa,shion anyuay 9 since one uOOJ.ld be thinki nt:; i n tho same language . 

S'.) it is pormi s so,blo t '.:: o;,JJ.-;V(3Y c ollu'! ui c.i l S1Janish in thi s way anci 

say that,t hat i s hmr the same wai tors would speak in American and- i n 

Spani sh . The forei gn la.nguage and nar.1es writ ten i n it a r o mor oly 

interchanged depending on nhether tho reader is Spanish or American . 

Hemingway ' s s tyle develop s to i nclude much more than simplistic 

vernacular and local colour. Thero i s often a lyric quality in 

his descriptive passages and an al most metrica l r hythm to some of 

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

deliberat~ so tha t the sound helps evoke the moti0n of the action 

or the state of mind of a character. 
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In "Big Two-Hea rted River ~ Part II " there is a rhythmic 

pa ttern i n the description of Nick Adams s itting on tho logs9 smoking 

a ciga rotte 9 rel axi ng i n the sun . Thi s brief inte rlude··in :tho 

serious occupation of fishi ncs rup:i'"-''=''-'11c::.. e J:ihysice.l and symbolic 

stasis. For Ni ck i s lo t t i ng hi s omo ti ons s ettl e d ·nm 1 a s hi s 

pulse-ra t e s lows 9 a ft er the hear t-thumpi ng exortion of playi ng a 

huge trout and t hc:n losing it. At t ho same timo ho i s absorbing 

the visual and t a ctil e s ens~tions, genera t ed by hi s surroundings , 

which ba t he hi s mind and body i n a conti nuous flow. It i s a vari ant 

of the s tream of conscious ne ss tochni que a nd frooz e s a moment in 

time and capturos the essence of t ho experience. Nick i s in har mony 

with the natural world. 

This passage i s r eproduc ed bel ow, not i n t he prose f orm 

i n whi ch i :t ap-peD.r s i n t ho t Gxt but , ac c0r cl.ine; to tho 

r hyt hmic uni t s into which it brocJ<:s dovm o 

" He sat on tho loe;s 

Smoki ng 9 dr yi ng i n the sun , 

Tho sun war r:1 on hi s bc. ck9 

Tho riv~r shallow ahe ad 9 

Ent orin,g t he woods 9 

Curving into the woods 9 

Shallows 9 light gli t tori ng 9 

Bi g wa ter- smooth rocks, 

Cedars along the banks 

And whito birches 9 

The logs warm in the sun , 

Smooth to sit on, 

Without bark, 

Grey to ·tho touch, 

Slowly the feeling of disappointment loft him." 
29 
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Tho sentence consi s ts of series of qualifying phrases building 

up on key obj e ct s , such a s the river 9 tho shallows a nd the logs . 

The sun i s a centr<J.l i mage provjdin,i; wa rmth and li ght to the scone. 

"Sun" and "wa rm" r c:cur c, t the bogi nninr, and ond of the p iece. 

They a rc e s s ential to tha i ni t i a l a ction of Nick s itting on tho 

log s to dr y hi insolf and hi s clothc i:; . Micl-uay t hrough the s entence 

the lie;ht i m::;.ge bur s t s into promi n ence uith t ho dazzling reflections 

from t he "light r:;li tt :-~rin,g" on t h.J "shallo~vs ". 

Pros:mt p;:.,rti ciplGs abound f,"i vinG a centra l a ssonnncc to the 

firs t half g " s•:iok inG" ? " drv i nt;11
7 " ontoring", " curving" 9 " glittering". 

This recurring a s sonance r oinforco s tho s ens e of continuous action 

g i v en by t hi s particular g r 21nmati ce.l for m of those verbs. This 

give s a n i .. 1pr ossion of :::evur al Rctior1f; &oing on u. t t~10 one time . 

Re curring cons onent s oundr;; nl :::;o pr ovi de a unifyi 11E~ assonance uhich 

hol p s encapsulat e t he s ceno . For example 1 s 1 S'"'>unds abound 

t hroughout P.nd 1 w' c e.r o do':"li n:-.nt ; " uar m" j 
11 w0ods" 1 "w. tor-smoot h" , 

" white" 9 " ua.r m" 7 " wi thout". I n the l a tte r hal f ' t ' s uro a lso 

preva lent. 

Tho 1 u ' con'1 )na.nts :rilus vouel s ) roducc lone sounds 9 a s do the 

words " s mooth;' and " s hc:llow" uhich both ap"?car t wice . These long 

vo-wol sounds plus the present perticipl c s i nvoke a s lowed tlown 

a t mosphere to tho long s entence . These lon~ s ounding words with 

their conna t a tions of continuous a ction evoke a feeling of sta s i s. 

It is just a s if, in Nick ' s words which i mmodi 2.tely -precode this 

passage, " Ho did not want to r ush his sensa tions any . " 30 

P hrases have interna l rhymes, eye-rhymes and assonancev of their 

own, and also reflect nei ghbouring lines and e cho others. 
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Harder consonants9 often tempered with 's' sounds occur in 

the last half of tho lines in mainly monosyllabic words ~ "big" 9 

"rocks" 9 "banks" 9 "birches" , "logs" 9 "bark", These s ounds seem 

appropri a te for tho concrete objects they dcnota 9 tho rocks and 

tree t runks, i n contrast '·Ti th tho more other oc.l light and water 

i mages in the first h&lf of the sontonco . Vi s ual and tactile 

imagery becomes confusod 9 dolibor~tcly it seems in the second to 

last 1ino 9 "gr oy to tho touch". Sounds thus refl ect tho action 

or meaning a word denotes a nd reinforces tho sense of ste.sis by 

givi ng a unifying sound structure to tho sentence. 

After tho series of short lines ended by a semi-colon 9 a 

longer lino emphat i c2.lly brings to a stop tho kaleidoscopic effect 

of the i mpinging sensations, ui th cc sta tement of 1Ti ck 1 s overall 

roactiom "Slowl y tho fo0ling of clisa.ppoi nt::iont loft hi m." 

Hero, t hen 9 s ounds ref lect thJ feelings and sensat i ~ns . 

I n " Cross-Country Snow" sound complrn-.wnts tho action however: 

"Than his ski s s t a r tod s lippi ig at tho edgc 9 and 

ho swooped d,y1.n, >:;.-~s :;. iL .!..n the c.L·,\· '-' t d:L i:inu powder snow 

and s corning to float up and drop down as ho wont up and 

down th~ billowinG Khuds ." 
31 

The onoma.to:)ooic q_uali ty of "hi ssing" gives an a ctuality 

to tho skis " sl i ppi ng at the edge". "S" is ths 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 extended in "down". 

"Crystalline" :pot only echoes the hiss of the skis but its 

meaning in relation to the structure of a substance usually 
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connotes tho sound of crunching when that substance is crus hed. Thi s 

i s not unrcleted to tl1G sound a ski makos as it grii1ds through hard 

snow. Thw~ sound and structure bcc01ilC int.Jr--rcl .,_ted. 

In short 9 sou.nr.s 1~·: ; • reinforce the meaning of Llic words a.1d 

sentences as Hemingw~y c.tt c.::.rpts to wri to dmm " ••• the sequence of 

motion and fact 1rhj_ch r:Jacb tho amotian". J.:'. Do ·Lh these examples 

contain more long flo1·Tin& sontoncos than u.ro found in the miniature, 

showing that h~s stylo is not so plain c.G !-:iizht bo fir s t apparent 

from tho Curly c~c.mpl•£H3 of tho progression in Ho:ningwc:.y 1 s style . 

Ev.ch c'-'icctio::·. omphasis'3s onG 2.s-pect o:f h~s stylG . Thu 

journ~listic ~pproa.ch cont~ins clement~ of descriptive technique 

among tho wo~0 important st~tononts of fact 9 in an attempt to 

sustain ro.: .. do.· intorGst . 1rh0 pro:::n d:o~chE::s 1 i101:ovcr, condense a.nd 

distill tho c:o s0;1ti2-l clement;~ o·.' o. F.:ce:no, in n.11 effort to ro1Jroduco 

the r::.eli ty of e:'ction and cmotic!'l ii:·or:i Lh. conto~d i h;.:.:lf, rc::.t ner 

thc:n roly 1!lor.:; on context like the :-::.::t:;..c:,_.-.G . Th(.; collo:~uie.l 

dialogues produce , real chn.ractcr thronsh ca.ptu-·inr; tho idiom:;; 

and nuances of clc·,ss , occupation and n::>tiorn:.li t;y c l'inally the more 

poetic dcscripti vG tecb:iic11~'Js sugccst cmotion
1 
or a ction, through 1·rord 

Bounds and rolationsh~ps. 

Hcminguay claims ho wa.s trying to make things more per manent 

in fiction than was possible in journali::im. "In writi ng for a 

newspapcr 9 " he sa id 9 in Dee.th in the After}2_0..Qll 1 "you told what 

hopponed and 7 with one trick and another, y ou cor.1municatcd tho 

emotion aided by t:_E- c lement of timclinei:.:s which givos a certa i n 

emotion to any account of something that ha s happened on that da:y:' 33 

Good fiction howevLr requires such a statvmcnt of emotion to be 

unive r sally valid. Cyril Connolly elabor ates on this distinction 
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between Hemmingway ' s journalism and fiction, in making a general 

statement on l i ter ature and journalism ~ 

"Li teraturc i s tho c.1· t of Hri tinf' snme .;hing tha t will 

b& reaa h:ice~ journalism 1;h~t ~·rill be gras:pod e>.t once 9 

and they rcc:uire separ2te techni q_ues. There ca n be no 

dcl?.yed impact in jour nD.lisrn 9 no subtloty 9 no Gml1cllishrnont 

no ascumption of a luxury r oL\d0r ••• 11 34 

The " luxury re2.dcr11 of 1:hom Connolly t e.lks must be e, member 

of the loisur:::id U Dp0!' c l as8 in the late ninotoc.mth cGntur y 9 with 

.'.l cl cssica.l oducr'..tion a nd plcmty of time to r or;.;,d novels of ;n2.nnc;,r s 

t•nd the subtle J cmbclli sh0d norks of tho complex stylists such 

as Carlyl 0 9 Ru ski n, Hunry J c:•.mos C!.nd ~fol t or Pat0r. 

Connolly ' s thosi s is th~t a struggl0 bot~roon li ter aturo C'.nd 

journC1.li sr.i bo:(F. n i:'1 the l ate nir.otoGnth contury lrhon " ••• bookc 

grew cho::.:por, and ro2.ding thor.i coa sod to be a. luxury; tho reading 

public nul ti:pliod o.nd demanded loss ux c:.ctint.S ent ertainment. n35 

This conflict boca::ie e,pnoront ~•hen the nm-rly omcrgmt roe.ding 

p ubli r: of th::i nowly educa ted Dr i ti sh lowor cJ.,..,ss c. ~ provided a now 

sales m.:::.r kot for l i tt>r&.turo . N0wspo.porD and n8riodicals wer e much 

moro a ccossi blo to t his mar!~ot than highly embellished novels of 

mannors. Thi s now public s ince it comprised of th3 101ror classes 

was numerically stronger and :publishers beg.:::.n to find it more 

profitable to produce lower pricod books for a l a r g er market, than 

throe-volume leather bound novel s for tho small upper class reading 

public. This is why writer s such as Henry James 

and Walte r Pater found it increasingly difficult to sell their books 

in tho l ate ninctoenth century. 

The popularity of the short story gonre in American ninetoonth 
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century literatur e .rGfl cct ~~ the popula r tai:;tes of a consciously 

democratic country. As in nineteenth centur y Bri tRin publi c taste 

we.s rcf1 octcd in li tore.ry produ0tion 9 books wGro p roduced for a 

market . J • • 
0.1. cc0nocn cs. Somd ri.oveli sts 

still urotu in e. irigh-styl :_; but for a market that u~s becomi ng more 

specialised. 

Ncl1spct.:pors ha.ve always boon a.mon5 tho groatcst arbiters of 

mass t asto sinco their inception. It is their poli cy 9 conditioned 

in the main by tho economics of rne.s3 :LJroduction 9 to ·cornmunico.tc to 

as m2.ny paoplo e.s possible. But 9 2s Connolly says, journe.lis;n is 

designed only to bo r ead once 9 to comr.mni cc:i to the nmrn uveryday . A 

neuspapor one d<'!y old i s no lon-sor s:· lcablo. 1.I1i:nolin0ss is tho 

sol ling point of nm:i:ma:iers 1 consoquontly thc;,y have a built- i n 

ob~cscr.:r:co . They 2ro only rec'd or..co7 on tho dc-.y of nubli c c: t ion , 
/ 

Li teratur~ on tho oth0r hand i c roc:.d for its 01m sake, for whe t 

sensations and omotions it ovokca from tho se~uenccs of life it 

recreates. The r o i s no built-in sollinB f actor like timclinass . 

I n fact 1 tho reverse is true 7 :i. + "'"'.+. i, ..... - l "'0 ··t t· oles::: in its 

rolevanco to human oxpc.rionco 9 ii' it is to be good and to continue 

to be sold. 

If tho high stylists, the literary 111\fo.ndarinG'' 36 wcro not 

amenable to thi s new reading public emerging in tho later nineteenth 

contury and each nowspaper was only of valuo on its day of publi c-

a tion , there uould seem to have been o. need for e. literary form 

somewhere between two oxtremos 7 neithar two aphemoral nor t oo turgid . 

By the turn of the century the trend t owards a vernacular prose 

style in literature was becoming apparent . I t wcs to evolve into 

a styl e based on techniques similar to journal ism, one tha t could 
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communicate to a large audience and y et still retain some literary 

validity years later. 

Hemi ngway was an exponent of such a s tylo 9 thG "new verna cular113 7" 

when in tho ninetoen- twonti :;s t.ltn 2 +. t ,~ck 2gain'-·t the "Mandarins " 

wa.s fi ercest . ~fot only i s Hcmingm-~y ' s stat Gd dosiro "to break 

down all rn.y writing il.nd got rid of all f acility 11
1 .38 interesting i n 

the light of this stat omont but s o i s thG f act t hat Hemingway 

spent hi s 8c:i.rly career wr iti ng for nowspapers and 9 it s eems 9 

based his fict i ono.l style upon tho prose t ochni C] ue s he learnt as a 

journal i st. 

How much ll8mingway we,s conscious l y developing a form that 

· ~ " would be t ho opposite of thG gra,nd style of the· ,fandari ns and how 

much ho wos unconsciousl y influenced by hi s intensive training on 

the Kansas City Star_ i s not clear . Pc: r hn.ps it W2. S merely a 

q_uestion of ocono1nics 9 Hhero s upply may bv condi tionod by demand 

as much as l iterary fashion • .Although tho tuo arc so closel y 

rel ated ~s to be a l most insepar cblo . 

So i t would soo~ to be a combin2tion of f actors s ince 

Hemingway ·was growing up in tho period when t ho last of the nino-

teen th century "Mandarins" like J amos were los i ng popularity, c:.nd 

newspapers and periodi cals wore r e2ohi ng an increasingly wider 

audience through impr,)ved production t 0chni ques~ 

Henry J amcs 's s tyle will serve to illustrate tho main 

differences between Homingwny 's bluntly realistic approach and the 

extensive sophistication and refinement apparent in "Mandarin". 

An extract from one of James 1 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 Arnoricans in Massachussetts and their 

friends nnd rel a tive s who a re oithor t empor a rily or permanently 

expatri ated in Pa ri s . J ames him:::ielf was an oxpaJri ate9 writing 

mos t of his works i n Enc;L:nd. Both ho and Hemi ngway found tho well­

sprinc-<s for th ,:;ir literary ::_nspirc:· tion out s ide American society 

which· both wor0 inclin.Jd t'J cri ticiso in t heir WI'i ting . 

J amos ho'irovo r wrote novels of soci a l interact 9 s tudyi ng a whole 

range of ohar ~·. cte::cs . c:nd working in much grea t or detail than 

Hemingway , so muc,i1 so th2. t J ames ' s works wor o novels of ::ianner s i n 

an almost direc t lino from J ane Austen . He i s interested in tho 

compl ex inter pl ay of tho charecters and the workings of their circl e 

of soci ot;y, whoroccs Horningimy focus;.:s on individual protagonists, 

and tho conflicts bo t woon them and society or the universe. In The 

Sun Also Ri s·as for ex::.rYcla i-Iommi ng«:c-,y is mc:iro concerned wi th tho 

' man alone ' theme, man masteri ng himself and learning to livo i n a 

hostile worl d . J ames 1 s concern for t ho comploxiti us of the close 

soci a l i nto r ection of individual s, produces ~ correspondi ngly 

compl ex and oft on t-:.i:..·.:,ic~ re.!...i.roclu"'tiun uf i;nuughts and feelings, whoro 

tho meaning i s v ariousl y compounded and qual ifi od to s i mul 2. t e tho 

complexity of human r el a tionships. For oxcmple, Strether 1 s uncertainty 

concerning Chad ' s motives and designs in this extr~ct from The 

Ambassadors ~ 

"He could have wished, indeed, so far as thi s went, 

tha t Chad were less of a mere cicerone, for he was not 

without tho impression, now that the vision of his game, 

his pl2.n 9 his doep diplomacy, did r ecurrently a ssert 

itself~ of his taking refuge from the r ealities of 

their intercourse in the offered bribe, a s our friend 

mentally phr.ased it 9 of panem s t circenses." 
39 
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This one scnt.::incc is indicative of a ztylo in which many 

sentences a r c long, complicated and l atinato . Tho myriad of 

qualifying phrases end clauses which ~opare.tos verbs and their 

prodice.tcs 7 tho repeated synonyms and tho latini sms and quotations 

such as " oicoron.J" and "p.:i.nc;:i ct ciroonsos" , rnak0 it almost necessary 

to read it twicc 7 mer ely for a superficial meani ng. 

J 2.mes is si·:ii l a rly explicit in providing the; r eader with 

qualifica.tiom.i of direct speech 

"Stroth(,r looked a t hi'.11 \·Ti th an indulgence that 

ma.tchod his in'telligence . 1 Is that tho dc.Jp reasoning 

on which - about t hose ladi es - you ' ve been yourself so 

silent? ' 

Little BilhRn considJrod tho depth of tho reasoning. 
1 1 ha.vcn 1 t bean silent . I spoke of thern to you tho otl:l~r 

day •• • " l!.O 

This gener al compl.:lxi ty i s in obvious contrast to tho simple 

structuring ?nd laconic undcrst2tcmont of H0mingway , al r eady 

a.pparont in this exploration of ·is stvlo . He do0-- not usually 

indulge in explicit qualifications in dialogu0 sequenccs,~s in thi s 

oxampl G of J e>.mEm, but lots tho vernacular speech work f or i tsolf 

a.nd produce the implicit spce.kor qualifications that convorsatione.l 

sequences na ture.l ly do in practice. 

A further qualification in thEl distinction bet11ecn "Mandar in" 

and the "new vernacular" i s th0 i nfluence of similar litorary trends 

i n America, at the turn of the century, which a re a part of this 

major change. These began close to home f or Hemingway, in the 

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

grew up. 



Such contemporary Chicago writers as Ring La rdner and Sherwood 

AndorGon were involve d in a n Amorican literary r enaissance which 

developed during the late nineteenth century and :ms in vigorous 

mood during the early tv:cntieth cent ury . . This wa.G also a declaration 

of indopEmdcnco from "tho convontione:i.l i mi t u.tors of British orthodoxy", 

as well as being a rcvol t against the decadent formula. of 2.dvonturo 

and sentiment? hithGrto adopted by American writers trying to 

produce something peculiarly American. It too~· tho form of r ealism 

insisting "upon tho fund.:?.mcntals of life" which those "imitators" 

. 11' scorned to 1gnoro . ~-

Ernest Boyd ' s polumical int roduction to one such ronaisc.nco uork, 

Sherwood Anderson ' s ave.nt- gardo vol um:.:: of short stories Winosbur_g, 

Ohio (J.919), i:' lso cl:::i.ims tha t thic iv:;-.r 11 cssonti.-:i.lly a li teraturo of 

revel t 2.g.-:?.inst tho great illusion of A:~._,ric&n civilis<· tion, tho 

illusion of o~timisai 1ri. th all i ts childis;1 ovasion of h.::rsh fc:.cts, 

its puerile chcorfulnoss, liliosc i noifitablo culmina tion is tho school 

of·1gla.d1 books , which h.~.vc reduced American li tcraturc to tho lowost 

terms of sent imentality. 11 4
2 

Homingway wa s directly influ<:mccd by Sherwood Anderson during 

thei r short friendship which bognn in Chicago in 1920 . Winesburg, 

Ohio hv.d al r eady i rr:pr osscd Homingwny a nd his subsequent persona l 

contac t with this then r a dica l liter a ry figure, further enforced the 

i deo logy of this asc0tic r0al i sm in tho young wr iter . 



CHAPTER 3 

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

The influence of this nationaJ.istic, realist movement 
' 

in American literature 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 

fundamentaJ.s of life", 2 as in the blunt exposition of' the first 

sexual experience of the virgin, Liz Coateein ''Up In Michigan" . 3 

There is certainly no "childish evasion of harsh facts 11
,
4 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 fri ghtened, 

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

and later: 

"The boards were hard. Jira 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' 

'I got to. I'm going to. You knov1 we got to.' 

'No we haven't Jim. We ain't got to. Oh it isn 't 

right• Oh, its so big and it hurts so. 

Oh, Jim. Jim. Oh. ' " 5 

You can't. 

Some of the descriptive detail in the first paragraph above 
, 

must have been somewhat risque 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 

s.boclci.ngJy realistic. 



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 •. •. 11 6. There is no point in producing 

something tha t cannot be hung, she said. 

To Hemingway it was 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 y ears between the event and 

his quasi-autobiographical r eflections in A Moveable Feast, 

throws soire light on his motives, espeoia.J.ly when it obviously 

cmrr :Jatc~ with the essential elements of the story. He says : 

"But Vlhat if it is not dirty but it is only tha t you are 

trying to use wor ds 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. n7 

Even if this were an incorr ect autobiographical sta tement, 

it is still nevertheless apt , for it enunciat es a basic principle 

apparent in HWningway ':.; realist t echnique - to write of everyday 

life and of ordinary people in the language that they would speak, 

without any r efinement for the sake of moral or social pretence. 

Liz's speech idio~~ are entirely appropriate t o a home-help 

in a small tomi, in the fanning and timber country of Michigan. 

This area was well known to Hemingway, which accounts for the 

accuracy with which he captures the nuances of a mid- western rural 

dialect. Liz 1.s speech is not only appropriate to the geographic 

r egion but also to her apparent lack of education. When 

Hemingway is describing the realisation of her desire for Jim he 

8 
starts with the fact that I.iz likes Jim "very much", thenenumer ates 
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the things she likes ab out 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 of qualifying sta tements it is apparent 

that she finds Jim sexually attractive but all Liz knows is 

that liking the hair and the pallid skin on his arms "macle her 

feel furmy. 119 

Hemingway's statements of emoti on are characteristically 

indefinite, they are suggestive r ather than explicit . 

Yet it would seem to be the most realistic thing Hemingway could 

say of Liz's sexual arouseinent, when observing Jim, that she 

f eels funny , in vieYi of the fact that "no one had ever touched 

10 
her" and her appar ent lack of education would preclude any 

relevant medical or psychological terminology to articulate her 

emotional r eactions . 

Truth and ac curacy would seem to be Hemingway ' s dominating 

concerns in the r e-creat ion of r eality accordin~ to his reply to 

Gertrude St ein. 
11 

The examination of the apt correlat ion of dialect to 

character and thought to utterance, supports Hemingway's claim. 

However, the frank exposition of Liz and mim's sexual intercourse 

seems to reach an extreme in realism. Perhaps he was being 

deliberately blunt in his handling of "the fundamentals of life" 

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 writes. 12 

For "Up In Michigan 11 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 G~re de I~on , in Paris . They 

were in transit to Hemin;way at the Lausanne conference which 

he was covering for the Toronto Daily Star. Only "Up In 

Michigan" and "MY Old Man11 survived by chance and they formed 

the basis for ~hree Stories and Ten Poems, published in 1923. 

It almost seems as if, enthused with the doctrine of 

rev olution, and anxious t o establish himself in the movemen~s 

vanguard, he r ashly overstated the fundamentalist ideology of 

the r ealist r e formers, in order to shock the literar y establ ishment 

and strike a blow for freedom f r om the sentimental.ising and sugar­

coating or life ' s harsh and indelicate facts , 

Perhaps it was as Gertrude Ste in, in Hemingway ' s words , said : 

i1e , Hemingway 11 
•• • • might be some new sort of writer • •• but the 

first thing t o r emember was not to write stories that were 

:iBaccrochable." 13 

He mus.t have taken her advice since sexual relationships 

are subsequently handled without the extremes of r ealism which 

occur in 11Up In Michigan". Graphic detail is r eserved f or the 

violGneoof the bull- ring and tho battle- front , ~ witness his 

pr eoccupation with death scenes, especially in the miniatures . 

Shocking fact is a part of this concern. 

The miniature "At tvo o' Cbck in the morning ••• " depicts the 

shooting , by a policeman, of t wo Hungarians pilfering a city cigar 

store . 



Thep01iceman ' s self- justification seems founded more on the 

fact that the Hungarians were 11wops 11 than that they were 

"croo·ks", 14 suggesting a racist conflict of violent 

proportions within American society. 

The theme of violence is etched, in graphic detail in 

11 Indian Camp" , the opening short story of In Our Time, it is 

also the most gruesome and shocking of the coll ection. It 

deals with the suicide of an invalid Indian whose squav1 has 

been in protracted l abour. She is lying on the bunk below 

his . Her screams had been going on for quite.; a v1hile before 

the doctor carries out a caesarean operation without anaesthetic. 

What he see s when h8 looks at the husband provides a grisly wor d 

picture: "His throat had been cut from ear to ear . 'l'ho 

blood had flowed into a pool whore his body sagged the bunk. 

His head r ested on his l eft arm. 

in the blankets 11
•
15 

The open r azor l ay , edge up , 

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 forc e in the volume among 

the less explicit stories, for the othe r stories do not contain 

this explosive detail . Only in the miniatures does such 

gruesome rca1 ity 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 exer cise to the art of 

·t· r · t · 16 
wri ing ic ion. 
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This does not mean to say that sexual rel ationships are 

no t dealt with rca.J.istically i n these other short stor ies, 

merely that they arc handled implicitly. Hemingway must have 

r ealised that suggestion could be as effectively r ealistic as 

bold statement . Tensions and emotions arc accurate]y evoked 

through conversations with all their overtones and implications , 

as in "Out of Season", where the tone of a r emark suggests much 

more than any open , finite statement of f eeling. As 

Hemingway's dialogues are so na tural and have a basis in actual 

ver bal se quences within mos t people' s experiences, he achieves 

a r ealist i c and easily canprehensible effect . 

The antagonism between t~lG young man and his wi.~e in "Out 

of Season" is appar ent in sequences of dial ogue such a s: 

11 1 I ' m sorry y ou feel so r ot ten, Tiny ', he said. ' I' m sorry 

I talked the way I did at lunch. 'lie wer e both getting at the 

same thing from differ ent angles . ' 

' It doesn ' t ma.kc any differ ence , ' she said. ' None of it 

makes any diff erence.' 

'Are you too cold? ' he asked . ' I •.vi sh you ' d worn another 

sweat er .' 

' I ' ve got on three sweater s , 1 11 1 7 [Under lining mine.] 

The sarcasm of the l ast line \vith the emphasis on ''three ", 

is implied by the tonal progr ession of this sequence . It is 

an accurat e portrayal of the archetypal domestic row. The 

wife i ni t ially is unwilling to accept the husband'·s apology and 

sarcastically r ebukes his at Gempt to show r econci liatoryconcern 

for her health by asking if she is warm enough. 



The husband half admits that he was wrong in going on a 

fishing trip with the old drunkard, Peduzzi, but pride prevents 

him from backing out. This is made evident in a l ater 

conversational sequence : 

11 Everybody in t he tovm 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.' 

' Of course you haven 't got the guts to just go back,' sa id 

the wife . 'Of course you have to go on.' 

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

'I' m going t o stay with you. 

18 a s well both go.' 11 

If you go to ja il we might 

Tho t onal accuracy of this verbal r epartee r epr oduces the 

emot ional conflict of a youne; married couple who seem to have 

lost any r apport or harmony they had. During these skirmishes 

in tho running verbal battle , Hemingway does not have to 

explicitly state what either the husband or wife arE} feeling , 

since it is all suggested by the dialogue. 

In''The Doctor and _th!' Doctor' _s WiLe~~ 'Cat in the Rain~' and 

''The End of Something~ f or example , a combination of dialogue and 

expositional statement is used t o suggest emotional conflict, 

similar to that used in "Out of Season". These stories achieve 

emotional statement ma.inly 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 storie s named are all thematically linked in that 

they deal •:dth a r el a tionship be tween a man and a woman. 

Four of them are c once rned with unharmioniou s mari tal 

situations : - ''The Doc tor and thu Doctor ' s Yt'ife ", "Cat in 

t he Ra in", "Mr and Mrs Elli ot 11
, and "Out of Seas on" . The 

.other two , "A Very Short Story" and "The End of Some thing" , 

deal wi th abortive love affairs • 

The story "Mr and Mrs Elliot" i s a r ealistic portraya l of 

a marriage which f ail s through sexua l frustra t i on . Hubert 

Elliot is twenty- f ive '1hen he marrie s Cornel ia, a Southe r n woman 

of forty who had· seemed much y ounge r t o Hube rt when they wer e 

c ourting . Hubert had kept himself "pure " f or marriage because he 

want ed a r eciprocally "pure " 
1 ~f e . Cornel ia, howev er, ca nnot 

have i nte rcour se very of ten and Hubert 1 s frustr at ion b ee ane s appar ent 

through t he amount of poe try he wr i t e s and the tyra nnical demands 

he make s for perfection wh en she types his poems : 

''They found ther e was nothing t o do i n Dijon. Hubert, 

however, was wri t i n g a gr eat numbe r of poems and Cornelia 

typed them for him. 'rhcy wer e all ver y long p oems. He 

wa s very s ever e about mistake s and would make he r r e- do 

an entire page i f there was one mistake . She cried a 

good deal and they tried sever al times to have a baby 

before they left Dijon. 1120 

The juxtaposition of facts in this extract suggests that there 

is not a strong enough foundation to their marriage to uphold them 

when they ar e in an alien pl ace . Especially where there is 

apparently ''nothing to do . " Like the couple in " Cat in the Rain" 

who sit in the ir hotel r oom ostensibly because it is raining , with 

the husband r eading a book and virtually ignoring his wife. 



There does not seem to be enough com.11on ground between either 

couple to support mutual interests or nourish emotional needs . 

Hubert ' ssubstitutefor an unfulf~lled sexual r elationship 

seems to be poetry. ·:.1riting long poems fills in the time and 

absorbs his passion. Cornelia tries to please her partner and 

partake of th e substitu·ie 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 ster i lity of a marriage caused by sexual 

frustration is the theme implicit in the story. It is especially 

obvious in this paragraph where his sever e demands and pLmi:tive 

measurGs over typinG mistakes r esul ts in her crying and is 

immediately followed by the staterrent: 11they tried several times 

t o have a baby before they left Dijon" . 21 

The implicit sexual frustration is verified at the end of 

t he 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 dr inking wine . Cornelia 

finds sol ace 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 , s ince the sexual 

phase of their marriage has been terminated by Hubert living apart. 
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22 However, they are new 11all quite happy" since both Cornelia 

and Hubert have found alternatives for their inadequate sexuaJ 

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 th e fact that they are American. In the 

opening line they are 11 t he only t wo Americans stopping at the 

hotel. 11 The wife is subsequently r eferred t o t wice as "the 

American wife" and three times a s "the American girl.11 23 

This emphat i c identifica t ion of the nationality of the 

couple, particularly the girl, suggests some symbolic 

s ignif i cance and invites the r eader t o link t he characteristics 

of their marriage with Americans generally . The girl's wishful 

thinking i s coloured by fem:i.nine and also specifically maternal 

desires f or things she l a cks. The most obvious feminine 

characteristic sh e l acks is long hair for her's is short like 

a boys . She r ealises the shortcoming : 11 1 get so tired of 

looking like a boy, 1121+- she says, but her husband like s 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 negl ected female identity and her 

unfulfilled maternal role. She wants to be able to feel a 

k:riot of hair at the back of her head to reinforce her faith in 

her sexual · idcntity ::and she w~t.s · a<cat :frQm. which to gain an 

affl~ctiono.t e ;.resp.Onse:, :· "\o_. sit . o~· w lap and purr wh_c:m I s~roke .Q.fi.r 



• • . A.'rlc I v1.?.nt tl. c::!.t c..t .:'.. i..;.bl 0 ·:.rlt h r..y oHn s i lver and I 

vw.nt cancllvs . A.:1c I ·.:.:~nt it tr :.11 .... si?r illG 1.nu :!: · .. ant t o brush 

my hair out in fr.)t:t c.,f f' ; :ir r <.r c:.nc1 I Ym.nt a. kitty Md I nant 

25 s o:-:c ncn cl othc s . 11 

cf ~if0ly n~~a~ is UQi: , sbnt Ur:: U...'1 _.., bGt 

a.t once 

substitute for natur~ d0sirvr . 

.; " ·'-'' , r e. Elliot 11 c.:~n b L. calL.c.1 

st ..:rUo ctncl t:i ...... ::1C'..rri e;c in ';G:.:t in t:, ... R~i.n 11 "'-s (ovoid of 

Yet ti:u onl:,• \JXpl'\.;SSi ur; Lf lc•,r ..... ::; t:~·-t o,' tL_ ),•ctor ' s f ur his 

. :. )..,.; ..;[:, . 

r crx.:. 27 

or -~~ncuslJ t, "- ·: J.c-. tL,_. ,-.. -"'~ 
~C....- ·-

Doctor 1 s Fleasuro i:-i cle;c..ni~lu f:.i::: shotgt<l1 , o.i:d ci:::'iV\JS hi.r1 •.ut 

of th'-l hous~ . Their son iiic:< -,·:ill not ~n sv:01~ h.i.s noti10r ' s 

r equ0st to ~o ~.na s ec her, :inst u.'.L1 l,c· f ollu;;::i his f~th. ... r t o 

the w·: ods . Thv rJ~.tric.rcb<J.l l in}: botwcoa t:w fonal0 ~~'ld the 

rm.l e is ei the;r v1e.'.l.k or brokon. 

None of t hG marriat;0s depicted is successful in fulfilling 

both natural physiolo;iccl f uncti ons Md fulfill ine mutual 

caot ional needs . A sin.il a r breakdo\"m i n hoter osoxual r el a. ti on-

ships is depicted in 11The L:nd of Sonething" and "A V<Jry Short 

Story . " They deal respectively with the abortive l ove a ffa irs 
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of Nick a m1 Har ;jor-L, in Kidlig2.n , ai1d a y ount; A'J.:;rican soldier 

£:.nd his nurs u Luz, in Ita ly. iLLl ti10s._, r.;toric::: involve 

onoth"' r . 

happin0s:> j_n [;oxct:c l pc.·: r inG , th . . t :-'.'.o:.-: c nat ur:.:.l of hur.i£:m instincts . 

I:-i c ontrc.st t ._, tb;. s <0xu1~l ... 1· c:::oti ona l st;;; r i li t y of t lw 

of trcc1bl .... . 

hu s ays . He 

o.lso o.(l;-_, i ts t o boing cr:oczy ' f or Au I s scJ:e - nne likos t o t h ink 

2" J ' n cre,zy and I c1 on ' t illnci .• 11 ./ 

Ad a.lso c ontributes t o the rel D. t ionship because he r e ceiv e s 

money per iodical ly from his wife . He e.1.so provides Bugs with 

companionsltlp and c. c hanc o t o do what he wa.nts t o - 111 like t o be 

wit h hi:.• and I like s eeing t h.:; country and I don ' t have to cor:Lmit 

no l a rceny t o do it . 30 
I l ike living l ike a gentlemc:in . 11 



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" vrJ..thout 

having to "commit no larceny. " 

Ad was finally driven crazy when his wife l ef t him ·ll!lder 

the pressure of a dverse 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 

like it either way 1131 
~l.,78 Bugs . The heterosexual 

rela t i onshif does not hold up under the strain and breaks, like 

those in ''The End of Someiling 11 and "A Very Short Story". 

Despite the bizarrG aspec t of Bugs's r ole as keeper, when 

he knocks out Ad wi t.h a blackjack, t o control his aggr ession as 

a result of irrationally blaming Nick for withholding the knife , 

their r el ationship is mutually accommodat ing . 

"The Battler 11 contains some char acteristic themes of "new 

world 11 literature such as the "mate ship" them:: which has its origins. 

in the early frontier societies wher e "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 lite~ary 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 Ad8.I!ls arrivos at their camp aft0r being thro~n off 

tho freight-train he was r iding , by a guar d . He too has l e f t 

the city , Chicago . Jwnpin:_, a froicht- train was tho 

recognised wo.y for a 11dovm- and- out 11 t o travel and has become a 

freedor.1 symbol , a moMs of r eaching a bott.. or pl ace , orit;inally 

through ti11.: tradi Eons cf folk- myth , for example as a motif of 

country- blues songs . 

Those imasos r.hich cvolv"d from th0 frontier days in American 

social duvelopmEmt place Hemin._way ' s stor~ in- a l i t erary and 

socia l context . T;:c, 1inat0ship" theme is also r e l ntod t o th0 

endorsement of masculin0 f e tishe s and male pr erogatives 

devul oping fror:. a pa triarchu.l frontic r s i tuu.tion, :1.:1li& r c men 

often gath0r withc ,<.t women n.i1d lnac._, cl mak..: c~ virtue out of what 

.,.3 
was or ie;ina.l.ly a deprivation ii.J , for instanc8, th~ a ssociation 

of masculinity with un ability t c.. hold liquor and the development 

of thv saloon as a r c cr.::<..tione.l hav0n for rien only. Hunting 

has also ... valved as a peculiarly oosculine prer og::i.tivL; and is 

treated as an ondorsenr-nt of oanlinr,ss . 

11Up in Michigan 11 contains such indicat ions of mal o superiority 

and dominanc c . The men b~ck from the ir success:f'ul hunting 

trip , indulge in a jug of rThisl<y, while th0 women cook suppe r . 

The toasts which precede each glas~, capture tho back- slapping 

s elf-consciousness of men celebrating togethe r. After drink~ 

t o the 11 onc that got ar1ay 11
, the bravado of a drinker is associated 

with manliness in the t oast : "Tastes good to a mn. u34 

Perhaps a fittin& end to the male uxaltation is Jim' s rape 

of Liz, enforcing the dominance of the rnaJ.e i n society. In 

keeping with this theme is the pl a c e of the women in D. J . Smith' s 
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home, who spend four days baking f ood f or the mn 1 s hunting 

trip . Ther e is here the f ulf ilme nt of both the ill9. t ernal 

instinct in tho domesticity of Mrs. Smith and Liz , as \?ell as 

the s exual fulfilment that Liz wanted even though it was 

for ced on bo r . This c ontrasts ¥Ii t h thG women in "Out of 

Season", "Cat in th,; Rai.n11 and ai\1r and ?.!rs Elliot" , wh o do 

not have any appar ent mat ernal role . 

The manliness of whisky · drinking is f eat u r ed again in 

''The Three- Dey Bl au" , in w.:icli Nick Adnns and Bill spend t he 

fir s t night of the seasonal fa.chigan gales dr i nking Bill ' s old 

man ' s whisl:.y ;. A little mclc bravado creeps into the 

c onve rsation m.i.d- uay t hr ou.g h t hv s tory: 

"Bill h ad poured out the dr inks . 

'Thats an avrfttlly big shot, ' !!ick said. 
. 113r; 

' Not for us , ·~·O!'l0dgc ,' Bill s~nd . _, 

At tho same t ime t hcrl1 i s a warn rapport be t m,cn Nick and 

lli.11 uhich is reinforced by the; wh isky and the V1armth of the 

fire and being ins ide tho cottaec , pr ot&cted f r om t he wind and 

r ain . Hemingway a lso cap tures the charac t e r isti c actions 

and attitudes of y ouths , who whil e: be c oming drunk must pr e t end 

to be stil l in control of themselv es. They a gr ee wi th eac~1 

o:ther, enthuse and think they a r e ma.king p r ofound statement s : 

36 
"They wero c onducting the conver s a tion on a high plane." 

Anot her characteristic a spect of two youths drinking 

t ogetre r is the o:isculinc rivalry vmich fo rces t hem t o maintain 

an outv1ard appearance of control and prac ti ca li ty • To p r ove he 

is not t oo incapacitated, Nic1c f e tche s wo od for the f i r e . 11Als o 

he wish ed to show he could h old his liquor a nd be pr a ctical', 
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Even if his f a ther had neve r t ouched a drop Bil l was not going 

to get him drunk before h e was . 

' Bring one of the bit; beech chun.1<:s,' Bill said . He 

·:•as c..l::ic. bt:i.'1G c.:.iasciuusly p;.•actic:c .. L" -. . • 
37 

In this characteristically male sitUD.tion ther e is the 

clement of a n oc..sy a.11d warm familiarity be tween t he two young 

men. Tho mutual ~gr00nent enthusia stically endorse d in t he 

discussion of trivia , s uch a ::; thb l atest bas0ball r e sults, the 

quality of the 1'lhisky, books they a r e r eading , f av ourit e authors 

and s o on, susgest3 an almost delib e r ate a cquiescenceend harmony. 

-
They r eceiv e a gr eat deal of pl easure and reassur ance out of 

s uch mutual agreement . 

Yot thGr~ is also room fo r seri ous matters t o be discussed 

a nd advisEid upon as the influenca of t ht=: whisky disperse s the 

norr.i of social f on uality and r eticenc e a nd a desir e t o reassure 

and advi s8 b ocamos appar ent . Intima cy and cons&quontly a deeper 

harmony are achiev ed . So the discussion of their f a ther ' s 

a ttitude s to drinking and dw.t both may hav 0 mi::;s6d , and of 

mor e consequooce , Nick's break \·1ith Marjorie [de scribud in the 

preceding story "The End of Something"] a r e handled wit h sympathy 

and r e speGt. 

Bill e ndorses the ideals of bacheJ orhood,male independence 

and virility , which e cho the frontier ideals of masculine 

independence : 

"' Once a man ' s married he 's absolut 1;Jy bitched, ' Bill want 

on ••• ~ You ' ve seen the guys that get married •••• They get 

this sort of fat married look. They 're done for.• ••• 

Fall for thorn but don 1 t l e t them ruin you. 1 ,,3B 



This independence fro,,: v10men is taken to an extreme i n 

Kreb s, the p r ot agonist in "Soldier' s Home" who is l ooking f or 

a life fre e frora oocplex ity . Hv cnnnot be botherud going 

through tht: pruliminario e: noc 0ssury to 11 hav0 a girl 11
• 

"He did. not we.mt to do c::.ri:,r courting . He did not want 

to t ell any mor e li0 s •••• you did not ne ed a girl 

unl e s s you thought ab out them. 

t he army."39 

He loar n0d tha.t in 

r-;ick tri vs t c, f orgc:t ab out Mc.r gc b 0causo hv knO'iJS he: ha s 
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lost something i n finishin[, their l av u affc.ir . Wh.:.:n ho r calj_sos 

th<;.t ho wi{;ht st i ll svc j1iargc in t own on Sa t urday nights ho 

f 01.. ls tha t nothing is irrG>v occtbl0 . :Nick l ooks for e...11 

immediate alternative ond su.:;c,es ts h0 and Bill go out shootine, . 

noutsj d0 no· .. 1 th0 i•iarg0 orn; in0ss was no longor so 

tragic . It r1a s not ev en v e r y icportant . Tho 

wind blG:w cvcrthing l ike tha t a way. 1140 

Nick tri i.; s t o convicu hios olf that th:b is cor r ec t > that in 

physi c a l outdoor n.ctivit :." physical fo r ce s will r onov c th0 ment al 

anguish. It i s ~bvious th ·:..t such surr ogat os nhich happ0n t o bo 

male prerogatives ,, drinking t-i.nd hunting in this casG, do not solve 

c:1.;1oti onal pr obl8fo1S so easily. He· t hinks 11 nonc of it was 

i mportan t now. 'rho vrind bl1.. w it out of his head. 11 But then 

1admi tsi the need for a l ess irr ov ocablc solution and convinces 

himself that hEJ can tialways go int o town Saturday night . 

a good thing to have in r eserve . 1141 

It was 

If mal e companionship and mascul ine act i vitie s c annot compl e t ely 

fill theanotional gap created by Nick ' s r ejection of Mar ge , the r e 

is a t l east a r apport be tween them which can hel p eas e Nick's 

discontent , a r apport which is n ot confused by t he complexitie s 



of het Gr osexual r GlEi:cion::ihips \,t, ich KrGbs, f or inst[.."lCe, finds 

s o t i r vsonu . 

1'7icL: in 11 Cr0ss-Count:rJ S1tow;1 knows h<.; :~:r.:'1.J novor co skiing 

a;ain b cc .-:iuse his wifG is goin5 t <) hav 0 a baby, f orcin5 tho.:.1 to 

Nick can find s ol e.ce in t he· int ons0 plu1surc· he gaidl> fro;i 

s l:i i ne ;/;_ tb Guorgc . I.lt:bou~h thi~:. js thc. ir l nct trip togeti10r , 

th0y CfW finL1 .::i. t o::cporc .. r:,r hqpin0ss in tha v:ar . <-"'.t uosphi::;r c.: of the 

Swiss nountuin inn Wt1icL ',_[, full cf ;:·_on , j n U10 '.lin o n..nCl c:a ch 

oth(; r 1 s COT.'.lp2.ny , a:-1.d in tho pros ~1e ct c,f t] ·, e; pliysic:cl ac tion of 

ski int; h o: 1e . 

) ' ) . r ,_ 1 . u 4 4 -
v_ i: ... i.• ..... .J .: . • 

th~ 
p.:rh::i.p s cxpl.::.ins r/:y.(nost ;:1~1tt12 .. c·J of' htc,1.·,1 ;·L.l ' t~ ~-;-.:: ~~ipn should 

n vt v:or:: propu:cly in thiE s0ciety. 

phase in its hist ory . 
a 

Men still madcfiut if;h out cf bo inc; 

nanly as evinc oc1 by th~; groat nunbor uf oxc.;l1.rniv0ly ncn ' s clubs 

and lodges and the e s oteric ne.turc:: of the; pool roo:·. an d thG 

primarily ::J..:".16 sports, hunting anc1 fishing . The p opularity of 

fighting in tho Grea t War , a little Garlier involv CJd a groc.t deal 

of male bravado. Ii.ien indul ged in such r&crGE~tions t o find 

happiness 71ith thair f'oll o'.'13 a 'tld n r.:,trea.t 



frora unfuil.fillcd or compl ox rele..tions with wives or l overs, 

such a s Nick drinkin[~ with Bill a.;1d going hunting t o !!orBct 

Mar j oric and the Doct or going out into the woods to escape his 

v.d f e . Simila r ly Hub .... rt Elliot wr iting poetry to repleco his 

sexual frustration c o.us0d by his wif e 's abnormality unc1 

Geor ge who r eads while his wife cri e s out f or f c minino f ulfi l ment , 

a r e finding surrogat es f or hQ~~ relationships they cannot cope 

wi th. 

The: major protagonists in this early fic t ion of Hcrdngway 

Ofton thoy an driven t o l ock for altE.r nc.t ivi.i 

a ctivitic:s in t z10 comp~ny of othe:r malL:s t o escape tho s exual or 

emotional frustrati ons ir1 a soci(.;ty wi1ur o hetor oscxua.li t y is not 

harmonious. ur in t:-1 .... c c::so of Kr,JbS th...: r L: is desire t o Gs capc 

t h0 co:.iplcxitics of cr..vtional deoands mad0 by VIOmcn , o specially 

his r.10th" r 'c ,which ar.., not compatible wit1~ his vicns. 

Cons8quently Krebs i n asoldicr s Home•: only r eally nhows 

enthusiasm for pool , a singularly male r ucreation, W'tl.Cn he 

becara.., borc:d vr.i. th r eading after lunch he would walk 11 d0\m through 

th~ town to spend tho hot test h ours of tl~u day in the cvol dar k 

of tho p ool r oom. IIo loved t o play pool. n43 This is tl-io 

only superla t i ve sta t ement a ttribut e d t o him. 

Krebs is an i s ol a te. 11 I don ' t l ove anybody , " is tha 

qua lifica tion ho a dds to tre "No" with which he answers his 

mother ' s question: 

"Don 1 t you love your mother, dear boy? 044 

All he wante d wa s "his l \f c t o go smoothly 11
, 
45 no complications , 

no lie s . This is his r eason for not wanting a girl. There 

is nosubstitute r el .'.lti onshi p, he s eems t o have no friends , the pool 



room is his main s ource of plea.sure . He denies his religion 

and wants t o l eave h ome for ho has only himself, and he 

mer ely wants an uncoraplicated life , free from r estrictive 

human r el a tionships . 

Nick Adams in "Big Two- hearted River" is a t ~ s t a.;o i c 

his experionc8 when he cannot bo classified in any of the three 

types of human r el a tionships so f a r examinod in the In 9ur 

Tino short stor ies . He i s n::it r eact i ng t o a marriage or 

II II 
ra t o ship rol u.tionship . Al thout;h he i s essentially a rran 

a l one in this t wo-part story, he is not tho alienated misfi t 

that Krebs is . Fer Nick soci:1s t o be e scap i ng only tor:iporarily 

fron socie: ty, looking f o r an alternative in the natural world 

and finding a surrogate pleasur e in fishing . ',"fhcreas , Kr ebs 

r.iur cly wants t o oxchongo on o urba n situa tion for another and 

escape from der.1anding hur:JD11 r elationships in the forr!1er. 

11Ti1t: coff0e "1.Cc ordin3 to Hopkins 11 episode is the only ev c..'1t 

r GmeDbor ed by Nick f r om past expcri.:mco. :Ma.k i ng coffeo rGr.inds 

him of his fort.Je r friend Hopki ns and brings t o his mind a 

disappointing episode in human relations when a close friend let 

h im down. It is th:i.s sort of experience he is trying t o :'orget, 

now that he has t ef:lpor ar ily escaped fror:1 s ocie ty: 

"His mind was start:ing. t.o work. Re knew he c ould 

choke i t be cause he was tired enough"46 

Nick is in harmony with the natural wor l d of t he river , as 

he was in har mony wi t h his fri ends Bill and George in the other 

stories. Here, r a pport with the river and the country- side and 

a passionate indulgence in f ishing is the surroga t e for social 

frustrat ion and disappointment . 
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He has journeye d t o the rive r t o f ish for trout a ccor ding t o 

an honourable code . He puts ba ck thosG that ar0 too small and 

touches them only with we t hands s o thc t ho will not cont a.mina t e 

the delicut o J.!UCus on their skin. This Gsoteric codo is 

sunned up in tht: foll o\·,'ing pa ssage f r oI!l' tho stor y : 

"If a trout was t ouc hed with a dry hc:.nd , a i-.nit e 

fungus a t t a cb;;d t h.:: inprotoctcd s !1ot ... Years 

b e for e when ho l:ie.d fished cro\/dod strca::1s , with 

fly fishc-r!"18.n n....'1oad of hif'": and bc·hind him, Hick 

had. again a"lcl again c ome on dead trc·ut , furry 

with whit.:, funt·u s .. . Nick did net like t o fish 

·id th oth0r r"'{~n on the r iver . Unle ss thoy ';'er o 

of your pc...rty, th<...'Y spoilGd it . 
11

47 

This adher e nc 0 to ~ special code of honour is a prefiguration 

of the 11 aficionnd0 114~humo in Th& Sun Also 3.is0s o.nd an ex ten si on 

of t ho 11m.:1teship 11 theme: . Fishvr;·.10n v;ho cc.rel essly c ontar::'.linD..t.e 

t he fish ther eby n ot ro~p·~ ctine; thui·: as worthy adversarie s aro 

not a cc eptabl e t o Nj c;~. Ji(., ·:1i l l not fish v;it h them. ~·~hey a rc 

also r:luch l:i.kv Robort Cohn in T!10 Su.1 Also Ri~ who cannot 

understand tho sicnifico.nco uf tho code in bullfight ing . 

They do not have a r0al passion for tho .ti t uaJ. ised cor::bat, for 

they do not understand the symb ol i c life strugblc the r e in. 

In t ho same way they f a il t o c o!!l.proh .::nd the nature of their own 

l i f e s truggl e . This failure t o unde r s t and the spiritual 

oeaning of l ifo is apparent in Coho, · tho archet ypal, bro.sh ,,_ . 

philisti.11(; f.m0rican, a ma.t c;;rialis t wh o cannot understand t he life-

style of the Par isian clique of America n and English expatria t e s . 

This"aficiorn1<1ou gr oup is mutually exclusive, according to 

whe t he r a man or woman una e r stands the significance of the code 

and has a passion for i t, or not. 
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Acc ordingly, Robert Cohn exclude s hioself fro m the Paris ian 

clique who hav e 11a f' i c:i:v n11 for bull- f ighting, Lmd fishing , and 

a liberal a t t i tudo t owa rds the pr or.ri.scuow Brott Ashley . 

In a way the I!k.'l.l c f ctinhe s of drinking, playing p ool and 

going hunting t cgethor , of nett i ng a s i tlu c ertain a ctivities 

fror:l which women ar c 0xcludod a nd artifically eleva ting tho 

status of these apa rthoiC:activiti t..s , a:te sioil a r to this 

"a fici onudd' ::i.t t it-u.cle whe r e p..::opl c 1.1lrn do not fully partak0 or 

cannot under s t and a r c als o excl ude d. 

To sur:: up t h"' tl t ur nat i v vs t o unhar L1oni0u:..f01a t ionship s 

b etv1ccn me;n c:.nd women, pr ovid0d by iL~·1ingwa:' i n t he In ..0_1.1r Time 

short storion r:.."1d nup i n k i chigc.n", on e: c ould t~iv c t wo opti ons: 

nat oship or is ol c..tior... Both can include an additional e scapist 

alternative such a s hunt ing , dr i nki n t; , rcadin~ or playins pool. 

Nick Ad-:.ws i s not en isol ato by choi ca . 

b c twe0n h ir::i , Bill Md J1op 1 w:i.s de st r oy ed wh0n Hopkins .;ot r i ch 

and r an out on thcr.; - " It brok c.. up the trip . 11 49 Perhaps 

symb olically on his pre s ent tr:ip ?hck is al one . There can be 

n o be trayal by n friend , th1:: r oere n o c omplic <~ting h 1Jr.,£m r e l a tion-

ships t o worry about . En j oynent and sa tisfacti on can bu f ound 

i n tho na tural enviromant of the trout river . 

Tho appoar nncc of those the nes in the short storie s and the 

dev eloprr:t:nt of a suitable raalistic ztyle through which to expre ss 

them, is all in anticipation of Hcm:Lngvmy ' s first major novel, 

ThG Sun Also Rises . 



CHAPTER 4 

"I had stnt'ted t o br eak down all my writing and ge t 

rid of a ll facilitytt . 1 

The sterility of r e lationships between men and women 

within Am e rican society , a s dep icted in the pr eceding short 

stori e s , is a lso an appa r e nt the me in The Torrents of Spring 

(1926) which was ~ritt e n p rima rily a s a parody of She rwood 

Anderson ' s nove l Dark La u ght e r (1 925 ) , Although Ande rson's 

specious phil osophy a n d loose s tyl e , s o appar e nt in this 

nove l, was He mingway ' s main t a r ge t, h e a l s o sRtiris e d 

othe r lit e r a ti suc h a s H. L . Me ncke n a n d Ge rtrude S t e in, a 

form e r mentor . This s u cgcsts tha t he wus making a sta te -

ment of t is evclving ·. -~ .· vi e1_,;po int showing ri1lw. t he no v1 

thought to be inva lid in mi d-twe nties r eali sm . For h e was 

not always a v e rs e to Ande r son , in f nct he wa s gr eatly 

influenc e d by the man a nd his early writing . 

Their early short stori e s show a similar t e chnique and 

e once rn The ir style s shared the following characteristics 

says John Flanagan; the conjunction most wildly used was "and" ; 

they scorned vonventional diction for the sake of the 

colloquial where applicable; they both used r epet ition to 

create deliberate effects in building up word pictures or 

emotional feelings; 

t . . l" f 2 rou ine in 1 e . 

a nd they made use of the familiar and 

Such an approac h is cha r a ct eristic in 



Anderson' s early s tori e s of o~d~vest ern towns~ Hemingway 

uses a simi l a r t ech n i que an d si milar sub j e ct ma tt e r in 

h i s Michi g:rn s t or i es . 11 Up in Michi 8an" a n d " M.y Ol d Ma n", 

f or e xa~pl e , ha ve been compa r e d with Ande rson' s stories~ 

a nd we r e obvi ou sly i n f l uenc ed by t hem j 

Th e subj0 ct ~a t te r o f th0 ir early writing is the 

life of ever yQay peopl e in un r omantic s i t uations such as 

t h E:: r eali ties of life in smnll m i d~wes trrn towns• Here 

t he r e i s a simila r i ty o f outl ook . Acc or d ing t o J ames 

S c hcvill, Hc mi ng1,;a y "saw i n t he ol de r T?Ja n a spirit t ha t 

r esemb l ed his in many ways , t h e s ane turning away fr om 

organised e duc Qtion , the snme r evol t agni n s t bou rge ois 

st~ndards o f se c u r ity , t he same i n t e r es t i n sport s a n d 

t he l i fe o f simp l e , unsophist i ca t ed pecpl e " • .3 

Despi t L: tl~ is comr,; onjgrouno/He minr:, wa y d i ve r ged 0s he 

deve l oped his indivi dua l vi 8wpoin~ i n strivi ng t o capture 

obj e c tive l y , the c oncre teness of r eality, He a ls o 

0ndeav our0rl to c ontrol h i s wr iting a nd g ive it s tructure , 

Consequent l y h~ r e je ct ed Anderson ' s concept of u n c on s cious 

a rt and his total reliance on s i t uat i ons in li eu of an 

or ganised plot , especially in An derson's novel s · like 

Dar k Laugh t e r. ' Their loose structuring was made w~rse by 

his repe t i tive use of th e s ame themes a nd situations~ 

In The Torrents of Spring Hemingwa y openly refers to 

" the. t f e llow And e rson's book"
4 

tha t the libraria n had given 

to Yo g i Johnson . Each r e f e r e nce to the soldier in this 

book is a ccompa nied by a contradictory statement ~m 
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Hemingway's pro t agonist Yogi Johns on. In this s e ri e s of 

c ontrast ed vi ews o f war , An de rson's i s r egar de d a s s e nti -

mental by Yogi wh o has s ee n the r eal thing . He g ives 

Hemingway's n l te r nAtive cynica l vi ewpo int ( a lready vi s ible 

in t he mini a tur es and corrobor ated i n A Far ewell t o Ar ms) : 

"It ha d bee n the only ti me Fr ed c o ns cious ly k illed 

a ma n . You don't kill me n in wa r much , t he b o ok 

s a i d . The hell you don't, Yogi th ought, if y ou'r e 

t wo y ear s in the infa ntry a t th e fr ont . Th e y just 

di e . Indeed the y do , Yo g i t hou gh t •••• Aft e r ward, 

killing thi s ma n haunt ed Fr ed . It's got t o be 

s we et a nd true . Th a t wa s t he wny sol d i e r s t h ought, 

Ande rs on sa i d . Th e h e ll it was 11
• 5 

Subsequen tly Yog i add r esses h i s c on t r as ting vi ew of 

war t o a c ou pl e of Indi~ns pass in g by: 

"Yogi was not h;;. unted by t he me n he hr:.d kill ed . 

He kn0w he hnd killed f ive men . P r ob a bly he had 

kil led mor e •••• Mos t o f the me n he had kn own had 

b ee n e xcit 8d as he ll whe n t he y had fir s t kil l e d . 

Th e trouble was to keep t hem fr om killin~ t oo 

much. I t was ho r d t o ge t pr i sone r s b a c k to the 

peopl e that wan t ed t hem f or i de nti f ica ti on •••• 

They woul d g i ve the pr i son e r s a poke in t he s ea t 

of t h e pants wi th a bay on e t, and wh e n the prisone r 

jumped t he y woul d say, 'Y ou woul d run, you s on o f 

a bitch', a n d l e t the ir gun g o off in the b a ck of 

his head •••• All t h is swoe tne ss a n d truth not if you 

we r e in t h e r e t wo y ears."~ 

This bitte r r ealism of He mingway' s is cruelly jux ta-

pos e d with th e s e nti menta l streak in Ande rson's t h inking 

impli e d by this pas s age . A dir e ct r e f e r ence such a s this 

can only be made by a writ e r who ha s e volved his own 
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philosophy. Apart fro m the satirical element ,this realist 

content a ff ords a n insi ght int o Hem.i·ng,wa y' s c onsciously 

real vi evJpoint, his desire "to tell honestly the things I 

have f ound t o b e true " . 7' As Richa r d · Hovey says: "His 

seriousness about ~ar and killing cannot help breaking 

8 
throur,h". · 

This unde rlying seriousness in both Hemingway ' s 

attitude t o life and his lit e r a ry styl e expla ins ~hy he 

. satirised Anderson and h i s novel Dar k Lnughte r. The 

r eason f or He~ingway r e j e cting Ande r son 's l a t er work,after 

having so much sympa thy and admir3t i on f or th e e~rly short 

stories ,be c ome s obvious a f te r exam ining the nos t lud icrous 

si tuat i on deal ing with the ste rility theme fr on Dar k La u gh t er. 

In Th e Torrent s o f Spring t he bw protagonists Scripps 

O' Ne il and Yogi Johnson a r e both look i ng f or some thing but 

a r e n ot quite s ur e what . Much of t hei r r es tl ess nes s 

st ems f r om t he i mpe r nanenc e o f the ir marri ag~and vague 

stirrings insid~ them . Scripps , an ex -H~rvard man a n d 

writer is set wonde ring by th e a ct o f h is wife , Lucy, 

l eaving him . He is subseque ntly infa tua t ed with th e first 
th~ 

woman who t a kes n otic e of him , Diana~elderly waitress in 

Brown 's Ben n cry;. Mesmerised 

marries h e r. But "some thing 

by her literary a necdot e s he 

9 
was stirring within him" .. a nd 

Diana is worried that she might lose him to Mandy, the young 

waitre ss who f a scinates Scripps , with he r superior a necdotes 

on Henry J ames. However Di3na f ee ls she might be able to 

kee p Scripps int e r e sted in he r if she c a n only subscribe to 

the right magazine . 
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"He was her man and she would hold him . She 

l ooked away from t he window and slit open the 

covering o f the maga zine that l ay on her table . 

It was Harper' s Maga zine in a new format . 

Harper ' ~ Magazine cooplet e ly changed a nd r evi sed . 

Pe r haps that would do the trick. She wondered11
•

1 0 

Scripps i s rcpvatc<lly a ttra cted back to t he beanery . 

This tells Di a na that she cannot hol d hi ~ a nd that he finds 

Mandy ' s anecdot es mor t. c ompelling tlw n her magazines . For 

example Mandy ' s pow0r ful opening ga~bit : 

" Mandy t he buxori woi tress , l ean.., cl f or\'/o.r d , ' Sny ' , 

she said , ' did I e ve r tell you about thd lnst 

wor ds of Henry J.,_mes? ' " 1a 

But even ~Andy ' s 7 ttrnctions pa le befor~ the ear thy quali t i es 

of the naked woods - Indian squaw who enters t hu bcan0r y 

dr essed only in rnc.ccr:i.s ins , cnrrying a papoose and a c cor.?panied 

by a husky dog . Fac0d rith a choice between a l iterary 

\mi tress from i:or dswor th countr y , n symbol of .'."\ civil i sed 

and sophisticated soci0ty and the naked Indi~n squaw , symbol 

of thE. natur a l world f pre; - colonial Americ a , Scripps is ove r ­

come by the primae val power cf the n"l.tural woman . 

" Scripps 0 ' Neil v1t1s f eeling fnint a nd sh.::tken . 

Something hn d stirred ins ide him , some vague 

primordia l f eeling , as the squa w had c ome into 

the r oom11
• 12 

Simila rly the na tura l f orces ecner atcd by the squaw 
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re-vitalise Yogi Johnson who had bee n on the verge of suicide , 

for t his year the omen o f Spring , the chinook wind , hnd not 

cata lysed the s exua l i mpulse in him . At the sight of the 

naked squaw "something had broken inside him •••• He had a 



new feeling . A feeling he thought he had lost foreve r 64 

••• Let spring come now. Let it come •••• Hc was r eady for 

' t" 13 l • Yogi follows the s quaw , stripping 

off his c loth~s and dropping them on th e rnilway track , 

symbol ically shedding the trappings of n corrupt soc i ~ty . 

Scripps remains transfixdd again by th0 sight of 

Mundy , Diana knows she cannot hold h i m. Her l =st 

literary ba it is 11 n wonderful c::ditorial ••• by Mencken 

abou t chiropr•~c tors 11
• 
14 

Diana has lost to Mandy 1 s 

11 int <.: rminnble stream of literary goss i p 11 •
15 But Scripps 

wonders if it v1ill be enough for " in Scripps brain th? t 

vision of n Squnwn16 b e ckons him . 

ThE vision o f true emotion nnd b ~sic function in the 

woods squAw as opposed to stcrilE a rti f icia lity in r n fined 

civilised Eur opean s tock i s indic~tive of a co~mon outl ook 

in both writers . Anderson ~nd Hemingway both looked for 

a more fund amentAl answe r to t he frus trations impos ed by 

the artificial manacles of 1..n urban life on a natural 

being . 

Anderson ' s vi ewpoint became a r athe r specious 

philosophy a nd included a doubtful belief in the super-

ior ity of the dark race s who, because o f the ir colou~ he 

depicted as closer to nature . A romant ic belief that a 

golden a ge could be brought about , if only men would no t 

be afraid of their dreams and not be too much influenced 

by other people , is nppn r ent in "Hands" , the first stor y 

i n Winesburg , Ohio : 



"Out of the dream Wing Biddlebaum made a picture 

for George Willa rd . In th e picture men lived aga in 

in a kind of pastoral golden age . Ac r oss a green 

open country came cl ean-li~bed young men , some afoot , 

some mounted upon horses . In crowds the young men 

came to gathe r about th ~ fe e t of an old man who sat 

beneath a tree in a tiny garden a nd who talked to 

them •••• 

' You must try to forget all you have learned', 

said the old ma n . 'Y ou must b eg in to dream . From 

this time on you must shut your ears to th e roa ring 

f th . 1 11 o ~ voic es • 16 

This ~ystic belief in a r e turn to a rura l life as ~ cure 

for social ills was not ridiculous in itself . It was the 

specious nature of the viewpo int it developed into that 

Hemingwn y f ound to o much to beo.r in Dark Lc:rn g~ where 

it l ooked so stretched and thin. 

Th e dichotomy in th e ir philosophies starts here . 

Hemingway looked f or a superi or life in the esoteric g r oup 

action , the passion for hunting, fi ghting or bull-fighting 

which only an "in-group" of "aficionados" understands . 

Anderson chos e a perhaps mor e illusory mythos in thinking 

he had found "his golden age among the American negroes" . 

The inherent "superiority of the child of Nature 111 7 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 manacle s by sentimentalising 

thus. Hemingway's alternative escape was also into nature, 

such as Nick in 11 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 mor e prima eval tha n t he hunting 

insti nc t in man . If An derson sou ght an a ns we r t o t he 

sterility 

primitive 

of a n industria l, urban soci e ty in 11 s enti me nta lising 

19 
peoples 11 as Do.vi d Garnet t suggests, then 

Hemingway was merely dive r g ing fr om , rather than oppos ing, 

this viewpoint , in romant ici s ing t he primitive killer 

instinct in man . For instanc e the ritua l life and dea th 

struggl e of the bull-ring which pr ovi des the material for 

s o many o f the in our ti me minia tures and his exc e ll e nt 

short s t or y 1'Thc Unde f2 n t ed" (f i rst pu bl i shed in t he periodicals 

This Qu a rt e r (1925-1926) a n d De r Qu e rschmitt (1 925) a n d l a ter 

in his Men 0 i thout ~omen (1 927) volume of sh~rt s tori e~ which 

i s th e subj<::ct o f a 12 t e r Eur opea n phase , co rn ing a ft e r his 

early Mi chi go.n bas~d stori es , with their early Andersonian 

influe: nc e . 

In The Torrents of Spring Anderson ' s na i ve bel i e f, 

tha t there wns such golden age mn terial in th u Amer ican 

n egr o culture , i s mocke d . The n o~ro c horu s of Dark L~ught e r, 

as t he title suggests , l augh at the awkwa r dness Mnd re ticenc~ 

of whit e c hnr~ ct c rs , in sexual r e lntionships, for they find 

such foibl es and torpidity ri d icul ou s an d a li en . They, being 

bla ck and t he r e for e near e r to na tur e , a r e not so self-conscious 

and socially restrict ed in such mnt t ers. Hemingway's Indians 

provide a similar chorus to mock the protagonists, Scripps 

QtNe il a nd Yo g i Johnson . Wh e n the chinook wind stirs 

s ome thing primaeval.inside them , whic h the y do not in the ir 

sophistica ti on understand , the Ind i a n war-whoops are h eard in 

the distance e choing the "dark l a u ghter" of Anderson's negroes. 



Although Hemingway did not sh.::i.re a belief in this "corn­

fed mysticism1130 it is obvious from his e:i.rli cr stories that 

he preferred ch~rncters •ho were simple and primitive rather 
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than conplex and sophisticnt8d . He repudiated the intellectu.::i.l 

world and concentrated on men ' s emot ions nnd their phyGicnl 

activities ns ~n nnswer to the problems o f 1;rn:;.n • • • n l one and 

frightened in n violent univers e which he cannot hope to 

2·1 understand'' . · 

Obviously the central themes of He~ingway ' s ficti on 

gener::-.lly a.r e present e ven in this pG.rody, to wit, the war 

as it really was . In the triumph o f the basic primaevol 

t:rno tions epitomised by the necked squnw o f the "f,mericnn 

~es t'' over the st~rile c e rebra l c onsciousness nf the Old World , 

tho conc arn for pG.ssion ~nd feeling r~thGr thnn any intellectual 

philosophy i s ~pp~rcnt. This conc ern is reflected in h~mi ng-

way' s styl e . As Cyril Connolly says : 

"It is n styl e. in which the body tolks r nther than 

th( mind , one admirablo for r ende ring emotions & love , 

fear , joy of b~ttle , d&sp~ir , sexual nppetite , but 

i mpoverished f or intellectu.:tl pur p0Ges 11
• 22 

These preoccupnticns a re also pr ~scnt in other Hemingway 

wor ks such as the nlrendy existing dr~fts of The Sun Also Rises 

a nd the later novel A Fnr ewell to Arms (1929) . His m~imed lover 

f i gure is apparent in the little woods Indi an with four artificial 

limbs , whose squaw goes off to the woods with Yogi Johnson . He 

i s simi l a r to the wounde d protagonist Jake Barnes in The Sun 

Also Rises , whose woman , Br e tt , ha s a constant stream of 

substitu te lovers . Amp11t.'.l ti on seems .t o obsess Hemingway in 
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both of these figures . Jake's war - wound disabled him 

sexually in much the same way ns the Indian a~putee lost 

his nrms and legs from war - wounds, and wa s indi r e ctly 

impotent , as the loss of his wife to Yogi Johnson indicates . 

Despite the appe,rnnc c of typical Hemingway themes in 

The Torr e:nts o f Spring it is :"?Jore import:tnt to r e vi ew 

Hemingway ' s original motive for writing a parody of his 

early mentor ' s novel . It is appar ent from Ch..-,p te r 3 (above) 

tha t He~ingw~y wns extreme ly conscious of what h e wa s 

trying to do in his stylistic ~ppro~ ch to lit~ra ture a nd 

of where h 6 s t 0od in rel~ ti on t o American lit ~rcry movemenfs . 

He obvi ously thought c f himself as ~n , ctive member o f the 

was not unusun l th~t n sclf-c onfi ~cnt ~rit~r like Hcraingway 

should upbr~ ia someone, ev~n a p~rson t o whurn he once l ooke d 

for inspir~tion , if tha t p~rson wns n o lon~cr pruducing 

liLrnture con duciv.c to the pr ogr ess o f the An1.ricnn rer.ilist 
n <-w 

reviva~ of which both he ,nd thc ~reacti on~ ry writ r were a 

part . 

Hemingwa y actua lly stated in his lette r s that it wa s 

only right for America n write r s to criticise each other , 

so a s to prevent lit(r~ry progress from taking a step 

backwa rds . Ray Lewis ~hite 's digest of five unpublished 

letters from Hemingwa y sugge sts tha t Hemingway f e lt he was 

a part of a movement working to improve America n Li t eratur e •· 



11 If Anderson , who c ou ld write grea t things , published 

something thnt se emed to Hemingway r otten , then th e 

writ e r should be told . If some wri ter s t a rts to 

produc e slop ~nd gets nothing but encourngement 

from his contemporaries , then ~meric a q ill never 

produce any truly great writ e rs 11
•
23 

That Hemingway th ou ght Anderson ' s i~eas in Dn rk Lnught e r 

were e rroneous and d e rivat ive is su ·port ed by Lewis' digest 

o f Hemingway's l etter to Edwin Peterson : 

"He mingway t o l d Fc.te rs on t hr:tt he had tried to ge t 

what he f elt abClut sloppy thinki n g into ;:;. so.ti r e 

to be publi shed by S cribne r's l a t er in 1926 . It wns 

valled , after Turge n e v , The Torr ents of Spring" • 2!;. 

It is obvious in view of these unpublished letters tha t 

he f e lt himsel f to be a part of a definite lit e r a ry mo veme nt 

wh ic h was nation~l istic in spirit a nd real i stic in i de ol ogy . 

The Torrents o f Spr ing w2s t o a l a r ge e xt e nt a statement of 

his commitme nt to the American r ealis t renaissance a nd a 

c has ti sement of those who we r e straying fr om the path , end 

reve rting to sentimenta l ways and a lien thoughts . 
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CHAPTER 5 

THE LOST GENERATION: "MEI,iBERS OF A 

WORN-OUT CIVILISATION WORLD - WEARY FROM THB li/AR?" 
1 

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

long as a novel 11
,
2 

claims Hemingway in A Moveable Feast. 

Yet it was a natural step in the a lready completed 

progression from high school report e r to journa list, to 

short story writ e r. He had made on abortive attempt at 

a novel but the manusc ript was lost in the Gare de Lyon 

th e ft, in 1923 . 3 When it c ame to writing this first 

novel The Sun Also Rises it must ha v e been di fficult 

for a man who often took "a full morning of work to 

. t h" 4 
wri e a pa r agrap • The first dr a ft in fact only took 

him forty-eight days but exhausted him in the process. 

Aft e r a rest, he wrote The Torrents of Spring , then 

r e turned 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.
6 

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'i . 7 Yet that book was 

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

his longest story, hitherto, 11 Th:, Undefeated" v1hich is 

approximately thirty pages long in the collected edition 

of his short stori es8 a nd 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 r eal ly the viewpoint 

of a moralist: that one is not de f ea ted if one continues 

to fi ght a ccording to the rules . Li ke Mae r a , the bull-fighter 

in " The Undefeated", wh o even tually kills the bull afte r 

having unsuccessfully t ri ed s e ve r al times to administer 

the coup de grace,even after being gor ed in the process . 

Thi s i dea of heroic struggle in Hemingway ' s phi l osoph-

ical out look r ecurs as a theme in The Sun Also Ri ses . He re 

of course it mus t be sustained through six times t he numbe r 

of paees and not b e tied to one situation . There are too , 

more characte rs to por tray in their struggle against great 

odds in va rious si tua tions . Some a r e bull-fighte rs like 

Mae r a who must overcome the antagonism of the crowd, as 

wel l as personal pain and disability , in or d~r to win the 

fight . One such, in The Sun Also Rises ,is Belmonte "who 

was sick with a fistula" 1 0 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 11 Rome ro had the greatness1111 and proves it by 
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overcoming the pain of his bruis e d face and body , a result 

of Cohn's beating the day b e fore, to kill all his bulls with 

"perfect bull-fighting" . 
12 

With similar courage he stood 

up to Cohn's b eating unable to fi ght back because he did 

not know the boxer's cod e and was therefore not on equal 

terms. Yet he still defeated Cohn b e caus e he would not 

stay down. As Bill reports i t-11 Co hn couldn't knock him 

out ••• Th e n Cohn said he wouldn 't hit him again . Said he 

couldn't do it. Said it would b e wicke d •••• The n Cohn 

leaned down to shake hands with the bull -fight e r f e llow11
•
13 

Cohn has to a dmit defeat although h e has not be e n hurt and 

has done most of the striking . Th e point is tha t Cohn 

took unfa ir advantage of Rome ro who had no weapons to 

fi ght back with, e xc ep t courage . Th e y we r e not equal 

a dve r sari e s b u t li ke t he bull a n d the bull-fi ght e r os t e ns-

ibly un c: qua l. Co hn was th e s t~· n g e r a n d had th e advant a ge 

"and yet in t h i s unequa l fi ght, it was th e s trong on e which 

l d . II 14 t t would succumb a nd t he wea k one who wou win , o quo e 

Alexandre Dumas on bull-fi ghting . 

Such courage in the fac e of de f ea t is the central 

theme of Hemingway ' s moralist vi ewpoint and is appare nt 

in Jake Barnes, the wounde d protagonist wh o knows th e re is 

no answer to his sexual frustration but to bear it. He has 

sought alt e rnatives but realises he cannot evade his problem 

by running away from it. Jake r ealises that y©u 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 i n return- " No i dea of r e: tribution or punish-

ment . Jus t e xchange of va lucs •••• You gave up something 

a nd got something e lse •••• bithe r you paid by learning 

about them , or by experie nc e , or by taking chances, or 

by money 11
• Admittin. th~t his philosophies changed 

quinque nnial l y Jake says that o.11 h e ilwanted to know was 

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

how to live in it you l earned from that what i t was all 

about" . 15 As S t ~wart Sande r son points out , t he Hemingway 

h ero r eali ses that "unrc, li e vc d pess i mi sm , is no answer 

to the human prcdicami::nt : it i s a denial of life" . 16 If 

he ca n r e sign hi mst'lf to accept "the thousa nd n;\tur a l shocks 

that fleS'l is heir to 1' 
17 then he can also cnj oy the 11 s omcth ing 

else" that you got '"hr-;n you gRve up somet hing" . 

Like Rom• ro r cs i Rting Cohn , Jakc must tak~ what comes 

in the life strut·:gle if he is not equipped to fight back 

and win . He must lea rn to acc~pt the pAin of sexual 

frustra tion in his love for Brett , a nd must understand 

and condone Brett ' s proMiscuity s ince ho cannot carry out 

comole t cly the lovers role . Jake i:nows this from the v ery 
~ ' 

beginning of the nove l a nd giv~s such advic e to Rob ert 

Cohn who beli.?ves the answer to his problem i s to go to 

South America , or r a the r the illusory one depicted in 

The Purple Land , a story of the "spl endi d i magina ry amorous 

adventure s of a pe rfect Engl i sh g0ntleman in an in tensely 

romantic l a nd11 •
18 J a ke r ealise s such escapism is not the 

answe r for Cohn or for hims elf : 
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11 Listen, Rob er t, going to a nother country 

doesn't make any differenc e . I ' v e tri ed all 

tha t . You can't get away from yours e lf by 

moving from one p l ace to anotherli.
19 

Jake has accepted th e f act that it is not a place 

which makes life tolerable but r a ther one ' s a ttitude to 

life which if stoica l or optimistic enough can make any 

place tolerabl e . 

Rob e rt Cohn does not ha ve th e resilient outlook tha t 

Jake does . He has not accept ed the epheme ral nature of 

life . In th e sa:.me s e quence he says: 

"
1 Listen, J o.k e ', ' Don't you e ve r ge t the fe e ling 

tha t all your life i s go ing by and you'r e not 

taking advantage of it? Do you r eal ise you've 

live d n early half the time you have to live 

already ? 1w 

1 Yes , e ve r y onc e in a while ' . 

' Do you kno~ t ha t in about thirty-five y ea rs 

more we 'll be dead? ' 

' ~ hat the hell , Robert', I said . ' What the hell' . 

'I ' m s e rious '. 

'It's one t h ing I don 't worry ab out', I said . 

' You ough t to' 

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

I'm through worrying' . 11

20 

These conflicting a ttitudes to lif~pf the two prot­

agonist~ are c e ntral to the plot and the themes of the 

nov e l . They r epr esent in part the t wo cultures with which 

Cohn and Jake can b e identified , those of the New World 

and the Old . Both char~cters a r e expn triate Americans 

living in Paris, but only Jake likes living ther~ for he 

has assumed the mental outlook of the Old World , with its 

74 



more traditional acc e ptance of the flux of lif~ as opposed 

to t he measure ment of life by ma t erial success which Cohn 

show~ by bi s own fa ilur~ to be meaningl ess . 

Cohn measures h i s life by the nu mb e r of y ears left, 

a s this pas sage shows , whe r eas J a ke ha s given up worrying 

a bout life ' s irre voc a ble end . S inc e life in its very 

na ture is tra nsitory , one c a nnot hope to use it prope rly 

unl e ss this a priori pr emis e i s a cc ept e d . Cohn come s 

from a n o v urtly mn t t: ri a li s tic ba c kg r ound , the son "of one 

of the r ich est Je wi s h f~mili e s in New Y ork~~ . [h e ] lost 

mo s t of t he fifty thousand do l lars his fath e r l e ft h im 11
,
21 

in five y e a r s . Even wh e n in Pa ri s a f e w y e a r s l at er , he 

wa s r e c e iving thre e hundr e d d o ll ~r s a month al lo wance from 
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h is mothe r . Such ma te ri a l we a lth ha s done littl e to ins til in 

Cohn a spiritua l Rppr ~ ci~ tion o f life . Although h e ha s a 

naiv e ly roma ntic ou t look in s ome wa ys , such a s his desir e to 

g o to S outh A meric~ wh ic h h e still r e ga r ds a s s ome sort of 

l'.:: ldora do whi ch will <t llow hi m to "ta ke advantage " 2 ~ of the 

thirty-five y e ar s of life l e ft to hi m. S imil a rly h e fails 

to r ealise exactly wha t Br e tt ' s sexua l r e l a tionship r eally 

means to h e r or mor e appropri a t e ly d oes not mean . To him, 

their living to ge the r in Sa n S eb a s ti a n meant a great deal , for 

he wa s d eeply in love with Bre tt . Cons e qu ently h e is 

greatly d e pressed when it is obvious that Bre tt had no 

reciproc a l f e e ling for him . 

Cohn is almost powerl e ss in his r e lationships with other 

people . His first wife l e ft him and the second woma n in his 



life , Franc e s , dominat ed him for two y ears . He was s cared 

to do anything contra ry to her wishes unt i l be became 

infn tuat ed with Brett . His trip to New York to publish 

a novel , furth e r strengthens his r e solve to t e ll Frances 

he cannot marry her because 11 h e hasn ' t lived enough 11
•
23 

Ye t Cohn will never be able to "live e nough" unt il he 

realis e s exactly how to live . His bri e f affair with Brett 

was obviously to be part of this new experi e nce but it is 

transi tory and only hurts him mo r e . This happens right 

at the end of the story for Cohn . Between the b eginning 

and the e nd he has not lea rnt any more ~bout appr e ciat ing 

life , in f a ct as f a r D.S h e is concerne d "everything ' s go ne" . 

He cannot ob t a in satisfaction from the same things as Jake 

and Bill who have "o.ficionn 25 for e ve n simpl e pleasure s . 

For instanc e when Bill , J ake and Cohn are being driven 

ov e r the mountains from Bayonne to Pamplona for the fi es t a , 

Bill and Jake a r e obviou s ly thrille d by tho scenery a nd 

atmospher e of th e Spanish countryside . They ha v e an 

int e ns e appr 0cia tion of the na tural world . One scene has 

a beauty and tim~ l essn e ss which seems to sum up the histori c 

and r eassuring f eu ling of an establishe d culture which , in 

Spain , h n d changed little sinc e the Middl e - Ag e s . The scene 

24 

which impli es this traditiona l a ccepta nce of life ie made 

significant by the kncwing glances Jake and Bill exchange when 

perc eiving it . Jake describes it thus : 

"0ff on the left was a hill with an ol d castle , 

with buildings close a round it and a field of 

g r ain g r owing right up to the walls and shifting 
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in the wind. I was up in front with the drive r 

and I turned a round. Rob0rt Cohn wa s asleep, but 

Bill looked and nodde d his head 11
• 26 

Cohn coul d jus t as well ha v e been awake for he would 

not have appr e cia t ed t he beauty or significance of the 

scene. Pe rhaps it i s more a pt t hat he was s l eepin&since 

he is blind to spiritual or int e ll e ctua l appr ehensions 

anyway. He is unawar e of a ny unde rly ing sign ificanc e in 

bull-fight ing for instance . Early in the novel when Cohn 

is worried about his life r ap i dl y running ou~ he shows this 

l a ck of compr ehe nsion in bemoaning h i s lot to J ake : 

"'I ca n't sta nd. it to think my life is go ing 

so fast and I'm not r eally living it'. 

' Nobody e v e r li ves their li fe all t he way up 

ex c ep t b ull-fi gh t e r s '. [ say s J ake] 

'I' m not interes t ed in bul l-figh ters. Tha t's 

an abnormal life . I wan t to go back in the 

country in South Amer ica •. 11

27 
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Cohn's ans wer to t his problem of ~ow to r eally live his 

life , is to run away from it, to South America whe r e the 

~la c e will provide the answe r, he hopes . In contrast the 

bull-fighte r's solu t ion is to c ontrol one of na tur e 's most 

dange rous adve r sari es and .. risk his l ife in the proc e ss . 

He is playing for the highest stakes a ma n ca n, and using 

the grea t e st gift of life, his intelligence, to dominate 

a stronger ·adversary a nd in a way r e v e rse the status quo 

of nature's world. Jose Acquaroni states it thus: 

"Bullfighting means domina ting the attacking 

instinct, moulding the beast's nature to man 's 

will, using its mobility , aft e r controlling it, 

for the pleasure a nd emotion domination brings 



with it and for all the artistic and human beauty 

which can be de rived from it 11
• 28 
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Cohn does not understand this principle behind bull-fighting 

because he does not unde rstand the analogous situation in his 

life , that he cannot treat it as som e thing physical to be run 

away from by shiftinc his geographical position . Life must 

be controll ed by the int e lligence .,.:a s the bull is dominated 

by man ' s superior int 0llect. Yet int e llige nce is not enough 

for it must b e accompanied by courage a nd a resili e nt stoicism . 

Cohn i s r athe r like a bull : he has the an ima l strength 

of a boxer, he knows how to fi ght and h~ can phys ically 

domina te othe r me n such as Rom e ro. Howe ver t he r e is no 

validity in such a victory, e spe cially if the opponent is 

not on a n e qua l footing , ~s H~ rve y S tone says , when Cohn 

sugges ts that someon e mi gh t some day pus h his f a c e in : 

"You think so . Thc, y won't , though . Because it 

wouldn't make a ny diff e r e nce t o me . I' Q not a 

fighter 11
•
29 

Most of this sentime nt is expressed in di a logue , as Heming-

way utilise s t he technique h e practised in his short stories 

for capturing colloquial speech and the varient implicat ions 

potential to the spoke n word. Ma.n:y of the conv e rsat ional 

sequences run for pages , with only the occasional "said" to 

append a statemen t to a certain characte r, when it may not be 

obvious who the speaker is. Conseque ntly the story comes 

vividly alive as exposition becomes a function of the dialogue. 

The conve rsations ar e also occasiona lly punctuated by informa-

tive narrative statements such as : 



"We walked down the Boule vard. At the juncture 

of the Rue Denfe rt-Roch c r euu with the Boule va rd 

ia a statue of two men in flowin g robes 11
• 30 

This has the e ff ect of keepine the s t o ry mo ving through a 

s eri e s of situations, .imparting actunli ty to what would 

otherwise be a stra ight narra tive seque nce . The conve rs-

ation c a rries on i mmediately with no l eading in, only an 

indire ct link , in the phrase qunlify ing the speaker: 

"'I know who they a r e ', Bill e y ed th e monument . 

' Ge ntlemen who inve nt ed ph~ rmacy. Don't try and 

fool me on P a ris'. 

We t " wen on •31 

In this way Bill and J~ke progress down the Boulevard 

St . Michel until t hey a r e p ic ked up by Brett in a taxi a nd 

wh i ske d o ff to t he Clos eri e d~Lilas , w ith the conve rsa tion 

still continuing . 

Hemingwa y depends on diA l ogue for t he ove r a ll e ff e ct 

of the nove l . G. V. Brady s ugges t s tha t tRo-thirds of the 

n ovel is dia logu e . whether thi s ~s ses sment is accurate or 

not Brady is corre ct in asserting the do minance of direct 

11 . 1 h . Th S Al R. 32 
co oquia speec in e un so ises. This achieves 

a sense of i mmediacy a nd draws the r eader into the situa-

tion as it takes plac e . Colloquial language also makes 

obvious the distinction between charact e rs and aegate s the 

need for cha racter 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 chara cters. 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 h .'.l. d " a funny sort of unde r g r a dua te qua lity 

3.,. 
about himn. ;; The y a r e h a rdly e x plicit details a nd the 
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latt e r qua lity i s ext r e me l y va gu e . J a k e Barne s prefa c e s this 

os t e nsibly de fin i tive de s cr ipt ion of Coh n , with t he words, 

"Some how I fe e l I ha v e net sh own Hobe rt Cohn clea rly 1
' . 34 

He could not ha v e b€e n more apt , for this i s p r e cisely 

what He ming wa y' s t e chnique f a ils to do also . He doe s not 

prod uc e R cl ea~ pho togr aph ic p ortra it o f hi s cha r a ct ers but 

by vague sta t eme nt a n d conve r sa tiona l se qu e nc e s suggests a 

cha ract e r. By buil d ing up a seri es o f r eactions to tha t 

cha r a cte r t h rough t h e dire ct sp~e c h of ot h e r cha r a ct e rs, 

Heming way g ives t h e r e ade r the r e s p ons i bility of j u dg ing a 

c ha r a ct e r by h i s own wo r ds a s we ll a s t hos e o f ot h e r s . He 

give s a n i mpr e s s i on f r om which t he r ende r ma kes h is own 

image . 

Th i s i s s i m i l ~r to t h e t e chn i qu e p r Gcti sed in the 

s h ort stori e s wh e r e spe e c h u tt e r Rn c c was c or r e l a t ed with 

cha r a ct e r t h r ough t h e ap t u s 0 of d i a l e ct a n d j a r gon. Un 

Th e Sun Als o Rises, Harri s , th~ s t 0 r e otype d En gli s h m2 n, is 

cha r a cte ri s e d by Gp propri a t e i d ioms like: 

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

me to h a v e you chaps up he r e n .
35 

This is in ma rked contrast to Jake 's Ame rican slang and the 

jargon of the journalist: 

'" VJhat a lousy telegram! 1 I said •••• 'I come 

Thursday. That gives you a lot of dope doesn 't 

l."t?lll 
. 36 



Descri ptive passages become longe r and more pre va lent 

once the background shifts to Spa in , where Bill a nd Jake 

go fishing a t Burguette a nd the n meGt the othe rs fo r the 

fiesta a t Pamplono . An example i s the description o f the 

countryside ~nd the occup~nts of t he bu~ on the r ide f r om 

Pampl ona to Burguet t e in ~hapter e leven . I n such 

sc::quenccs dialogue punctuates t he na rrat ive rather thc=>.n 

the othe r way a r ound , for t he inte r est of the s to r y has 

shifted fro m the cha r acters to the count ryside ~nd sub-

sequcntl y will focus on tbe fi ~sta , the bull - fi ghts and the 

bull - fi ghte r s . 

Tha s tyle i s again s imil ~r to that of the earlier short 

s t ori es and miniatures , the sy ntax is simpl e and in the 

longer sente nc es the re is a pr eval e nt µ se o f the conjuncti on 

" and". For example the a r r ival of Bill, Cohn .?..nd Jake a t 

Pampl ona : 

" ~'ie passed the bull-ring , high a n d white and 

concre t e - l ooking in th e s un , and the n came into 

the big Square by a s i de - str ee t 3 n d stopped in 

front of the Hot e l Montoya . 

The dri ver h elped us down with the bags . 

The r e wa s a crowd o f k i ds watchi ng the car , and 

the squa re wa s hot a nd th e trees were green , 

a nd the flags hung on the ir sta ffs and it was 

good to get out of the sun and unde r the shade 

of the a rca de tha t r uns a l l the way a r ound the 

II squa r e •
37 

Hemingway capture s the essential r eality of t he s c e ne 

by fo cussing on a few obj e cts and giving an i mpr ession o f 

them rathe r t han a d e tai l ed p i ctur e . Consequ e ntly t he 
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bull -r ing is sket c hed in by gi ving only its mos t striking 

cha r a ct e ristics as they would appea r to an observer , its 

size, colouring and t e xture, high-light ed by the bright 

sunlight . This is the dom ina ting image until the second 

sentence,whe n t he hot sti llness of t he day i s s u gges t ed by 

the heat of the square and the limply h a nging ~lags . This 

one sentenc e conta ins s ix co-ord ina ting cla us es if the first 

one , the main c l a us e , is count ed as such . Despite the 

seemingly simpl i st ic g r n mma tic a l for~ the sent e nc e does 

a c h i e v e a n e ff e ct suit ed t o the scene e voked . That is , 

Hemingway ga ins a sense of continuity, an e v e r r olling 

expos iti on of th e s c e ne , much like the panning Qction of a 

movie -c amera . He does th i s through the r~petiti on of th e 

short co-ordinat i ng cl~us e s , linked by the same conjunction 

" a nd" . The subordinn te cla us e o.t the end , beginning with the 

conjunction "that", occur s in s uffici ent time to pre v ent 

bor ed om with the r e pe ated use of co-or d i nating cla uses a nd 

to g ive a sense of complet~ness t o the des criptive sentenc e . 

This fluent , continuous style i s us ed in part in the 

bull-fight descriptions as well as in the pr oduction of s c e nic 

e ff e cts. The description of Be l monte is a chie ved in one long , 

v e ry e ff e ctive sente nc e which rel i es on co-or d ina ting con-

junctions for its smooth continuity. 

" Also Be l mont e imposed c ondit ions Rnd insiste d 

that his bulls should not be t oo l~r ge , nor too 

dange rously armed wi th horns , and so the e l e ment 

tha t was n e c essary to give the s e nsa tion of 

tragedy wa s not th ere , and the public, who wanted 

three times a s much from Be lmont e , who wa s sick 



with a fistula , as Be l monte had e ve r b een 

ab l e to give , f e lt defr a uded and cheat e d , a nd 

Bel mont e ' s juw c ame furth e r out in contempt , 

a nd h i s f a ce tur ne d yel l ower , a nd ho mov~ d with 

great difficulty ~s his pa in i ncreas e d , nnd fina lly 

the crowd was a ctive ly against him , and he was 

utt e rly contemptuous a nd indiffe r e nt. 11

38 
The othe r· gen e r a l synta ctica l form Hemingway us es 

i s the ser i e s o f short sentences with only one finite 

verb which cnn ach i eve a r apid exposition o f scene and 

a t the same time e vok~ a mood o f h3ste a nd move ment , 

as in this extrac t whe r e J nku i s describ ing h i s r e tur n 

home through th0 P • ri s str e e ts one ni ght : 

" I ,,,ant ed to ge t home . The Boule va r d 

Montparncsse wns deserted . Lavignc ' s wns 

cl osed tight , a nd th0y w~rc stackjng the 

teblc~s outs id<.~ th-:: C).cscri<: des Lilas . I 

p~sscd Ne y ' s statu e sta n ding amo ng the 

new-leav~d ch~stnut - tre~s in t ~~ arc - l i ght . 

Th er e was a f aded purple wr ea t h l eaning 

agnins t th~ base . I c. toppe <l a nd r cRd t he 

i n scr iption : fr om t h e Bonapar tis t Groups , 

some date ; I f or ge t . H~ l ooke d ve ry fine , 

Mars ha l Ney in his t op- boots , gestur ing wi th 

his sword among the g r e'- n new h o I!se- cheLJtnut 

l eaves . My fl a t was jus t a cross the s tree t 

a little way down t h e Boule vard St . Michel. 11

39 

Afte r J a k e ' s s t atement of inten t , se ve n shor t sentences 

quic~y bring J a ke from the Bouleva rd Montpa rnasse to the 

b eginning o f his s tre0 t , the St . Michel . On the way the 

s t ree t-side ca f:s , Marsha l Ne y ' s s t a tue a nd the chestnut 

tree s have a ll been f ocu ssed upon . The naming o f t wo 
a."a 

caf~s , Levign e ' s and the Lilas ( the r e p e tition of Ney ' s 
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name and of the ~r oenneIBof the new leaves of the 

Chestnut trees, emphasise these three focal points in 

the description . 

This characterist ic repetition of modifiers and 

qualifiers and their synonym. is another of Hemingway's 

expositional techniques which a llows him to l eave out 

dependant clauses and keep t he synta x quite simple and 

impres s ioni s tic . Moods are built up by the compounding 

effect of these repe titions whic h suggests rather than 

boldly sta tes . 

. however 
Bold state ment is us ed /to cap ure the vibrant 

characte ristics of a bull in a ction. The phys ical f ea tures 

of the bull and the energy of its mo v ements a r e dep ict ed 

impressionistically , only th e e s sent i a l components of the 

total visua l a nd a ud1:1..-tohy image of the bull a r e r eproduced, 

yet they e voke an imme nsely r ea l p icture of the b east in 

motion. The size, t he quive ring mus cl e , the noise it 

makes leaving its wooden crat e , and its pent up energy 

are all portrayed with stark clarity in the section dealing 

with "the unload ings" . 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 

seemed 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 1 the bull charged and came out into 

the corral, skidding with his forefeet in the straw 
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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 r1alls" . 40 

Hemingway here "puts down what r eally happened in action ; 

what the actual things were which produced the emotion tha t 

you experi enced" . 
41 

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 a r e 

essential to the bull's act ions . It is a lso the noise and 

the neck muscle which impa rt the sense of power and the 

r e ciprocal emotion of awe or fear in tho observer . 

This ability to capture movement and impart an emotion 

from the object described is another aspect of Hemingway ' s 

craf t which has apparently re~ched full development in this 

nove l. The selection of the most important f eatur e s of an 

object or movement i s the basis of Hemin~way ' s ability to 

transpose actual experience into a statement of fiction 

which could r eproduce the same e motion that he had f el t at 

the time arid would be va lid for othe r people, at other 

times ,from the words themselves . 

Suggestion is the second main principle which Hemingway 

employs throughout The Sun Also Rises . The first i mplication 

of Jake ' s sexual sterility , for example , comes at the end of 

cha pt e r two, in a passing r e ference to Cohn not having slept 

at all , the night before . Jake says:"I have a rotten habit 
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f . t . th b d f f . d ., 42 0 o pie uri.ng e e room scenes o my ri.en s· • ne page 

l a t er J a ke tells how he picked up a " r: oule11
• Walking through 

the dar k of the Tuiler ies she: cuddled up to him , '' •• • I put my 

a rm around he r . She looked up to b e kissed . She touche d 

me with one hand a n d I put he r hsnd a~ay . 

' Ne ver mi nd '. 

' lilha t ' 0 the> matter? You sick? 111

43 

The g irl says she i s sick too and seems to mean in a 

diffe r ent way to Jake . His sexual impai rment is not r eally 

c l a rified until chnpter four when he looks at himself standing 

naked in front of his bedside mirr or , nnd the f act that he 

was wounded in the genitals , in the war , i s implied : 

11 Undressing , I looked "lt mys€lf i n the mirror 

of the big a rmoire besid : the bud . Th~t was a 

typically French way to furnish a room . Practical 

too , I suppose . Of al l the gays to be wounded . 

I suppose it was funny . I put on my pyjama s and 

got into bed11
• 44 

There is no description o f the wound and no di r ec t 

mention of whe r e he WAS wocndcd . Yet the r & can b e no other 

infe r ence in view of the two earli e r hints at some sexual 

abnormality . Such implicit exposition is extr e mely 

e ffective in an extended prose wor k and in this particular 

novel h e lps enf orc e the r etic ent cha racter of Jake , who 

tries not to make too much out of his f rus trating disability . 

J a k e says: 

"I try and play it along and just not make 

trouble for people" . 45 
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Although it is neve r explicitly s t a t ed by Jak~ or a ny of 

the othe r cha r acters , it b e comes a pparent that despite his 

inability to consun1l!nto the love between h i m and Brett , and 

in spite of his c onsequent frustr a tion, h e s till is c a pable 

of giving his love g e nerously . He is r es i gned t o her nume rous 

affairs with othe r men and her thoughts of marrying Mike , for 

he cannot give her phys ica l s e xun l s a tisfaction, yet is 

always waiting to help her when she needs somebody . As at 

th e end, when she has left Rome ro becaus e she did not want to 

ruin him a nd is f eel ing ' 1like hell1146 and s elf-r(; proachful 

about t he who l e a f fa ir , J ake a nsw e r s h e r tel egr am a n d arri ves 

in Madri d to comfort h e r. 

It is apparen t that Jake is a he ro accordi n g to 

He~ing~ay's moral code , for h e ha s 1 2arn~ d to a cc e pt the 

vicious i ronies of life i n ~ h os til e worl d ~nd en joy 

anything e l se tha t life o ff e rs . He a lso tries t o ma k e 

light of his troubl e s a nd n o t worry about a ny o f th em . The 

ultimate ma rk of h i s h e rois m is his ge n erosity, e specially 

towar ds Br e tt who induces his g r ea t est a nguish. 

In this nove l Hemingwa y ironica lly r e fut e s Gertrude Stein's 

accusation tha t h e a nd a ll his cont e mpo r arie s are a "lost 

gene ration11 1;-7 and those Americans who disowned the expatriates 

living in Paris. This is achi e v ed through showing that Jake 

Barnes, the disabled hero , although sexually ste ril e is 

spiritually riche r tha n the Robert Cohns of America . When 

Bill goads Jake, tongue-in-che ek , about his being a dissolute 



expatri a te, a ccording to th e popula r h a ckney e d formula, 

the irony works on several l e v els~ 

"'You know what's the trouble with you? You're 

an expatriat e . On e of t he worst type. H ~ ven't 

you h eard tha t ? Nobody tha t e ver l e ft the ir own 

country e v e r wrot e anything worth printing . Not 

even in the newspa p e r s : 

He dra nk th e coffee . 

' You'r e a n expa tria t e . You've los t touch with 

the soil . You ge t pr8ci ou s . Fa ke Europea n stan­

dar ds h a ve ruine d you . You drink yourself to d eath. 

You be come obs e ssed by s e x. You spe nd all your 

time talking , not working . Yo u a re an e xpa triat e , 

see? You ha ng around c a f~s.' 

'It sounds like a swell life ', I s a id. 

do I work?' 

1 You don't wo r k . One group cla i ms women 

' When 

support y ou. An othe r group cl a ims you're i mpot e nt'. 

' No', I s a i d . 'I jus t ha d a n a cci dent.' \ 8 

3inc e Jake i s i mpo t e nt t he c ha r ge o f se xua l obs e ssion is 

e rrone ous er a r o. th e r bad joke , for either way the accusers 

l os e . Th e f a ct th~ t Jake ha s a s t o ica l courage and 

r esili ent philosophy of life in the f a c e of gr eat odds 

makes any cha rge s of dissolut e living irre l e va nt . That 

supreme a rbiter of Western mora ls,the Catholic Church , can 

only suggest tha t Jake tri e s not to think a bout his sexual 

proble m . This h o finds ridiculous . His enjoyme nt of life 

when possible is his only available alt e rna tive . 

Anyway, most of the accusa tions do not a pply to Jake , 

except drinking . The fact tha t Bill a close friend is 

baiting Jake with th·ese bigoted preconceptions makes it 
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plain that Bill thinks them some thing of a joke , a lthough 

he too is a heavy drinke r . 

Their' s is t he al t e r na ti v e philosophy , perhaps 

r e presenta tive o f t he young American ge ne r a tion that went 

to war in 1914 , nnd who a r c- not lost but r ealise they a r e 

members of a ''worn- out ci vilisa ti on" , one that has no new 

answers to th e old problem of living in a hostile world , 

where the established s piritual c ode says s elf-control is 

the answer but y oung me n like J ake find tha t s uch control 

must b e t empe r ed with indulge nc e in life whene ver the 

opportunity p r esents its e lf. if they ~ re to fin d l i fe 

a cceptab l e o r e v en t o l e r ab le . 



CHAPTER 6 

CONCLUSION 

There is in The Sun Also Rises no gor e , no shocking 

depiction of detail in glorious , vivid technicolour, such 

a.s in the miniature "They whack-wha cked the white horse ••• ", 

where lit tle is left to the imagina tion-

"The Horse's entrails hung down in a blue bunch 

and swung ba ckward and forward as he b egan to 

cant e r •••• Blood pumped regula rly from betwee n 

the horse ' s front legs . He w;ci.s n e rvous wobbly". 1 

The ope ning short story to In Our Time , "Indian Camp" , 

is also extr emely graphic in its depiction of horrifi c 

detail , like the blood filled bed of the dead Indian who 

cut his own throa t. In The Sun Also Rises Hemingway is 

much more conc erned with cap turing action and scene. For 

instance, the accura cy with which he depicts th e 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 but no such nauseating references to 

gored horses with their entrails hanging out. 



It seems as if Hemingway ha s learned to restrain this 

shocking element in his realis m, since his first phase of 

radical f e rvour . Although he is still a realis ~ the implicit 

technique is obviously dominant. The Gbility to suggest an 

emotion or cha r acteristic f eature implicitly,rather tha n 

explicitly, ne e ds pra ctice and is the mark of the master 

rather tha n the apprentice who is inclined to be excessive, 

einrehe does not have the control which takes years to 

acquire. The subtlety and e mb e llishment comes l ater, once 

the ability to capture the basic f orms ha s bee n deve lope d. 

Similarly He mingway's vi e~point is ba sically the same 

as tha t apparen t in his short stor i e s, wh c r e the protagonis t 

l ooksfor a lte rna tives in a world in ._:1hich "life turns out, 

throu gh no fault of his own , to be l ess pe rfec t tha n h e had 

2 expe cted or da r ed t o hop e ''• So in t his imperfe ct world 

one must indulge in wha t offers its elf in orde r to find 

so me fulfil ment or hnpp ine ss in a l ife wh ic h is a consta nt 

struggle a nd c a n only be a ccommoda t ed , not c ontroll e d. The 

h e ro can survive the struggle only if h e a c ccpts the modus 

vivendi of giving and r e ceiving, like Jake's idea that there 

is "no idea o f r e tribution or punishme nt. Just exchange of 

1 113 va ues •••• 

This realistic vi ewpo int is deve loped in this first 

novel and given a compl e teness only hinted at in the 

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

and it is rendered in the l a nguage of ordinary men. 
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43 . ibi d ., p .1 3 . 
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