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ABSTRACT 

During t h e  e a r l y  1920s i n  P a r i s  when Ernest  Hemingway was forg ing  t h e  

remarkable prose  s t y l e  t h a t  soon would b r ing  him t o  world prominence, no 

n a t i o n a l  l i t e r a t u r e  was more important t o  him than  t h a t  of $he n ine teenth-  

century  Russian masters .  Oddly, very  l i t t l e  c r i t i c a l  a t t e n t i o n  has been 

pa id  t o  t h e  p a t t e r n  of  in f luence  which extends from t h e  Russians t o  

Hemingway. But o f  a l l  t h e  Russians--Dostoevsky, Tolstoy,  Chekhov, Gogol-- 

t h e r e  was one who held h i s  c r i t i c a l  a t t e n t i o n  f i r s t  and longes t .  The w r i t e r  

was Ivan Turgenev, author  of t h e  s h o r t - s t o r y  cyc le  A Sportsman's Sketches 

and l a t e r ,  t h e  g r e a t  novel of genera t iona l  c o n f l i c t ,  Fathers  and Sons. An 

examination o f  Hemingway's reading h a b i t s  a t  t h e  Shakespeare and Company 

bookstore i n  P a r i s  during thev1920s  r e v e a l s  t h a t  no author  t u r n s  up n e a r l y  

so  o f t e n  a s  Turgenev. 

A Sportsman's Sketches i n  p a r t i c u l a r ,  with i t s  concern f o r  landscape 

and t e r r a i n ,  i t s  exact and s u b t l e  choice  of n a t u r a l  desc r ip t ion  t o  evoke 

complex emotional s t a t e s ,  i t s  empathy f o r  simple people who have not  y e t  

e n t i r e l y  l o s t  connection with p l ace ,  and i t s  pathos connected with a  s impler ,  

more i n t e g r a t e d  p a s t ,  presages much o f  what Hemingway w i l l  do i n  h i s  own 

s h o r t - s t o r i e s  seventy years  l a t e r .  Fa thers  and Sons, with i t s  themes of  

gene ra t iona l  c o n f l i c t  , a l i e n a t i o n  and n ih i l i sm,  was an epoch marking novel 

which made i t  poss ib l e  f o r  Hemingway t o  w r i t e  a  book l i k e  The Sun Also Rises .  

Ivan Turgenev belongs t o  t h e  same l i t e r a r y  family a s  Ernest Hemingway, 

a  family which belongs t o  t h e  l a r g e r  t r a d i t i o n  of l a t e  romanticism. I t  was 



Turgenev who revealed t o  t h e  young Hemingway what was poss ib le  f o r  an a r t i s t  

from a  young na t iona l  c u l t u r e  without c e n t u r i e s  of  l i t e r a r y  t r a d i t i o n  behind 

i t .  He was a l s o  a  w r i t e r  whom Hemingway had t o  misread and- then  t ransform 

be fo re  he could f i n d  h i s  own voice  a s  an a r t i s t .  
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INTRODUCTION 

F i r s t  There Were t h e  Russians 

In Dostoyevsky t h e r e  were t h i n g s  be l i evab le  and not  t o  be 
be l ieved ,  but  some so t r u e  they  changed you a s  you read  them; 
f r a i l t y  and madness, wickedness and s a i n t l i n e s s ,  and t h e  i n s a n i t y  
o f  gambling were t h e r e  t o  know a s  you knew t h e  landscape and t h e .  
roads i n  Turgenev, t h e  movement o f  t h e  t roops ,  t h e  t e r r a i n  and 
t h e  o f f i c e r s  and t h e  men and t h e  f i g h t i n g  i n  T o l s t o i .  . . . To 
have come on a l l  t h i s  new world o f  wr i t i ng ,  with t ime t o  read i n  
a c i t y  l i k e  P a r i s  . . . was l i k e  having a g r e a t  t r e a s u r e  given 
t o  you. . . . you could l i v e  i n  t h e  o t h e r  wonderful world t h e  
Russians were giving you. A t  f i r s t  t h e r e  were t h e  Russians; then  
t h e r e  were a l l  t h e  o the r s .  But f o r  a long time t h e r e  were t h e  
Russians.  

(Ernest  Hemingway, A Moveable Feast) 

Near t h e  end o f  h i s  l i f e  a s  Hemingway looked back on h i s  beginnings a s  a 

w r i t e r  he thought of t h e  Russians. " A t  f i r s t  t h e r e  were t h e  Russians," he 

wrote; "then t h e r e  were a l l  t h e  o t h e r s . "  About no o t h e r  na t iona l  l i t e r a t u r e  

o r  i t s  achievements was Hemingway more e x p l i c i t .  And ye t  very l i t t l e  

c r i t i c a l  a t t e n t i o n  has been paid e i t h e r  t o  what Hemingway s a i d  about Russian 

l i t e r a t u r e  i n  general  o r  i t s  s p e c i f i e  i n f luence  on h i s  own development a s  a 

w r i t e r .  I t  i s  an odd c r i t i c a l  omission. No o the r  American a r t i s t  has been 

subjec ted  t o  more inf luence  s t u d i e s  than Hemingway. We have Hemingway and 

Twain, Hemingway and Anderson, Hemingway and Faulkner; ye t  when one looks 

c l o s e l y  a t  Hemingway's e a r l y  years  i n  P a r i s  when t h e  remarkable s t y l e  was 

being forged,  it becomes apparent j u s t  how c e n t r a l  t he  Russian inf luence  was 

t o  Hemingway's conception of what was p o s s i b l e  f o r  a wr i t e r  and h i s  c r a f t .  1 



I t  i s  beyond t h e  scope o f  t h i s  s tudy  t o  draw a l l  t h e  important p a r a l l e l s  

and a f f i n i t i e s  which e x i s t  between Hemingway and t h e  important Russian 

w r i t e r s  o f  t h e  nineteenth-century--Turgenev, Dostoevsky, Tols toy ,  Chekhov. 

This  i s  an a r e a  o f  research  which might f r u i t f u l l y  be t a k e n u p  by f u t u r e  

c r i t i c s .  In so fa r  a s  Hemingway could al low himself t o  recognize any w r i t e r s  

a s  t eache r s  and guides,  t h e  Russians were those  guides.  The na tu re  and ex ten t  

of  t h i s  i n f luence ,  however, remains a l a r g e l y  unexplored f i e l d .  This  paper 

w i l l  begin t o  c h a r t  t h a t  t e r r i t o r y  by looking c l o s e l y  a t  j u s t  one Russian 

w r i t e r  and t h e  inf luence  h i s  work had on Hemingway's o m  development a s  an 

a r t i s t .  The w r i t e r  i s  Alexander Sergeevi tch  Turgenev, t h e  g r e a t  n ine teenth-  

century  ch ron ic l e r  of  Russian s o c i e t y  and au thor  of  such books a s  A Sportsman's 

Sketches and Fathers  and Sons. 

In  A Moveable Feast Hemingway remembers t h a t  from t h e  day he discovered 

S y l v i a  Beach's P a r i s  bookstore i n  t h e  l a s t  week of  1921 he began t o  read a l l  

o f  Turgenev's works.2 This  discovery came a t  a c r i t i c a l  p o i n t ,  perhaps the 

c r i t i c a l  p o i n t ,  i n  Hemingway's l i f e  a s  an a r t i s t .  He was j u s t  beginning t o  

awaken t o  t h e  r e a l i t i e s  of a European l i t e r a r y  t r a d i t i o n  and h i s  own p o s s i b l e  

p l ace  i n  t h a t  t r a d i t i o n .  He was reading  vorac ious ly- - the  Russians,  t h e  French 

r e a l i s t s  and n a t u r a l i s t s ,  t h e  B r i t i s h  from Lawrence t o  Joyce, and h i s  pee r s  

amongst t h e  America1 expa t r i a t e s . '  Through t h e  e a r l y  and mid years  of  t h e  

1920s Hemingway was educating himself and coming t o  r e a l i z e  t h e  s tandards  

which g r e a t  w r i t e r s  of t h e  p a s t  had s e t  f o r  any new voice  hoping t o  j o i n  t h e i r  

ranks .  The i n t e r n a l  forces  which, wi th in  a very  sho r t  t ime, would g ive  r i s e  

t o  t h e  f i r s t  published sho r t  s t o r i e s ,  were beginning t o  de f ine  themselves 

aga ins t  t r a d i t i o n .  And i n  t h i s  t r a d i t i o n  no f i g u r e  loomed l a r g e r  i n  

Hemingway's consciousness than Ivan Turgenev. For reasons which I hope t o  

make c l e a r ,  reasons which were both psychological  and a e s t h e t i c ,  Turgenev was 



t o  become t h e  f i r s t  o f  a v e r y  s e l e c t  group o f  w r i t e r s  which Hemingway cou ld  

admit a s  l i t e r a r y  models. 4 

T h i s  s t u d y  i n  t h e  n a t u r e  o f  l i t e r a r y  i n f l u e n c e  w i l l  be p r e s e n t e d  i n  f i v e  

d i s t i n c t  s e c t i o n s :  f i r s t ,  a n h i s t o r i c a l  account  o f  how Hemingway became aware 

o f  Turgenev, what he  s a i d  about  h i s  work, how o f t e n  he  read  him, and when; 

second,  a  t h e o r e t i c a l  c h a p t e r  on t h e  n a t u r e  o f  i n f l u e n c e  i n  g e n e r a l  fo l lowed  

by s p e c i f i c  a p p l i c a t i o n s  o f  t h e  t h e o r y  i n  connec t ion  w i t h  Hemingway and 

Turgenev; and t h i r d ,  two d i s t i n c t  c h a p t e r s  on t h e  way i n f l u e n c e ,  whether 

s t y l i s t i c ,  p s y c h o l o g i c a l  o r  i d e o l o g i c a l ,  t r a n s m i t s  i t s e l f  from Turgenev ' s  

s h o r t  s t o r i e s  and n o v e l s  such a s  A Spor t sman ' s  Ske tches  and F a t h e r s  and Sons 

i n t o  ~ e m i n ~ w a ~ ~ s '  work o f  t h e  1920s,  s i x t y  y e a r s  l a t e r .  S p e c i a l  a t t e n t i o n  

w i l l  be  p a i d  t o  Hemingwayls e a r l y  s t o r i e s  and h i s  f irst  n o v e l ,  The Sun Also 

Rises .  A f i f t h  and concluding c h a p t e r  w i l l  examine how l i t e r a r y  i n f l u e n c e  

between impor tan t  w r i t e r s  such a s  Turgenev and Hemingway becomes a  p a r t  o f  

bo th  h i s t o r i c a l  and c u l t u r a l  t r a d i t i o n .  The achievements  o f  both  a r t i s t s  

w i l l  be measured w i t h i n  t h a t  t r a d i t i o n .  A b r i e f  e p i l o g u e  w i l l  a t t e m p t  t o  

open p o s s i b i l i t i e s  f o r  f u r t h e r  s t u d y  i n  t h e  a r e a  o f  n i n e t e e n t h - c e n t u r y  

Russian i n f l u e n c e  on Hemingway. 

No w r i t e r  i n f l u e n c e d  Hemingwayls e a r l y  development a s  an a r t i s t  more t h a n  

Turgenev d i d .  But t h e r e  were o t h e r  impor tan t  l i t e r a r y  f o r e b e a r s .  To c a r r y  

t h i s  s t u d y  o u t  many o f  t h o s e  i n f l u e n c e s  must be  ignored--Twain,  S t e i n ,  

Anderson, K i p l i n g ,  .James, Conrad, F l a u b e r t ,  Maupassant, n o t  t o  mention t h e  

o t h e r  Russ ians .  



Notes t o  In t roduc t ion  

'within t h e  wide f i e l d s  o f  Hemingway c r i t i c i s m  t h e r e  i s  no more than  
pass ing  r e fe rence  t o  t h e  Russian in f luence  on Hemingway. To my knowledge 
t h e  longes t  examination of  Ivan Turgenev's in f luence  on Hemingway i s  l imi t ed  
t o  two pages and forms only  a small  p a r t  o f  a longer  essay  on Hemingway's 
e a r l y  reading.  See Noel F i t ch ,  "Ernest Hemingway--C/O Shakespeare and 
Company," Fitzgerald/Hemingway Annual 1977 (De t ro i t :  Gale Research 
Company, 1977) , pp. 166-167. 

'see Ernest  Hemingway, A Moveable Feast  (New York: Charles  Sc r ibne r  's 
Sons, l964) ,  p. 133. 

3 ~ o r  an exce l l en t  a n a l y s i s  o f  Hemingway's reading p a t t e r n s  i n  t h e  1920s 
s e e  F i t ch ,  op. c i t . ,  pp. 157-181. 

4 ~ t  should be noted t h a t  Sherwood Anderson was an e a r l i e r  l i t e r a r y  
model, but he was a model which Hemingway was never w i l l i n g  t o  admit t o .  
Hemingway tended t o  choose h i s  l i t e r a r y  f a t h e r s  from t h e  ranks of  t hose  who 
were a l r eady  s a f e l y  dead. I w i l l  have more t o  say  on t h i s  i n  Chapter 2-- 
"The Anxiety o f  Inf luence."  



CHAPTER ONE 

The H i s t o r y  o f  an  I n f l u e n c e  

From t h e  day I had found S y l v i a  Beach 's  l i b r a r y  I had r e a d  
a l l  o f  Turgenev. . . . 

(Hemingway, A Moveable Feas t )  

T u r g e n i e f f  t o  me i s  t h e  g r e a t e s t  w r i t e r  t h e r e  e v e r  was. 

(Hemingway, l e t t e r  t o  Archibald  
MacLeish--Schruns, 1925) 

I n  December o f  1921 when E r n e s t  Hemingway f i r s t  walked i n t o  S y l v i a  Beach 's  

books to re  i n  P a r i s  t h e  g r e a t  Russian a u t h o r s  o f  t h e  n i n e t e e n t h - c e n t u r y  were 

s t i l l  unknowns t o  him. E a r l i e r  t h a t  same y e a r ,  w h i l e  s t i l l  i n  Chicago, 

Hemingway had met and s t r u c k - u p  a  f r i e n d s h i p  w i t h  Sherwood Anderson. 

Winesburg, Ohio had appeared i n  1919 and Anderson made l i t t l e  s e c r e t  o f  t h e  

deb t  t h e s e  s t o r i e s ,  and h i s  approach t o  w r i t i n g  i n  g e n e r a l ,  owed t o  w r i t e r s  

1 such a s  Ivan Turgenev and Anton Chekhov. Anderson was amongst t h e  f i r s t  

American w r i t e r s  i n  t h e  t w e n t i e t h - c e n t u r y  t o  come under  t h e  s p e l l  o f  Russian 

l i t e r a t u r e . 2  I n  p a r t i c u l a r  h e  was f a s c i n a t e d  wi th  what Turgenev had been 

a b l e  t o  a c h i e v e  i n  h i s  c y c l e  o f  s h o r t  s t o r i e s ,  A Spor tsman 's  S k e t c h e s .  These  

p o e t i c  t r a n s c r i p t i o n s  o f  peasan t  l i f e  were,  f o r  Anderson, " t h e  s w e e t e s t  t h i n g  

i n  a l l  l i t e r a t ~ r e . ~ ' ~  hluch o f  t h e  p a t h o s  and p o e t i c  r e a l i s m  which Anderson 

found i n  t h e  R u s s i a n ' s  s t o r i e s  e v e n t u a l l y  found i t s  way i n t o  h i s  own 



evoca t ions  of  men and women of  middle-America. Anderson's l e t t e r s  o f  t h e  

1920s and 1930s o f t e n  r e f e r  t o  Turgenev, and i n  them t h e  message i s  always 

t h e  same: read  Turgenev, read  A Sportsman's Sketches;  he i s  a master and t h e  

s t o r i e s  a r e  masterpieces.  4 

Not a g r e a t  dea l  is  known about t h e  r e l a t i o n s h i p  between Anderson and 

Hemingway i n  Chicago through 1921. Anderson, t h e  e s t ab l i shed  l i t e r a r y  

f i g u r e ,  was ev iden t ly  something o f  a model f o r  t h e  young Hemingway, who a s  

y e t  had only  l i t e r a r y  a s p i r a t i o n s .  There a r e ,  t o  my knowledge, no recorded 

memoirs of conversat ions between t h e  two; nor  a r e  t h e r e  any publ ished l e t t e r s  

which r evea l  a shared l i t e r a r y  t a s t e .  Given t h e i r  common i n t e r e s t s  a s  

w r i t e r s ,  however, i t  is  p l a u s i b l e  t o  t h ink  t h a t  Anderson was t h e  f i r s t  t o  

in t roduce  Hemingway to-Russian l i t e r a t u r e  i n  genera l  and Ivan Turgenev's work 

i n  p a r t i c u l a r .  There i s  more than  a l i t t l e  c i r cums tan t i a l  evidence t o  make 

one b e l i e v e  t h a t  a t  one of t h e  l i t e r a r y  evenings a t  Y .  K .  Smi th ' s  apartment 

i n  1921 Hemingway must have been l i s t e n i n g  very c a r e f u l l y  a s  Anderson 

p ra i sed  t h e  achievements of  Ivan Turgenev i n  A Sportsman's Sketches.  While 

t h e  d e t a i l s  of  t h i s  h i s t o r i c a l  r e l a t i o n s h i p  a r e  missing it may be p o s s i b l e  t o  

i n f e r  p a r t  o f  i t s  cha rac t e r  from a s i g n i f i c a n t  a c t i o n  taken on e i t h e r  man's 

p a r t  nea r  t h e  end of t h e  year. '  I n  l a t e  November, 1921 t h e  Hemingways were 

c leaning  up t h e i r  apartment i n  p repa ra t ion  f o r  t h e i r  move t o  P a r i s .  Ernes t  

and Hadley put t oge the r  a sack o f  canned goods and k i tchen  i tems and c a r r i e d  

them over  t o  t h e  Anderson apartment.  Anderson, f o r  h i s  p a r t ,  was impressed 

by t h i s  g e s t u r e  from one w r i t e r  t o  another .  A t r i p  t o  P a r i s  e a r l i e r  t h a t  

year  had put  him i n  touch with t h e  l i t e r a r y  community t h e r e ,  and now he gave 

Hemingway l e t t e r s  of in t roduct ion  t o  Gertrude S t e i n ,  Lewis ~ a l a n t i & e  and 

Sy lv i a  Beach. With these  l e t t e r s  i n  hand t h e  Hemingways embarked f o r  t h e  

cont inent  on December 8 ,  and on-or-about t h e  20th of t h a t  month a r r ived  i n  



Par i s .  A week l a t e r ,  on December 28 ,  Hemingway entered Sy lv i a  Beach's 

bookstore,  Shakespeare and Co., f o r  t h e  f i r s t  t ime. He never d id  use  t h e  

l e t t e r  o f  i n t roduc t ion  Anderson had given him. The f i r s t  book he chose from 

t h e  l i b r a r y  was t h e  two volume e d i t i o n  of  Turgenev's A Sportsman's Sketches 

t r a n s l a t e d  by Constance Garnet t .  Nearly f o r t y  years  l a t e r  i n  A Moveable 

Feast Hemingway remembered t h e  f i r s t  books he took on loan from t h e  Beach 

1 i b r a r y  : 

I s t a r t e d  with Turgenev and took t h e  two volumes 
o f  A Sportsman's ske tches  and an e a r l y  book of D. H .  
Lawrence, I  th ink  it was Sons and Lovers. and Sy lv i a  
t o l d  me t o  t ake  more books i f  I wanted. ' I  chosk t h e  
Constance Garnett  e d i t i o n  o f  War and Peace, and 
The ~ h b l e r  and Other S t o r i e s  by Dostoyevsky. 6 

S y l v i a  Beach en tered  t h e  new subsc r ip t ion  i n  t h e  ledger  i n  t h e  fol lowing 

manner: " M r .  Hemingway, 1 mo, 2 v o l s ,  1 2  francs."' Normally, a  subsc r ibe r  

was t o  t ake  no more than  two v o l m e s  a t  any one time, but an except ion was 

made f o r  Hemingway even though t h e  records  would never show it .  In  f a c t ,  he 

had t o  r e t u r n  some time l a t e r  with t h e  1 2  f r a n c  subsc r ip t ion  f e e  f o r  t h e  f i v e  

volumes he had borrowed. From t h a t  day forward, and f o r  t h e  r e s t  o f  t h e  

decade and i n t o  t h e  1930s, Shakespeare and Co. became a major source f o r  

Hemingway's reading ma te r i a l .  His choices  on t h a t  f i r s t  day, t h r e e  Russian 

au thors  and one B r i t i s h  t i t l e ,  e s t a b l i s h  a reading p a t t e r n  which i s  remarkably 

c o n s i s t e n t  throughout t he  1920s. The Russians dominate h i s  bookshelf ,  and 

of t h e  Russians i t  i s  Turgenevts name which r ecu r s  more than any o t h e r .  8 

Noel F i t c h ,  i n  he r  admirable s tudy o f  Hemingway's reading p a t t e r n s  a t  

Shakespeare and Co. through t h e  mid 1920s and e a r l y  1930s notes  t h e  fo l lowing:  

The author who appears  most f r equen t ly  on t h e  l i b r a r y  - - 

cards  i s  Turgenev. . . . He [~emin~way j  borrowed A Sportsman's 
Sketches four  times i n  e igh t  yea r s ,  Torren ts  of  Spring 
and On t h e  Eve twice,  and Lear o f  t h e  Steppes,  House of  



Gentle Folk, Fathers  and Children,  Knock, Knock, Knock, 
and Two Friends once each. He kept some o f  t hese  books 
f o r  months. Excluding t h e  c h i l d r e n ' s  books and 
pe r iod ica l s ,  nea r ly  a  f i f t h  o f  t h e  books he borrowed 
from t h e  bookshop were Turgenev t i t l e s ,  two o f  which 
(Fa thers  and ch i ld ren  and The Tor ren t s  of Spring) 
Hemingway used f o r  h i s  own t i t 1es .Y  

The ex ten t  t o  which Hemingway was reading  Turgenev a s  p a r t  o f  h i s  

l i t e r a r y  education during t h e  1920s could not  be more graphica l ly  

represented  than  by F i t c h ' s  simple c a l c u l a t i o n s  above. The sheer  number 

of  Turgenev t i t l e s  Hemingway chose, and t h e  number of  t imes he checked out  

books such a s  A Sportsman's Sketches does come a s  something o f  a  r e v e l a t o r y  

shock, however. Clear ly ,  here  i s  a  ca se  o f  one w r i t e r  paying another  t h e  

h ighes t  compliment--reading t h a t  au thor  not  j u s t  f o r  a e s t h e t i c  p l easu re ,  but 

f o r  t h e  myster ies  o f  c r a f t ,  perhaps t h e  l a r g e s t  and u l t ima te ly  t h e  only  g i f t  

one g r e a t  w r i t e r  can give t o  another .  In  t h e  p re face  t o  h i s  c o l l e c t e d  works 

o f  1880 Turgenev had wr i t t en  t h a t  h i s  aim was t o  evoke what Shakespeare had 

c a l l e d  "the body and pressure  of  time."1•‹ Perhaps it was something s i m i l a r  

t h a t  Hemingway was r e f e r r i n g  t o  when he wrote i n  Green H i l l s  o f  Afr ica :  

I was th inking  how r e a l  t h a t  Russ'ia of t h e  t ime of  
our  C i v i l  War was, a s  r e a l  a s  any o t h e r  p l ace  . . . o f  how, 
through Turgenief f ,  I knew t h a t  I had l i v e d  t h e r e .  . . . 11 

One i s  l e f t  with t he  unmistakable impression t h a t  Hemingway was reading  

Turgenev so c a r e f u l l y  during t h e  1920s i n  an e f f o r t  t o  l e a r n  how t h e  Russian 

w r i t e r  made " the  landscape and t h e  roads" r e a l ;  Hemingway too  wanted t o  

cap tu re  t h e  body and pressure  of  h i s  t ime,  and he knew t h a t  t h e  way t o  do 

t h i s  was through a t t e n t i o n  t o  craft--how words placed i n  p a r t i c u l a r  r e l a t i o n  

t o  one another  can evoke the  image of f e l t  r e a l i t y .  

Having s a i d  t h i s  much about Turgenev, and Hemingway's reading of  h i s  work, 

it is time t o  admit t h a t  t he  l i t e r a r y  h i s t o r i a n  can give only a  very p a r t i a l  



i n d i c a t i o n  of  j u s t  how much Hemingway was inf luenced by h i s  reading of 

Turgenev i n  t h e  years  lead ing  up t o  1925. There i s  Hemingway's own 

remembrance o f  t ak ing  out A Sportsman's Sketches on t h e  day he discovered 

Shakespeare and Co., but t h e  unfor tuna te  r e a l i t y  i s  t h a t  f r o m , t h i s  da te - -  

December 28, 1921--unt i l  October 8 ,  1925, n e a r l y  four  years  l a t e r ,  

Hemingway's l i b r a r y  cards  from Shakespeare and Co. a r e  missing. 
1 2  

Hemingway g ives  us  one more c l u e  t o  h i s  e a r l y  reading,  once again i n  t h e  

pages o f  A Moveable Feast ;  t h e r e  he remembers reading t h e  f i r s t  volume o f  

A Sportsman's Sketches,  i n  what would have been May 1925 while wai t ing f o r  

S c o t t  F i t zge ra ld  i n  Lyon, France. Beyond t h i s  t h e r e  i s  very l i t t l e  hard 

evidence t o  suggest  what Hemingway was reading  during t h i s  per iod.  One i s  

l e f t  with Hemingway's memories of t h e  Russians from t h i s  t ime, memories 

w r i t t e n  down decades l a t e r  i n  A Moveable Feas t .  By any s tandard t h i s  four  

year  per iod  must s tand  a s  t h e  s i n g l e  most important phase i n  Hemingway's 

development a s  an a r t i s t .  These were t h e  yea r s  t h a t  saw t h e  pub l i ca t ion  o f  

Three S t o r i e s  and Ten Poems (19231, In  Our Time (1925) and The Sun Also Rises  

(1926). What Hemingway was reading during t h i s  t ime,  what was inf luenc ing  

him, i s  l a r g e l y  a  mat te r  o f  con jec tu re  and inference .  In  p a r t ,  t h i s  t h e s i s  

is intended t o  b r ing  an informed opin ion  t o  bear  on t h i s  phase of Hemingway's 

c a r e e r ,  t o  ask which books w r i t t e n  by Turgenev he was l i k e l y  t o  have read i n  

t h i s  per iod ,  and t o  suggest what kind o f  i n f luence  these  books had on h i s  own 

w r i t i n g  during t h e  1920s. 

In  o rde r  t o  look back a t  Hemingway's reading  of  Turgenev p r i o r  t o  1925 

i t  i s  necessary f i r s t  t o  examine h i s  l i b r a r y  cards  from Shakespeare and Co. 

f o r  t h e  per iod  1925 t o  1929. Perhaps reading  p a t t e r n s  e s t ab l i shed  i n  t h e s e  

years  can be l inked  t e n t a t i v e l y  t o  t h e  e a r l i e r  per iod of  missing ca rds .  What 

fol lows then i s  a  complete l i s t  o f  t i t l e s  by Turgenev which Hemingway 



borrowed from Shakespeare and Co. between 1925 and 1929: 13 

Date 
checked out  

Oct. 22 
2 2 
25 

Dec. 10 
10 

May 10 
10 
10 

A Lear o f  t h e  Steppes 
A Sportsman's Sketches,  Vol. 2 
The Torren ts  o f  Spr ing  

A House of  Gentlefolk 
Fathers  and Children 

Date 
brought back 

Oct. 27 
Nov. 16 

16 

Feb. 2 
J an .  19 

Knock, Knock, Knock and Other S t o r i e s  Nov. 2 
The Two Friends and Other  S t o r i e s  Sep t .  10 
On t h e  Eve 10 

Sept .  10 A-Sportsman's Sketches Oct. 1 

Feb. 9 

Sept .  27 
2 7 

The Torren ts  o f  Spr ing  Mar. 3 

On t h e  Eve 
A Sportsman's Sketches 

unknown 
unknown 

I n  h i s  book Hemingway's Reading 1910 - 1940, Michael Reynolds adds t o  

t h e  h i s t o r i c a l  record we have o f  Hemingway's reading i n  t h e  1920s. Reynolds' 

examination of  documents confirms F i t c h l s  e a r l i e r  assessment; but he adds a 

number o f  t i t l e s  which Hemingway apparent ly  purchased o u t r i g h t  i n  1929 p r i o r  

t o  moving back t o  America.14 The l i s t  inc ludes  t h e  fol lowing books by 

Turgenev: A Desperate Character and Other S t o r i e s ,  The Diary of  a Superf luous 

Man, Dream Tales  and Prose Poems, A House of  Gentlefolk,  The Jew and Other - 
S t o r i e s ,  A Lear of  t h e  Steppes, The Plays o f  Ivan S. Turgenev, Rudin, Smoke, -- 
A Sportsman's Sketches,  The Torren ts  of  Spring,  The Two Friends and Virgin 

S o i l .  



Based on t h e s e  records  i t  becomes c l e a r  t h a t  Hemingway, through t h e  

mid-to- late  1920s, read no o t h e r  au thor  a s  o f t e n ,  o r  a s  c a r e f u l l y ,  as he d i d  

Ivan Turgenev. But beyond t h e s e  f a c t s  what can be i n f e r r e d  from t h e  reading  

p a t t e r n  and what i s  t h e  n a t u r e  of t h e  inf luence?  To begin answering ques t ions  

such a s  t h i s ,  one must a t tempt  t o  r e c r e a t e  an h i s t o r i c a l  moment i n  Ernest  

Hemingway's l i f e .  What fol lows i s  based on t h e  assumption t h a t  what a  man 

reads  a t  a  given time bears  some meaningful r e l a t i o n s h i p  t o  t h e  ques t ions  he 

i s  asking o f  himself  and h i s  world, i n  Hemingway's case ,  t h e  a e s t h e t i c . a n d  

s t y l i s t i c  problems he is  t r y i n g  t o  so lve  f o r  himself on t h e  way t o  making 

an ind iv idua l  vo ice .  I t  would be na ive  t o  t h ink  t h a t  reading and in f luence  

could be defined i n  any s imp l i f i ed ,  one-to-one r e l a t i o n s h i p ,  but it would be 

j u s t  a s  na ive  t o  r e j e c t - i n f l u e n c e  because i t s  terms cannot be e a s i l y  de f ined .  

Hemingway, a s  w r i t e r ,  always read with a  purpose, even i f  t h a t  purpose was 

not  always c l e a r  t o  himself .  I t  i s  t h e  job of  t h e  l i t e r a r y  c r i t i c  and 

h i s t o r i a n  t o  examine a  w r i t e r ' s  purpose, and from i t s  ambiguous o f t e n  tangled  

pathways, a t tempt  t o  draw out  c o n s i s t e n t  t h reads .  Perhaps t h e  g r e a t e s t  o f  

a l l  Hemingway c r i t i c s ,  Carlos  Baker, has  sounded a  caut ionary no te  f o r  a l l  

t hose  who at tempt  t o  explain in f luence  i n  terms o f  simple i m i t a t i o n .  He 

w r i t e s  : 

Future i n v e s t i g a t o r s  o f  Hemingway's l i t e r a r y  
background a r e  l i k e l y  t o  f i n d  many resemblances, both 
profound and s u p e r f i c i a l ,  between h i s  $work and t h a t  o f  
t h e  European masters .  . . . But t h e  f u t u r e  i n v e s t i g a t o r s  
a r e  almost c e r t a i n  t o  d iscover ,  before  they have gone 
very f a r ,  t h a t  Hemingway's d o c t r i n e  of  "imitation" i s  
of  a  spec i a l  kind. . . . what he seeks t o  imi t a t e  i s  
not  t h e  t e x t u r e ,  it is  t h e  s t a t u r e  of t h e  g rea t  books 
he reads  and t h e  g r e a t  p i c t u r e s  he admires. 15 

I would agree  almost e n t i r e l y  with Baker 's  comments on s t a t u r e ,  but 

t a k e  except ion t o  h i s  point  concerning t e x t u r e .  Hemingway was v i t a l l y  



concerned with j u s t  t h a t  q u a l i t y  i n  Turgenev--texture,  t h e  evocation o f  f e l t  

l i f e - - and  read  and reread him i n  an at tempt  t o  know how t h a t  t e x t u r e  was 

c rea t ed .  But he d id  not want t o  simply i m i t a t e  t h e  t e x t u r e  of  Turgenev's 

voice.16 Hemingway wanted t h e  r e a l i t y  he sensed i n  t h e  Russian's work, and 

he a l s o  wanted t o  transform t h e  t e x t u r e  and t h e  voice  t o  make it p a r t  o f  h i s  

own. We begin, then,  with an at tempt  t o  r econs t ruc t  an h i s t o r i c a l  moment i n  

Hemingway's l i f e - - a  moment which witnessed t h e  b i r t h  of a major w r i t e r .  

On December 10, 1925 Hemingway took t h e  novel Fathers  and Sons out o f  

S y l v i a  Beach's bookstore,  packed it i n  h i s  book bag, and l e f t  a few days 

l a t e r  f o r  ~ c h r u n s ,  Austr ia  on an extended holiday.'' Also packed on t h i s  

t r i p  was t h e  unfinished d r a f t  o f  Hemingway's f i r s t  novel The Sun Also Rises .  

Through t h e  following months, a s  Hemingway began t h e  a f f a i r  with Paul ine  

P f e i f f e r ,  and sk ied  with f r i e n d s  such a s  Dos Passos and Gerald Murphy, he 

was a l s o  working t o  br ing t h e  rough d r a f t  o f  The Sun Also Rises t o  completion. 

I t  was t h e  hardes t  t a sk  of  r e v i s i o n  he had ever  done, but  by e a r l y  March it 

was f i n i s h e d  and i n  Apri l ,  1926 he s e n t  t h e  completed typesc r ip t  o f f  t o  . 

Scr ibne r s  i n  New York. 

As Hemingway wrote and rewrote h i s  f i r s t  novel t h a t  winter  i n  Schruns 

he was a l s o  reading Fathers  and Sons. What was he looking f o r  i n  t h e  Russian 

novel?  Perhaps it was the  sense  of  p l ace  he so o f t e n  mentions i n  connection 

with Turgenev's a r t - - a  sense of  p l a c e  he was determined t o  r e c r e a t e  i n  h i s  

own novel .  I t  might have had something t o  do with a c e r t a i n  s t ance  taken i n  

r e l a t i o n  t o  soc ie ty- - the  n i h i l i s m  o f  Bazarov providing t h e  model f o r  t h e  

a l i e n a t i o n  o f  Jake  Barnes and t h e  r e s t  o f  t h e  l o s t  generat ion.  Whatever t h e  

reasons one cannot avoid t h e  impression t h a t ,  i n  t h e  end, Hemingway's choice  

of  reading ma te r i a l  a t  t h i s  c r i t i c a l  t ime comes down t o  a quest ion of  



a r t i s t r y .  From Schruns he wrote t o  Archibald MacLeish on December 20th: 

I ' v e  been reading a l l  t h e  t ime down here.  .Turgenieff 
t o  me is  t h e  g r e a t e s t  w r i t e r  t h e r e  ever  was. Didn't  w r i t e  
t h e  g r e a t e s t  books, but was t h e  g r e a t e s t  w r i t e r .  . . . War - 
and Peace i s  t h e  b e s t  book I know but  imagine what a book 
it would have been i f  Turgenieff  had w r i t t e n  i t .  Chekov 
wrote about 6 good s t o r i e s .  But he was an amateur w r i t e r .  
T o l s t o i  was a prophet .  Maupassant was a p ro fe s s iona l  
w r i t e r .  . . . Turgenieff  was an a r t i s t . 1 8  

In  Turgenev, Hemingway sensed t h e  a r t i s t ,  someone i n  whom t h e  concerns 

of  s o c i a l  commentary and even p l o t  development were secondary t o  t h e  formal 

concerns o f  arrangement--the evocat ion of poe t ry  i n  t h e  very  s t r u c t u r e  o f  

words and sentences.  For both Hemingway and Turgenev, form i t s e l f  comes 

t o  de f ine  a e s t h e t i c  r e a l i t y .  And a e s t h e t i c  r e a l i t y  i s  t h e  a r t i s t ' s  

t r a n s c r i p t i o n  o f  both t h e  personal  and s o c i a l  world he l i v e s  i n .  

In  J u l y  1925,  s i x  months e a r l i e r  than  t h e  l e t t e r  t o  MacLeish, a f t e r  t h e  

f i e s t a  i n  Pamplona had broken up, Hemingway r e t i r e d  f i r s t  t o  Madrid, then  

Valencia,  S t .  Sebas t ian  and Hendaye; t h e r e  i n  a bu r s t  o f  a c t i v i t y  which 

l a s t e d  not  much more than s i x  weeks he got  down on paper most of  t h e  f i r s t  

d r a f t  o f  The Sun Also ~ i s e s . "  The events  o f  t h e  f i e s t a  were f r e s h  i n  h i s  

mind a s  were t h e  people who were about t o  achieve an immortal i ty  o f  s o r t s  

through h i s  f i c t i o n a l i z e d  t reatment  of  them i n  t h e  novel.  One n igh t  i n  

Pamplona, a few days p r i o r  t o  t h e  f i e s t a  proper ,  a half-drunk Jake  Barnes 

goes t o  bed and at tempts  t o  read a boo-k by Turgenev: 

Probably I read t h e  same two pages over  s eve ra l  t imes.  
I t  was one of  t h e  s t o r i e s  i n  A Sportsman's Sketches.  
I had read  i t  before  but i t  seemed q u i t e  new. The 
country became very c l e a r  and t h e  f e e l i n g  of  p re s su re  
i n  my head seemed t o  loosen.20 

Barnes t r i e s  t o  s l e e p  but c a n ' t :  



I turned  on t h e  l i g h t  aga in  and read.  I read t h e  
Turgenief f .  I  knew t h a t  now, reading  it i n  t h e  
ove r sens i t i zed  s t a t e  of  my mind a f t e r  much too much 
brandy, I would remember it somewhere, and afterward 
i t  would seem a s  i f  it had r e a l l y  happened t o  me. 
I would always have i t .  That was another  good th ing  
you pa id  f o r  and then had Some time along toward 
day l igh t  I went t o  s l eep .  i 1 

The above passage i s  s i g n i f i c a n t  f o r  more than one reason. In a d d i t i o n  

t o  paying Turgenev an obl ique compliment f o r  h i s  a b i l i t y  t o  make experience 

r e a l ,  it a l s o  r e v e a l s  a c h a r a c t e r i s t i c  way i n  which Hemingway r e l a t e s  t o  

l i t e r a t u r e  which he admires. There i s  t h e  sense t h a t  a e s t h e t i c  experience 

presented  by one a r t i s t  can be i n t e r n a l i z e d  and held a s  a kind of emotional 

c a p i t a l  by another .  Hemingway seems t o  be saying t h a t  one can possess  

presented  experience i n  a v i s c e r a l  sense,  and t h a t  t h e  experience w i l l  change 

a person, and w i l l  never be l o s t .  Perhaps, i n  t h e  a r t i s t ,  t h e  experience o f  

a work o f  a r t  w i l l  provide t h e  formal context  ou t  of which a new t ransformat ion  

of  f e l t  r e a l i t y  w i l l  come. I n  essence t h i s  becomes a statement about t h e  

i n d i v i d u a l ' s  p l ace  i n  t r a d i t i o n .  Hemingway worked t h i s  quest ion out  much 

more f u l l y  i n  l a t e r  books such a s  Death i n  t h e  Afternoon. How Hemingway saw 

himself a s  an ind iv idua l  a r t i s t  wi th in  a l i t e r a r y  t r a d i t i o n  w i l l  be examined 

more c l o s e l y  i n  Chapter 2 ;  more impor tan t ly  f o r  t h e  d iscuss ion  a t  hand, t h e  

passage quoted from The Sun Also Rises  above provides one more p i ece  of 

information concerning Hemingwayfs reading  i n  t h e  1920s. Thanks t o  a drunken 

Jake  Barnes reading in  h i s  Pamplona h o t e l  room, one can say with c e r t a i n t y  

t h a t  Hemingway had read Turgenevfs  A Sportsman's Sketches e i t h e r  p r i o r  t o  o r  

during t h e  1925 f i e s t a .  A s  he l i e s  on h i s  bed and t r i e s  unsuccessfu l ly  t o  

s l eep ,  J ake  Barnes remembers t h a t  he !'had read i t  [A Sportsman's Sketches] 

before ."  In t h i s  he i s  q u i t e  probably speaking f o r  Hemingway a s  we l l .  This  

t e x t u a l  evidence opens t h e  way t o  c e r t a i n  inferences .  I t  does seem a nea r  



c e r t a i n t y  t h a t  Hemingway read A Sportsman's Sketches 
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soon a f t e r  he found 

Shakespeare and Co., i f  not immediately a f t e r  h i s  f i r s t  v i s i t  i n  l a t e  1921, 

a s  he remembers i n  A Moveable Feas t .  Following from t h i s  it i s  d i f f i c u l t  t o  

be l i eve  t h a t  at some poin t  i n  t h e  e a r l y  1920s soon a f t e r  reading  A Sportsman's 

Sketches Hemingway d id  not  go on t o  read  Fa thers  and Sons which was, and is ,  

acknowledged a s  Turgenevls mas terp iece  i n  longer  f i c t i o n .  
. 

We come back then t o  my e a r l i e r  ques t ion :  What was Hemingway doing with 

Fa thers  and Sons while he rewrote The Sun Also Rises  i n  Schruns d u r i n g  t h e  

win te r  of 1925-6? My view i s  t h a t  he was looking f o r  something, o r  more 

a c c u r a t e l y  t ak ing  a second look a t  something he knew a l ready .  I be l i eve  

t h a t  Hemingway had probably read t h i s  novel once, and perhaps more than  once, 

dur ing  t h e  fou r  year  per iod (1922-1925) of  t h e  missing l i b r a r y  cards- - the  

same fou r  year  per iod  t h a t  witnessed t h e  genes i s  of Three S t o r i e s  and Ten 

Poems, In  Our Time and t h e  manuscript o f  The Sun Also Rises .  

Much o f  what has been presented i n  t h i s  chapter  i s  unavoidably based on 

in fe rence  but ,  I hope, with a c e r t a i n  s e n s i t i v i t y  t o  t h e  p o s s i b i l i t i e s  

suggested by t h e  h i s t o r i c a l  record.  Any h i s t o r i c a l  r econs t ruc t ion ,  i f  it i s  

t o  be meaningful, w i l l  opera te  out  o f  a s i m i l a r  c o n s t e l l a t i o n  o f  r e s t r a i n t s .  

Indeterminacy i s  a given of i n t e l l e c t u a l  r econs t ruc t ion ,  whether i t  be 

h i s t o r i c a l ,  psychological o r  a e s t h e t i c .  A s  soon a s  t h e  c r i t i c  o r  h i s t o r i a n  

begins t o  explore  t h e  indeterminacies  o f  h i s  subjec t  he ventures  i n t o  t h a t  

a r e a  where t e x t u a l  evidence and h i s t o r i c a l  d a t a  begin t o  g ive  way t o  r h e t o r i c a l  

persuas ion  and informed opinion.  

But h i s t o r i c a l  specula t ion  a s i d e ,  we do know t h a t  i n  t h e  fou r  months 

p r i o r  t o  completing h i s  f i r s t  novel Hemingway read no l e s s  than f i v e  t i t l e s  

by Turgenev--A Lear of t h e  Steppes,  A Sportsman's Sketches,  and The Tor ren t s  

o f  Spr ing  i n  October 1925,  and A House of Gentlefolk and Fa thers  and Sons 



i n  December. This  information i n  i t s e l f  is  s i g n i f i c a n t  enough; i t  a l s o  

sugges ts  t h e  t r a j e c t o r y  of  Hemingway's e a r l i e r  reading. I t  was no acc ident  

t h a t  Hemingway chose t o  read ,  o r  r e r ead ,  Fa thers  and Sons when he d i d .  

Rather ,  t h e  choice  was t h e  l o g i c a l  outcome of a p a t t e r n  o f  reading  which had 

developed over  t h e  previous f o u r  years .  And t h a t  p a t t e r n  c h a r t s  t h e  l i m i t s  

and d i r e c t i o n s  of  an a r t i s t ' s  a e s t h e t i c  education. 

Chapter 2 w i l l  examine i n  more depth t h e  n a t u r e  of Turgenev's i n f luence  

on Hemingway. I t  w i l l  at tempt t o  s ay  how t h e  achievement of one important 

w r i t e r  can be incorporated and transformed i n  t h e  work of another  so  t h a t  an 

e n t i r e l y  new voice  comes i n t o  being even a s  t h e  echoes of t r a d i t i o n  a r e  

heard i n  i t .  ~ a t e r  chapters  w i l l  be devoted t o  cha r t i ng  t h e  p a t t e r n s  o f  

in f luence  which extend through Turgenev's A Sportsman's Sketches t o  

Hemingway's own s h o r t  s t o r i e s  of  t h e  1920s, and from Turgenev's g r e a t e s t  

novel ,  Fa thers  and Sons t o  Hemingway's The Sun Also Rises .  
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CHAPTER TWO 

The Anxiety of  1nf luencel 

Every novel which i s  t r u l y  w r i t t e n  con t r ibu te s  t o  t h e  t o t a l  
o f  knowledge which i s  t h e r e  a t  t h e  d i sposa l  of  t h e  next  
w r i t e r  t h a t  comes, but  t h e  next  w r i t e r  must pay, always, a  
c e r t a i n  nominal percentage i n  experience t o  be a b l e  t o  
understand and a s s i m i l a t e  what is  a v a i l a b l e  a s  h i s  b i r t h r i g h t  
and what he must, i n  t u r n ,  t a k e  h i s  depa r tu re  from. 

(Hemingway, Death i n  t h e  Afternoon) 

Poe t i c  h i s t o r y  . . - .  i s  he ld  t o  be ind i s t i ngu i shab le  from 
p o e t i c  i n f luence ,  s i n c e  s t r o n g  poe t s  make t h a t  h i s t o r y  by 
misreading one another ,  so a s  t o  c l e a r  imaginative space 
f o r  themselves.  . . . But- nothing i s  got  f o r  nothing, and 
se l f - app ropr i a t ion  involves t h e  immense a n x i e t i e s  of  
indebtedness ,  f o r  what s t rong  maker d e s i r e s  t h e  r e a l i z a t i o n  
he has f a i l e d  t o  c r e a t e  himself?  

(Harold Bloom, The Anxiety of  Inf luence)  

i. Inf luence :  A Theorv 

In  h i s  important s tudy of 

ques t ion :  

p o e t i c  i n f luence  Harold Bloom asks t h e  fol lowing 

Can t h e  study of it [ p o e t i c  inf luence]  r e a l l y  be anything 
more than t h e  wearisome indus t ry  o f  source-hunting, of 
a l l u s i o n  counting, an indus t ry  t h a t  w i l l  soon touch 
apocalypse anyway when i t  passes  from scholars  t o  
computers? I s  t h e r e  not t h e  sh ibbole th  bequeathed us  by 
E l i o t ,  t h a t  t h e  good poet s t e a l s ,  while  t h e  poor poet 
be t r ays  an inf luence ,  borrows a  voice?  2 



This  i s  a ques t ion  which any c r i t i c  o f  i n f luence  must confront .  Bloom 

answers it f o r  h imsel f ,  i n  p a r t ,  when he  goes on t o  say,  

By "poet ic  in f luenceu  I do no t  mean t h e  t ransmission of  
i d e a s  from e a r l i e r  t o  l a t e r  poe t s .  . . . Ideas and-images 
belong t o  d iscurs iveness  and t o  h i s t o r y ,  and a r e  s c a r c e l y  
unique t o  poetry.  Yet a p o e t ' s  s t ance ,  h i s  Word, h i s  
imaginat ive i d e n t i t y ,  h i s  whole be ing ,  must be unique t o  
him . . . o r  he w i l l  p e r i s h ,  a s  a poe t .  . . . 3 .  

One i s  tempted t o  quote Bloom c o n s t a n t l y  on inf luence :  I say t h i s  

because so  much of  The Anxiety of  Inf luence  appears  t o  be w r i t t e n  

s p e c i f i c a l l y  with an a r t i s t  l i k e  Hemingway i n  mind. Bloom c a l l s  h i s  book a 

"meditat ion on t h e  melancholy o f  t h e  c r e a t i v e  mind's despera te  i n s i s t e n c e  

4 
on p r i o r i t y . "  The s t rong  poet ,  he a rgues ,  cannot allow himself t o ,  and y e t  

must s e e ,  t h a t  h i s  v i s ion  d id  not  come f i r s t ,  t h a t  it was not  bo'm of i t s e l f .  

Living poe t s  must f r e e  themselves o f  t h e  tyranny o f  v i s i o n  which e a r l i e r  

poe t s  r e p r e s e n t .  A t  t h e  same t ime t h e  l i v i n g  poet  cannot escape t h e  awareness 

t h a t  h i s  imaginat ive v i s ion  i s  born out  o f  t h e  very  achievements of p a s t  

poe t s .  This  awareness g ives  r i s e  t o  immense a n x i e t i e s  of  indebtedness;  a 

debt  which i s  known but must be denied o r  repressed  before  t h e  l i v i n g  poet 

can speak i n  h i s  own voice. The model f o r  t h i s  argument de r ives  immediately 

from Freudian concepts  of gene ra t iona l  and oedipa l  c o n f l i c t .  Bloom w r i t e s  

t h a t  "we can never read a poet without  reading t h e  whole of  h i s  o r  her  family 

romance a s  poe t .  . . . True p o e t i c  h i s t o r y  i~ t h e  s t o r y  o f  how poe t s  a s  p o e t s  

have su f f e red  o t h e r  poe ts ,  j u s t  a s  any t r u e  biography i s  t h e  s t o r y  of  how 

anyone su f f e red  h i s  own family--or h i s  own displacement of  fami ly  i n t o  love r s  

5 
and f r i ends . "  Even more s p e c i f i c a l l y  Bloom's argument e l abo ra t e s  on t h e  

c o n f l i c t  between poe t i c  genera t ions ,  t h e  mortal  s t r u g g l e  which e x i s t s  between 

p o e t i c  f a t h e r s  and sons. S i g n i f i c a n t l y  Turgenev e n t i t l e d  h i s  masterwork 

Fa thers  and Sons while t h e  t i t l e  o f  Hemingwayls f i r s t  novel The Sun Also Rises  



impl ies  a  genera t iona l  c o n f l i c t .  I n  a  l a t e r  chapter  I w i l l  a rgue t h a t  both 

books a r e  e s s e n t i a l l y  about t h e  anx ie ty  o f  genera t iona l  c o n f l i c t .  With 

Hemingway i n  p a r t i c u l a r ,  from h i s  e a r l i e s t  beginnings a s  a  s e r i o u s  w r i t e r ,  

one no te s  a  melancholy i n s i s t e n c e  on p r i o r i t y  and a t r u l y  savage r e j e c t i o n  

of l i t e r a r y  f a t h e r s  whenever he f e l t  it necessary t o  c l e a r  imaginat ive space 

f o r  h i s  own poe t i c  v i s ion .  

I n  a  s t r ange  way Bloom's personal  a n x i e t i e s  of  i n f luence  may be bound 

up with an h i s t o r i c a l  p a t t e r n  of  i n f luence  which f i n d s  p a r t i a l  expression i n  

Hemingway's own work. In  Death i n  t h e  Afternoon, published i n  1932, 

Hemingway wr i t e s  t h e  fol lowing:  

The ind iv idua l ,  t h e  g r e a t  a r t i s t  when he comes, uses  
everything t h a t  has been discovered o r  known about h i s  
a r t  up t o  t h a t  po in t ,  being a b l e  t o  accept  o r  r e j e c t  
i n  a  t ime so sho r t  it seems t h a t  t h e  knowledge was born 
with him, r a t h e r  than  t h a t  he t a k e s  i n s t a n t l y  what it 
t akes  t h e  ord inary  man a  l i f e t i m e  t o  know, and then  t h e  
g r e a t  a r t i s t  goes beyond what has  been done o r  known and 
makes something o f  h i s  own. 6 

This  passage does bear comparison, both i n  emotional tone  and i n  meaning, 

with t h e  general  argument i n  The Anxiety of Inf luence.  I t  i s  here  t h a t  t h e  

c r i t i c  reaches a  very cur ious  s t a t e  of  a f f a i r s  i n  t h e  explora t ion  o f  t h e  

h i s t o r y  of i n f luence ,  f o r  t h e  inescapable  observat ion i s  t h a t  Hemingway's 

views on inf luence  and t r a d i t i o n ,  a s  s t a t e d  i n  Death i n  t h e  Afternoon, 

appear t o  come d i r e c t l y  out o f  h i s  reading  o f  T .  S. E l i o t  i n  t h e  e a r l y  1920s. 7  

E l i o t  wrote h i s  seminal essay  on in f luence ,  "Tradi t ion and t h e  Indiv idua l  

Ta len t , "  i n  1917. By t h e  e a r l y  1920s E l i o t ' s  book, The Sacred Wood, which 

con ta ins  t h i s  essay  and E l i o t  ' s  conception of  t h e  "object ive c o r r e l a t i v e ,  ' I  

had made i t s  way across  t h e  channel and was well  known i n  t h e  P a r i s  l i t e r a r y  

community. Within a  few years  E l i o t  was t o  become one of  those  in f luences  

Hemingway f e l t  he had t o  deny.8 But i n  t h e  e a r l y  1920s he was c a r e f u l l y  



reading  every th ing  E l i o t  wrote, c r i t i c a l  and otherwise.  The impact can be 

seen a  decade l a t e r  i n  Hemingway's own comments on inf luence ,  t r a d i t i o n ,  and 

t h e  o b j e c t i v e  c o r r e l a t i v e  of emotions i n  Death i n  t h e  Afternoon and The Green 

H i l l s  o f  Afr ica .  One becomes aware o f  t h e  c r e a t i v e  mispr i s ion  which enabled 

Hemingway t o  t ransform E l i o t  t o  h i s  own c r i t i c a l  ends. When one says t h a t  

Bloom appears  t o  be wr i t i ng  about t h e  s p e c i f i c  ways inf luence  de f ines  i t s e l f  

i n  Ernest  Hemingway it i s  perhaps t o  s ay  only  t h a t  both men s u f f e r  t h e i r  own 

a n x i e t i e s  o f  in f luence  i n  r e l a t i o n  t o  a  s i n g l e  precursor--T. S .  E l i o t .  

Bloom, too ,  i s  working out  o f  a  h i s t o r y  o f  in f luence ,  and both E l i o t  and 

Hemingway a r e  p a r t  o f  h i s  c r i t i c a l  family romance. 

The t h e o r e t i c a l  model which Bloom p resen t s  i n  The Anxiety o f  In f luence  

con ta ins  what he c a l l s - s i x  " rev is ionary  r a t i o s , "  each r a t i o  r ep re sen t ing  a  

p a r t i c u l a r  p a t t e r n  of  in f luence .  Two of those  r a t i o s  a r e  p a r t i c u l a r l y  

r e l evan t  t o  t h e  d iscuss ion  of  Turgenevts  i n f luence  on Hemingway. The f i r s t  

r a t i o ,  clinamen, comes from Lucre t ius  and denotes  a  ffswerve" of  atoms which 

makes change poss ib l e  i n  t h e  universe .  I n  terms o f  p o e t i c  in f luence  clinamen 

becomes p o e t i c  misreading o r  mispr i s ion .  Bloom de f ines  clinamen i n  poe t ry  

a s  fo l lows:  

A poet swerves away from h i s  precursor ,  by so 
reading  h i s  p recu r so r ' s  poem a s  t o  execute a  tklinamen" 
i n  r e l a t i o n  t o  i t .  This  appears  a s  a  c o r r e c t i v e  movement 
i n  h i s  own poem, which impl ies  t h a t  t h e  precursor  poem 
went accura te ly  up t o  a  c e r t a i n  po in t ,  but then  should 
have swerved, p r e c i s e l y  i n  t h e  d i r e c t i o n  t h a t  t h e  new 
poem moves. 9 

Clinamen, o r  poe t i c  misreading, becomes t h e  s i n g l e  most important concept 

i n  Bloom's theory  of poe t i c  i n f luence .  He says  t h a t  "what d iv ides  each poet  

from h i s  Poe t i c  Father . . . i s  an i n s t a n c e  of c r e a t i v e  revis ionism." 10 

The  second p a t t e r n  of  i n f luence ,  Bloom has ca l l ed  t e s s e r a ,  o r  completion 



and a n t i t h e s i s .  The t e s s e r a  becomes "a token o f  recogni t ion ,"  a  fragment 

which completes p a t t e r n  and meaning. In  l i t e r a r y  terms t h e  poet 

" a n t i t h e t i c a l l y  'completesf h i s  precursor ,  by so  reading  t h e  parent-poem a s  

t o  r e t a i n  i t s  terms but  t o  mean them i n  another  sense,  a s  though t h e  p recu r so r  

had f a i l e d  t o  go f a r  enough."ll 

A s  p a r t s  o f  Bloom's genera l  theory  of i n f luence ,  both'clinamen and 

t e s s e r a  account f o r  s i g n i f i c a n t  change wi th in  p o e t i c  t r a d i t i o n .  Both a r e  

methods used by l i v i n g  poe ts  i n  a l l  ages i n  o rde r  t o  convince themselves of  

t h e  p r i o r i t y  o f  t h e i r  own v i s i o n s ,  t h e i r  own voices .  For every s t rong  poet  

must f i n d  some way t o  fo rce  h i s  p recu r so r s ,  t h e  dead poe t s  of t h e  p a s t  who 

have spoken be fo re  him, t o  remain i n  t h e  p a s t ,  and t o  remain dead. Only then  

w i l l  t h e r e  be  any psychic room f o r  a  new voice .  But t h i s  e f f o r t  on t h e  p a r t  

o f  l i v i n g  poe t s  can never be e n t i r e l y  succes s fu l .  A debt i s  owed, and no 

man o r  poet sp r ings  full-blown ou t  o f  h i s  own conception of  himself .  The 

l i v i n g  poet ,  i nc reas ing ly  a s  h i s t o r y  and p o e t i c  t r a d i t i o n  lengthen,  i s  caught 

between t h e  d e s i r e  t o  speak i n  a  unique vo ice  and knowledge t h a t  it has  a l l  

been s a i d  before.  And out  o f  t h a t  knowledge a r i s e s  t h e  " inescapable 

m e l a n ~ h o l y ~ ~  of  t h e  latecomer, and "the a n x i e t y ' t h a t  makes misp r i s ion  

inevitable." '* For how e l s e  except through a  misreading o f  t h e  p o e t i c  p a s t  

can a  l i v i n g  poet  f r e e  a  space f o r  t h e  c r e a t i o n  of  himself i n  t h e  p re sen t?  

Out o f  t h i s  t h e o r e t i c a l  framework Bloom argues f o r  a  new approach t o  

p r a c t i c a l  c r i t i c i s m :  

Let us give up t h e  f a i l e d  e n t e r p r i s e  of  seeking t o  
"understandff any s i n g l e  poem a s  an e n t i t y  i n  i t s e l f .  
Let u s  pursue in s t ead  t h e  quest  o f  l ea rn ing  t o  read  any 
poem a s  i t s  p o e t ' s  d e l i b e r a t e  mi s in t e rp re t a t ion , "a s  a  
poet': o f  a  precursor  poem o r  o f  poe t ry  i n  genera l .  
Know each poem by i t s  "clinamen" and you w i l l  ftknowrf 
t h a t  poem i n  a  way t h a t  w i l l  no t  purchase knowledge by 
t h e  l o s s  of  t h e  poem's power. 13 



The theory  o f  in f luence  argued by Bloom i n  The Anxiety of Inf luence  

has been presented  here  a t  some l eng th  because as a theory  i t  seems 

p a r t i c u l a r l y  s u i t e d  t o  t h e  case  o f  a  w r i t e r  l i k e  Hemingway and h i s  o f t e n  

a n t a g o n i s t i c  s t a n c e  toward l i t e r a r y  forebears .14  More s p e c i f i c a l l y  t h e  

theory  begins t o  explain a  p a t t e r n  o f  i n f luence  which e x i s t s  between Ivan 

Turgenev and Hemingway. The premise o f  t h i s  s tudy  i s  t h a t  Turgenev was a  

precursor  and in f luence  whom Hemingway looked t o ,  p a r t i c u l a r l y  i n  t h e  1920s, 

a s  a  model f o r  p o e t i c  vo ice  and a e s t h e t i c  judgement. Necessar i ly  Turgenev 

was a  w r i t e r  whom Hemingway would misread be fo re  he could f i n d  h i s  own vo ice  

i n  books such a s  I n  Our Time and The Sun Also Rises .  The s p e c i f i c  n a t u r e  o f  

t h e  debt  Hemingway, a s  a  w r i t e r ,  owed t o  Turgenev w i l l  be examined more 

c l o s e l y  i n  t h e  l a t t e r  po r t ions  of t h i s  chap te r .  The sho r t  i n t e r - c h a p t e r  

which fol lows a t tempts  t o  l o c a t e  t h e  p a t t e r n  o f  in f luence  which runs  through 

Turgenev t o  Hemingway i n  t h e  wider contex t  o f  nineteenth-century l i t e r a r y  

h i s t o r y .  

ii. The Genealogy of  Inf luence  

Ivan Turgenev s tands  near  t h e  end o f  a  long l i n e  of  n ine teenth-century  

Russian n o v e l i s t s  who wrote out  o f  a  l i t e r a r y  c l imate  s a tu ra t ed  i n  t h e  Byronic 

s p i r i t . ' '  When Hemingwaycame t o  read and admire Turgenev i n  t h e  1920s, he 

was reading  not  on ly  an ind iv idua l  au thor  but  a l s o  a  t r a d i t i o n  s teeped i n  

Byronism which extends from Pushkin through t o  Lermontov before  f i n d i n g  new 

expression i n  Turgenev. In  f a c t  t h e  t r a d i t i o n  has i t s  source i n  t h e  e a r l y  

Goethe i n  Germany and extends beyond t h a t  t o  Rousseau i n  France. Here a r e  

t h e  beginnings of  a  new percept ion of s o c i a l  r e l a t i o n s  and t h e  i n d i v i d u a l .  

Goethe, following from Rousseau, speaks o f a u W e r t h e r  period" which occurs  



n a t u r a l l y  i n  a  young man's l i f e  whenever "a f r e e  n a t u r a l  i n s t i n c t "  must 

accommodate i t s e l f  t o  " t h e  narrow l i m i t s  o f  an a n t i q u a t e d  world.  The 

s e n s e  o f  melancholy and a l i e n a t i o n  which s tems from t h i s  c o n f l i c t  f i n d s  i t s  

c l e a r e s t  e x p r e s s i o n  i n  Byron from 1812 on ( C h i l d e  Harold was p u b l i s h e d  i n  

t h i s  y e a r ) .  I t  i s  no mis take  t h a t  Eugene Onegin, t h e  h e r o  of P u s h k i n ' s  

g r e a t  nove l  i n  v e r s e ,  i n c l u d e s  t h e  works o f  Byron i n  t h e  l i b r a r y  o f  h i s  

c o u n t r y  house.  The r e p r e s s i v e  n a t u r e  o f  Russian p o l i t i c a l  and s o c i a l  l i f e  

i n  t h e  e a r l y  n i n e t e e n t h - c e n t u r y  l e d  t o  a  sharpen ing  o f  t h e  t e n s i o n s  which were 

f i n d i n g  v o i c e  th roughout  Europe. I n  t h i s  huge, seemingly immovable a u t o c r a c y  

t h e r e  seemed even l e s s  reason  t o  hope f o r  s i g n i f i c a n t  p e r s o n a l  e x p r e s s i o n  

t h a n  e l sewhere .17  Pushkin gave v o i c e  t o  t h e  s o c i a l  melancholy and p e r s o n a l  

r e b e l l i o u s n e s s  which t h i s  s t a t e  o f  a f f a i r s  he lped  t o  c r e a t e .  

Henry G i f f o r d ,  i n  h i s  s t u d y  o f  t h e  Byronic s p i r i t  i n  Russian l i t e r a t u r e  

e n t i t l e d  The Hero o f  H i s  Time, h a s  looked c l o s e l y  a t  what Pushkin t o o k  from 

Byron : 

Byron had e v e r y t h i n g  t o  o f f e r  him: a  more s p l e n d i d  
r h e t o r i c ,  a  new k i n d  o f  h e r o - - t h e  gloomy, d i s i l l u s i o n e d ,  
s e l f - c e n t e r e d  r e b e l  o f  t h e  Napoleonic e r a ;  a  d o c t r i n e  
o f  l i b e r t y ,  and an o u t l o o k  t h a t  f l a t t e r e d  t h e  egot ism of  
young men, whose hopes had been c h e a t e d ,  i n  a  world bent  
on r e a c t i o n .  18 

What Pushkin took from Byron, h e  gave t o  Russian l i t e r a t u r e . ' '  Eugene 

Onegin becomes t h e  model f o r  t h e  new h e r o  who e n t e r s  t h e  pages  of a lmost  

e v e r y  n i n e t e e n t h - c e n t u r y  Russian w r i t e r .  Pushkin wrote  o f  h i s  he ro  t h a t  "he 

had no mora l s ,  p l e n t y  o f  amour p r o p r e ,  a  d r y n e s s  o f  s o u l ,  a  s t r o n g  tendency 

t o  dream, and an e m b i t t e r e d  mind s e e t h i n g  i n  empty a c t i v i t y . " 2 0  He might 

a l s o  have added t h a t  Onegin 's  b i t t e r n e s s  i s  t h e  r e s u l t  o f  a  r e f u s a l  t o  submit ,  

a t  l e a s t  m e n t a l l y ,  t o  a  s o c i a l / p o l i t i c a l  sys tem which would r e n d e r  him 

s u p e r f l u o u s .  I n  t h i s  r e f u s a l  t o  a c c e p t  t h e  c o n d i t i o n s  o f  l i f e  which have 



made him, Onegin becomes t h e  noble fo rebea r  o f  Pechorin,  Rudin and Bazarov. 

Mikhail Lermontov c a r r i e d  on t h e  t r a d i t i o n  o f  Byron and Pushkin i n  h i s  

novel ,  A Hero of Our Time. In  t h e  p re face  t o  t h e  novel Lermontov w r i t e s  t h a t  

"A Hero of Our Time . . . is indeed a p o r t r a i t ,  but  not  o f  a s i n g l e  

i nd iv idua l ;  it i s  a p o r t r a i t  composed of  a l l  t h e  v i c e s  o f  ou r  genera t ion  i n  

t h e  f u l l n e s s  of  t h e i r  development.1121 Grigory Aleksandrovitch Pechorin 

remains t h e  a rche typal  Byronic hero i n  Russian l i t e r a t u r e .  He i s  a man of 

a c t i o n  and high adventure;  a man who p l ays  h i s  l i f e  out  i n  t h e  mountain 

passes  of t h e  Caucasus; a cynic  whose cold h e a r t  remains untouched by human 

confusion; an a r i s t o c r a t i c  r ake  and p r o f l i g a t e  who w i l f u l l y  breaks women's 

h e a r t s ;  a man who engages i n  due l s  and mortal  r i s k s  i n  o rde r  t o  t e s t  h i s  

t h e o r i e s  about f r e e  w i l l  and f a t e .  He ha l f  seeks dea th  a t  t h e  very moment 

he manipulates events  t o  ensure h i s  l i f e .  Pechorin is saved from u l t i m a t e  

s i l l i n e s s  a s  a cha rac t e r  only through h i s  a b i l i t y  t o  s e e  himself a s  an a c t o r ,  

l i k e  o t h e r  a c t o r s ,  engaged i n  t h e  f a r c e  o f  Russian l i f e .  I n  t h e  end t h e r e  

i s  a c e r t a i n  bleak n o b i l i t y  i n  h i s  c o n s i s t e n t  r e f u s a l  t o  make compromises 

wi th  a s o c i e t y  he desp i se s  no l e s s  t han  himself .  There i s  high romanticism 

i n  t h i s ,  and A Hero o f  Our Time does read  as a young man's adventure s t o r y ,  

a young man's a l i e n a t i o n .  

By t h e  t ime Turgenev began t o  w r i t e  h i s  own novels  i n  t h e  1850s t h e  

Byronic s t ance  had n e c e s s a r i l y  undergone c e r t a i n  c u l t u r a l  t ransformat ions .  

In  Turgenev t h e r e  i s  an awareness o f  t h e  f u t i l i t y  of t h e  Byronic s t ance ;  an 

awareness o f  t h e  f u t i l e  p o s i t i o n  of t h e  a r i s t o c r a c y  wi th in  Russian. I t  i s  

Turgenev who co ins  t h e  term "superfluous man" i n  order  t o  d e f i n e  t h a t  p a r t  

of Russian s o c i e t y  which f i n d s  no r e l e v a n t  r o l e  f o r  i t s  a s p i r a t i o n s  i n  l i f e .  

The superf luous man, unneeded by h i s  country,  r e t r e a t s  i n t o  a p r i v a t e  l i f e  of 

e g o t i s t i c a l  s e l f - a n a l y s i s ,  romantic t h e o r i z i n g ,  f u t i l e  a f f a i r s ,  meaningless 



ges tu re s  and u l t i m a t e l y  se l f -despa i r .  This  i s  t h e  world of Rudin, t h e  hero 

o f  Turgenev's first novel,  a  man o f  eloquence and high i d e a l s  which have 

never  been t e s t e d  by r e a l i t y .  In  t h e  moment o f  t r u t h  he i s  found wanting--he 

g ives  up a  young g i r l  whom he has caused t o  love  him. The t r u t h  i s  t h a t  he 

i s  incapable  o f  any f e e l i n g  beyond t h e  love  of  s e l f .  S i g n i f i c a n t l y ,  i n  a  

concluding chapter  which Turgenev added a f t e r  f i r s t  pub l i ca t ion ,  Rudin i s  

allowed t o  redeem himself through an a c t  o f  w i l l  when he f i g h t s  and d i e s  on 

t h e  ba r r i cades  o f  t h e  P a r i s  Commune of 1848. 

This  appended conclusion r e v e a l s  Turgenevfs  l i f e - l o n g  a r t i s t i c  concern 

with t h e  i n d i v i d u a l ' s  p l ace  i n  a  s o c i e t y  which is o f t e n  unresponsive and 

r eac t iona ry ,  deebly an tagon i s t i c  t o  t h e  i d e a l s  o f  t h e  ind iv idua l .22  By t h e  

1860s an e n t i r e l y  new genera t ion  o f  p o l i t i c a l  a c t i v i s t s  had grown up wi th in  

t h e  Russian a r i s toc racy .  A s  a  c l a s s  t h e s e  men had nothing but  d i sda in  f o r  

t h e  r ag ing  but i n e f f e c t u a l  Byrons and super f luous  men of t h e  1830s and 1840s; 

a l though i n  t h e i r  ac t ions  they  more o f t e n  t r ansc r ibed  a  Byronism o f  t h e i r  

own r a t h e r  than  r e j e c t  t h e  pose o f  t h e  A s  much a s  anything e l s e  

t h e s e  Ifnew men" were t h e  r e l a t i v e s  o f  Byron. Co l l ec t ive ly  t h e i r  mi sp r i s ion  

o f  t h e  p o e t ' s  s t ance  l e d  t o  t h e  n i h i l i s m  o f  t he ' l 860s - - the  men who be l ieved  

i n  noth ing  but  t h e  laws of  na tu re .  Byronic cynicism was turned on i t s  e a r  

because i n  t h i s  generat ion t h e  f r e e  and n a t u r a l  p l ay  of  human i n s t i n c t  was t o  

lead  t o  t h e  overthrow o f  an an t iqua ted  system. The superf luous man had a  

program, but  he was s t i l l  c lo thed  i n  t h e  d r e s s  o f  t h e  romantic r e b e l .  

Turgenev was profoundly a f f e c t e d  by t h e s e  "new men." Through a l l  t h e  

hypocrisy and posing he saw t h e  beginnings o f  hope f o r  a c t i v e  s o c i a l  change 

wi th in  h i s  country. The ' a r t i s t i c  r e s u l t  o f  t h i s  i nne r  turmoil  was Turgenevfs  

g r e a t e s t  achievement a s  a  n o v e l i s t ,  Fa thers  and Sons. A l l  o f  Turgenevfs  

c o n f l i c t i n g  views concerning a u t h o r i t y  and personal  freedom a r e  b r i l l i a n t l y  



embodied i n  t h e  cha rac t e r s  of t h i s  work. The novel caused an immediate 

s ensa t ion  when f i r s t  published i n  1862. 24 The Slavophi les  saw Turgenevls 

main cha rac t e r ,  Bazarov, a s  an a f f r o n t  t o  t h e  conserva t ive  values o f  t h e  

o l d  system. By implicat ion Turgenev became a fe l low t r ave l l - e r  o f  t h e  

n i h i l i s t s .  L ibera l  elements i n  Russian s o c i e t y ,  wes te rn izers  i n  p a r t i c u l a r ,  

tended t o  s e e  Bazarov a s  a h a l f  r e a l i z e d  c r e a t i o n .  Turgenev, they  s a i d ,  had 

not  gone f a r  enough, had not  been sympathetic enough t o  t h e i r  cause. A s  

usua l ,  Turgenev himself was ambivalent about e i t h e r  extreme. In  t h e  p.reface 

t o  h i s  c o l l e c t e d  works of  1880 he  wrote: 

Believe me, no man o f  r e a l  t a l e n t  ever  se rves  
aims o t h e r  than h i s  own and he  f i n d s  s a t i s f a c t i o n  i n  
himself  alone. . . . Only those  who can do no b e t t e r  
submit t o  a given theme o r  c a r r y  out  a programme. 2 5 

Turgenev he re  argues f o r - t h e  r i g h t s  o f  t h e  a r t i s t  who a e s t h e t i c a l l y  

shapes t h e  events  o f  h i s  t ime but  imposes no d i d a c t i c  s o c i a l  programme on 

them. In t h e  same preface he goes on t o  s t a t e  t h a t  he wishes t o  "embody i n  

app ropr i a t e  types  what Shakespeare c a l l s  ' t h e  body and p re s su re  of  t ime." '  26 

In another  contex t ,  Edmund Wilson has w r i t t e n  t h e  fol lowing about Hemingway: 

" H i s  whole work i s  a c r i t i c i s m  o f  s o c i e t y :  he has responded t o  every p re s su re  

of  t h e  moral atmosphere of  t h e  t ime,  a s  i t  i s  f e l t  a t  t h e  r o o t s  of human 

r e l a t i o n s ,  with a s e n s i t i v i t y  almost ~ n r i v a l e d . " ~ '  The same comment could 

be made about Turgenev's concerns and achievement i n  a novel such a s  Fa thers  

and Sons. The novel does represent  a c r i t i q u e  o f  Russian s o c i e t y  o f  t h e  

1850s and 1860s but  it never l apses  t o  t h e  l e v e l  of  p o l i t i c a l  t r a c t .  Like 

Hemingway, Turgenev responds t o  t h e  moral p re s su re s  of h i s  t ime through t h e  

f e l t  r e l a t i o n s  between ind iv idua l s .  David Lowe, i n  h i s  s tudy of  Fa thers  and 

Sons says  o f  Turgenev t h a t  he "transmutes t h e  gene ra t iona l ,  i deo log ica l ,  and 

s o c i a l  c o n f l i c t s  of  t he  1860s i n t o  c l a shes  o f  temperament and p e r s o n a l i t y .  13 



This  i s  t h e  kind of  a e s t h e t i c  choice which Hemingway would have 

apprec ia ted  and been inf luenced by when he came t o  read  Turgenev i n  t h e  

1920s. Here was a w r i t e r  who placed t h e  ind iv idua l  cha rac t e r  first, but  

through t h a t  c h a r a c t e r ' s  s o c i a l  r e l a t i o n s  evoked t h e  moral pressur 'e  o f  h i s  

t ime. I t  was a choice which Hemingway himself  would make i n  The Sun Also 

Rises  and A Farewell  t o  A r m s .  

I n  Bazarov, Turgenev had c rea t ed  another  hero o f  h i s  t ime, a Byronic 

f i g u r e  i n  motley. He i s  t h e  cynic  and n i h i l i s t  who looks with d i s d a i n  a t  t h e  

o l d  o rde r  and awai t s  i t s  co l l apse ;  t h e  man who be l i eves  i n  nothing but d i r e c t  

sensory impressions,  who no longer  be l i eves  i n  t h e  " f ine  phrasest '  and 

romantic dreamings o f  t h e  o lde r  genera t ion .  And y e t  underneath t h i s  

seemingly impenet rab le-ex ter ior  e x i s t s  a f i e r c e  idea l i sm and hope f o r  change. 

Bazarov is a cha rac t e r  who con ta ins  i r r e c o n c i l a b l e  oppos i t ions  wi th in  himself .  

He becomes one of  t h e  l a s t  o f  t h e  melancholy and brooding f i g u r e s  who a r e  

h e i r s  t o  t h e  Byronic t r a d i t i o n  i n  Russian l i t e r a t u r e  o f  t h e  nineteenth-century. 

A s  Goethe noted,  young men i n  every genera t ion  may have t h e i r  "Werther 

per iod,"  t h a t  t ime when t h e  a s p i r a t i o n s  o f  youth a r e  made t o  appear f u t i l e  

i n  t h e  f a c e  o f  an uncomprehending world. 

Hemingway, himself ,  is a no tab le  h e i r  t o  t h i s  t r a d i t i o n .  H i s  b e s t  work 

i s  t o l d  from t h e  poin t  o f  view o f  t h e  d i s i l l u s i o n e d  young men o f  pos t  World 

War I .  Hemingway's reading o f  Turgenev was a l s o ,  i n  p a r t ,  a reading of  t h e  

Byronic t r a d i t i o n  i n  Russian l i t e r a t u r e .  In  t h i s  reading,  it may be p o s s i b l e  

t o  say  t h a t  Hemingway was searching  f o r  a model, both l i t e r a r y  and a e s t h e t i c ,  

upon which t o  base h i s  own s t ance  as an a r t i s t .  

With t h i s  s a i d ,  it comes a s  something o f  an i l l umina t ion  t o  n o t e  

Hemingwayts f a s c i n a t i o n  with Byron's l i f e .  Michael Reynolds, i n  h i s  book, 

Hemingway's Reading 1910-1940, l is ts  fou r  f u l l - l e n g t h  biographies  of  Byron 



i n  Hemingway's l i b r a r y ;  t h e r e  was a l s o  a biography of Lady Byron and a 

volume o f  Byron's l e t t e r s .  Reynolds e l a b o r a t e s  on Hemingwayls u s e  of 

b iographica l  ma te r i a l  i n  h i s  art :  

Hemingway supplemented experience by reading t h e  l i v e s  of 
artists and t h e i r  l e t t e r s .  The t h r e e  who got  t h e  most 
a t t e n t i o n  were not  American, but  B r i t i s h :  D. H .  Lawrence, 
T. E .  Lawrence, and Byron. Romantics a l l ,  t he se  nien l e d  
monumental pub l i c  l i v e s ,  which, a s  Hemingway should have 
noted,  eventua l ly  dwarfed t h e i r  w r i t i n g  . Foreign t r a v e l ,  
sexual  extravagance, beards,  costumes, pub l i c  s e c r e t s ,  
adopted count r ies ,  b i z a r r e  behavior ,  heroism, i s o l a t i o n ,  
t h e  grand ges tu re - - i t  wasn't  t h e i r  l i t e r a t u r e  but t h e i r  
l i v e s  Hemingway absorbed. 29 

An odd p i c t u r e  o f  l i t e r a r y  in f luence  emerges from t h i s  information.  

Hemingway absorbs t h e  Byronic s t a n c e  i n t o  h i s  own l i f e  and a r t ;  but who has 

Byron inf luenced? The thread  is  p a r t i c u l a r l y  evident  i n  t h e  Russians-- 

Pushkin, Lermontov, Turgenev.. When Hemingway read  Turgenev i n  t h e  1920s j u s t  

p r i o r  t o  completing The Sun Also Rises  he had mirrored back a t  him an e n t i r e  

l i t e r a r y  and masculine t r a d i t i o n  der ived  from t h e  Russians'  reading ( o r  more 

accu ra t e ly ,  mispris ion)  of Byron. Hemingway had t o  go a long way round t o  

come back home t o  Byron and t h e  Byronic hero ,  but t h e  r e s u l t s  a r e  very  c l e a r  

i n  h i s  f i r s t  two novels.  Both Jake  Barnes and Freder ic  Henry c a r r y  on t h e  

romantic t r a d i t i o n  of  melancholy, a l i e n a t e d  men which runs from Byron through 

n ine teenth-century  Russian l i t e r a t u r e .  

Following from t h i s  t h e s i s ,  one-would have t o  s ay  t h a t  Pushkin, 

Lermontov, Turgenev, and a l l  t h e i r  super f luous  men--Onegin, Pechorin and 

Bazarov, have had a s i g n i f i c a n t  e f f e c t ,  through Hemingway, on t h e  l i t e r a r y  

and c u l t u r a l  consciousness o f  Americans. The impl ica t ions  o f  t h i s  f a c t  i n  

terms o f  c u l t u r a l  i d e n t i t y  and mythology may be far-reaching.  One begins t o  

ask ques t ions ,  no t  only about t h e  a c t s  of  mispr i s ion  which l a t e r  w r i t e r s  

perform on t h e i r  forebears--how does Onegin become Pechorin become Bazarov 



become Jake  Barnes--but t o  ask why t h i s  should be so .  Is t h e r e  some cons tan t  

c u l t u r a l  anx ie ty  which t r ansmi t s  i t s e l f  i n  va r ious  shapes, not  on ly  through 

n i n e t  eenth-century Russian 1 i t e r a t u r e  but  through ~ e m i n & a ~  i n t o  t h e  

American consciousness? The concern i s  wi th  a c e r t a i n  kind o f  masculine 

v i s ion ;  t h e  image is o f  a melancholy r e b e l ,  t h e  latecomer who has no p l a c e  

i n  t h e  s o c i e t y  he is born i n t o ,  and o f  t h e  a r t i s t  who has  no imaginat ive 

space i n  which t o  r e c r e a t e  h i s  i nd iv idua l  v i s i o n  o f  t h e  latecomer, himself .  

The t ens ion  i s  caused by t h e  ex t en t  t o  which each ar t is t  is s t rong  enough t o  

c r e a t e  t h a t  space, t o  r e w r i t e  t h e  s t o r y  o f  p a s t  poe t s ,  so t h a t  t h e  s t o r y  i s  

t o l d  i n  a new voice.  And t h a t  space can on ly  be r ec rea t ed  through a c t s  o f  

mispr i s ion  and kompletion with a l l  t h e  a t t endan t  a n x i e t i e s  which a t t a c h  

themselves t o  t h e s e  a c t s  o f  usurpa t ion .  What a c t s  of  m i s i n t e r p r e t a t i o n  d i d  

Hemingway perform on Turgenev, and how d i d  t h i s  mispr i s ion  s e r v e  t h e  

development of h i s  own a r t ?  The f i n a l  s e c t i o n  o f  t h i s  chapter  explores  t h e s e  

quest  i ons .  

iii. Hemingway a t  Schruns 

15 December 1925 

Have read  Fathers  and Children by Turgenieff .  . . . 
Fathers  and Ch-en i s n ' t  h i s  b e s t  s t u f f  by a long 
way. Some swell  s t u f f  i n  it but it can never be 
a s  e x c i t i n g  again a s  when -it was w r i t t e n  and t h a t ' s  
a h e l l  o f  a c r i t i c i s m  f o r  a book. 

(Hemingway, l e t t e r  t o  F. S c o t t  F i t zge ra ld )  

20 December 1925 

I ' v e  been reading a l l  t h e  t ime down here.  Turgenieff 
t o  me i s  the  g r e a t e s t  w r i t e r  t h e r e  ever was. Didn't  
w r i t e  t h e  g rea t e s t  books but  was t h e  g r e a t e s t  w r i t e r .  



Did you ever  read a s h o r t  s t o r y  of  h i s  c a l l e d  "The 
R a t t l e  o f  Wheels1'? I t ' s  i n  t h e  second volume o f  
A Sportsman l s Sketches.  

(Hemingway, l e t t e r  t o  ~ r c h i b a l d  MacLeish) 

Taken t o g e t h e r  t h e s e  two 1 it e r a r y  judgements by Hemingway seem oddly 

i n c o n s i s t e n t .  Five days a f t e r  w r i t i n g  F i t zge ra ld  about Fa thers  and Sons, 

a work he c a l l s  d e f i n i t e l y  not  Turgenev's b e s t ,  Hemingway w r i t e s  t o  

MacLeish wi th  t h e  observat ion t h a t  Turgenev i s  t h e  b e s t  w r i t e r  ever  and 

mentions s p e c i f i c a l l y  a shor t - s tory  from A Sportsman's Sketches.  This  i s  

p a r t i c u l a r l y  odd given t h a t  Hemingway l a t e r  placed Fa thers  and Sons on many 

o f  h i s  lists o f  t h e  bes t  books every wr i t t en .  30 I f  Fathers  and Sons wasn ' t 

Turgenev's b e s t ,  what - t ex t s  by t h e  Russian was Hemingway reading  and bas ing  

h i s ' p r a i s e  on? I t  is probable t h a t  one o f  t h e  books was A Home o f  Gent le fo lk ;  

Hemingway had taken t h e  novei,  a long wi th  Fa thers  and Sons, from S y l v i a  

Beach's bookstore on December 10. Nei ther  book was re turned  u n t i l  a f t e r  

Christmas. From t h e  l e t t e r  t o  MacLeish it may be poss ib l e  t o  i n f e r  t h a t  

Hemingway was a l s o  reading A Sportsman's Sketches a t  Schruns. Hemingway had 

borrowed volume 2 o f  t h e  A Sportsman's Sketches from Shakespeare and Co. on 

October 22 bu t  re turned  it November 16. I n  h i s  comment t o  MacLeish 

concerning "The R a t t l e  o f  Wheels" Hemingway was e i t h e r  r e f e r r i n g  t o  t h i s  

e a r l i e r  reading ,  o r  had acquired h i s  own copy of  A Sportsman's Sketches by 

t h e  t ime he came t o  Schruns. Whatever h i s  reading ma te r i a l  a t  t h i s  p o i n t ,  

it seems c l e a r  t h a t  Hemingway was measuring Turgenev's achievement a s  an 

a r t i s t .  He, himself ,  must have been under cons iderable  pressure .  The Sun 

Also Rises was h i s  first f u l l  l eng th  t rea tment  a f t e r t h e  c r i t i c a l  success  o f  

In Our Time. A career  was about t o  be launched. One has a p i c t u r e  o f  

Hemingway glancing over h i s  shoulder  a t  Turgenev, tak ing  a hard look a t  what 



was temporary i n  t h e  Kussiants  work and could be l e f t  ou t ,  and what was 

mas ter fu l  and should be l e f t  i n ,  i f  a book was t o  l a s t ;  perhaps too ,  making 

a d i r e c t  comparison. Did h i s  novel have t h e  sense o f  p l ace ,  t h e  f e e l i n g  of 

having l i v e d  i n  a country, which Turgenev had achieved i n  h i s  work? 

Questions such a s  t h i s  never ge t  w r i t t e n  down i n  Hemingway's correspondence. 

He wanted t o  t a k e  from t h e  g rea t  w r i t e r s  of t h e  p a s t  what Gas bes t  i n  t h e i r  

work, t ransform it t o  h i s  own needs and then  l eave  those  masters  i n  t h e  p a s t ,  

beaten and a t  bes t  a footnote  t o  h i s  own c a r e e r .  This  competi t iveness ,  wi th  

a l l  i t s  a t t endan t  a n x i e t i e s  centered  on v i c t o r y  and de fea t ,  comes out  most 

c l e a r l y  i n  Hemingwayts l e t t e r s  o f  t h e  l a t e  1940s. The passages quoted below, 

concerned a s  they  a r e  with l i t e r a r y  h i s t o r y  a s  an extended boxing match, can 

only  be saved from s i l l i n e s s  if one looks beneath t h e  bravado on t h e i r  

su r f ace  t o  t h e  anx ie ty  which runs  l i k e  a s t rong  cur ren t  from Hemingway t o  

t h e  masters  of t h e  p a s t .  Hemingway, here ,  appears  t o  be covering up, t r y i n g  

t o  mask t h e  anx ie ty  of t h e  la tecomer who f e a r s  t h e r e  may be no p l a c e  f o r  h i s  

p o e t i c  v i s i o n .  And i n  o rde r  t o  ga in  h i s  p l ace  i n  t h e  h a l l  o f  t h e  l i t e r a r y  

immortals, t h i s  w r i t e r  i s  forced t o  make space  f o r  himself v io l en t ly - -he  w i l l  

thumb and punch h i s  way i n t o  open t e r r i t o r y  (a 'metaphor f o r  mispr i s ion)  which 

he can make h i s  own. Hemingway w r i t e s  t o  W i l l i a m  Faulkner i n  1947: 

You should always w r i t e  your bes t  aga ins t  dead 
w r i t e r s  t h a t  we know what s t a t u r e  . . . t h a t  they  have 
and beat  them one by one. - Why do you want t o  f i g h t  
Dostoevsky i n  your f irst  f i g h t ?  Beat Turgenieff--which 
we both d id  soundly and f o r  t ime. . . . Then n a i l  
your se l f  DeMaupassant. . . . Then t r y  and t ake  
S tendhal .  But d o n ' t  f i g h t  with t h e  poor pa thologica l  
c h a r a c t e r s  of  our  t ime.  . . . 3 1 

Two yea r s  l a t e r ,  i n  a l e t t e r  t o  Charles  Scr ibner ,  Hemingway g i v e s  a 

more c u r r e n t  ranking of t h e  l i t e r a r y  heavyweights and h i s  p l ace  amongst them. 

I t  i s  r e v e a l i n g  here  t h a t  Turgenev i s  t h e  f i rst  one Hemingway t akes  on; 



perhaps he i s  remembering back t o  t h e  1920s when he was l ea rn ing  t o  be a  

w r i t e r ,  with t h e  f i g u r e  o f  Turgenev t h e  f i r s t  t o  poin t  out  (and a t  t h e  same 

t ime block) t h e  l i t e r a r y  pa th  he wanted t o  take :  

I s t a r t e d  out  t r y i n g  t o  bea t  dead w r i t e r s  t h a t  I knew 
how good they  were. . . . I t r i e d  f o r  M r .  Turgenieff  
f i r s t  and it wasn't  t oo  hard. Tr ied  f o r  M r .  Maupassant 
. . . and it took four  of  t h e  b e s t  s t o r i e s  t o  beat  
him. . . . In  t h e  b i g  book I hope t o  t a k e  M r .  Melv i l le  
and M r .  Dostoevsky. . . . But you can only run so many 
o f  t hose  kind o f  r aces .  They t a k e  it out  of  you. 

Know t h i s  sounds l i k e  bragging but Jeezoo Chr ise  
you have t o  have confidence t o  be a  champion and t h a t  
i s  t h e  only t h i n g  I ever  wished t o  beS3' 

Hemingway might a l s o  have added, i f  he had looked i n t o  himself more, 

t h a t  it  was anx ie ty  which drove him t o  be t h e  best--an anx ie ty  t h a t  t h e r e  was 

no p l ace  f o r  him amongst t h e  g r e a t s .  The h i s t o r y  of  h i s  r e l a t i o n s h i p s  with 

w r i t e r s ,  both dead and a l i v e ,  i l l u s t r a t e s  Hemingwayls attempt t o  p r o j e c t  

t h a t  anxie ty ,  e i t h e r  a e s t h e t i c a l l y  i n  h i s  wr i t i ng  o r  personal ly  i n  h i s  

a t t a c k s  on l i t e r a r y  forebears .  From t h e  f i r s t  t h e r e  i s  i n  Hemingway a  

r e f u s a l  t o  admit d i r e c t  l i t e r a r y  in f luence .  Sherwood Anderson, perhaps t h e  

f i r s t  l i v i n g  in f luence  on Hemingwayls work, g e t s  h i s  reward e a r l y  on i n  - The 

Torren ts  o f  Spring.  Published i n  1926, t h e  s h o r t  novel was a  b i t i n g  parody 

o f  t h e  excesses  o f  s t y l e  Anderson had lapsed i n t o  i n  novels such a s  Dark 

Laughter. Both Gertrude S t e i n  and F. S c o t t  F i t zge ra ld  were exposed and worked 

over  p r e t t y  thoroughly i n  A Moveable Feas t .  T. S. E l i o t  was dispensed with 

i n  a  t r i b u t e  t o  Joseph Conrad t h a t  Hemingway wrote i n  1924. H i s  pass ing  

comments on o t h e r  American w r i t e r s  a r e  even more damning. Henry James only  

w r i t e s  about drawing rooms, and a t  any r a t e  "h i s  men . . . a l l  t a lked  l i k e  

f a i r i e s , "  - - the  l a t t e r  condi t ion  being t h e  u l t ima te  degradation i n  

Hemingwayls vocabulary. 33 In Green H i l l s  o f  Afr ica  he muses t h a t  American 

c l a s s i c s  o f  t h e  nineteenth-century o u t s i d e  of  Twain a r e  not worth t a l k i n g  



a 

about .  Poe i s  " ~ k i l l f u l ' ~  but ITdead1k, Me lv i l l e  l apses  i n t o  r h e t o r i c ;  

"Emerson, Hawthorne, Whi t t i e r  and Company. . . . wrote l i k e  ex i l ed  English 

1134 c o l o n i a l s .  

One comes back t o  t h e  ques t ion  of why, i n  December 1925 wi th  The Sun 

Also Rises almost completed, Hemingway f e l t  t h e  need t o  f a u l t  Turgenev's 

achievement i n  Fa thers  and Sons. No t1h i s  b e s t i ' h e  s a i d ;  a  b e t t e r  book when 

i t  was w r i t t e n  than  i t  i s  now,I1a h e l l  o f  a  c r i t i c i s m  f o r  a  book." Taken a t  

face  va lue  t h e s e  comments appear t o  be nothing more than a  d i s i n t e r e s t e d ,  

perhaps even i l l umina t ing ,  c r i t i c i s m  o f  a  w r i t e r  Hemingway admired. Looked 

a t  another  way they  can be seen a s  something l e s s  than o b j e c t i v e  c r i t i c i s m .  

There i s  a  sense  i n  which Hemingway's l i t e r a r y  judgements on o t h e r  w r i t e r s  

a r e  a s  c lean  and unassa i l ab l e  a s  t h e  new prose  he was developing i n  t h e  1920s; 

i t  i s  on ly  when he comes i n t o  d i r e c t  competi t ion with an au thor  over  r i g h t s  

t o  a  theme, o r  t o  a  s t y l i s t i c  approach, o r  perhaps most important ly t o  a  

s e n s i b i l i t y  o r  p o e t i c  s t ance ,  t h a t  h i s  pronouncements open themselves up t o  

ques t ion .  I f  t h e r e  were something i n  Fa thers  and Sons, perhaps a  thematic  

concern, o r  an a e s t h e t i c  o r i e n t a t i o n ,  which Hemingway wanted t o  t ransform and 

use f o r  himself  i n  The Sun Also Rises how would he be l i k e l y  t o  respond t o  

t h e s e  q u a l i t i e s  i n  Turgenev's work? This  type  of  ques t ion  i s  not  one t h a t  

can ever  be given an empi r i ca l ly  s a t i s f a c t o r y  answer. The poin t  i s  r a i s e d  

only t o  make c l e a r  a  c r i t i c a l  pe r spec t ive  o f  t h e  present  w r i t e r .  I t  i s  

t h i s :  When Hemingway t akes  t h e  t r o u b l e  t o  n o t i c e  and then f i n d  f a u l t  with a 

p a r t i c u l a r  a r t i s t i c  work then an a n a l y s i s  of t h a t  work w i l l  always i l l u m i n a t e  

some important aspec t  of  Hemingway's own a r t .  In t h e  case  of Fa thers  and 

Sons t h i s  seems an e s p e c i a l l y  re levant  cons ide ra t ion .  Along with A Sportsman's 

Sketches,  t h i s  novel i s  recognized a s  one of t h e  supreme achievements i n  

Russian l i t e r a t u r e .  Hemingway saw i t ,  o r  a t  l e a s t  spoke p u b l i c l y  about i t ,  



a s  something f a r  l e s s  (although l a t e r  he included it on h i s  g r e a t  books 

l i s t ) .  

I b e l i e v e  t h e r e  a r e  two s i d e s  t o  Hemingwayls c r i t i c i s m  of Fa thers  and 

Sons. On t h e  one hand he hones t ly  d i d  s e e  t h e  book a s  one of  Turgenev's 

l e a s t  successfu l .  Hemingway would probably not  have apprec ia ted  t h e  

excess ive ly  romantic note  t h e  novel ends on. Turgenev, i n  t h i s  work a t  l e a s t ,  

was working out  of  a n ine teenth-century  t r a d i t i o n ,  p r imar i ly  an English 

t r a d i t i o n  a t  t h a t ,  which demanded t h a t  a l l  cha rac t e r s  be accounted f o r ,  t h a t  

a kind o f  summary o f  p o t e n t i a l s  and f u t u r e  prospec ts  be given a t  t h e  end. 

In  add i t i on ,  t h e r e  was a s t rong  romance sub-plot i n  Fathers  and Sons which 

undercuts  t h e  b ' i t t e r  i rony ,  some would say t ragedy,  of  Bazarov. 

But on t h e  o t h e r  hand, and I b e l i e v e  much more important ly,  Hemingway 

was confronted with a novel which p re f igu red  many of  t h e  thematic  concerns 

and s t y l i s t i c  devices  which he wanted t o  explore i n  The Sun Also Rises .  In  

o r d e r  t o  c l e a r  a space f o r  h i s  own imaginat ive v i s ion  t h e  pro jec ted  

s e n s i b i l i t y  i n  Fa thers  and Sons, what i t  s a i d  both about l i f e  and a r t ,  had 

t o  be superseded. 

The concepts o f  clinamen o r  mi sp r i s ion ,  and t e s s e r a  o r  completion, a r e  

p a r t i c u l a r l y  important t o  Hemingwayls s t ance  i n  r e l a t i o n  t o  t h e  revea led  

world i n  Turgenevts  Fathers  and Sons. A t  t h e  c e n t r e  of  t h i s  p a t t e r n  o f  

i n f luence  s tand  t h e  cha rac t e r s  o f  Bazarov and Jake  Barnes, f o r  t h e  two a r e  

cous ins  i f  not  b ro the r s .  The n ine teenth-century  romantic hero cum--n ih i l i s t  

s ee s  h i s  own f a c e  transformed i n  t h e  a l i e n a t e d  man of pos t  World War I .  A s  

c h a r a c t e r s ,  both a r e  p a r t  o f  a wounded generation--men cloaked i n  s i l e n c e  

and s to ic i sm,  t r y i n g  t o  p r o t e c t  themselves from s e n s i t i v i t i e s  which t h r e a t e n  

t o  c r i p p l e  them i n  a degenerate  world. Both have no more use  f o r  t h e  " f i n e  

phrases t t  o f  a generat ion which has betrayed them and t h e  world they  l i v e  i n .  



Bazarov desp i se s  t h e  super f luous  men o f  t h e  1840s, and looks forward t o  t h e  

t ime when s o c i e t y  w i l l  be  transfarmed, perhaps v i o l e n t l y .  J ake  Barnes has 

been through t h e  t ransformation,  and it has  been v i o l e n t .  The world has  

not  changed apprec iab ly  f o r  t h e  b e t t e r ;  a  gene ra t ion ' s  i l l u s i o n s  about 

i t s e l f  have been s h a t t e r e d ,  and t h e r e  i s  noth ing  l e f t  t o  pa tch  them up with. 

But i m p l i c i t  wi th in  Bazarovls n i h i l i s m  is  t h e  d e s i r e  f o r ,  and expec ta t ion  

o f ,  s o c i a l  change. Jake  Barnes can no longer  b e l i e v e  i n  a  meaning based on 

s o c i a l  t ransformation.  He has seen t h e  r e s u l t s  o f  t h a t  dream, and i t . h a s  

become a nightmare. For him a r e t r e a t  i n t o  persaral l i f e  becomes both a  method 

f o r  su rv iva l  and a  p r e s c r i p t i o n  f o r  a l i e n a t i o n .  But i f  one can speak o f  t h e  

mispr i s ion  one w r i t e r  performs on another ,  then i n  t h e  case  of Hemingway and 

Turgenev t h a t  mispr i s ibn  c e n t e r s  on t h e  t rea tment  of  c u l t u r a l  a u t h o r i t y  and 

gene ra t iona l  c o n f l i c t .  In  Turgenev's novel Bazarov d i e s  very  soon a f t e r  

t h e  l o s s  o f  h i s  romantic i l l u s i o n s .  He i s  not  forced  t o  go on l i v i n g  i n  a  

world which i s  unresponsive t o  h i s  ambit ions.  I n  t h e  romantic sub-plot  of 

t h e  novel ,  which involves both marr iage and t h e  u l t ima te  r e c o n c i l i a t i o n  

between f a t h e r s  and sons, Turgenev seems t o  be saying t h a t  t h e  o l d  genera t ion  

and t h e  new can surv ive  toge ther .  Th i s  kind of  r e c o n c i l i a t i o n  i s  absent  

from The Sun Also Rises.  In  t h e  c h a r a c t e r  o f  J ake  Barnes, Hemingway has 

taken Bazarov and forced him t o  go on l i v i n g  p a s t  t h e  romantic dGnouement. 

Bazarov d i e s ,  a s  and when t h e  romantic hero should--at t h e  po in t  when 

d isappoin ted  personal  a s p i r a t i o n  has not  y e t  hardened i n t o  phys ica l  r e a l i t y .  

J ake  Barnes goes on l i v i n g  i n  a  world without t h e  p o s s i b i l i t y  of  b e l i e f  

except t h a t  one must go on, i f  only  out  of  a  personal  s tandard  of conduct. 

He and h i s  genera t ion  have broken with a l l  t h e  c u l t u r a l  f a t h e r s  t h a t  have 

made t h e  world t h e  mess it is. Barnes himself i s  sexual ly  c r ipp led .  There 

w i l l  be no marr iage,  no rapprochement between t h e  sexes;  nor w i l l  t h e r e  be 



any dea th  bed scenes f o r  him, and c e r t a i n l y  no p o e t i c  j u s t i c e .  

In  t h e  clinamen t h a t  Hemingway performs on Fa thers  and Sons t h e r e  i s  

t h e  imp l i ca t ion  " tha t  t h e  precursor  poem went accu ra t e ly  up t o  a c e r t a i n  

po in t ,  bu t  then  should have swerved, p r e c i s e l y  i n  t h e  d i r e c t i o n  t h e  new poem 

moves. ,135 

Hemingway's novel then becomes an at tempt  t o  c u t  through t h e  romanticism 

i m p l i c i t  i n  Fa thers  and Sons; an a t tempt  t o  t a k e  a clear-eyed look a t  what 

would become o f  Bazarov i f  he were not  allowed t o  escape i n t o  dea th  but  

forced  t o  go on l i v i n g .  The r e s u l t  is a completion, o r  t e s s e r a ,  o f  t h e  

p o s s i b i l i t i e s  which a r e  implied i n  Fa thers  and Sons but  never explored. I n  

a s t r a n g e  way t h e  genera t iona l  c o n f l i c t  which i s  c e n t r a l  t o  both novels  

t r ansmi t s  i t s e l f  through t ime s o  t h a t  J ake  Barnes a s  cha rac t e r  comes t o  d e f i n e  

himself  i n  r e l a t i o n  t o  t h e  c h a r a c t e r  o f  Bazarov. Characters  such a s  t h i s , a n d  

t h e r e  a r e  many o f  them i n  l i t e r a t u r e ,  become p a r t  o f  an extended conversat ion 

between n o v e l i s t s  l i v i n g  and dead, and p a r t  o f  a l a r g e r  c u l t u r a l  s t o r y  which, 

always being w r i t t e n  and r e w r i t t e n ,  can never  be f in i shed .  

I t  i s  an i rony  o f  i n f luence ,  and t h e  anx ie ty  which a t t e n d s  i t ,  t h a t  

however much i t  may seem t h e  l a t e r  poet  escape's t h e  d e f i c i e n c i e s  o f  v i s i o n  

o f  h i s  precursors ,  i n  r e a l i t y  t h e  terms o f  t h a t  v i s ion  a r e  only s l i g h t l y  

redef ined .  In  a l a t e r  chapter  I hope t o  show t h a t ,  cont ra ry  t o  de f in ing  an 

an t i - romant ic  v i s ion ,  Hemingway's f i r s t  novel i s  every b i t  a s  much t h e  

romantic s ta tement  t h a t  Fa thers  and Sons was. I t  i s  a double i rony  t o  

r e a l i z e  t h a t  i t  was Turgenev who f i r s t  t r i e d  t o  r e a l i z e  i n  Bazarov, t h e  

n i h i l i s t ,  t h e  ant i - romantic  mood o f  h i s  t ime.  Both Hemingway and Turgenev 

wrote i n  ages permeated with t h e  romantic s p i r i t ;  t h e  misreadings and 

completions both w r i t e r s  performed, f a r  from breaking with t h i s  s p i r i t ,  

become only  new po in t s  of depa r tu re  i n  t h e  l a r g e r  romantic t r a d i t i o n .  The  



fol lowing chapter  w i l l  be devoted t o  c h a r t i n g  t h e  p a t t e r n  o f  i n f luence  

which extends from A Sportsman's Sketches i n t o  Hemingway's own s t o r i e s  of  

t h e  1920s. 
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CHAPTER THREE 

Hemingway and "A Sportsman's Sketches": The Thing Not Named 

I was th ink ing  how r e a l  t h a t  Russia of  t h e  time of  our  
C i v i l  War was, a s  r e a l  a s  any o t h e r  p l ace ,  a s  Michigan, o r  t h e  
p r a i r i e  no r th  of  town and t h e  woods around Evans game farm, of 
how, through Turgenief f ,  I knew t h a t  I  had l i v e d  t h e r e .  . . . 

(Hemingway, Green H i  11 s of  Afr ica)  

I t  i s  t h e  inexp l i cab le  presence of  t h e  t h i n g  not  named . . . 
t h a t  g ives  high q u a l i t y  t o  t h e  novel . . . a s  well  a s  t o  
poe t ry  i t s e l f .  

(Wil la  Cather ,  "The Novel D6meubl6") 

Any d i scuss ion  of  Turgenev's i n f luence  on Hemingway l o g i c a l l y  must begin with 

t h e  Kussian 's  c l a s s i c  s h o r t - s t o r y  cyc l e  c o l l e c t e d  a s  A Sportsman's Sketches.  

This  was t h e  f i r s t  book Hemingway remembered borrowing from Sy lv i a  Beach 's  

l i b r a r y  i n  1921. During t h e  f o u r  year  per iod  1925-29, Hemingway i s  on record 

a s  having borrowed t h e  Sketches fou r  d i f f e r e n t  t imes .  He o f t e n  kept t h e  

s t o r y  c o l l e c t i o n  f o r  months. In  h i s  memoir of  F.  S c o t t  F i t zge ra ld  publ ished 

i n  A Moveable Feas t ,  Hemingway r e c a l l s  reading  A Sportsman's Sketches i n  a 

1 h o t e l  room while wai t ing  f o r  F i t zge ra ld  t o  meet him i n  Lyon. This  reading  

would have taken p l ace  i n  May of  1 9 2 5 . ~  Through t h e  1920s then ,  t h e r e  i s  

evidence t o  suggest t h a t  Hemingway read  t h e  Sketches on a t  l e a s t  f i v e  s e p a r a t e  

occas ions .  One can only surmise how many o t h e r  t imes he may have borrowed 



t h i s  s t o r y  c o l l e c t i o n  between 1922-25--the period f o r  which Hemingway's 

l i b r a r y  ca rds  a r e  missing. C lea r ly ,  based on the  evidence of  Hemingway's 

reading through t h e  1920s t h i s  was th.e s i n g l e  work of  l i t e r a t u r e  which held 

h i s  c r i t i c a l  a t t e n t i o n  longes t  and most o f t e n .  

In  t h e  Sketches an unnamed n a r r a t o r ,  a member of t h e  Russian gen t ry ,  

wanders through t h e  Russian landscape, hunt ing and f i sh ing ,  meeting peasan t s ,  

s l eep ing  i n  meadows and h a y l o f t s ,  s topping  a t  t averns  and country towns, and 

i n  t h i s  movement through a landscape o f f e r s  t h e  reader  a v i s i o n  of  Russia .  

We s e e  through t h e  n a r r a t o r ' s  eyes and fol low i n  h i s  f o o t s t e p s .  He i s  a 

r e t i c e n t  man, who r a r e l y ,  i f  ever ,  e x p l i c i t l y  makes a va lue  judgement on t h e  

scenes he witness'es o r  t h e  people he meets. But through t h e  c a r e f u l  s e l e c t i o n  

and arrangement of  d e t a i l  Turgenev l e a d s  u s  very  s u b t l y  i n t o  a f i c t i o n a l  

world which resonates  with f e l t  moral t r u t h ,  i n  which psychological  t r u t h  i s  

manifest  i n  t h e  r e l a t i o n s h i p s  between cha rac t e r s ,  i n  which landscape i t s e l f ,  

and t h e  s h i f t i n g  emotional moods embodied i n  i t s  portrayal, comes t o  sound t h e  

depths of human experience. And over  t h i s  f i c t i o n a l  world i n  which t h e r e  i s  

beauty and l augh te r ,  c r u e l t y  and human i n s e n s i t i v i t y ,  t h e r e  broods an 

unmistakable f e e l i n g  o f  pathos and l o s s ,  a s  i f  t h e  au thor  himself  were 

searching  t o  recover , in  t h e  very  s h i f t i n g  of  n a t u r e ' s  seasons,  a sense  of man's 

l o s t  r e l a t i o n s h i p  t o  himself .  Th i s  s ea rch  f o r  a golden p a s t  which may never  

have ex i s t ed ,  f o r  an o rg ina l  r e l a t i o n s h i p  between human psyche and n a t u r e ,  

is  only  dimly a r t i c u l a t e d  i n  t h e  s t o r i e s  themselves, but it i s  t h e r e  a l l  t h e  

same on every  page, an emotional resonance which i s  powerful and unmistakable.  

Wil la  Cather ,  wr i t i ng  i n  1922 i n  h e r  essay  "The Novel ~&meubl/e," might have 

been s p e c i f i c a l l y  descr ib ing  t h e  i m p l i c i t  a e s t h e t i c  of Turgenev's a r t .  

She w r i t e s :  



Whatever i s  f e l t  upon t h e  page without being 
s p e c i f i c a l l y  named t h e r e - - t h a t ,  one might say,  i s  
c rea t ed .  I t  is  t h e  inexp l i cab le  presence of  t h e  
t h i n g  no t  named, o f  t h e  overtone divined by t h e  e a r  
but  not  heard by i t ,  t h e  ve rba l  mood, t h e  emotional 
aura  o f  t h e  f a c t  o r  t h e  t h i n g  o r  t h e  deed, t h a t  
g ives  high q u a l i t y  t o  t h e  novel o r  t h e  drama, a s  
wel l  a s  t o  poetry i t s e l f .  3 

This  i s  t h e  e f f e c t  t h a t  Turgenev s t r i v e s  f o r ,  and so o f t e n  a t t a i n s  i n  

A Sportsman's Sketches.  One searches  throughout t h e s e  s t o r i e s  f o r  t h e  word 

o r  phrase  which o b j e c t i v e l y  de f ines  emotional mood, but i n  t h e  end must come 

t o  admit t h a t  language he re  a t t a i n s  t h e  s t a t u s  of poe t ry ,  t h a t  words and t h e  

arrangement o f  words can produce atmospheric and emotional s t a t e s  which must 

always remain beyond t h e  c r i t i c ' s  a t tempt  t o  p in  them down. If t h e r e  i s  

g rea tnes s  i n  t h e s e  s t o r i e s  by Turgenev then  t h i s  i s  where it l i e s - - i n  t h e  

s u b t l e  and exact choice of  phrase which suddenly i l l umina te s  hidden emotion, 

exposing what has been present  b u t  unobserved from t h e  beginning. One i s  

o f t en  shocked a t  t h e  t echn ica l  v i r t u o s i t y  and p o e t i c  s e n s i t i v i t y  with which 

t h i s  e f f e c t  i s  c a r r i e d  o f f  i n  t h e  Sketches.  D. S. Mirsky, i n  h i s  book A - 

His to ry  of  Russian b i t e r a t m e ,  comments t h a t ,  "judged a s  l i t e r a t u r e ,  t h e  

Sketches a r e  f r equen t ly ,  i f  no t  always, above p ra i se . "  4 

This  was t h e  book which Hemingway r e tu rned  t o  again and again i n  t h e  

1920s. A w r i t e r  wi th  t h e  s t i l l  unreal izedambit ions Hemingway had a t  t h i s  

t ime does not  come back t o  a  book of t h i s  kind un le s s  he is  both searching  

f o r ,  and f ind ing ,  something t h a t  he wishes t o  t ransform and u s e  i n  h i s  own 

a r t .  Hemingway appears  t o  have been f a sc ina t ed  with t h e  world c r ea t ed  i n  

t h i s  wonderfully atmospheric and unders ta ted  group of  s t o r i e s .  And always he 

r e t u r n s  t o  a  c e n t r a l  question--how does s t y l e  t ransform i t s e l f  i n t o  emotional 

resonance and f i c t i o n a l  t r u t h ?  This  was t h e  ques t ion  Hemingway was a t tempt ing  

t o  so lve  i n  h i s  own e a r l y  s t o r i e s - - t o  d iscover  t h e  p e r f e c t  s t r u c t u r a l  



r ep re sen ta t ion  of  perceived r e a l i t y ,  and u l t i m a t e l y  t o  c r e a t e  a  form t h a t  

p e r f e c t l y  embodies a  f e l t  emotional p i t c h .  

A s  a  p r o j e c t  i n  l i t e r a r y  a r t  t h i s  ques t ion  f i n d s  f i r s t  h i s t o r i c a l  vo ice  

amongst t h e  French r e a l i s t s  i n  t h e  second q u a r t e r  of  t h e  n ine teenth-century .  

Gustave Flaubert  becomes t h e  most famous spokesman f o r  t h i s  a e s t h e t i c ;  h i s  

s t y l i s t i c  achievements i n  s t o r y  groups such a s  T ro i s  Contes and i n  h i s  famous 

novel Madame Bovary, along with t h e  in f luence  he had on both h i s  pee r s  and 

l a t e r  w r i t e r s ,  p a r t i c u l a r l y  Maupassant, ensure  him of a  c e n t r a l  t h e o r e t i c a l  

p o s i t i o n  i n  t h e  r e a l i s t  movement. About F l a u b e r t ' s  t eaching  Maupassant 

w r i t e s  : 

Whatever t h e  th ing  we wish t o  say,  t h e r e  i s  but  one 
word t o  express  i t ,  but one verb t o  g ive  it movement, 
but one a d j e c t i v e  t o  q u a l i f y  i t .  We must seek till we 
f i n d  t h i s  noun, t h i s  verb,  and t h i s  a d j e c t i v e  and never 
be  content  with approximations, never  allow ourse lves  
t o  p lay  t r i c k s ,  even happy ones, o r  have recourse  t o  
s l i g h t s  o f  language t o  avoid a  d i f f i c u l t y .  The 
s u b t l e s t  t h ings  may be rendered and suggested by applying 
t h e  h i n t  suggested i n  Bo i l eau ' s  l i n e :  "D'un mot m i s  en 
s a  p l ace  enseigna l a  pouvoir." (He taught  t h e  power of  
a  word put i n  t h e  r i g h t  p l a ~ e . ) ~  

Hemingway was profoundly inf luenced by t h i s  po in t  of  view and i ts  p r a c t i c a l  

a p p l i c a t i o n  i n  t h e  work of  F lauber t  and Maupassant. I t  is  an i n d i c a t i o n  of 

t h e  s t r a n g e  threads  o f  i n f luence  which l i n k  n a t i o n a l  l i t e r a t u r e s  t o  n o t e  t h a t  

Turgenev, t h e  e x p a t r i a t e  Russian, was an in t ima te  o f  Flaubert  's c i r c l e  i n  

P a r i s  from t h e  l a t e  1 8 5 0 s . ~  Turgenev, t oo ,  was inf luenced by t h e o r i e s  cu r r en t  

i n  French l e t t e r s  of t h e  t ime. Perhaps t h e  e a r l i e s t  French in f luence  on 

Turgenev was Prosper M6rimge. ~ 6 r i m 6 e  s s t o r i e s ,  with t h e i r  concern f o r  

exac t  expression and s i g n i f i c a n t  d e t a i l ,  had been publ ished i n  Russia a s  e a r l y  

a s  t h e  1830s.  ~ & r i m k e ,  i n  h i s  f i f t i e s ,  had made i t  a  personal  p r o j e c t  t o  

i n t roduce  Russian l i t e r a t u r e  t o  Western Europe. He became an e a r l y  t r a n s l a t o r  



of Pushkin (1849), Gogol, and eventually Turgenev into the French language. 

His essay on Gogol (1851) still stands as a landmark discussion of the debate 

between literature of selection as opposed to literature of saturation--a 

debate which is still with us. Criticizing Gogol for his overattention to 

detail and lack of formal design, M6rimke writes: 

L'art de choisir parmi les innombrable traits que 
nous offre la nature est, apr& tout, bien plus 
difficile que celui de les observer avec attention 
et de les rendre avec exactitude. 

Mkrimke here is arguing for attention to significant detail which, when 

transformed through the formal arrangement of art, will suggest complex 

emotional states: In this he is an artist of exclusion, and it is not 

surprising that he came-to greatly admire Turgenev's work, beginning with 

A Sportsman's Sketches, for its artistic control, its selection of detail, 

and the atmospheric effects it-created. This is the artistic milieu which 

Turgenev was thoroughly familiar with in Paris at mid-century. Turgenev's 

achievements as an artist in A Sportsman's Sketches become an historical part 

of a larger movement in literature which includes the names of Flaubert, 

~6rim6e and Maupassant. Seventy years later, Hemingway, learning to write in 

the same city, would come under the aesthetic influence of first Turgenev in 

the Sketches and then the French school of the nineteenth-century. 

It would be wrong, however, to link Turgenev's artistic achievement in 

A Sportsman's Sketches too closely with any theoretical position coming out 

of nineteenth-century French literature. There is a lyric expansiveness in 

these stories, connected with man's intimate relationship to nature, which is 

foreign to anything in the French artistic temperament of the time. As well, 

the peasantry in the Sketches is treated in an objective, sympathetic, but 

uncondescending way which made Turgenev's story cycle something completely 



new i n  n ine teenth-century  l i t e r a t u r e .  But most impor tan t ly ,  by t h e  t ime 

Turgenev came t o  w r i t e  t h e  s t o r i e s  which comprise A Sportsman's Sketches,  he 

was a l r eady  t o o  much t h e  a r t i s t  t o  submit t o ,  o r  fol low,  any programme which 

d id  not  grow d i r e c t l y  out  of a  deeply personal  response t o  t h e  m a t e r i a l s  of  

l i f e  and a r t .  In h i s  preface  t o  t h e  1880 c o l l e c t e d  e d i t i o n  of  h i s  works 

Turgenev very  c l e a r l y  s e t s  out  h i s  personal  view o f  t h e  a r t i s t ' s  

r e s p o n s i b i l i t y :  

Bel ieve me, no man of  r e a l  t a l e n t  ever  s e rves  aims 
o t h e r  than h i s  own and he f i n d s  s a t i s f a c t i o n  i n  himself 
a lone ;  t h e  l i f e  t h a t  surrounds him provides  him with t h e  
contents  of  h i s  works; he i s  i t s  "concentrated r e f l e c t i o n " ;  
but he i s  a s  incapable of  wr i t i ng  a  panegyric a s  a  
lampoon. . . . when a l l  i s  s a i d  and done--that i s  beneath 
him. Only those  who can do no b e t t e r  submit t o  a  given 
theme o r  c a r r y  out  a  programme. 8  

The kind of d i s i n t e r e s t e d  opening-up t o  l i f e  Turgenev speaks o f  he re  

permeates every page o f  A Sportsman's Sketches.  D .  S .  Blirsky has noted t h a t  

t h e  s t o r i e s  themselves a r e  arranged i n  random o rde r  and have no n a r r a t i v e  

ske l e ton ;  some a r e  pure ly  d e s c r i p t i v e  of  scenery o r  cha rac t e r ;  o t h e r s  c o n s i s t  

o f  conversat ion e i t h e r  addressed t o  t h e  n a r r a t o r  o r  overheard;  i f  t h e r e  i s  

dramatic  motive it i s  muted. Mirsky concludes t h a t  " the abso lu t e  mat te r -of -  

f a c t n e s s  and s tudious  avoidance o f  every th ing  a r t i f i c i a l  and made-up were t h e  

most prominent c h a r a c t e r i s t i c s  of  t h e  book when it appeared- - i t  was a  new 

genre.  , ,9 

Hemingway, when he came t o  read  t h e  Sketches f o r  t h e  f i r s t  t ime i n  1921, 

would have apprec ia ted  Turgenev's avoidance of  t h e  a r t i f i c i a l ,  o f  anything 

made up o r  not t r u e  t o  f e l t  l i f e ;  and he,  h imsel f ,  might have w r i t t e n  t h e  

passage quoted on t h e  previous page. Hemingway, t oo ,  had t o  r e s i s t  t hose  who 

would have pressured him i n t o  a  given theme o r  programme i n  t h e  decade leading  

up t o  World War 11. But most of  a l l  i n  t h e  Sketches,  Hemingway would have 



seen a s e r i o u s  a r t i s t ' s  attempt t o  d iscover  t h e  pe r f ec t  s t r u c t u r a l  form of 

f e l t  r e a l i t y ,  t o  c r e a t e  a form which t r a n s c r i b e d  emotional t r u t h  i n  i t s  most 

complex shades. Turgenev, l i k e  a l l  a r t i s t s  of  t h e  f i r s t  rank,  had approached 

t h e  ques t ion  of  s t y l e  i n  h i s  own way because, i n  t h e  end, s t y l e  and formal 

arrangement become t h e  s igna tu re  and very  brea th  of t h e  l i v i n g  a r t i s t  behind 

t h e  words themselves. Hemingway could not  have followed Turgenev too  f a r  i n  

t h i s  d i r e c t i o n ,  nor  would he have wished t o .  In  A Sportsman's Sketches 

Hemingway had r e f l e c t e d  back a t  him a d i s t o r t e d  image of  t h e  voice  he wanted 

t o  c r e a t e  f o r  himself .  And he had t o  transfiam t h a t  vo ice  i n  o rde r  t o  f u l l y  

r e a l i z e  h i s  own. 

Turgenev's vo ice  i s  e s s e n t i a l l y  a l y r i c  one; t h e r e  i s  i n  it a l s o  a pathos 

connected with a decaying c u l t u r a l  p a s t .  One i s  confronted f o r  t h e  f i r s t  

t ime i n  Russian l i t e r a t u r e  wi th  a s e r i o u s  at tempt  t o  g ive  shape t o  t h e  simple 

man who is not  ye t  disconnected- from na tu re - - the  Russian peasant .  Most 

impor tan t ly  landscape i t s e l f  becomes an emblem of n a t u r a l  o r d e r - - i t  r e p r e s e n t s  

i n  an embodied form a v i s ion  o f  man's own p o t e n t i a l  f o r  t r u t h  and beauty. 

Hemingway's agenda was s l i g h t l y  d i f f e r e n t ,  and he re  s t y l e  does become a 

barometer o f  t h e  anx ie ty  of  i n f luence .  Turgenev's flowing, supple prose ,  

w i th  i t s  p e r f e c t  balance and seeming adquacy t o  implied meaning is, more than  

anything e l s e ,  l y r i c  and poe t i c .  Hemingway, i n  t h e  e a r l y  w r i t i n g  p a r t i c u l a r l y ,  

moves t o  a spa r se ,  non-adject ival  p rose  wi th  independent c l auses  joined most 

of ten  by t h e  word "and." The e n t i r e  approach i s  much more l acon ic  and t e n s e  

than  t h e  easy movement o f  Turgenev's p rose .  A s  a consequence implied 

meanings and emotional s t a t e s  a r e  even l e s s  t i e d  t o  v i s i b l e  markers i n  

Hemingway's work. This  l eads  d i r e c t l y  t o  Hemingway's e a r l y  theory  t h a t  " the 

t h i n g  l e f t  out" w i l l  convey emotional meaning i f  it i s  i n t i m a t e l y  known by 

t h e  au thor ,  and consciously l e f t  o u t .  lo Turgenev, too ,  worked on t h e  
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p r i n c i p l e  of exclusion,  but l e s s  obviously;  t h e  lyr ic i sm of t h e  Russ ian ' s  

prose  i s  chopped o f f  i n  Hemingway's work u n t i l  words themselves come t o  

r ep re sen t  t h e  machine-gun r e a l i t y  of  World War I and t h e  t runca ted ,  h a l f -  

bur ied  emotions o f  t h e  psych ica l ly  wounded man. One can say  about Hemingway's 

work a s  a  whole t h a t  " the  t h i n g  l e f t  out" i s  t h e  moment of psychic ca t a s t rophe  

which cannot be faced o r  con t ro l l ed  by personal  w i l l .  
11 

One looks i n  vain a t  Turgenev's work f o r  a  psychological analogue t o  

t h i s  aspec t  o f  Hemingway's a r t .  A Sportsman's Sketches has l i t t l e  o r  nothing 

t o  do with psychic wounds caused by phys i ca l  violence.  What one senses  

i n s t ead ,  

c u l t u r a l  

t h a t  now 

even though i t  i s  nowhere d i r e c t l y  s t a t e d ,  i s  a remembrance o f  a 

p a s t , a n , i n t i m a t e  r e l a t i o n  t h a t  has ex i s t ed  between s e l f  and n a t u r e  

has  been broken except i n  t h e  peasants  whom t h e  n a r r a t o r  meets.  

Turgenev's n a r r a t o r  moves through t h e  Russian landscape i n  search  of a  dimly 

remembered sense of s e l f ;  he s e e s  h i s  fo rgo t t en  image r e f l e c t e d  i n  t h e  f aces  

of  t h e  peasants  whom he b r i e f l y  a t t a c h e s  himself  t o .  

In  "Ermolai and t h e  M i l l e r ' s  Wife" Turgenev very  s u b t l y  evokes t h e  

s i l e n t  understanding which e x i s t s  amongst t h e  peasants--an understanding 

which t o t a l l y  excludes t h e i r  masters .  The n a r r a t o r  of t h i s  s t o r y ,  and h i s  

peasant  hunt ing companion Ermolai, s t o p  f o r  t h e  n igh t  i n  a  shed belonging t o  

a  m i l l e r .  A s  t h e  m i s t s  begin t o  r i s e  from t h e  r i v e r ,  t h e  n a r r a t o r  f a l l s  

a s l e e p  only  t o  be awakened some t ime l a t e r  by t h e  sound of low voices .  Arina, 

t h e  m i l l e r ' s  wife ,  has  come out  t o  meet Ermolai. Unobserved, t h e  n a r r a t o r  

l i s t e n s  t o  t h e i r  conversat ion and looks a t  t h e  sad but s t i l l  beau t i fu l  f ace  

of t h e  peasant  woman. She has  a cough, and t h e r e  i s  something withdrawn and 

beaten about h e r  bearing.  A t  one po in t  Ermolai a sks  he r  t o  come away wi th  

him but she  ignores  h i s  ques t ion .  Slowly Ar ina ' s  s t o r y  comes o u t .  She was 

a  maid servant  but she  f e l l  i n  love  wi th  a  footman aga ins t  he r  mas t e r ' s  wishes. 



He was sen t  t o  be a  s o l d i e r ;  she was so ld  t o  t h e  h ighes t  b idder - - the  m i l l e r .  

Although she  never says  i t ,  he r  l i f e  with t h e  m i l l e r  i s  q u i t e  c l e a r l y  one o f  

s p i r i t u a l  bondage. A t  t h e  conclusion of  t h e  n a r r a t i v e ,  aEter  Arina has been 

c a l l e d  away by her  husband, t h e  n a r r a t o r  ques t ions  Ermolai about he r .  Given 

h i s  s o c i a l  pos i t i on - - tha t  of  a  s e r f  address ing  h i s  master--Ermolai i s  forced 

t o  answer, but h i s  r e p l i e s  r evea l  more i n  t h e i r  s i l e n c e s  than i n  what i s  

a c t u a l l y  voiced: 

What  d'you th ink  o f  h e r  husband?" I asked Ermolai. 
"Nothing." 
"Have they  got any ch i ldren?"  
"They had one t h a t  d ied ."  
"Did t h e  m i l l e r  t a k e  a  fancy t o  her ,  o r  what? . . . Did 

he p a y , a  l o t  f o r  h e r  freedom?" 
"I don ' t  know. She can read  and w r i t e ;  i n  t h e i r  business  

i t ' s  . . . well  . . . i t ' s  u s e f u l .  Probably he took a  
fancy t o  her.lrl* 

The ques t ions  cont inue,  and Ermolai cont inues t o  avoid answering them. 

F i n a l l y  t h e  two l a p s e  i n t o  s i l e n c e  be fo re  t h e  n a r r a t o r  a sks  one l a s t  ques t ion :  

"It seems she  i s  a i l i n g ? "  I asked Ermolai a t  l a s t .  
"What e l s e  should she  be? . . . Well, to-morrow t h e r e  

may be a  good ' f l i g h t ' .  You could do with some s l e e p  
now. "13 

A wild duck f l i e s  overhead, it grows dark  and co ld ,  a  n igh t inga le  

chuckles  i n  t h e  wood, and f i n a l l y  peasant  and master s l e e p  toge the r  i n  t h e  

hay. 

In t h i s  b r i e f  s t o r y  Turgenev manages t o  evoke both t h e  s t o i c  r e s i g n a t i o n  

and b i t t e r n e s s  with which t h e  peasant  and servant  accepts  h i s  p o s i t i o n  a s  

c h a t t e l .  But i f  s o c i a l  ou t rage  i s  implied i n  t h i s  n a r r a t i v e  it comes not  

from what anyone says  but  from t h e  s u b t l e  emotional shades which a r e  conveyed 

through t h e  events  o f  t h e  s t o r y  i t s e l f :  t h e  m i l l e r  i s  a  b ru t e ;  Ar ina ' s  

former master  i s  a  spoi led  f o o l ;  and Arina w i l l  go on l i v i n g  i n  s e r v i t u d e  



because a s  a  Russian peasant she  has no o the r  choice. The s t o r y ,  l i k e  t h e  

Sketches a s  a  whole, becomes an indictment of t h e  e n t i r e  i n s t i t u t i o n  of 

serfdom i n  nineteenth-century Russia.  None of t h i s  i s  ever  mentioned i n  

Turgenevls  s t o r i e s .  It i s  " the  t h i n g  l e f t  out ,11 t h e  th ing  which is f e l t  

upon t h e  page without being named t h e r e ,  t h a t  g ives  t h e s e  s t o r i e s  such 

power. 

Ermolai, t h e  peasant ,  expresses  h i s  b i t t e r n e s s  and h i s  r e s i g n a t i o n  

through a  simple r e f u s a l  t o  t e l l  h i s  master  what he knows. I t  i s  j u s t  t h i s  

kind o f  i n d i r e c t i o n ,  and leaving  out  of s i g n i f i c a n t  d e t a i l ,  which Hemingway 

learned  so  much from by t h e  'time he came t o  w r i t e  t h e  s t o r i e s  which make up 

In  Our Time. And- t h e  sub jec t  he r e t u r n s  t o  again and again,  without ever  

naming d i r e c t l y ,  i s  t h a t  moment of  psychic ca tas t rophe  which cannot be 

faced o r  con t ro l l ed  by personal  w i l l .  Hemingway's a r t  is  a  formal 

t ransformat ion  o f  t h a t  moment, a method f o r  coping with t h e  d i s i n t e g r a t i o n  

of s e l f ,  and a  way o f  d i s t anc ing  t h a t  ca t a s t rophe  from o n e ' s  s e l f .  I n  h i s  

prose  t h e  ca tas t rophe ,  t h e  t h i n g  which can never  be named but  which must 

always be examined, comes i n  a very  few r e c u r r e n t  forms. I ts  most b a s i c  

p a t t e r n  is  t h a t  of  t h e  man who has faced  h i s  own death,  u s u a l l y  i n  war, and 

then must f i g h t  f o r  psychic s u r v i v a l  a f t e r  t h e  wounding. l4 Herningway r e t u r n s  

t o  t h i s  theme e a r l y  and l a t e  i n  h i s  c a r e e r :  In  Our Time con ta ins  "So ld i e r ' s  

Home" and !'Big Two-Hearted River"; Men Without Women has "Now I Lay Mef1 and 

"In Another Countryw; Winner Take Nothing inc ludes  "A Way You ' l l  Never Bef1 

and "A Natural  H i s to ry  o f  t h e  Dead." But perhaps Hemingway achieves t h e  most 

powerful v a r i a n t  of t h i s  s t o r y  i n  t h e  r e l a t i v e l y  l a t e ,  "A Clean, Well- 

Lighted Place" (1932). I n  t h i s ,  an e l d e r l y  wa i t e r  f aces  t h e  same 

"nothingnessu which so  many Hemingway p ro t agon i s t s  experience.  The r eade r  

watches a s  t h e  man wai t s  f o r  an o ld  customer t o  f i n i s h  h i s  d r ink  a t  t h e  cafe .  



5 3 

I t  i s  g e t t i n g  l a t e .  The younger wa i t e r  i s  becoming impat ien t .  He wants t o  

be home with h i s  wife ,  t o  f o r c e  t h e  o l d  customer t o  f i n i s h  and leave .  Last 

week t h i s  o l d  man had attempted s u i c i d e  because "he was i n ~ d e s p a i r , "  and now 

t h e  o l d  wa i t e r  wants t o  l e t  him d r ink  i n  peace.15 But t h e  younger w a i t e r  

wins t h e  argument, c l o s e s  t h e  ca fe ,  and goes home. The o l d  wa i t e r  s ays ,  "1 

a m  o f  t hose  who l i k e  t o  s t a y  l a t e  a t  t h e  caf6 .  . . . With a l l - t h o s e  who do 

not  want t o  go t o  bed. With a l l  t hose  who need a l i g h t  f o r  t h e  night."16 

And he re  Hemingway reaches h i s  theme--the man who i s  a lone  and i n  despa i r ,  

but goes on i n  s i l ence .  Noyhere i n  t h e  conversa t ion  between t h e  two w a i t e r s  

is t h i s  theme ever  s t a t e d ,  bu t  a s  t h e  s t o r y  evolves it becomes q u i t e  c l e a r  

t h a t  t h e  wa i t e r  and t h e  o ld  man a r e  s u f f e r i n g  from t h e  same r e a l i t y .  The 

younger wa i t e r ,  i n  every word he u t t e r s ,  d i s q u a l i f i e s  himself from t h i s  

awareness. H i s  "youth and confidence" and h i s  ignorance save him. In  t h e  

empty ca fe ,  i n  t h e  e a r l y  hours of t h e  morning, t h e  o ld  wa i t e r  contemplates 

h i s  ex is tence .  The c a f e  i t s e l f  becomes a metaphor f o r  a l l  t h a t  i s  c l ean  and 

we l l - l i gh ted ,  and provides a bulwark a g a i n s t  t h e  d i s i n t e g r a t i o n  of s e l f :  

Turning o f f  t h e  e l e c t r i c  l i g h t  he continued t h e  
conversat ion with himself .  I t  i s  t h e  l i g h t  o f  course  
but  it i s  necessary t h a t  t h e  p l a c e  be c lean  and 
p l easan t .  You do no t  want music. Ce r t a in ly  you do 
not  want music. Nor can you s t and  before  a ba r  wi th  
d i g n i t y  although t h a t  i s  a l l  t h a t  i s  provided f o r  
t h e s e  hours. What d id  he f e a r ?  I t  was not  f e a r  
o r  dread. I t  was a noth ing  t h a t  he knew too  we l l .  
I t  was a l l  a nothing and a man was nothing too.  I t  
was only  t h a t  and l i g h t  was a l l  it needed and a 
c e r t a i n  cleanness  and o rde r .  Some l i v e d  i n  it a 
never f e l t  it but  he knew it a l l  was nada. . . . !!!J 

A s  t h e  s t o r y  ends t h e  o l d  wa i t e r  l eaves  t h e  ca fe :  

Now, without t h ink ing  f u r t h e r ,  he would go home t o  
h i s  room. He would l i e  i n  bed and f i n a l l y ,  with 
day l igh t ,  he would go t o  s l e e p .  Af t e r  a l l ,  he s a i d  
t o  himself ,  it  i s  probably on ly  insomnia. Many must 
have i t .  18 
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The i rony  i n  t h i s  f i n a l  passage is  t y p i c a l  of  Hemingway's approach; it 

becomes a  method f o r  coping wi th  t h e  t h r e a t  o f  personal  d i s i n t e g r a t i o n ,  of 

d i s t anc ing  i t  from oneself  and g iv ing  it formal shape. ' I A  Clean, Well- 

Lighted Placew i s  a  s t o r y  of exc lus ion  and suppression--one knows noth ing  

about t h e  events  o f  t h e  o l d  w a i t e r ' s  l i f e  which have brought him t o  t h i s  

despera te  p lace ,  o r  why he should so c l e a r l y  understand t h e  o l d  man who has 

at tempted su i c ide .  We know only  t h a t  t h i s  person experiences " n ~ t h i n g n e s s , ~ '  

and we watch as he s t rugg le s  t o  surv ive .  Th i s  s t o r y  and i ts many v a r i a n t s  

r eco rds  t h e  s t r u g g l e  of  an a r t i s t  and a  man. For Hemingway, a r t  becomes a  

method f o r  personal  su rv iva l ,  and when t h a t  method f a i l s  him, a s  i t  d i d  i n  

t h e  end, he t u r n s  t h e  gun on h imsel f .  

With a l l  of Hemingway's p r a i s e  of A Sportsman's Sketches i t  comes a s  

something o f  a  s u r p r i s e  t o  n o t e  t h a t  he on ly  once mentions, i n  h i s  

correspondence, a  s p e c i f i c  s t o r y  from t h e  c o l l e c t i o n .  I n  December, 1925 he 

w r i t e s  t o  Archibald MacLeish from Schruns, Aus t r i a ,  t o  ask ,  "Did you ever  

read  a s h o r t  s t o r y  of  h i s  [Turgenevls] c a l l e d  'The R a t t l e  o f  Wheels1? I t ' s  

i n  t h e  2nd vol .  of A Sportsman I s  This  was t h e  same l e t t e r  i n  

which Hemingway r e f e r r e d  t o  Turgenev a s  t h e  g r e a t e s t  w r i t e r  ever .  Perhaps 

it i s  l o g i c a l  t o  cont inue t h e  examination o f  Turgenev's i n f luence  on 

Hemingway with some comments on "The R a t t l e  o f  Wheels,'' a l though on a  first 

reading  t h e  s t o r y  seems a  r a t h e r  odd one f o r  Hemingway t o  t a k e  s p e c i a l  no te  

o f . 2 0  Re la t ive  t o  o t h e r  s t o r i e s  i n  t h e  c y c l e  t h i s  i s  q u i t e  h ighly  p l o t t e d  

a s  a g a i n s t  an atmospheric,  open-ended development o f  mood. In  a d d i t i o n  t h e  

s t o r y  has an i r o n i c  t w i s t  a t  i t s  conclusion which i s  more c h a r a c t e r i s t i c  of  

a  Maugham s t o r y  than  anything by Turgenev. Given t h e  n a t u r e  of h i s  own 

exp lo ra t ions  i n t o  p l o t l e s s  s t o r i e s  and atmospheric conclusions Hemingway 

could not have been ove r ly  impressed with t h e  s t r u c t u r a l  technique o f  



"The R a t t l e  o f  Wheels." The s t o r y - l i n e  i t s e l f  i s  r e l a t i v e l y  s imple  and 

a lmost  p r e d i c t a b l e :  The n a r r a t o r  s e t s  o u t  a c r o s s  t h e  Russian c o u n t r y s i d e  

i n  a  c a r r i a g e ,  a long  wi th  a peasan t  named F i l o f e i ,  i n  o r d e r  t o  o b t a i n  some 

s h o t  f o r  h i s  r i f l e s  i n  t h e  n e a r e s t  l a r g e  town. T u l a  i s  f o r t y - f i v e  v e r s t s  

away, and n i g h t  f a l l s  whi le  t h e y  a r e  s t i l l  on t h e i r  way. They p a s s  th rough  

a  b e a u t i f u l  c o u n t r y s i d e ,  bu t  t h e n  F i l o f e i  h e a r s  a  d i s t a n t  knocking and 

r a t t l i n g .  A c a r r i a g e  i s  approaching from beh ind ,  and F i l o f e i  i n s i s t s  t h a t  

it c o n t a i n s  e v i l  men who w i l l < h a r m  them. A t  f i r s t  t h e  n a r r a t o r  l a u g h s t h i s  

s u g g e s t i o n  o f f ,  bu t  a s  t h e  r a t t l i n g  g e t s  c l o s e r  he  b e g i n s  t o  f e e l  a d r e a d .  

F i n a l l y  a  c a r r i a g e  c o n t a i n i n g  s e v e r a l  drunken men p a s s e s  them on t h e  road and 

t h e n  b l o c k s  t h e  'highway a t  a  b r i d g e .  Both F i l o f e i  and t h e  n a r r a t o r  a r e  

c e r t a i n  t h e y  a r e  a b o u t - t o  meet t h e i r  d e a t h s .  I n s t e a d ,  a  huge man comes t o  

t h e  c a r r i a g e  and p o l i t e l y  a s k s  f o r  some money t o  buy d r i n k  w i t h .  The group 

h a s  been t o  a  wedding and t h e r e  "married o f f  o u r  boy, . . . p u t  him t o  bed,  

good and p r o p e r .  . . . The n a r r a t o r  g i v e s  them money and t h e  c a r r i a g e  i s  

d r i v e n  o f f  i n t o  t h e  n i g h t .  Lef t  a l o n e ,  F i l o f e i  and t h e  n a r r a t o r  b e g i n  t o  

d i s c u s s  t h e  s u b j e c t  o f  d e a t h ,  b u t  l e a v e  unanswered t h e  q u e s t i o n  o f  how one 

can know what i s  ia man's h e a r t .  The n e x t  day t h e  n a r r a t o r  h a s  r e t u r n e d  

wi th  h i s  s h o t ,  and i s  informed t h a t  a  merchant was robbed and k i l l e d  t h e  

p r e v i o u s  n i g h t .  He a s k s  h i m s e l f ,  "was t h i s  n o t  t h e  wedding" and was t h i s  n o t  

t h e  l a d  who had been llput t o  bed.!lLL One is l e f t  wi th  t h e  f e e l i n g  t h a t  t h e  

murdere r s  were o u t  on t h e  road  t h a t  n i g h t ,  and it was t h e i r  c a r r i a g e  which 

r a t t l e d  toward F i l o f e i  and t h e  n a r r a t o r .  For  some i n e x p l i c a b l e  r e a s o n  t h e y  

d i d  n o t  k i l l  a g a i n  t h a t  n i g h t .  

What d i d  Hemingway s e e  i n  t h i s  s t o r y  which caused him t o  t a k e  n o t e  o f  

it  from amongst many o t h e r  f i n e  s k e t c h e s ?  Perhaps  p a r t  o f  h i s  i n t e r e s t  l a y  

i n  t h e  i r o n i c  way l i f e  and d e a t h  a r e  t r e a t e d  i n  t h e  s t o r y .  Death comes a t  



random, and f o r  no reason; one hears  a  r a t t l i n g ,  and one ' s  f a t e  approaches. 

One e i t h e r  l i v e s  o r  d i e s ;  t h e r e  i s  no explanat ion f o r  e i t h e r  s t a t e .  In  any 

case  one must dea l  with personal  f e a r ;  because i n  t h e  e n d i i t  i s  on ly  s e l f  

which one has any con t ro l  over .  C e r t a i n l y  t h i s  would have appealed t o  t h e  

s t r a i n  o f  n i h i l i s m  which ex i s t ed  i n  Hemingway, t o  a  f e e l i n g  t h a t  f a t e  i s  

u n a l t e r a b l e  and a c t s  randomly with no connection t o  human d e s i r e .  On a  

s t y l i s t i c  l e v e l  though, which u l t i m a t e l y ,  I th ink ,  i s  t h e  l e v e l  on which one 

must look f o r  in f luence  between t h e s e  two a r t i s t s ,  Hemingway must have noted 

t h e  c l o s e  p a r a l l e l s  which e x i s t  i n  t h i s  s t o r y  between t h e  d e s c r i p t i o n  of  

landscape and t h e  t e r r a i n  of  t h e  human psyche. Both beauty and f e a r  f i n d  

"ob jec t ive  c o r r e l a t i v e s u  i n  t h e  landscape o f  "The R a t t l e  of  Wheels." 

Remember t h a t  Hemingway was reading t h i s  s t o r y  a t  t h e  t ime of r e w r i t i n g  

The Sun Also Rises;  then compare t h e  fo l lowing  desc r ip t ion  of  t h e  Russian 

count rys ide  t o  Jake  Barnes1 d e s c r i p t i o n  o f  t h e  land surrounding t h e  I r a t i  

r i v e r  no r th  of  Pamplona: 23 

l y ing  down on t h e  hay, [ I ]  t r i e d  t o  go t o  s l e e p  again.  
But I could n o t  go t o  s l eep ;  no t  t h a t  I wasn't  

t i r e d  from shooting--and not  t h a t  t h e  anx ie ty  which I 
had f e l t  had dr iven  away my sleep--but  we were pass ing  
through a landscape o f  g r e a t  beauty. There were v a s t ,  
spreading,  grassy  water-meadows, wi th  count less  smal le r  
meadows, l a k e l e t s ,  brooks, c r eeks  wi th  banks overgrown 
with sal low and o s i e r ,  r e a l  Russian count rys ide  such 
a s  t h e  Russian people love ,  t h e  s o r t  of country i n t o  
which t h e  heroes o f  our  anc i en t  f o l k - l o r e  rode  out t o  
shoot white  swans and grey  duck. . . . I was l o s t  i n  

2 4 admirat ion.  

This  is t h e  landscape o f  human f e l i c i t y ;  i n  it t h e r e  i s  propor t ion  and 

formal d e f i n i t i o n ,  an image o f  man's b e s t  and most n a t u r a l  s e l f .  The 

n a r r a t o r  goes on t o  desc r ibe  t h e  p e a s a n t ' s  r e a c t i o n  t o  t h i s  scene: 



Even F i l o f e i  was a f f e c t e d .  
"We c a l l  t hese  S t .  Egor ' s  meadowsY1' he t o l d  me. 

'!And a f t e r  them come t h e  Grand Duke's meadows; such 
meadows a s  you won't f i n d  i n  t h e  whole of Russia . . . 
They're  r e a l l y  beau t i fu l ! " .  . . . "Really beaut3ful!"  
he repea ted ,  and s ighed,  and then  gave a prolonged 
g run t .  " I t ' l l  soon be mowing time, and t h e  amount of  
hay t h e y ' l l  ge t  here--whew! And t h e r e  a r e  p l en ty  o f  
f i s h  i n  t h e  c reeks .  Wonderful bream!" he added i n  a 
sing-song voice.  "You j u s t  d o n ' t  want t o  d i e ,  and 
t h a t  's  t h e  t r u t h .  "25 

J ake  Barnes descr ibes  t h e  Spanish count rys ide  t h a t  he loves i n  much t h e  

same way. Turgenev concludes h i s  passage with F i l o f e i ' s  comment: "You j u s t  

don ' t  want t o  d ie , "  while  Hemingway has B i l l  Gorton say:  "This i s  

country.  "26 Bath cha rac t e r s  a r e  saying t h e  same th ing .  One senses  one ' s  

l i f e  most c l e a r l y  i n  c e r t a i n  landscapes,  and because one senses t h a t  l i f e ,  

and i t s  beauty, one does n o t  want t o  d i e .  For t h e  most p a r t  t h i s  i s  not  a 

ques t ion  t h a t  would occur  t o  e i t h e r  J ake  Barnes o r  Turgenev's peasants .  One 

l i v e s  o r  one d i e s ;  it  i s  not  a ques t ion  o f  wishing un le s s ,  o r  u n t i l ,  one ' s  

percept ion  of  an o u t e r  country causes an awareness of t h e  sweetness of  t h e  

country which l i e s  w i t h i n .  But f i n a l l y ,  t h i s  country,  both i n n e r  and o u t e r ,  

i s  t r a n s i e n t  and must be l e f t  behind. F i l o f e i  hears  t h e  knocking which he  

t a k e s  t o  be t h e  approach o f  f a t e .  A gloom s e t t l e s  over t h e  landscape as f a t e ,  

i n  t h e  form o f  t h e  r a t t l i n g  c a r r i a g e ,  approaches. Turgenev w r i t e s :  

While I had been a s l eep ,  a f i n e  m i s t  had gathered--not 
on t h e  ground, but  i n  t h e  sky. I t  s tood high up, and 
i n s i d e  it t h e  moon hung i n  a ye l lowish  patch,  a s  i f  
seen through smoke. The whole scene had gown dim and 
confused, a l though it was c l e a r e r  n e a r  t h e  ground. 
Around us  l a y  a f l a t  and c h e e r l e s s  landscape. F i e lds ,  
more f i e l d s ,  small  bushes, ravines--and s t i l l  more 
f i e l d s ,  most o f  them fa l low,  under a spa r se  growth o f  
weeds. Deserted . . . dead! Not so  much a s  t h e  c r y  
o f  a 



Always, i n  t h e  e a r l y  s t o r i e s  of  Hemingway and Turgenev t h e r e  is  a deep 

reverence f o r  t h e  power of na tu re  t o  r e f l e c t  a  man's own inner  s t a t e  back a t  

him, t o  provide a  phys ica l  framework i n  which s e l f  can be ~ e c o g n i z e d  and 

accepted.  This  connection momentarily h e a l s  t h e  chasm separa t ing  s e l f  from 

"other" which cha rac t e r i ze s  modern consciousness .  I t  i s  here,  i n  t h e  

evocation o f  na tu re  and man, t h a t  one s e e s  most c l e a r l y  t h e  in f luence  which 

extends from Turgenev t o  Hemingway. For both, na tu re  becomes an extended 

metaphor of man's p o s s i b l e  s e l f ;  t e r r a i n  becomes a  p ro j ec t ion  of  h i s  body, 

both psychic and phys ica l .28  And f o r  bo th ,  untouched n a t u r e  i s  synonymous 

with t h a t  which i s  n a t u r a l  and b e a u t i f u l  and unquestionably good. This  

n a t u r a l  landscape e x i s t s  i n  marked c o n t r a s t  t o  c u l t u r e  and soc i e ty .  I t  

becomes a  p u r i f i e r  o f  t h e  wound of  degenerated c u l t u r e ,  and s t ands  a s  an image 

of s e l f  which has not d i s i n t e g r a t e d  i n  s o c i a l  chaos. This  i s  why, i n  both 

Hemingway and Turgenev, t h e  d e s c r i p t i o n  o f  landscape and t e r r a i n  i s  always 

charged with emotional power and never l a p s e s  i n t o  mere apprec i a t ion .  This  

exact  rendering of  t h e  human condi t ion  through i ts  r e l a t i o n  t o  t h e  n a t u r a l  

world was one g r e a t  w r i t e r ' s  g i f t  t o  another .  

Nick Adams i n  "Big Two-Hearted River," t h e  psych ica l ly  wounded man, 

despe ra t e ly  a t tempts  t o  l o c a t e  himself  i n  r e l a t i o n  t o  t h i s  n a t u r a l  world. 

He passes  through t h e  dese r t ed  town and t h e  burned-out f o r e s t ,  but it does 

no t  ma t t e r  because he knows what he w i l l  f i n d  a t  t h e  upper reaches  of t h e  

r i v e r - - t h e  s t i l l  po in t  where s e l f  w i l l  no t  d i s i n t e g r a t e ,  and a  n a t u r a l  

surrounding t h a t  w i l l  he lp  him t o  recover  t h e  i n a l i e n a b l e  s e l f  beneath any 

wounding. A s  Nick approaches t h e  r i v e r  on t h e  f i r s t  day we a r e  given an 

extended d e s c r i p t i o n  o f  na tu re .  Th i s  d e s c r i p t i o n  d i r e c t l y  t r a n s c r i b e s  Nick 's  

mind i n  t h e  process  of  throwing of f  confusion and pa in :  



There was no underbrush i n  t h e  i s l and  p ine  t r e e s .  
The t runks  of t h e  t r e e s  went s t r a i g h t  up o r  s l a n t e d  
toward each o the r .  The t runks  were s t r a i g h t  and brown 
without branches. The branches were high above. Some 
in te r locked  t o  make a s o l i d  shadow on thebmwn & r e s t  
f l o o r .  Around t h e  grove o f  t r e e s  was a bare  space.  
I t  was brown and s o f t  underfoot  a s  Nick walked on it. 
This  was t h e  over- lapping o f  t h e  p ine  needle  f l o o r ,  
extending out  beyond t h e  width o f  t h e  high branches. . . . 
Sharp a t  t h e  edge of  t h i s  extension of t h e  f o r e s t  f l o o r  
commenced t h e  sweet f e r n .  

Nick s l ipped  o f f  h i s  pack and l ay  down i n  t h e  
shade. He l a y  on h i s  back and looked up i n t o  t h e  p ine  
t r e e s .  . . . The e a r t h  f e l t  good aga ins t  h i s  back. He 
looked up a t  t h e  sky, through t h e  branches, and then  
shut  h i s  eyes. He opened them and looked up aga in .  
There was a wind high up i n  t h e  branches. He shut  
h i s  eyes again and went t o  s l e e p .  2 9 

Later ,  Nick wakes up and walks down toward t h e  r i v e r :  

He walked upstream through t h e  meadow. H i s  t r o u s e r s  
were soaked with dew. . . . The r i v e r  made no sound. 
I t  was too  f a s t  and smooth. . . . Nick looked down 
t h e  r i v e r  a t  t h e  t r o u t  r i s i n g .  . . . A s  f a r  down t h e  
long s t r e t c h  a s  he could see ,  t h e  t r o u t  were r i s i n g ,  
making c i r c l e s  a l l  down t h e  s u r f a c e  of  t h e  water ,  a s  
though it were s t a r t i n g  t o  r a i n .  30 

This  i s  t h e  good country i n  which a man can recover  from h i s  wounds. 

Ex te r io r  r e a l i t y  i s  b e a u t i f u l  and e x i s t s  i n  i t s  own r i g h t ,  bu t  it i s  a l s o  a 

p r o j e c t i o n  o f  s e l f .  Nick i s  "inv t h e  landscape here ,  and f o r  t h e  moment 

t h e r e  i s  no disconnect ion between s e l f  and o the r .  Ivan Turgenev desc r ibes  

a s m i l i a r  moment i n  t h e  s t o r y  "Kasyan From F a i r  Springs": 

A t  l ength  t h e  hea t  compelled us  t o  go i n t o  t h e  
wood. I threw myself down under a l o f t y  hazel  bush. . . . 
High above u s ,  l eaves  were f a i n t l y  trembling, and t h e i r  
l i q u i d  green shadows s l i p p e d  g e n t l y  backwards and 
forwards. . . . I l a y  on my back and began t o  admire t h e  
peaceful  p l ay  o f  t h e  i n t r i c a t e  l ea fage  aga ins t  t h e  b r i g h t ,  
d i s t a n t  sky. I t  i s  a s t r a n g e l y  enjoyable occupat ion t o  
l i e  on one ' s  back i n  t h e  f o r e s t  and look upwards. . . . 
You gaze without s t i r r i n g ,  and no words can express  t h e  
gladness  and peace and sweetness t h a t  catch a t  your 



h e a r t .  You look--and t h a t  deep, c l e a r  azure  c a l l s  t o  
your l i p s  a smile a s  innocent  a s  i t s e l f ;  l i k e  the  
clouds i n  t h e  sky . . . happy memories pass  before  
you i n  slow procession,  and you f e e l  your gaze passing 
f a r t h e r  and f a r t h e r  i n t o  t h e  d i s t a n c e ,  drawing you 
a f t e r  it i n t o  t h a t  peacefu l ,  r a d i a n t  g u l f ,  and you 
have no power t o  t e a r  yourse l f  away from i ts  he igh t ,  
from i t s  depth . . . 3 1 

There a r e  d i f f e r ences  i n  t h e  two passages quoted above. In Turgenev 

t h e r e  i s  no sense o f  t h e  repressed anguish and psychic wounding which i s  

mutely h in t ed  a t  i n  every l i n e  o f  "Big Two-Hearted River." Hemingway c r e a t e s  

h i s  mood through language which is so  s p a r s e  a s  t o  suggest t h e  void ,  and a 

rhythmic r e p e t i t i o n  of  sound and phrase  which becomes t h e  s t y l i s t i c  

equiva len t  o f  myst ic  r i t u a l .  I t  i s  through r i t u a l  and repet i t ion,  and 

a t t e n t i o n  t o  small d e t a i l ,  t h a t  Nick Adams c r e a t e s  a formal s t r u c t u r e  which 

i s  s a f e  f o r  t h e  s e l f  t o  i nhab i t .  The void which th rea t ens  t o  engulf i s  kept 

a t  bay through formal control-da c o n t r o l  t h a t  i s  evident  a t  a l l  l e v e l s  i n  

"Big Two-Hearted Riverft--from word choice  t o  r e p e t i t i o n  of  sound and rhythm, 

t o  t h e  development of  cha rac t e r  and s e t t i n g .  

The n a r r a t o r  i n  Turgenevls s t o r y  has a psyche which i s  under l e s s  

p re s su re  t o  d i s i n t e g r a t e ;  and t h a t  happy s t a t e  f i n d s  voice  i n  t h e  outf lowing,  

l y r i c a l  rhythms of  t h e  prose  i t s e l f .  Turgenevts  d e s c r i p t i o n  o f  t h e  n a t u r a l  

excludes l e s s  ma te r i a l  than Hemingwayfs approach because he has l e s s  need t o  

formalize and con t ro l  psychic pa in .  But i n  both passages quoted above one 

wi tnesses  t h e  same event--a man who simultaneously l o s e s ,  and then  l o c a t e s ,  

an image o f  himself  i n  na ture .  The n a r r a t o r  i n  Turgenevts  Sketches and 

Hemingwayts pro tagonis t  Nick Adams a r e  both s e n s i t i v e  t o  t h e  s p l i t  which 

e x i s t s  between s e l f  and "otherf1-- in  Nick 's  c a s e  t h a t  knowledge t h r e a t e n s  t o  

des t roy  him. 

I n  t h e  e a r l y  s t o r i e s  of both w r i t e r s ,  c h a r a c t e r s  tend t o  f a l l  i n t o  t h r e e  



ca tegor ies .  There a r e  t h e  c u l t u r a l  s o p h i s t i c a t e s  who have l o s t  a l l  sense  of 

p lace  and a r e  d r i f t i n g  through ex i s t ence .  They a r e  u sua l ly  aware of t h e i r  

i l l n e s s ,  but a r e  he lp less  t o  c o r r e c t  i t .  In  Hemingway t h i s ' c h a r a c t e r  i s  

c l e a r l y  depicted i n  s t o r i e s  such a s  I f M r .  and Mrs. E l l i o t , "  "Cat i n  t h e  Rain," 

"Out of SeasonYtf  and " H i l l s  Like White Elephants." The analogous c h a r a c t e r  

type appears i n  Turgenev a s  t h e  "superf luous man," and f i n d s  e.arly expression 

i n  s t o r i e s  from t h e  Sketches such a s  "Lgov," "Pyotr Petrovich Karataev," and 

"Prince Hamlet of  Shchigrovo." A second cha rac t e r  type  which r e c u r s  i n  t h e  

work of  both wr i t e r s ,  and is most o f t e n  t h e  c o n t r o l l i n g  consciousness i n  

both, is t h e  a l i ena t ed  man who has s t i l l  r e t a ined  some capac i ty  t o  respond 

s e n s i t i v e l y  t o  complex human s i t u a t i o n s  and f i n d s  a p a r t i a l ,  i f  fragmented, 

sense of  s e l f  i n  r e l a t i o n  t o  s p e c i f i c  p l ace ,  u sua l ly  untouched na tu re .  A l l  

of Hemingway's heroes f a l l  i n t o  t h i s  ca tegory ,  a s  do most of Turgenevls  who 

do not  end up being completely super f luous .  

A t h i r d  cha rac t e r  type,  and one which s t ands  i n  oppos i t ion  t o  both of  t h e  

r ecu r r ing  types a l ready  mentioned, i s  a s soc i a t ed  with t h e  peasant ry  i n  

Turgenev's work and indigenous peoples  i n  Hemingwayls wr i t i ng .  These simple 

people a r e  connected with p lace ,  and know themselves through contac t  with a 

s p e c i f i c  landscape. They a r e  hea l thy  i n  a way t h a t  Hemingway's " l o s t  

generat ionM and Turgenevls t l super f luous  ment1 can never be. These l o s t  s o u l s ,  

t h e  products of  degenerate  c u l t u r e ,  no longer  s e e  an image of  themselves i n  

any landscape. The l o s t  genera t ion ,  because i t  can no longer  l o c a t e  i t s e l f  

i n  a phys ica l  o r  psychic t e r r a i n ,  l a p s e s  i n t o  t h e  excesses  of  d r ink ,  debauchery, 

s e l f - p i t y  and f i n a l l y  d i s g u s t .  But t h e  peasant  is grounded i n  an i n t i m a t e  

knowledge of phys ica l  t e r r a i n ;  he s e e s  f a t e  a c t i n g  i n  t h i s  environment and 

he accepts  it; he sees  c r u e l t y  and i n e q u a l i t y  and he f a c e s  t h i s  with s to ic i sm,  

j u s t  a s  he f aces  happiness and love  without romantic i l l u s i o n .  I t  i s  not  



important t h a t  t h i s  simple man may never r e a l l y  e x i s t  except i n  f i c t i o n .  

Hemingway and Turgenev a r e  p re sen t ing  t h e  a r t i s t ' s  v i s i o n  of a  c e r t a i n  kind 

of  human p o s s i b i l i t y - - i n  both, t h a t  which i s  n a t u r a l  and u n t f f e c t e d  i s  

b e a u t i f u l  i n  a  sense t h a t  has l i t t l e  t o  do with any r a t i o n a l  moral code. 

In  Hemingway's "Indian Camp" one meets with an e a r l y  working out  o f  t h e  

s t o i c a l  a t t i t u d e  t o  ex is tence  which covers  over t h e  deep emotions o f  simple, 

uneducated people.  Nick Adams i s  brought by h i s  f a t h e r  t o  t h e  Indian camp 

t o  he lp  with t h e  b i r t h  o f  a  c h i l d .  Together they  e n t e r  a  broken-down dwell ing 

i n  t h e  v i l l a g e :  

I n s i d e  on a  wooden bunk l a y  a  young Indian woman. 
She had.been t r y i n g  t o  have h e r  baby f o r  two days. 
A l l  t h e  o ld  women i n  t h e  camp had been helping her .  
The men had moved o f f  up t h e  road t o  s i t  i n  t h e  dark 
and smoke out  o f  range of  t h e  n o i s e  she made. . . . 
She l a y  i n  t h e  lower bunk, very  b i g  under a  q u i l t .  
Her head was turned t o  one s i d e .  In  t h e  upper bunk 
was he r  husband. He liad c u t  h i s  f o o t  very badly with 
an axe t h r e e  days before .  He was smoking a  p ipe .  
The room smelled very  bad. 3 2 

The Indians  appear t o  be wai t ing  f o r  f a t e  t o  revea l  i t s e l f .  Nick 's  

f a t h e r  performs a  caesar ian  without a n a e s t h e t i c  and sews t h e  woman up with 

f i s h i n g  l i n e .  The husband has remained very  q u i e t .  The Doctor draws back 

t h e  cover from t h e  upper bunk: 

H i s  hand came away wet. . . . The Indian l a y  with h i s  
f a c e  toward t h e  wall .  H i s  t h r o a t  had been cu t  from e a r  
t o  e a r .  The blood had flowed down i n t o  a  pool where h i s  
body sagged t h e  bunk. . . . The open r azo r  l a y ,  edge up, 
i n  t h e  b lankets .  33 

Later ,  a s  they  row ac ros s  t h e  l a k e  toward home,Nick a sks  h i s  f a t h e r  why 

t h e  Indian k i l l e d  himself .  H i s  f a t h e r  answers: "1 don ' t  know, Nick. He 

couldn ' t  s tand  th ings ,  I guess." A s  dawn breaks Nick has a  young boy's  

i n t ima t ion  o f  s e l f  which i s  defined by sensa t ions  derived from a  landscape: 



A b a s s  jumped making a  c i r c l e  i n  t h e  wa te r .  Nick 
t r a i l e d  h i s  hand i n  t h e  wa te r .  I t  f e l t  warm i n  t h e  
s h a r p  c h i l l  o f  t h e  morning. I n  t h e  e a r l y  morning on 
t h e  l a k e  s i t t i n g  i n  t h e  s t e r n  o f  t h e  boa t  w i t h , h i s  
f a t h e r ,  he  f e l t  q u i t e  s u r e  t h a t  h e  would never  d i e .  34 

The young boy has  become c o n s c i o u s l y  aware of  h imse l f  a s  a  l i v i n g  b e i n g ,  

even if t h a t  awareness  c o n t a i n s  w i t h i n  i t  an i l l u s i o n  o f  i m m o r t a l i t y .  Nick 

Adams, t h e  d o c t o r ' s  son ,  becomes t h e  f i r s t  Hemingway c h a r a c t e r  who f i n d s  a 

s a f e  p l a c e  from which he can guard a g a i n s t  t h e  d i s i n t e g r a t i o n  of s e l f .  

" Ind ian  Camp" can b e a r  comparison t o  one o f  Turgenev 's  s k e t c h e s  e n t i t l e d  

"Death.I' I n ' b o t h ,  t h e  common s u b j e c t  i s  m o r t a l i t y  and t h e  way i n  which a 

man d e a l s  w i t h  t h e  one i n e s c a p a b l e  f a c t  o f  h i s  l i f e .  The n a r r a t o r  i n  "Death" 

r e f l e c t s  on t h e  d e a t h  o f  t h e  woodcut ter  Maxim who has  been pinned benea th  a  

f a l l e n  t r e e .  Before  hc  d i e s  Maxim c o n f e s s e s  h i s  s i n - - i t  i s  Sunday and he h a s  

f o r c e d  " t h e  l ads"  t o  work. He makes s u r e  h i s  w i f e  w i l l  g e t  h i s  money and 

t h a t  h i s  d e b t s  w i l l  h e  p a i d .  A s  d e a t h  approaches  he  s a y s ,  " . . . Here . . . 

h e r e  it comes, h e r e  i t  i s ,  h e r e  . . . Forg ive  me, l a d s ,  f o r  a n y t h i n g .  . . . IT3s 

Within a  few minu tes  Maxim i s  dead and t h e  n a r r a t o r  m e d i t a t e s  on h i s  p a s s i n g :  

S t r a n g e  how d e a t h  t a k e s  t h e  Russian p e a s a n t !  H i s  
s t a t e  o f  mind a t  h i s  l a s t  hour  cannot  be  c a l l e d  i n d i f f e r e n c e  
o r  d u l l - w i t t e d n e s s ;  he  d i e s  a s  i f  he w!te going th rough  a  
ceremony: c o l d l y  and w i t h  s i m p l i c i t y .  

I n  a n o t h e r  s t o r y  from t h e  S k e t c h e s ,  "The Live R e l i c , "  Turgenev t e l l s  t h e  

s t o r y  o f  t h e  peasan t  Lukerya--once a  b e a u t i f u l  woman who now, though l e s s  than 

t h i r t y  y e a r s  o l d ,  i s  c r i p p l e d  and l i v e s  a l o n e  i n  a  s t o r a g e  shed .  The n a r r a t o r ,  

who h a s  come t o  spend t h e  n i g h t  on one  o f  h i s  m o t h e r ' s  o u t l y i n g  farms,  

happens upon t h e  bee-garden i n  which i s  t h e  s t o r a g e  shed and Lukerya. She 

c a l l s  o u t  t o  him from t h e  shadows i n  a weak v o i c e ,  and then  t h e  n a r r a t o r  i s  

shocked t o  r e c o g n i z e  t h e  same Lukerya who used t o  l e a d  t h e  c o u n t r y  dances  

a t  h i s  mother ' s  e s t a t e .  She t e l l s  him h e r  s t o r y :  one n i g h t ,  n o t  long  



b e f o r e  s h e  i s  t o  be  mar r ied ,  Lukerya cannot  s l e e p  and wanders o u t  on to  t h e  

porch t o  l i s t e n  t o  a n i g h t i n g a l e  s i n g .  She t u r n s  suddenly  when s h e  t h i n k s  

t o  have heard  h e r  l o v e r ' s  v o i c e  whisper ing  t o  h e r .  Lukerya f a l l s  from t h e  

porch and wrenches something i n s i d e .  From t h a t  day on s h e  b e g i n s  t o  f a d e  and 

w i t h e r ;  soon s h e  i s  a  c r i p p l e  and e v e n t u a l l y  s h e  i s  s e n t  t o  l i v e  n e a r  

r e l a t i o n s  a t  t h e  o u t l y i n g  farm. There  s h e  l i v e s  a l o n e  i n  tKe shed ,  l e f t  t o  

h e r  own t h o u g h t s  and v i s i o n s .  Her s i m p l e  needs  a r e  t a k e n  c a r e  of by o t h e r  

p e a s a n t s .  Turgenev beg ins  t h i s  s t o r y  w i t h  an e p i g r a p h :  

Motherland o f  l o n g - s u f f e r i n g - -  
Land o f  t h e  Russian peop le !  

F. Tyutchev 37 

Some of t h e  p a t h o s  impl ied i n  t h i s  p o e t r y  e n t e r s  i n t o  t h e  n a r r a t o r ' s  

view of Lukerya. He a s k s  h e r  -how s h e  can s t a n d  h e r  p o s i t i o n  i n  l i f e .  She 

r e p l i e s .  

I d o n ' t  want t o  l i e  t o  y o u - - i t  was v e r y  sad  a t  
f i r s t ;  bu t  t h e n  I g o t  used t o  i t ,  I grew p a t i e n t - - I  
came n o t  t o  mind; t h e r e  a r e  some p e o p l e  who a r e  even 
worse o f f .  38 

Then Lukerya t e l l s  him how s h e  spends  h e r  days :  

I j u s t  l i e  by myse l f ,  I l i e  and l i e - - a n d  I d o n ' t  t h i n k ;  
I f e e l  t h a t  I ' m  a l i v e  and b r e a t h i n  --and t h a t  a l l  o f  
me i s  h e r e .  I look and I l i s t e n .  3 6 

But Lukerya does  n o t  j u s t  watch and l i s t e n ;  s h e  s a y s  p r a y e r s ,  s h e  s i n g s ,  

sometimes s h e  h a s  v i s i o n s ;  and s h e  dreams. And a l l  h e r  dreams a r e  connected 

wi th  escap ing  t h e  m a t e r i a l  world ,  e s c a p i n g  i l l n e s s  and ascend ing  t o  heaven. 

She forms i d e a s  which s h e  c o u l d  n e v e r  t e l l  a f t e r w a r d s ,  which no one cou ld  

make o u t ,  and s h e  h e r s e l f  f o r g e t s  them a f t e r w a r d s .  An i d e a  w i l l  come " l i k e  a 



l i t t l e  cloud, i t  w i l l  bu r s t ,  i t  w i l l  be a l l  f r e s h  and good, but what i t  

was--you'l l  never understand! 1140 I t  i s  f o r  t h e  sake of  t h e s e  v i s i o n s  t h a t  

Lukerya r e f u s e s  when t h e  n a r r a t o r  wants t o  remove her  t o  a h o s p i t a l ;  f o r  

t h e r e  amongst people she may l o s e  he r  v i s i o n s  and be l e f t  wi th  nothing but  

unhappiness. She asks  t o  be l e f t  a lone  and t o  remain untreated--"Who can 

he lp  anyone e l seY1l  she asks.  "Who can ge t  i n s i d e  someone e l s e ' s  sou l?  Let 

everyone he lp  himself!lf41 A few weeks l a t e r  Lukerya i s  dead, and t h e  

n a r r a t o r  t h inks  t h a t  a t  t h e  end she  heard t h e  sound of  b e l l s  emanating from 

heaven. These s t o r i e s  r evea l  a s to i c i sm and a f a t a l i s t i c  a t t i t u d e  t o  l i f e  

which f i n a l l y  i s  not  depressing because i t  is  connected with t h e  i n e v i t a b l e  

movements o f  t he - seasons ,  with n a t u r a l  p rocess ,  with men and women who a r e  

l oca t ed  secu re ly  wi th in  a r e a l  landscape. 

Hemingway, i n  a l a t e  s t o r y ,  "The Old Man a t  t h e  Bridge," r e v e a l s  what 

happens t o  t h e  peasant when h e - i s  f o r c e f u l l y  uprooted from t h e  landscape t h a t  

de f ines  him. In  h i s  i n a b i l i t y  t o  cope wi th  h i s  changed circumstances t h e  

Spanish peasant ,  who sits a t  t h e  s i d e  of  t h e  road dumbly wai t ing  a s  t h e  

F a s c i s t  army approaches, i s  a s soc i a t ed  with t h e  landscape i t s e l f  which must 

always remain mute and pas s ive  while  modern man rapes  i t .  Like Lukerya i n  

Turgenev's t a l e ,  t h e r e  w i l l  be  no h o s p i t a l  f o r  t h e  o ld  man a t  t h e  br idge.  

In t h e  town of San Carlos it was h i s  r e s p o n s i b i l i t y  t o  look a f t e r  two goa t s ,  

a c a t  and f o u r  p a i r s  of  pigeons. Because o f  t h e  a r t i l l e r y  f i r e  t h e  peasant  

has  been forced  t o  leave  h i s  town and h i s  r e s p o n s i b i l i t i e s .  He is  now l o s t ,  

l i k e  a man s u f f e r i n g  a nervous breakdown; and perhaps he is.  Without t a s k s ,  

without p l ace ,  without family,  he l a c k s  any formal d e f i n i t i o n  o f  s e l f .  The 

fo rces  of h i s t o r y  a r e  about t o  r o l l  over  him, and he sits a t  t h e  roads ide  

h e l p l e ~ s l y ~ a w a i t i n g  h i s  f a t e .  "I was only  t ak ing  c a r e  of  animals," he says  

d u l l y ,  a s  i f  t h a t  f a c t  would he lp  t o  exp la in  t h e  ca t a s t rophe  which has  



overtaken him.42 The n a r r a t o r  of  t h e  s t o r y  concludes with t h e  observa t ion  

t h a t  "it was a grey  overcas t  day with a low c e i l i n g  so t h e i r  [ f a s c i s t ]  

p lanes  were not  up. That and t h e  f a c t  t h a t  c a t s  know how'to look a f t e r  

themselves was a l l  t h e  good luck t h a t  o l d  man would ever have. w43 1n f a c t ,  

t h e  a c t i o n s  of  t h e  o ld  man, however h e l p l e s s ,  a r e  a s  sane a s  any of  t h e  

events  which provide t h e  context  f o r  t h e  s t o r y .  A l a r g e  p a r t  o f  t h e  pathos 

of t h i s  s t o r y  l i e s  i n  t h e  tenderness  with which Hemingway p re sen t s  t h e  

t ragedy of a simple man s h a t t e r e d  by t h e  impersonal process  o f  h i s t o r y .  

There is,  i n  many of  Turgenev's s t o r i e s  about peasants ,  t h i s  same t ende r  

but c l e a r  s igh ted  view of t h e  ind iv idua l  caught i n  t h e  f a t e f u l  movement of  

h i s t o r y .  Nowhere i s  t h i s  more powerful ly  presented than i n  t h e  ske tch  

e n t i t l e d  "The Singers . "  About t h i s  s t o r y  Mirsky has w r i t t e n  t h e  fol lowing:  

I n  t h e  r ep re sen ta t ion  o f  r u r a l  scenery and peasant  
cha rac t e r ,  ~ u r g 6 n e v  never  surpassed such masterpieces 
a s  '!The Singers" and " ~ 6 z h i n  Meadow. " "The SingersM 
e s p e c i a l l y ,  even a f t e r  " F i r s t  Lovew and Fathers  and 
sons,  may- claim t o  be h i s  crowning achievement and - 
t h e  quintessence o f  a l l  t h e  most c h a r a c t e r i s t i c  
q u a l i t i e s  o f  h i s  a r t . 4 4  

And t r u l y ,  i n  t h e  atmospheric sadness  and unrequi ted longing f o r  something 

never  expressed a t  its conclusion, i n  t h e  impossible  t ens ions  which e x i s t  

between beauty and degradat ion,  "The Singers"  approaches a kind o f  formal 

p e r f e c t i o n  which has seldom been equal led  i n  world l i t e r a t u r e .  

On an unbearably hot  summer a f te rnoon with t h e  a i r  t l absolu te ly  s a t u r a t e d  

with choking dust" t h e  n a r r a t o r  walks up a barren r av ine  t o  a pot-house i n  

t h e  v i l l a g e  o f  ~ o l o t o v k a . ~ '  The n a r r a t o r  hea r s  exc i ted  voices  a s  he 

approaches t h e  road house; t h e r e  is t o  be a s ing ing  con te s t  between Yasha t h e  

Turk and t h e  Huckster from Zhizdra.  An assemblage o f  townsmen and lay-abouts  

qu ick ly  ga the r s .  Turgenev desc r ibes  each i n  t u rn :  t h e  publ ican,  Nikola i  
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Ivanich,  who r a r e l y  speaks and ye t  emanates a sense of s e c u r i t y  and s o l i d i t y  

from h i s  b lock- l ike  frame; t h e  Muddlehead, a drunken house-serf who babbles 

i d i o t i c a l l y ;  Bl inker ,  an ex-coachmean and specu la to r  who has met with success  

through audacious ac t ion ;  and perhaps most s i g n i f i c a n t l y ,  Wild Master, about 

whom t h e  n a r r a t o r  s ays :  

it was a s  i f  some immense f o r c e s  were ly ing ,  s u l l e n l y  
i n a c t i v e ,  within him, a s  i f  they  knew t h a t ,  once 
aroused, once l e t  loose,  t hey  must des t roy  themselves 
and everything they  touched.46 

This  man r a r e l y  d r inks ,  has noth ing  t o  do wi th  women, and i s  pas s iona te ly  fond 

of song. The con te s t  begins,  and t h e  Huckster l eads  o f f .  He s k i l f u l l y  

manipulates h i s  vo ice  and h i s  l a s t  "wild outburs t"  is  answered by t h e  

audience.47 Surely t h e  ~ u c k s t e r  w i l l  win t h i s  con te s t ;  but  then  s i l e n c e  f a l l s  

and Yasha t h e  Turk begins.  H i s  hand moves t o  cover h i s  f a c e  f o r  a moment and 

when it drops h i s  f l e s h  i s  a s  p a l e  a s  a co rpse ' s .  H i s  f i r s t  no t e  i s  f a i n t  

and uneven, bu t  Yashafs  voice  grows i n  power a s  he s i n g s .  The n a r r a t o r  

comments : 

Seldom, I confess ,  have I heard such a voice:  it 
was somewhat worn and had a s o r t  o f  cracked r i n g ;  a t  
f i r s t  it had even a c e r t a i n  suggest ion o f  t h e  morbid; 
bu t  it a l s o  he ld  a deep, unsimulated passion,  and youth, 
and s t r e n g t h ,  and sweetness,  and a d e l i c i o u s l y  detached 
no te  of melancholy. The t r u t h f u l ,  f e rven t  Russian soul  
sang and b rea  hed- i n  it and f a i r l ;  caught a t  your 
h e a r t .  . . . 4H 

And then Yasha is overcome with ecs t a sy :  

He sang, completely ob l iv ious  o f  h i s  r i v a l  and of  
u s  a l l ,  bu t  c l e a r l y  sus t a ined ,  a s  waves l i f t  a s t rong  
swimmer, by our  s i l e n t  pas s iona te  a t t e n t i o n .  He sang, 
and with every no te  t h e r e  f l o a t e d  out  something noble  
and immeasurably l a r g e ,  l i k e  f a m i l i a r  s teppe-country 
unfolding be fo re  you, s t r e t c h i n g  away i n t o  t h e  boundless 
d i s t ance .  I could f e e l  t e a r s  swel l ing  up i n  my h e a r t  
and r i s i n g  i n t o  my eyes.  . . . 49 



Suddenly Yasha ends on a  high,  broken no te ,  and breaks t h e  s p e l l  t h a t  has 

taken hold of  h i s  l i s t e n e r s .  There i s  s i l e n c e  u n t i l  Wild Master s t a t e s  t h e  

obvious : 

ttYasha,t '  s a i d  Wild Master,  p u t t i n g  h i s  hand on h i s  
shoulder ,  and--said noth ing  more. 50 

The audience breaks i n t o  wild laughter  and excitement;  beer  begins t o  flow. 

But t h e  n a r r a t o r  can s t a y  no longer:  

I looked once more a t  Yasha and went o u t .  I d id  
not  want t o  s t a y - - f o r  f e a r  o f  s p o i l i n g  my impression. 
But t h e  hea t  was s t i l l  a s  unbearable  a s  before .  I t  

I was a s  i f  i t  hung r i g h t  over  t h e  e a r t h  i n  a  t h i c k ,  
heavy ' f i lm;  i n  t h e  dark b lue  sky, l i t t l e  f l a s h i n g  
l i g h t s  seemed t o  be a s t i r  behind t h e  f i n e ,  almost 
black dus t .  Everything was s t i l l ;  t h e r e  was something 
hopeless ,  something o p r e s s i v e  about t h i s  deep s t i l l n e s s  
o f  enfeebled na tu re .  5!i 

The n a r r a t o r  makes h i s  way o u t s i d e  t o  a  h a y l o f t ,  and f o r  a  long t ime cannot 

drowse o f f  because he hears  Yasha's vo ice ;  but  f i n a l l y  he d r i f t s  i n t o  "a 

dea th - l i ke  s l eep . "  He awakens some hours l a t e r  and then desc r ibes  a  

movement of  t h e  human consciousness i n t o  n a t u r e :  

When I awoke, it was dark a l l  around; t h e  l i t t e r  o f  
g r a s s  smelt  s t rong ly  and t h e r e  was a  touch of  dampness 
about i t ;  between t h e  t h i n  r a f t e r s  of  t h e  half-open 
r o o f ,  p a l e  s t a r s  f l i c k e r e d  f a i n t l y .  I went o u t .  The 
sunse t  glow had d ied  away long ago, and had l e f t  behind 
only  t h e  f a i n t e s t  p a l l o r  on t h e  horizon;  i n  t h e  a i r ,  so  
glowing-hot not  long before ,  t h e r e  was s t i l l  a  sense  of 
hea t  underneath t h e  f r e shness  o f  n i g h t ,  and t h e  lungs 
s t i l l  t h i r s t e d  f o r  a  b rea th  o f  co ld .  There was no wind, 
no cloud; t h e  sky s tood round, c l e a r ,  da rk ly  t r ans lucen t  
q u i e t l y  shimmering wi th  coun t l e s s  hard ly  v i s i b l e  s t a r s .  5 2 

This  i s  Turgenev, t h e  master ,  merging landscape with human d e s i r e ;  i n t ima t ing  

emotion without s t a t i n g  i t ,  and thus  inc reas ing  i t s  power ten- fo ld- -a  

technique which Hemingway, t h e  d i s c i p l e ,  would l e a r n  from seventy yea r s  l a t e r  



i n  P a r i s  when he f i r s t  came t o  read A Sportsman's Sketches. 

Turgenevls n a r r a t o r  hea r s  shouting from t h e  pot-house. He goes ac ross  

t o  t h e  window and p resses  h i s  f a c e  aga ins t  t h e  pane. He witnesses a scene 

of drunken debauchery. Yasha, t h e  a r t i s t ,  i s  " s i t t i n g ,  bare-chested, on a 

bench, s inging i n  t h e  huskies t  voice  some dance song o f  the  s t r e e t s .  . . . 

C l u s t e r s  of  wet h a i r  hung above h i s  l i v i d  face.w53 The scene has degenerated 

i n t o  chaos; only Wild Master, t h e  man who pass ionate ly  loves song, i s  gone. 

The n a r r a t o r  t u r n s  away and moves o f f  i n t o  t h e  Russian n igh t .  He i s  walking 

through t h e  "misty waves o f  evening haze" on a v a s t  p l a i n ,  when suddenly from 

f a r  away a boy's  voice  c a l l s  out  i n  t e a r f u l  despera t ion:  "Antropka! 

Antropka-a-a! . . . 54 " For a moment t h e r e  i s  s i l e n c e  and then again ,  and 

again ,  t h e  name i s  c a l l e d  out .  Suddenly, from across  t h e  meadow t h e r e  i s  a 

sca rce ly  aud ib le  r ep ly :  "What-a-a-a-at?" 

The first voice  answers:- "Come here ,  you devil!"  What fo-o-o-r?" 

t h e  o t h e r  answers a f t e r  a pause. 

"Because f a t h e r  wants t o  be-ec-ee-eat you," c a l l s  t h e  f irst  voice.  

Antropka makes no rep ly ,  and t h e  boy begins c a l l i n g  h i s  brother  again. 

A s  t h e  n a r r a t o r  moves o f f  he can s t i l l  hear  t h e  voice:  

t h e  boy again s t a r t e d  c d l i n g  "Antropka." I could 
s t i l l  hear h i s  c r i e s ,  growing r a r e r  and f a i n t e r ,  
when it had become completely dark and I was passing 
t h e  bend i n  t h e  wood t h a t  surrounds my v i l l a g e ,  four  
v e r s t s  away from Kolotovka, 

"Antropka-a-a," I s t i l l  -seemed t o  hea i n  t h e  a i r  
which was f u l l  of t h e  shadows of  n igh t .  $5 

In  l e s s  thah twenty pages of prose  one i s  given a11 t h a t  i s  b e s t ,  and 

wors t , in  t h e  Russian character--high a r t  ending i n  debauchery, an image of man's 

b e s t  s e l f  r e f l e c t e d  i n  t h e  evening t w i l i g h t  of  t h e  Russian landscape, and a 

vo ice  c a l l i n g  o u t ,  " fa the r  wants t o  be-ee-ee-eat you." The con t rad ic t ions  



between innocence and v io lence ,  beauty and ug l ines s  e x i s t  i n  magnificent 

t ens ion ;  t h e  i d e a l  and t h e  r e a l  a r e  merged i n  a  s i n g l e  moment. Turgenev 

has moved us toward t h i s  moment with consummate a r t i s t r y .  The peasant ,  both 

degraded i n  a c t i o n  and exa l ted  through a r t ,  becomes a  " rea l"  human being.  

The exact  choice  of  d e s c r i p t i v e  word and t h e  l i n k i n g  of  n a t u r a l  landscape 

with human emotion sugges ts ,  but never s t a t e s ,  t h e  h is tor icA1 and c u l t u r a l  

imperat ives  which have shaped t h e  Russian cha rac t e r .  There i s  a  r e a l  sense  

of a  l o s t ,  golden p a s t  e x i s t i n g  s i d e  by s i d e  with t h e  degenerated p regen t .  

The s i n g l e  e a r l y  Hemingway s t o r y  which bears  comparison with "The 

Singers , "  a t  l e a s t  i n  terms of  atmospheric mood and uns t a t ed  l o s s ,  i s  "Big 

Two-Hearted ~ i v e r . "  One is dea l ing  with a  very  d i f f e r e n t  s e t  of 

c ircumstances i n  t h i s  s t o r y ,  but t h e  same searching  a f t e r  s e l f - d e f i n i t i o n  

i s  evident  here ,  t h e  same t ens ion  between a  man loca ted  i n  a  n a t u r a l  landscape 

which o f f e r s  h e a l t h ,  and t h e  degenerated, d i seased  r e a l i t y  o f  t h e  town, t h e  

war of people caught i n  t h e  t i d e  of  s o c i e t y  and h i s t o r y .  There i s  t h e  same 

f e l t  need i n  both s t o r i e s  t o  escape t h i s  c u r r e n t ,  however momentarily, i n  

o rde r  t o  r e t u r n  t o  it with a measure o f  self-awareness  and s a n i t y .  But most 

impor tan t ly  i n  both of  t hese  s t o r i e s ,  landscape and na tu re  become metaphors 

f o r  t h e  human body and f o r  human consciousness .  The n a r r a t o r  of '?The Singers7 '  

d i sappears  i n t o  t h e  n ight  and l eaves  us  wi th  a  voice  d r i f t i n g  over  t h e  

Russian p l a i n ;  Nick Adams, a t  t h e  Two-Hearted River ,  has escaped t h e  burned 

out town and t h e  madness of  people; a t  t h e  r i v e r  he knows himself through 

t h e  s imples t  of act ions--walking over  a  f l o o r  of p ine  needles ,  gazing up i n t o  

t h e  i n t e r l a c e d  branches of  t h e  t r e e s  overhead, s l eep ing ,  waking up, bu i ld ing  

a  camp, wading i n  t h e  r i v e r ,  and when a  b i g  t r o u t  g e t s  away he l o c a t e s  

himself i n  a  landscape he loves :  



He s a t  on t h e  logs ,  smoking, drying i n  t h e  sun, 
t h e  sun warm on h i s  back, t h e  r i v e r  shallow ahead 
en te r ing  t h e  woods, curving i n t o  t h e  woods, shal lows,  
l i g h t  g l i t t e r i n g ,  b ig  water-smooth rocks, cedars  
along t h e  bank and white  b i r ches ,  t h e  logs  warm'in 
t h e  sun, smooth t o  s i t  on, without bark, grey t o  t h e  
touch; slowly t h e  f e e l i n g  o f  disappointment l e f t  him. 5 6 

I t  "is" a l l  r i g h t  now; Nick Adams w i l l  go slowly with h i s  emotions i n  

t h i s  p lace .  Ahead o f  him i s  another  landscape, another  p a r t  o f  himself which 

he w i l l  be  ready t o  explore another  day--the swamp, where t h e  banks a r e  bare ,  

and sun l igh t  on ly  comes through t h e  b i g  cedars  i n  patches,  and f i s h i n g . i n  

t hk  f a s t ,  deep water ,  i n  t h e  h a l f - l i g h t ,  i s  a  t r a g i c  adventure.  Nick Adams 

w i l l  l o c a t e  t h a t  p a r t  o f  himself  which is i n  t h a t  p l ace  of  t h e  deep waters  

and t h e  h a l f - l i g h t ;  but t h a t  w i l l  be on another  day, when hea l th  i s  more 

f u l l y  r e s t o r e d  t o  him, on a  day which l i e s  j u s t  beyond t h e  formal conf ines  

of "Big Two-Hearted River." S t o r i e s  l i k e  "The Singers" and "Big Two-Hearted 

River" do move beyond t h e  boundaries of t h e i r  own beginnings and endings, 

c r e a t i n g  an atmosphere which i s  f e l t  but  never f i n a l l y  t o l d ,  moving i n t o  t h e  

blank space which e x i s t s  a f t e r  t h e  l a s t  sentence on t h e  f i n a l  page, f i l l i n g  

it with t h e  content  of  another  s t o r y  which i s  ye t  t o  be t o l d .  

Because they  a r e  a b l e  t o  c r e a t e  t h i s  expansion of  meaning wi th in  a  s h o r t  

form, it is t h e  s t o r i e s  of  Hemingway and Turgenev which belong t o  t h e  l e a s t  

ques t ionable  achievements of  both w r i t e r s .  The novel form p resen t s  d i f f e r e n t  

problems, bu t  a s  I s h a l l  argue i n  t h e  fol lowing chapter  t h e  in f luence  which 

extends from Turgenev t o  Hemingway i s  no l e s s  evident .  
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CHAPTER FOUR 

! 'Fathers and Sons1' and "The Sun Also Rises"' 

One genera t ion  passe th  away, and another  generation cometh; 
but t h e  e a r t h  ab ide th  fo reve r  . . . 

(Epigraph t o  The Sun Also Rises) 

Had Hemingway gone beyond Turgenev he might have solved t h e  
problem t h a t  haunted h i s  l i f e  and a r t ,  t h e  problem of f a t h e r s  
and sons,  husbands and wives, genera t ion  and family. 

(William Wasserstrom i n  Ernest  Hemingway: 
New C r i t i c a l  Essays) 

To observe t h a t  both Fa thers  and Sons and The Sun Also Rises a r e  novels  about 

genera t iona l  c o n f l i c t  i s  perhaps l i t t l e  more than  a  commonplace. Each 

genera t ion ,  i n  i t s  youth, i s  l o s t  i n  i t s  own ways, and t h a t  very  l o s t n e s s  

becomes an important p a r t  o f  t h e  c u l t u r a l  s e l f - d e f i n i t i o n  o f  a  t ime. Both 

Hemingway and Turgenev were q u i t e  c l e a r l y  aware t h a t  i f  a  genera t ion  i s  t o  

f e e l  i t s e l f  l o s t  t h i s  experience can only  be o b j e c t i f i e d  and w r i t t e n  about i n  

terms o f  a  r e j e c t i o n  o f  an o l d e r  genera t ion ,  a  generat ion of  i nd iv idua l s  and 

a  genera t ion  of  c u l t u r a l  f a t h e r s ,  which may well  be embodied i n  s o c i a l  

i n s t i t u t i o n s .  

If a  w r i t e r  must perform a  misp r i s ion  on h i s  l i t e r a r y  fo rebea r s  before  

he can r e a l i z e  himself a s  an a r t i s t ,  be fo re  h i s  own v i s ion  can become 

meaningful, perhaps unique, then  so must each man misread h i s  f a t h e r s  whether 



t hey  be ind iv idua l  o r  c u l t u r a l ,  before  he can begin t o  r e a l i z e  t h e  d e f i n i t i o n  

of himself .  We know ourse lves  through oppos i t ion  and r e c o n c i l i a t i o n ;  and i t  

i s  t h e s e  two words, opposi t ion and r e c o n c i l i a t i o n ,  which form t h e  mat r ix  out  

of  which both Fa thers  and Sons and The Sun Also Rises were w r i t t e n .  Here one 

sees  most c l e a r l y  t h e  first and l a r g e s t  mispr i s ion  Hemingway performed on 

Turgenev's presented v i s ion .  For Turgenev t h e  p o s s i b i l i t y  o f - b o t h  s o c i a l  and 

personal  r e c o n c i l i a t i o n  between t h e  genera t ions  i s  always i m p l i c i t ,  and o f t e n  

e x p l i c i t .  Yevgeny Bazarov becomes t h e  q u i n t e s s e n t i a l  a l i e n a t e d  man of 

n ine teenth-century  Russian l i t e r a t u r e .  Given h i s  temperament, i n t e l l e c t  and 

personal  egotism, t h e  only  road he can t a k e  wi th in  h i s  s o c i e t y  l eads  t o  

empiricism, mater ial ism,  and u l t i m a t e l y  a  form of  n ih i l i sm which i s  both 

s o c i a l l y  engaged and pe r sona l ly  s e l f - r e f l e x i v e .  I t  is a  bleak pa th  which 

Bazarov t r e a d s ,  which l o g i c a l l y  must l ead  t o  s e l f  des t ruc t ion  before  any s o c i a l  

cataclysm w i l l  t a k e  p l ace .  Had- Turgenev stopped with Bazarov, t h e  v i s i o n  i n  

Fa thers  and Sons would have been every b i t  a s  bleak a s  t h a t  found i n  

Hemingwayfs first novel .  But Bazarov's s t o r y  i s  only one-half o f  t h e  n a r r a t i v e  

of Fa thers  and Sons. ~ r k a d y  Kirsanov, Bazarov's d i s c i p l e  f o r  a  t ime,  f i n a l l y  

comes t o  r e a l i z e  t h a t  he is  not  c u t  out  f o r  t h e  lone l ines s  and s to i c i sm which 

t h e  n i h i l i s t  v i s i o n  demands. Arkady's sweethear t ,  Katya Sergyevna Odintsov, 

i s  r i g h t  when she  t e l l s  him t h a t  t hey  a r e  tame animals whi le  Bazarov is  a  

wild one. One must accept  what one i s ,  she  says;  even Bazarov "doesn ' t  wish 

f o r  it [ h i s  nihi l ism] , but  he has it."' The two young love r s ,  Arkady and 

Katya, w i l l  marry and through t h e i r  union br ing  a  r e c o n c i l i a t i o n  between t h e  

genera t ions .  In  f a c t  t h e r e  i s  a  double wedding. Nikolai  Kirsanov, Arkady's 

f a t h e r ,  marr ies  a young se rvan t  g i r l  wi th  whom he has  been l i v i n g .  Together,  

f a t h e r  and son, daughter  and mother-in-law, draw toge the r  a t  t h e  c l o s e  o f  

Turgenev's novel.  The movement of  t h e  l a t t e r  chapters  o f  Fa thers  and Sons i s  



reminiscent  of  a  Shakespearean romance. Al iena t ion  and misunderstanding g ive  

way t o  r e c o n c i l i a t i o n  and r e b i r t h .  The e s s e n t i a l  con t inu i ty  of fami ly  and 

genera t ions  i s  re-aff i rmed.  But over  a l l  o f  t h i s  broods t h e  f i g u r e  of  

Bazarov, t h e  man who would break t h e  bonds o f  s o c i a l  convention, o r  be broken 

h imsel f .  There is  no l a s t i n g  r e c o n c i l i a t i o n  poss ib l e  f o r  him beyond t h e  

deathbed k i s s  of  t h e  woman he unwi l l i ng ly  loves ,  Anna Sergyevna. 

In  t h e  novel Hemingway begins w r i t i n g  seven years  a f t e r  World War I ,  t h e  

romance theme explored by Turgenev i s  e n t i r e l y  absent .  Consummation and 

r e c o n c i l i a t i o n  a r e  no longer  n o v e l i s t i c  p o s s i b i l i t i e s  i n  t h e  imaginat ive world 

of  The Sun Also Rises .  What might have been romance becomes an anguished 

r e l a t i o n s h i p  between an impotent J ake  Barnes and a  nymphomaniac B r e t t  Ashley. 

Romance meets t h e  hard r e a l i t y  of human pass ion  and i s  destroyed by i t .  One 

i s  l e f t  with phys ica l  s ensa t ions  without  t h e  d e f i n i t i o n  and r e s t r a i n t  imposed 

on those  sensa t ions  by s o c i a l  convention. In  t h i s ,  t h e  c h a r a c t e r s  o f  The Sun 

Also Rises  a r e  much c l o s e r  t o  t h e  n i h i l i s m  o f  Bazarov than  t o  t h e  happi ly  

r e a l i z e d  dreams of f a t h e r  and son, Nikola i  and Arkady Kirsanov. I t  i s  p o s s i b l e  

t o  s e e  i n  a l l  of t h i s  a  form o f  completion o r  t e s s e r a ,  a  major p a t t e r n  of  

l i t e r a r y  inf luence  examined i n  an e a r l i e r  chapter .  

One may conjec ture  t h a t  what Hemingway saw i n  Fa thers  and Sons was a  

novel which had not gone f a r  enough wi th  i t s  implied argument. Bazarov remains 

a s  t h e  most s i g n i f i c a n t  i nd iv idua l  f o r c e  i n  t h e  novel ,  and h i s  l i f e  s t ands  

a s  a r e j e c t i o n  o f  t h e  i l l u s i o n s  o f  romance and genera t iona l  r e c o n c i l i a t i o n .  

A s  a  n i h i l i s t  he wants t o  des t roy ,  " to  smash o t h e r  peoplew; and t h i s  urge  

o r i g i n a t e s  both i n  a personal  anguish a t  t h e  l i m i t a t i o n s  o f  s e l f  and a  b e l i e f  

i n  t h e  p o s s i b l e  t ransformation of s o c i e t y . *  But Turgenev balances t h i s  v i s i o n ,  

which i s  e s s e n t i a l l y  apoca lypt ic ,  wi th  a  v i s i o n  of harmony and c o n t i n u i t y  

represented  by marriage and t h e  coming t o g e t h e r  of f a t h e r s  and sons.  For 
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Hemingway t h e  balance between apocalypse and r e so lu t ion  was no longer  a 

l i t e r a r y  p o s s i b i l i t y .  Bazarov's unf in ished  s t o r y  was l e f t  t o  be completed 

i n  J ake  Barnes. But t h e  break between f a t h e r s  and sons w a s  too  complete t o  

al low f o r  any r e c o n c i l i a t i o n .  

Jake  Barnes s tands  on t h e  o t h e r  s i d e  o f  a revolu t ion  and a World War 

which t h e  Bazarovs o f  t h e  world helped t o  c r e a t e .  For him t h e r e  i s  even l e s s  

reason t o  be l i eve  i n  t h e  values of  romance and s o c i a l  reconci l ia t ion.  To t h e  

psychic wounds o f  Bazarov a r e  added t h e  phys ica l  i n c a p a b i l i t i e s  of J ake  

Barnes. The world i n  which Jake  Barnes moves has no c o n t r o l l i n g  s o c i a l  

b e l i e f s - - i t  i s  a world defined by personal  conduct, o r  lack  o f  conduct. The 

engaged n i h i l i s t , o f  Turgenev's f i c t i o n  g ives  way t o  t h e  wounded a r t i s t  o f  

personal  su rv iva l  i n  Hemingway. There w i l l  be no sub- tex t  of  consummated 

romance i n  The Sun Also Rises ,  only t h e  awareness o f  i t s  imposs ib i l i t y .  And 

t h a t  awareness leads  t o  a n i h i l i s m  o f  i t s  own. 

The choices  wi th in  t h i s  form a r e  va r ious :  sexual excess ,  drunken 

fo rge t fu lnes s , e scape  i n t o  a world o f  phys i ca l  sensa t ions  which excludes t h e  

human element because t h e  human element is  b a s i c a l l y  degenerate;  but t h e r e  

i s  one o t h e r  choice of  ac t ion  and it i s  embodied i n  t h e  cha rac t e r  o f  J ake  

Barnes. This  cha rac t e r  makes an e x i s t e n t i a l  choice t o  go on l i v i n g  i n  an 

incomprehensible environment, t o  c r e a t e  personal  values which have meaning 

simply because they  have been wi l l ed  i n t o  being. This  o f  course begins t o  

touch on t h e  Hemingway code--a va lue  system based on t h e  w i l l  t o  g ive  form t o  

ind iv idua l  ex i s t ence .  A l a r g e  p a r t  o f  t h i s  code e x i s t s  i n  oppos i t ion  t o ,  and 

i s  def ined  by, t h e  mistakes of  c u l t u r a l  f a t h e r s ,  t h e  i l l u s i o n s  of c u l t u r a l  

a u t h o r i t y .  



In  a novel l i k e  The Sun Also Rises  where t h e r e  i s  v i r t u a l l y  no 

r ep re sen ta t ion  o f  an o l d e r  genera t ion ,  i t  may seem odd a t  f i r s t  t o  say t h a t  

t h e  pre-war genera t ion  i s  a major presence i n  t he  novel.  But t h e  very  absence 

of any mention of  t h e  war,or what events  l e d  up t o  it i n  t h e  l i v e s  o f  t h e  

~ h a r a c t e r s ~ s t a n d s  a t  t h e  very  c e n t e r  of  The Sun Also Rises  a s  an unanswered 

ques t ion .  The expa t r i a t ed  man, without home, without family,  becomes t h e  only 

kind o f  man who e x i s t s  i n  t h i s  world. Turgenev had d e a l t  wi th  t h e  problem of  

genera t ions  i n  a very  concre te  f a sh ion  i n  Fathers  and Sons. Younger sons 

were i n  open c o n f l i c t  with t h e  f a t h e r s  o f  t h e  1840s and 1850s--that genera t ion  

o f  romantic dreamers who s t i l l  quoted Pushkin and 

reform but were a b j e c t  f a i l u r e s  i n  t h e  management 

who were out  o f  touch with t h e  s o c i a l  c u r r e n t s  of  

opinions o f  t h e i r  sons, t h e  new men o f  t h e  1 8 6 0 ~ ~  

Hegel, who debated peasant  

of  t h e i r  own e s t a t e s ,  men 

t h e i r  t imes,  a t  l e a s t  i n  t h e  

t h e  a c t i v i s t s  and n i h i l i s t s .  

The argument i s  put  f o r t h  very  -openly i n  t h e  pages of Fa thers  and Sons: 

Pave1 Kirsanov, t h e  Byronic dandy, disappointed i n  love,  now r e t i r e d  i n  

a r i s t o c r a t i c  splendour; Nikola i ,  h i s  b ro the r ,  a hopeless manager of  h i s  e s t a t e  

of 50,000 ac re s ;  Arkady, t h e  son, caught up i n  t h e  r h e t o r i c  of t h e  t imes,  but  

r e a l l y  very  l i C t , l e  d i f f e r e n t  from h i s  f a t h e r  o r  uncle;  and Bazarov, t h e  

n i h i l i s t ,  wholly committed t o  change, v i o l e n t  i f  necessary,  b e l i e v e r  i n  nothing 

beyond empir ica l  evidence. A s i m i l a r  deba te  i s  c a r r i e d  on i n  The Sun Also 

Rises  but  it i s  much l e s s  obvious. The o l d e r  generat ion,  t h e  pre-war 

men ta l i t y ,  i s  no more than an unexpressed presence i n  t h e  novel .  But t h a t  

presence expla ins  why t h e  cu r r en t  genera t ion  i s  l o s t ,  what b e l i e f s  i t  has 

seen s h a t t e r e d ,  what hopes it has given up, what it is escaping from both 

h i s t o r i c a l l y  and personal ly .  The argument between t h e  c u l t u r a l  f a t h e r s  who 

c rea t ed  t h e  condi t ions  which l ed  t o  World War I ,  and t h e  sons who i n h e r i t e d  

t h e  world which r e s u l t e d  from t h i s  ca t a s t rophe ,  i s  both cons tan t  and 



unexpressed i n  The Sun Also Rises .  And when something i s  unexpressed and 

unadmitted, t h e r e  can be no r e c o n c i l i a t i o n ,  on ly  avoidance. There i s  an 

e s s e n t i a l  d i s c o n t i n u i t y  between gene ra t ions  i n  The Sun Also Rises ,  and t h a t  

d i s c o n t i n u i t y  is so  complete t h a t  t h e  ques t ion  of  f a t h e r s  and sons i s  never 

voiced.  In  t h i s , o n e  sees  a  completion of  an argument which Hemingway f i r s t  

read very  c a r e f u l l y  i n  Turgenev's Fa thers  and Sons. Hemingway t akes  up t h e  

same argument but without f a i t h  i n  i t s  r e s o l u t i o n ,  and f o r  t h a t  reason t h e  

o l d e r  genera t ion  i s  d i sp laced  from t h e  novel but remains a  disembodied. 

presence.  

In  a  p re face  t o  The Sun Also Rises  which was never publ ished,  Hemingway 

once wrote t h a t  "whatever i s  going t o  happen t o  t h e  genera t ion  of which I  

am a p a r t  has a l r eady  happened.u5 F rede r i c  Svoboda, i n  h i s  book, Hemingway 

and The Sun Also Rises ,  paraphrases  a  f u r t h e r  po r t ion  of  t h i s  unpublished 

p re face :  

In s p i t e  of a l l  t h a t  w i l l  happen t o  t h i s  genera t ion ,  
i n  s p i t e  o f  a l l  t h e  movements it w i l l  seek s a l v a t i o n  i n ,  
and i n  s p i t e  o f  "another and b e t t e r "  war, nothing w i l l  
r e a l l y  mat te r  t o  t h i s  genera t ion ;  i t  has a l r eady  been 
permanently shaped by i ts  experience i n  t h e  World War, 
an event a l r eady  p a s t .  4 

One no te s  he re  again t h e  f e e l i n g  o f  d i sconnect ion  which sepa ra t e s  Hemingway's 

genera t ion  from i t s  f a t h e r s .  Svoboda w r i t e s  t h a t  Hemingway saw t h i s  

genera t ion  "as unique, un l ike  any genera t ion  whose f u t u r e  has been sub jec t  t o  

pas t  ' l i t e r a r y  specu la t ion .  "15 In  t h i s  Hemingway i s  not  saying anything 

d i f f e r e n t  from what previous gene ra t ions  i n  t h e  n ine teenth-century  had f e l t  

c o l l e c t i v e l y  about themselves.  Bazarov, t h e  n i h i l i s t s ,  and t h e  "new men" o f  

t h e  1860s were a l s o  t o  e f f e c t  a  c l ean  break with t h e  romantic i l l u s i o n s  o f  

t h e i r  f a t h e r s ,  t o  c r e a t e  a  new, clear-eyed v i s i o n  of  t h e  p o s s i b l e  f u t u r e .  



I t  i s  p o s s i b l e  t o  argue t h a t  World War I s tands a s  a  watershed period i n  

t h e  h i s t o r y  o f  human consciousness ,  t h a t  a t  i t s  conclusion men could never 

aga in  th ink  o f  themselves,  o r  t h e i r  s o c i e t i e s ,  i n  t h e  sameLways aga in .  

Twentieth-century man had c rea t ed  a  world, l a r g e l y  through t echn ica l  

invent ion ,  i n  which it was p o s s i b l e  t o  u t t e r l y  des t roy  himself .  The r e a l i t y  

of 1914-1918 made it impossible f o r  s e n s i t i v e  men of  a l l  coun,tries t o  b e l i e v e  

i n  any simple concepts o f  c u l t u r a l ,  o r  even personal progress .  The world had 

descended i n t o  an inexp l i cab le  nightmare which men themselves had c rea t ed .  

To say  a l l  t h i s  i s  t o  no te  t h a t  e a r l y  twentieth-century man had undergone a  

"sea change" which no o t h e r  c u l t u r a l  per iod  had been forced t o  confront  i n  

i t s e l f .  Hemingway chronic led  t h i s  r evo lu t ion  of  s e l f  i n  our  t ime,  from t h e  

e a r l i e s t  storis t o  h i s  masterpiece a t  t h e  end of  t h e  1920s, A Farewell t o  

A r m s .  - 
But t h e r e  were o t h e r ,  a n d - e a r l i e r  c h r o n i c l e r s  of t h i s  impending change. 

In  Fa thers  and Sons, and p a r t i c u l a r l y  i n  t h e  cha rac t e r  of  Bazarov, Turgenev 

c h a r t s  t h e  fo rces  i n  s o c i e t y  and t h e  ind iv idua l  which w i l l  coa lesce  through 

t h e  next  f o r t y  yea r s  and lead  even tua l ly  t o  r evo lu t ion  and world war--the 

disconnect ion of genera t ions ,  t h e  d i s g u s t  with moribund s o c i a l  i n s t i t u t i o n s ,  

t h e  b e l i e f  i n  t h e  n e c e s s i t y  f o r  v i o l e n t  change, t h e  a l i e n a t i o n  o f  s e l f  from 

s o c i a l  d e f i n i t i o n - - t h e s e  were t h e  c u r r e n t s  which Turgenev and many o t h e r  

w r i t e r s  were responding t o  i n  t h e  l a s t  q u a r t e r  of t h e  n ine teenth-century .  

The r evo lu t ion  i n  human consciousness  represented  by World War I and i t s  

af te rmath  was not  something which occurred ou t  of an e x i s t e n t i a l  vo id .  I t  

was prepared f o r  by t h e  c u l t u r a l  and p o l i t i c a l  changes which n ine t een th -  

century  Europe was undergoing. When one begins  t o  t a l k  about in f luence ,  both 

c u l t u r a l  and between ind iv idua l  w r i t e r s ,  one i s  forced t o  s e e  t h a t  any s i n g l e  

event such a s  a  novel is only  a  p a r t  of a  l a r g e r  and cont inuing s t o r y  of 



c u l t u r a l  and personal  s e l f - d e f i n i t i o n .  Hemingway, a s  a person and a s  a 

w r i t e r ,  could not have ex i s t ed  a s  he does i n  a novel l i k e  The Sun Also Rises  

without forebears  such a s  Turgenev and h i s  novel ,  Fathers  and Sons. The 

mood o f  e a r l y  twentieth-century man which Hemingway c h a r t s  i n  a l l  i t s  

i s o l a t i o n  and a l i e n a t i o n ,  is a l r eady  contained i n  embryo i n  t h e  n ine teenth-  

cen tu ry  n i h i l i s m  t o  which Turgenev was t h e  f i r s t  t o  g ive  l i t e r a r y  form. 

Hemingway read Turgenev because he saw i n  him a wr i t e r  s e r i o u s l y  engaged with 

t h e  problem o f  s e l f - a l i e n a t i o n ,  an a l i e n a t i o n  t h a t  was always bound up with 

s o c i a l  upheaval and genera t iona l  c o n f l i c t .  But, a t  l e a s t  i n  thematic  terms, 

Hemingway went f u r t h e r  than Turgenev ever  could have. I t  was h i s  h i s t o r i c a l  

r o l e  t o  c h r o n i c l e  t h e  i m p o s s i b i l i t y  of  s o c i a l  r econc i l i a t i on  j u s t  a s  i t  was 

Turgenevls  t o  explore t h e  c o n f l i c t  between s o c i a l  a l i e n a t i o n  and 

r e c o n c i l i a t i o n .  In  novels  such a s  The Sun Also Rises and A Farewell  t o  A r m s  

Hemingway cont inues t h e  s t o r y  he f i r s t  read i n  Turgenev, but he i s  a latecomer 

and t h e  l i t e r a r y  p o s s i b i l i t y  of personal  r e c o n c i l i a t i o n  was no longer  open t o  

him. I t  was an o ld  form no longer  adequate  t o  def ine  t h e  v i s i o n  Hemingway 

was compelled t o  explore.  But Bazarov, t h e  nineteenth-century Byron-cum- 

n i h i l i s t ,  was another  s t o r y  which f o r  Hemingway was t h e  s t o r y  t o  t e l l .  I n  t h e  - 
post-romantic world which Hemingway l i v e d  t h e  s e n s i b i l i t i e s  o f  t h e  p o l i t i c a l l y  

engaged n ine teenth-century  man were t o  be transformed i n  t h e  inward-looking 

c h a r a c t e r ' o f  Jake  Barnes. Every b i t  a s  a l i e n a t e d  a s  h i s  fo rebea r s ,  perhaps 

more so,  Barnes l apses  i n t o  p o l i t i c a l  s i l e n c e ;  t h e  " f ine  phrases" o f  t h e  

previous  genera t ion  t u r n  t o  ashes  i n  h i s  mouth, but h i s  very presence a s  a 

c h a r a c t e r  s tands  a s  an i m p l i c i t  c r i t i c i s m  of  t h e  s o c i e t y  out  of  which he 

comes. He w i l l  su rv ive ,  and wai t ,  because h e  knows t h e  darkness of n i g h t  

must i n e v i t a b l y  be followed by a new r i s i n g  o f  t h e  sun. 

Having s a i d  t h i s  much about themat ic  p a r a l l e l s  between t h e  two novels  it 



may s t i l l  be p o s s i b l e  t o  argue t h a t  t h e  d i f fe rences  between Fa thers  and Sons 

and The Sun Also Rises  outweigh t h e  s i m i l a r i t i e s .  Fathers  and Sons i s  

w r i t t e n  i n  t h e  t h i r d  person, The Sun Also Rises i n  t h e  f i r s t .  The n a r r a t o r  

i n  Fa thers  and Sons v a c i l l a t e s  between t h e  omniscient au thor  who addresses  

t h e  reader  d i r e c t l y ,  and an unnamed, f a c e l e s s  charac te r  who observes and 

t r a n s l a t e s  events  through a p a r t i a l  v i s i o n .  In  The Sun Also .Rises t h e  e n t i r e  

n a r r a t i v e  is  f i l t e r e d  through t h e  c o n s i s t e n t  consciousness of  Jake  Barnes. 

By t h e  t ime he got t o  t h e  f i n a l  d r a f t  o f  t h e  novel,  Hemingway had c u t  out  

almost a l l  a spec t s  o f  h i s  n a r r a t o r  which e a r l i e r  had him r e l a t e  s e l f -  

consciously t o  t h e  r eade r .  Turgenev ends h i s  novel on a h ighly  romantic no te  

while  Hemingway ends i n  ambiguity, t h e  f u t u r e  unexplained and open t o  ques t ion .  

Turgenev desc r ibes  h i s  c h a r a c t e r s  phys i ca l ly ;  Hemingway t e l l s  u s  only  what 

t hey  do and how they  a c t .  A s  mentioned e a r l i e r  i n  t h i s  paper ,  Fa thers  and 

Sons con ta ins  a sub-plot  which -is comic and romantic i n  t h e  c l a s s i c a l  sense.  - 
Young love r s  a r e  brought toge ther ;  family l i f e  is re-aff i rmed.  There i s  no 

hea l ing  o f  t h e  genera t ions  i n  The Sun Also Rises .  

On what b a s i s  then can t h e  two novels  s tand  f u r t h e r  comparison? The 

h i s t o r i c a l  connection between Jake  Barnes and Yevgeny Bazarov, a s  romantic 

heroes o f  t h e i r  t imes ,  has  a l r eady  been explored,  a s  has  t h e  d isconnect ion  

between genera t ions  i n  both novels .  Noel F i t ch ,  i n  he r  b r i e f  comparison of  

Hemingway and Turgenev notes  t h a t  "Hemingway i n h e r i t e d  h i s  c l a s s i c a l  s t y l e  of 

c l e a r ,  l e an  prose  d e t a i l  a s  much from ~ u r ~ e n e v  a s  from any o t h e r  wr i t e r . "  
6 

One can agree  with t h i s  and s t i l l  admit t h a t  Turgenevls was, by choice,  a 

more supple,  l y r i c a l  prose;  t h a t  Hemingway's was more compressed and r e s t r i c t e d .  

One has a sense  o f  symbolic outf lowing i n  Turgenevls  p rose  whi le  Hemingway's 

c h a r a c t e r i s t i c  s t y l e  i s  inward seeking and p re s su r i zed .  S ign i f i cance  comes 

d i r e c t l y  out  of  t h i s  forced p re s su re  on language i t s e l f .  Hemingway, more 



obviouslythan Turgenev, i s  a t tempt ing  t o  con t ro l  h i s  language, t o  d e f i n e  

meaning through con t ro l .  Th i s  may be a c o r r e l a t i v e  of Hemingway's i nne r  

b a t t l e  t o  cope with a f e l t  n i h i l i s m  which Turgenev d e a l t  wi th  on a s o c i a l ,  

n o t  personal  l e v e l .  In  both cases  though, it seems q u i t e  c l e a r  t h a t  s t y l e  i s  

a ma t t e r  no t  so  much o f  t h e  conscious w i l l ,  but of  a compulsion t o  shape an 

inne r  voice .  Language denotes t h e  very  b rea th  of t h e  l i v i n g - a r t i s t  h imsel f .  

There a r e  o t h e r  obvious s i m i l a r i t i e s ,  and Fi tch  has noted seve ra l  o f  

them. Hemingway, she  says ,  would have "admired Turgenev's p r e c i s e  

observa t ion  and h i s  e f f o r t  t o  c a l l  a t t e n t i o n  not t o  h i s  language but  t o  h i s  

m a t e r i a l  . w 7  P h i l i p  Young notes  t h a t  "When Jake  Barnes read A Sportsman's 

Sketches i n  Spain he probably watched with some ca re  how t h e  Russian d e a l t  

with hunt ing and f i s h i n g  scenes,  and was s t ruck  with t h e  acu te  awareness one 

has of t h e  out-of-doors i n  t h e  book--the sense  of what Hemingway has c a l l e d  

' t h e  p l aces ,  and how t h e  weather was,'  which he i n s i s t e d  a l l  good f i c t i o n  

must conta in .  And i t  i s  doubtful  t h a t  he missed t h e  s i m p l i c i t y ,  t h e  b r e v i t y  

and i n t e n s i t y  which Turgenev's p rose  has  even i n  t r ans l a t ion . "8  S imi l a r  

comments could be made about t h e  in f luence  o f  Fathers and Sons. 

Car los  Baker, wr i t i ng  i n  h i s  book, Ernest  Hemingway: The Wri te r  A s  

A r t i s t ,  s t a t e s  t h a t  Hemingway's imagina t ive  p a r t i c i p a t i o n  i n  Turgenev's r u r a l  

scenes was a q u a l i t y  by which he judged h i s  own success a s  a w r i t e r .  A s  

proof  Baker quotes an a e s t h e t i c  p r i n c i p l e  of Hemingway's from Green H i l l s  o f  

Afr ica :  "where we go, i f  we a r e  any good, t h e r e  you can go a s  we have been."' 

But what a e s t h e t i c  choices  common t o  both Hemingway and Turgenev make 

p o s s i b l e  t h e  c r ea t ion  of  t h e  sensuous phys ica l  worlds t hey  both c r e a t e  i n  

t h e i r  f i c t i o n ?  For both,  c h a r a c t e r  i s  ve ry  r a r e l y  a func t ion  of 

i n t rospec t ion .  People a r e  made t o  l i v e  through t h e i r  r e l a t i o n  t o  r e a l  o b j e c t s  

and events .  F i t ch  no te s  t h a t  "Turgenev's economy is  evident  i n  h i s  c r e a t i o n  



of  cha rac t e r ,  i n  which he bares  t h e  psyche of  a  charac te r  through a c t i o n  and 

landscape. . . . "lo Hemingwayts t y p i c a l  hero,  from Nick Adams through t o  

J ake  Barnes and Freder ic  Henry, l o c a t e s  and de f ines  himself i n  r e l a t i o n  t o  

t h e  sensuous world. Bazarov, t h e  n i h i l i s t ,  admits meaning only  through 

empir ical  observat ion of  t h e  phys ica l  world. A l l  e l s e ,  he says ,  i s  i l l u s i o n .  

Carlos  Baker was t h e  f i r s t  t o  observe t h e  importance o f  t h e  "mountain 

and t h e  p la in"  symbolism i n  much of Hemingwayts work, inc luding  The Sun Also 

Rises .  l1 The mountain through which t h e  I r a t i  River flows, where Jake  Barnes 

and B i l l  Gorton spend an i d y l l i c  week f i s h i n g  away from t h e  debauchery and 

degradat ion o f  t h e  people i n  t h e  p l a i n  below, becomes a  c e n t r a l  metaphor f o r  

human consciousness i n  t h e  novel .  Nature and landscape i n  The Sun Also Rises  

a r e  ex tens ions  o f ,  and "objec t ive  c o r r e l a t i v e s "  f o r ,  t h e  moral s t a t e  of man 

and h i s  consciousness.  Jake  Barnes desc r ibes  t h e  woods near  t h e  I r a t i  River 

i n  a  way which could j u s t  a s  e a s i l y  d e f i n e  t h e  c l ea r ing  o f  a mind a s  it moves 

away from t h e  confusions o f  a  s o c i e t y  gone mad: 

Beyond t h e  f i e l d s  we crossed  another  f a s t e r - f lowing  
stream. A sandy road l e d  down t o  t h e  ford and beyond 
i n t o  t h e  woods. The pa th  c rossed  t h e  stream on another  
foot - log  below t h e  fo rd ,  and jo ined  t h e  road, and we went 
i n t o  t h e  woods. 

I t  was a  beech wood and t h e  t r e e s  were v e r y  o l d .  
The i r  r o o t s  bulked above t h e  ground and t h e  branches were 
tw i s t ed .  We walked on t h e  road between t h e  t h i c k  t runks  

'df t h e  o l d  beeches and t h e  s u n l i g h t  came through t h e  
leaves  i n  l i g h t  patches on t h e  g r a s s .  The t r e e s  were 
b ig ,  and t h e  f o l i a g e  was t h i c k  but  it was not  gloomy. 
There was no undergrowth, on ly  t h e  smooth g r a s s ,  very  
green and f r e s h ,  and t h e  b i g  gray  t r e e s  well spaced a s  
though i t  were a  park.  

"This is  country," B i l l  s a i d .  

For Hemingway a s  wel l  a s  Turgenev, t h a t  which is n a t u r a l  and untouched 

is  a l s o  good. And f o r  both, t h e r e  is t h e  r e a l i z a t i o n  t h a t  t h i s  d e l i c a t e  

n a t u r a l  s t a t e ,  whether embodied i n  t h e  va lues  of t h e  Russian peasant ry  i n  



nine teenth-century  Russia,  o r  i n  t h e  mountainous wilds o f  northern Spain,  

is  under s i e g e  from t h e  confused and unnatura l  s t a t e  of man i n  s o c i e t y .  

Turgenev was an a r t i s t  who consc ious ly  avoided over-&escript ion,  whether 

of cha rac t e r  o r  landscape. He counted on understatement t o  produce i t s  own 

powerful e f f ec t s .  Hemingway's approach was s imi l a r .  Both were a r t i s t s  of 

exclusion and c a r e f u l l y  s e l ec t ed  d e t a i l .  Because of t h i s  t h e  emotional 

c u r r e n t s  which run through both The Sun Also Rises and Fathers  and Sons very  

of ten  remain unexpressed i n  a sys temat ic  o r  concrete  way. The r eade r  i s  l e f t  

t o  i n f e r  from s i g n i f i c a n t  d e t a i l  what t h e  meaning of events  is. Robert Cohn 

i n  The Sun Also Rises  remains l o s t  i n  t h e  romantic i l l u s i o n s  of  a n ine teenth-  

century  world; he i s  out  of  touch with t h e  meaning of events  i n  t h e  novel.  

A s  Mike Campbell says  more than  once: "Do you think you belong he re  among 

us .  . . . Why don ' t  you s e e  you ' r e  not  wanted, Cohn? Go away. Go away, f o r  

God's sake."13 But Cohn w i l l  no t  go away, and Hemingway never e x p l i c i t l y  

t e l l s  u s  why he i s  "not one o f  us." But t h e  implicat ion i s  c l e a r .  Robert 

Cohn i s  not a p a r t  o f  t h e  genera t ion  which was shaped and misfigured by t h e  

war; he opted f o r  t h e  l i t e r a r y  l i f e  i n  America ins tead .  H i s  i l l u s i o n s  and 

b e l i e f s  a r e  frozen i n  pre-war a t t i t u d e s  which t h e  o the r  cha rac t e r s  i n  t h e  

novel have r e j e c t e d .  Robert Cohn does n o t  understand t h i s ,  and t h e  r e a d e r  i s  
4 

never  t o l d  a s  much. But Cohn, i n  h i s  w i l f u l  bl indness ,  and emotional 

immaturity is c l e a r l y  equated with t h e  o l d  o r d e r  of t h ings ,  completely unaware 

of t h e  inne r  emptiness which a l l  t h e  0-ther cha rac t e r s  must f a c e  i n  t h e i r  own 

1 i v e s  . 14 

The emotional t ens ions  i n  both novels  a r e  of ten  of  t h i s  type .  Casual 

phrases  and d e s c r i p t i o n s  c a r r y  s i g n i f i c a n t  psychological  and s o c i a l  meaning. 

Pave1 Kirsanovls  s h i r t  c o l l a r s  i n  Fa the r s  and Sons de f ine  a s o c i a l  c l a s s  and 

an a t t i t u d e ,  and expla in  why he and Bazarov should desp i se  one ano the r  on 



s i g h t .  Jake  Barnes swimming out t o  t h e  r a f t  i n  t h e  ocean o f f  San Sebas t ian  

i s  metaphoric of  a slow hea l ing  process ,  o f  a coming back t o  s e l f  a f t e r  t h e  

d i s a s t r o u s  week i n  Pamplona. Both n o v e l i s t s  demand t h a t  r h e  r eade r  be 

s e n s i t i v e  t o  t h e  s u b t l e t i e s  of  i n d i r e c t  s t y l e ,  t h a t  he be a b l e  t o  f i l l  t h e  

inde termina te  gaps i n  t h e  novels  f o r  h imsel f .  I t  i s  i r o n i c  t h a t  two such 

n o v e l i s t s ,  who placed such importance on c l e a r ,  p r e c i s e  language should i n  

t h e  end come t o  depend f o r  t h e i r  powerful e f f e c t s  on i n d i r e c t i o n  and t h a t  

which i s  l e f t  unsaid.  Hemingway def ined  t h i s  approach i n  a P a r i s  Review 

in te rv iew with h i s  famous iceberg  metaphor: A w r i t e r  can l eave  out  any 

ma te r i a l  which he t r u l y  knows because it w i l l  be embodied i n  t h e  compressed 

language which t h e  a r t i s t  chooses t o  pub l i sh ;  t h i s  compression and exclusion 

w i l l  on ly  add t o  t h e  eff-ect a w r i t e r  i s  s t r i v i n g  f o r .  Concrete language 

becomes a l l u s i v e  o f  s u b t l e  emotional shades which a r e  more r e a l  and powerful 

t h e  l e s s  t hey  a r e  explained.'' Both Turgenev and Hemingway work on t h e  

p r i n c i p l e  o f  meaningful s i l e n c e  which e x i s t s  between t h e  words of t h e i r  p rose .  

Turgenev s t a t e d  h i s  own vers ion  o f  t h i s  p r i n c i p l e  i n  terms both romantic and 

p o e t i c :  The w r i t e r ,  he  s a i d ,  llmust know and f e e l  t h e  r o o t s  o f  phenomena, but 

he must r ep re sen t  on ly  t h e  phenomena themselves--in t h e i r  blossoming o r  

fac ing .  J 6  

There i s  one f i n a l  t h read  of  i n f luence  running through Fa thers  and Sons 

t o  The Sun Also Rises  which must be d e a l t  wi th  a t  l ength  here .  Th i s  has  

l i t t l e  t o  do with e i t h e r  s t y l i s t i c  o r  themat ic  p a r a l l e l s  between t h e  two 

novels ;  r a t h e r  i t  i s  a ques t ion  o f  p o e t i c  s t a n c e  o r  v i s ion ,  t h a t  v i s i o n  which 

informs an e n t i r e  work with a c e r t a i n  mood, whether it be e l eg i ac ,  romantic 

o r  t r a g i c .  From what has  gone be fo re  i n  t h i s  chapter  it should be c l e a r  t h a t  

both Hemingway and Turgenev worked out  o f  personal  v i s i o n s  which had t o  

confront  t h e  problem o f  n ih i l i sm i n  t h e  modern world--the ques t ion  o f  man's 



place  i n  a  n a t u r a l  world without i n t r i n s i c  meaning; t h e  e x i s t e n t i a l  ques t ion  

o f  how man w i l l  make choices  and de f ine  himself  wi th in  a  context  t h a t  l a c k s  

a p r i o r i  meaning. Turgenev was one o f  t h e  important a r t i s t s  of  t h e  n ine t een th -  

century t o  become aware o f  t h i s  condi t ion  and explore it i n  h i s  a r t .  Bazarov 

i s  an embodiment of  t h e  ques t ions  Turgenev was asking himself on t h i s  s co re .  

He i s  t h e  man who r e a l i z e s  i n  t h e  blood h i s  i n s i g n i f i c a n c e  and aloneness  i n  

t h e  universe .  To Arkady he r evea l s  t h e  fol lowing:  

The t i n y  space I occupy i s  so  i n f i n i t e l y  small  i n  
comparison with t h e  r e s t  o f  space,  i n  which I am n o t ,  
and which has nothing t o  do with me; and t h e  per iod  of 
t ime i n  which i t  i s  my l o t  t o  l i v e  i s  so  p e t t y  bes ide  
t h e  e t e r n i t y  i n  which I have not  been, and s h a l l  not  
be. . . . And i n  t h i s  atom, t h i s  mathematical p o i n t ,  
t h e  blood i s  c i r c u l a t i n g ,  t h e  b r a i n  i s  working and 
wanting sometfiing. . . . I s n ' t  it loathsome? I s n ' t  
i t  pet ty?17 

Here Bazarov i s  asking ques t ions  about human w i l l ,  about a  s p i r i t  which would 

expand i n t o  every corner  of t h e  universe  i f  i t  could.  He r e a l i z e s  t h e  

contingency o f  human ex i s t ence - - tha t  which l i m i t s  a s p i r a t i o n  and makes human 

w i l l  i n s ign i f i can t - - and  i s  unable t o  f ace  h i s  f a l l e n  condi t ion  except with a  

b i t t e r  ques t ion .  

F i f t y  years  l a t e r  Jake  Barnes has pu l l ed  back from t h i s  p o s i t i o n  o f  

romantic angs t .  He says only t h a t  "The b i l l  always came. That was one o f  t h e  

swell  t h ings  you could count on. . . . I d i d  not  c a r e  what i t  was a l l  about .  

A11 I wanted t o  know was how t o  l i v e  i n  i t .  Maybe i f  you found out  how t o  

l i v e  i n  it you learned from t h a t  what it was a l l  about ."  18 

Jake  Barnes he re  speaks with t h e  vo ice  o f  t h e  latecomer; t h e  man who has 

a l r eady  asked t h e  ques t ions  Bazarov asks  and, f i nd ing  no answers, wants on ly  

t o  l i v e  i n  t h e  phys ica l  world. Living i n  a  world of  sensa t ion- - touch ,  t a s t e ,  

s i g h t ,  smell--without judging it has become Jake  Barnes'  way out  o f  a  world 



which i s  t e r r i b l e  and t e r r i f y i n g  i f  t oo  many quest ions a r e  asked o f  i t .  He 

says :  "The world was a good p l ace  t o  buy i n , "  but adds, l l .  . . . In f i v e  

yea r s ,  I  thought,  it w i l l  seem j u s t  a s  s i l l y  a s  a l l  t h e  o the r  f i n e  

phi losophies  I ' v e  had.1119 Bazarov, too ,  knows the  vani ty  of  phi losophies  

and t h e  abso lu t e  a u t h o r i t y  of  s ensa t ions .  He says t o  Arkady: 

[ I ]  t ake  up a  nega t ive  a t t i t u d e ,  by v i r t u e  of  my 
sensa t ions .  . . . Why do I l i k e  chemistry? Why do 
you l i k e  apples?--by v i r t u e  of  our  sensa t ions .  
I t ' s  a l l  t h e  same t h i n  . Deeper than t h a t  men 
w i l l  never  p e n e t r a t e .  2 8 

I n  an unpublished p re face  t o  A Farewell  t o  A r m s  Hemingway wrote about 

h i s  second novel:.. "The f a c t  t h a t  t h e  book was a  t r a g i c  one did not make m-e 

unhappy s i n c e  I  bel ieved t h a t  l i f e  was a  t ragedy and knew it could have only  

one end.'12' The same atmosphere permeates The Sun Also Rises .  Although 

Jake  Barnes chronologica l ly  comes first i n  Hemingway's oeuvre, he i s  i n  r e a l i t y  

a  dep ic t ion  of  what happens t o  F rede r i c  Henry a f t e r  Catherine 's  dea th  and 

t h e  end of t h e  war. The two novels  a r e  inseparable  chapters  i n  a  s i n g l e  s t o r y ,  

f i rst  o f  a  man who is sca r r ed  by war and l o s e s  t h e  only th ing  he i s  a b l e  t o  

love,  and then l a t e r  i n  Jake  Barnes t h e  same man made impotent by war, 

a t tempt ing  t o  l i v e  i n  a  world without i n t r i n s i c  va lue  o r  meaning. 2 2 

Bazarov has s i m i l a r  f e e l i n g s  about ex i s t ence  and i t s  end. On h i s  dea th  

bed he murmurs, "There's s t r e n g t h  . . . every th ing ' s  he re  s t i l l ,  and I must 

d i e !  . . . An o ld  man a t  l e a s t  has t ime t o  be weaned from l i f e ,  but I . . . 
Well, go and t r y  t o  disprove dea th .  Death w i l l  d isprove you, and t h a t ' s  

a11 !u23 A s h o r t  while  l a t e r  he  t e l l s  Anna Sergyevna: "1 'm under t h e  wheel. 

So it t u r n s  ou t  t h a t  it was u s e l e s s  t o  t h i n k  of  t h e  f u t u r e .  Death's an o l d  

joke, but  comes f r e s h  t o  every o n e . 1 7 ~ ~  Sto ic i sm i n  t h e  f ace  o f  de fea t  and 

dea th  is a s t rong  cu r ren t  which runs  from Turgenev i n  Fa thers  and Sons t o  



Hemingway i n  The Sun Also Rises and A Farewell t o  A r m s .  

I t  would be easy enough t o  read The Sun Also Rises and Bazarov po r t ions  

o f  Fathers  and Sons a s  bleak t r a n s c r i p t i o n s  of t h e  emptinesk a t  t h e  core  of 

modern ex is tence .  There i s  a  long c r i t i c a l  t r a d i t i o n  which f a u l t s  both 

Hemingway and Turgenev f o r  t h e  unre l ieved  darkness of  t h e i r  themes--unhappy 

love,  sexual  t ens ion ,  s o c i a l  a l i e n a t i o n ,  death.  In answer t o  Ehis c r i t i c i s m  

i t  may be he lpfu l  t o  remember Henry Jamesf comments on t h e  mora l i t y  of a r t .  

The only gauge of  mora l i t y  one can apply t o  a r t ,  he s ays ,  i s  t h e  amount of 

" f e l t  l i f e f f  t h e  au thor  i s  a b l e  t o  convey. 25 Both Hemingway and Turgenev were 

responding t o  t h e  pressures  o f  t h e i r  t imes ,  and i f  t h e  p i c t u r e s  they  pa in t ed  

were bleak,  then  so too  were t h e  events  o f  t h e i r  t imes.  

I rv ing  Howe, w r i t i n g - i n  The New Republic a t  t h e  t ime of  Hemingwayls 

death,  t r i e d  t o  understand t h e  profound e f f ec t  Hemingwayfs v i s i o n  had on h i s  

genera t ion .  Howe wr i t e s :  

Hemingway s t r u c k  s t r a i g h t  t o  t h e  h e a r t  o f  ou r  
n i h i l i s m  through s t o r i e s  about people who have come 
t o  t h e  end of  t h e  l i n e ,  who no longer know what t o  
do o r  where t o  t u rn :  n i h i l i s m  not  a s  an idea  o r  a  
sent iment ,  but  a s  an encompassing condi t ion  of  moral 
d i s a r r a y .  . . . There i s  a  t r u t h  which makes our  f a i t h  
i n  human ex i s t ence  seem absurd. . . . Nick Adams, Jake  
Barnes, Lady B r e t t ,  F rede r i c  Henry . . . a l l  a r e  a t  
t h e  edge, almost ready t o  sur render  and be done with 
i t ,  y e t  holding onto whatever fragment o f  morale,  
whatever s c rap  of  honor, they  can. 2 6 

A few pages l a t e r  Howe no te s  t h e  fol lowing:  

H i s  [Hemingwayfs] g r e a t  sub jec t  . . . was . . . 
t h e  panic  t h a t  fo l lows  . . . upon t h e  d i s s o l u t i o n  of 
n i h i l i s m  i n t o  t h e  bloodstream of consciousness,  t h e  
panic  t h a t  f i n d s  unbearable  t h e  thought o f  t h e  nextz7  
minute and i t s  succession by t h e  minute a f t e r  t h a t .  



This  i s  t h e  t e r r i t o r y  which Turgenev began t o  cha r t  i n  a  s o c i a l  sense  

i n  h i s  novel Fathers and Sons, and t h e  sub jec t  Hemingway t akes  up from t h e  

Russian n o v e l i s t  and transforms i n t o  a  v i s i o n  of  personal  emptiness i n  h i s  

a r t  f i f t y  years  l a t e r .  But n e i t h e r  a r t i s t  can be accused of  c r e a t i n g  a  p o e t i c  

v i s i o n  of  unrel ieved f a t a l i sm o r  n e g a t i v i t y .  Death and d i s s o l u t i o n  a r e  givens 

of both p o e t i c  s tances  taken up by t h e s e  a r t i s t s ,  but they  a r e  only  p a r t s  o f  

a  l a r g e r  c y c l i c a l  p a t t e r n  of  na tu re  which inc ludes  r e b i r t h  a s  well  a s  dea th .  

I t  i s  t h e  ind iv idua l  ego which pe r i shes ,  no t  t h e  human p r o j e c t .  Hemingway 

himself  commented t h a t  those  who saw The Sun Also Rises a s  s o l e l y  a  

p e s s i m i s t i c  work were missing a  l a r g e  p a r t  o f  h i s  i n t e n t .  28 

Ultimately,  i s  a  common v i s i o n  of  man's organic  p l a c e  wi th in  n a t u r e ,  

r a t h e r  than  h i s  a l i e n a t i o n  from s o c i a l  s e l f ,  t h a t  r e v e a l s  most c l e a r l y  t h e  

p a t t e r n  o f  in f luence  e x i s t i n g  between Turgenev and Hemingway. Turgenev 

concludes h i s  g r e a t  novel where aemingway begins h i s .  Brooding over  Bazarov's 

tomb, t h e  n a r r a t o r  o f f e r s  t h e  fol lowing consola t ion ,  perhaps redemption: 

However pass iona te ,  s inn ing ,  and r e b e l l i o u s  t h e  h e a r t  
hidden i n  t h e  tomb, t h e  f lowers  growing over it peep 
se rene ly  a t  u s  with t h e i r  innocent  eyes; they  t e l l  u s  not  
o f  e t e r n a l  peace a lone ,  o f  t h a t  g r e a t  peace o f  " ind i f f e ren t "  
na tu re ;  they t e l l  u s ,  too ,  o f  e t e r n a l  r e c o n c i l i a t i o n  and of  
l i f e  without end. 29 

The echo of  t h i s  v i s i o n  i s  heard i n  t h e  epigraph t o  The Sun Also Rises :  

One genera t ion  pas se th  away, and another  genera t ion  
cometh; but  t h e  e a r t h  ab ide th  f o r e v e r  . . . The sun a l s o  
r i s e t h ,  and t h e  sun goeth down, and has t e th  t o  t h e  p l a c e  
where he a rose .  . . . A l l  t h e  r i v e r s  run i n t o  t h e  sea ;  
y e t  t h e  sea  i s  not f u l l ;  unto t h e  p l a c e  from whence t h e  
r i v e r s  come, t h i t h e r  they  r e t u r n  again.  3 0 

In  both conclusion and beginning one i s  made aware of t h e  endless  r e t u r n  

o f  l i f e ;  o f  i nd iv idua l  w i l l  s e t  aga ins t  t h e  f o r c e s  of na tu re ,  f o r c e s  which 



can be both implacable and murderous, and a t  t h e  same time hea l ing  of  t h e  

s icknesses  of  man. Both Hemingway and Turgenev make u s  aware, once aga in ,  

t h a t  each man has a  p a r t  t o  p lay  be fo re  he r e - en te r s  t h e  grander  des ign  of  

na tu re  a t  h i s  end. 
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CHAPTER FIVE 

The Return of  t h e  Dead 

The ind iv idua l ,  t h e  g r e a t  a r t i s t  when he comes, uses  
everything t h a t  has been discovered o r  known about h i s  a r t  up 
t o  t h a t  po in t  . . . and then . . . goes beyond what has been 
done o r  known and makes something of  h i s  own. 

(Hemingway, Death i n  t h e  Afternoon) 

I have a l r eady  w r i t t e n  o: a shared c u l t u r a l  and masculine v i s i o n  which runs  

from Turgenev through t o  Hemingway. I t  i s  a v i s ion  o f  t h e  la tecomer,  t h e  

romantic hero who r e a l i z e s ,  but  can never f u l l y  accept ,  h i s  i n s i g n i f i c a n c e  

i n  t h e  endless  

f i l l e d  with an 

have ex i s t ed .  1 

ruined country 

r e p e t i t i o n  of h i s t o r y  and f a t e .  The pages of  both w r i t e r s  a r e  

unspoken l o s s ,  a pathos and yearning f o r  a p a s t  which may never 

In  Turgenev t h i s  sense  of  l o s s  i s  embodied i n  t h e  image of  t h e  

house--the pass ing  of  an o l d  order  which has never coalesced 

i n t o  a na t iona l  c u l t u r e ,  a c u l t u r a l  dea th  before  any r e a l  ma tu r i t y  has  been 

reached. For Hemingway a s i m i l a r  pathos is most c l e a r l y  expressed i n  t h e  

a n t i t h e s i s  o f  t h e  mountain and t h e  p l a in - - the  e t e r n a l  beauty o f  n a t u r a l  forms 

con t r ad ic t ed  by t h e  degradat ion o f  human s o c i e t y  which i s  b l i n d  and unawakened. 

For both w r i t e r s ,  coming a s  they  d i d  from p rov inc i a l  c u l t u r e s ,  t h e  d e f i n i t i o n s  

provided by t r a d i t i o n  were l a r g e l y  absent .  The emptiness of  c u l t u r e  

t r a n s l a t e s  i n t o  t h e  emptiness of  t h e  romantic hero who i s  a product of t h a t  

c u l t u r e .  Pathos i s  borne out o f  t h e  con t r ad ic t ions  which e x i s t  between a 



yearning f o r  s e l f - d e f i n i t i o n  and t h e  r e a l i z a t i o n  of i t s  s o c i a l  imposs ib i l i t y .  

This  i s  a  p a t t e r n  of  in f luence  which f i n d s  such c l e a r  expression i n  

Byron, and extends from Pushkin, through Lermontov t o  Turgenev, and f i n a l l y  

c ros ses  over  a  cont inent  t o  Hemingway and h i s  American heroes,  Jake  Barnes, 

Nick Adams and Freder ic  Henry. Why should t h i s  v i s ion  have such a  hold on 

w r i t e r s  o f  t h e  n ine teenth  and e a r l y  twentieth-century? P a r t  of t h e  answer, 

p a r t i c u l a r l y  f o r  American and Russian w r i t e r s ,  must l i e  i n  t h e  observa t ion  

t h a t  t h e  a l i e n a t e d  young man f i g u r e  occurs  a s  a  cha rac t e r  when a  country 

reaches a c e r t a i n  l e v e l  o f  c u l t u r a l  maturity--when t h e  need f o r  a  man of 

a c t i o n  is  undermined by a  soph i s t i ca t ed  l e v e l  of awareness and i rony .  But on 

a  much broader l e v e l  t h i s  quest ion i s  i n e x t r i c a b l y  t i e d  t o  t h e  romantic 

t r a d i t i o n  a s  a  whole. Georg Lukscs i n  The Theory of  t h e  Novel has  def ined  

t h e  novel i n  t h e  following way: 

The inne r  form of  t h e  novel has  been understood a s  t h e  
process  o f  t h e  problematic i n d i v i d u a l ' s  journeying towards 
himself ,  t h e  road from d u l l  c a p t i v i t y  within a  merely 
present  r e a l i t y - - a  r e a l i t y  which i s  heterogeneous i n  
i t s e l f  and meanin l e s s  t o  t h e  individual-- towards c l e a r  
s e l f - r ecogn i t i on .  4 

Thi s  i s  a  view growing out o f  l a t e  romanticism; it i s  a l s o  a  view which 

desc r ibes  t h e  r e a l i t i e s  out  of which both Hemingway and Turgenev c rea t ed  t h e i r  

own se l f - sea rch ing  p ro t agon i s t s .  And t h e s e  a r e  no more than l a t e  outgrowths 

of t h e  g r e a t e r  t r a d i t i o n  which inc ludes  t h e  w r i t e r s  named e a r l i e r  on t h i s  

page. Goethe, himself ,  a t  t h e  beginning o f  t h e  nineteenth-century,  wrote 

t h a t  young men af every genera t ion  f a c e  a  per iod  when " f r e e  and n a t u r a l  

i n s t i n c t  [s] l1 must accommodate themselves t o  " the narrow l i m i t s  o f  an 

an t iqua ted  world.1t3 In t h e  twent ie th-century  Northrop Frye w r i t e s  t h a t  t h e r e  

i s  only  one s t o r y  t o l d  i n  t h e  novel :  !'The s t o r y  of  t h e  l o s s  and rega in ing  



o f  i d e n t i t y  i s  . . . t h e  framework o f  a l l  l i t e ra ture . l14  

The quest ion has been with u s  i n  western c u l t u r e  a t  l e a s t  s i n c e  Rousseau 

and t h e  French Revolution. In  t h i s  c u l t u r a l  v i s ion  a  manbs l i f e  and h i s  

progress  toward s e l f - d e f i n i t i o n  becomes a  c r i t i q u e  of  t h e  s o c i e t y  i n  which 

he l i v e s .  The terms of  t h i s  v i s i o n  a r e  s e t  e a r l y  on--self  a s  a l i e n a t e d  from 

s o c i a l  context  and t h e r e f o r e  incapable  o f  f u l l y  r e a l i z i n g  i t ~ e l f ;  i nd iv idua l  

s p i r i t  a s  s epa ra t e  from n a t u r a l  landscape; man a s  t h e  latecomer, h a l f  aware 

o f ,  and yearning f o r ,  a  g r e a t e r ,  inegra ted  p a s t  which perhaps has never 

ex i s t ed .  

Werther, Manfred, Harold, Onegin, Pechorin,  Bazarov, Barnes and Henry 

a l l  become h i s t o r i c a l  p l aye r s  i n  t h i s  c u l t u r a l  v i s ion  o f  romanticism. Like 

genera t ions  i n  a  family,  one c h a r a c t e r  grows n a t u r a l l y  out o f  t h e  o t h e r ,  

e x i s t s  a s  an extension o f ,  and an oppos i t ion  t o ,  i ts  fo rebea r s .  And, a s  

Harold Bloom has argued, t h e  latecomer n o v e l i s t  such as Hemingway s u f f e r s  

immense a n x i e t i e s  o f  i n f luence ,  which he must deny, i n  usurping t h e  p o s i t i o n  

o f  e a r l i e r  members o f  h i s  l i t e r a r y  family.  In  t h i s  extended c u l t u r a l  novel 

Turgenev and Hemingway a r e  blood r e l a t i o n s  i n  t h e  f i r s t  f i l i a l  extension.  

Our reading  of  The Sun Also Rises o r  A Farewell  . to  A r m s  i n f luences  our  h i s t o r i c  

r e l a t i o n s h i p  t o  e a r l i e r  novels  such a s  Fa thers  and Sons. T. S. E l i o t  was t h e  

f i r s t  t o  explore t h i s  l i t e r a r y  r e a l i t y .  Speaking of  t h e  r e l a t i o n s h i p  which 

e x i s t s  between p a s t  c l a s s i c s  and new f i c t i o n s  he w r i t e s  i n  1917: 

The e x i s t i n g  monuments [ a r t  works] form an i d e a l  
o rde r  among themselves,  which i s  modified by t h e  
in t roduc t ion  o f  t h e  new ( t h e  r e a l l y  new) work of  a r t  
among them. The e x i s t i n g  o r d e r  i s  complete before  t h e  
new work a r r i v e s ;  f o r  o r d e r  t o  p e r s i s t  a f t e r  t h e  
supervent ion o f  novel ty,  t h e  "wholelt e x i s t i n g  o rde r  
must be, i f  ever  so  s l i g h t l y ,  a l t e r e d ;  and so  t h e  
r e l a t i o n s ,  p ropor t ions ,  va lues  o f  each work of a r t  
towards t h e  whole a r e  r ead jus t ed ;  and t i s  i s  
conformity between t h e  o ld  and t h e  new. 5 



Much l a t e r ,  Harold Bloom in t roduces  a  new term i n t o  t h e  vocabulary of  

l i t e r a r y  inf luence :  aprophades, o r  t h e  r e t u r n  of t h e  dead. In h i s  f i n a l  

per iod  t h e  l i v i n g  poet i s  f i n a l l y  p o e t i c a l l y  s t rong enough.to hold h i s  poe t ry  

open t o  t h e  dead poe t s ,  "and t h e  uncanny e f f e c t  i s  t h a t  t h e  new poem's 

achievement makes it seem t o  us ,  not  a s  though t h e  precursor  were w r i t i n g  i t ,  

[ a s  would have been t h e  case  i n  t h e  p o e t ' s  youth] but a s  though t h e  l a t e r  

poet himself  had w r i t t e n  t h e  p r e c u r s o r ' s  c h a r a c t e r i s t i c  work."' As E l i o t  had 

observed, t h e  e x i s t i n g  o rde r  o f  l i t e r a t u r e  i s  seen t o  be a l t e r e d  by our  

percept ion  o f  a  new work of a r t ,  "and t h e  p a s t  . . . [ i s ]  a l t e r e d  by t h e  

p re sen t  a s  much a s  t h e  present  i s  d i r e c t e d  by t h e  past. ' '7 With t h i s  s a i d ,  

what i s  t h e  f u t u r e  o f  t h e  romant ic ' s  p o e t i c  s tance? John Aldridge, wr i t i ng  

i n  t h e  1950s, o f f e r s  t h e  i n t e r e s t i n g  i f  l a r g e l y  unaccepted view t h a t  

American l i t e r a t u r e  i n  t h e  decade fo l lowing  World War I1 l apses  i n t o  t h e  empty 

g e s t u r e s  of a  genera t ion  a t tempt ing  t o  u se  o l d  forms t o  desc r ibe  a  new and 

more complex r e a l i t y .  A t  l e a s t  Hemingway, he says,  g ives  evidence of  " the  

s i n g l e  mind working out  i t s  own consciousness  i n  i t s  own terms"; he c r e a t e s  

a  s t y l e  - a t  once t e r s e ,  l aconic  and t ende r  i n  t h e  unspoken meanings which l i e  

beneath i t s  su r f aces  " l i k e  a  counterpoin t  of  ru in .w9 Aldr idge ' s  t h e s i s  i s  

t h a t  t h i s  same s t y l e ,  and same p o e t i c  s t ance ,  i s  taken up by pos t  World War I1 

w r i t e r s ,  bu t  with t h e  d i f f e r e n c e  t h a t  t h e  s t y l e  and s t ance  now become methods 

f o r  avoiding t h e  personal  ambigui t ies  faced i n  a  t ime o f  s o c i a l  upheaval.  

Even though Hemingway's descendants "are  w r i t i n g  with much t h e  same m a t e r i a l ,  

[ t h e y ]  have f a i l e d  t o  i n f u s e  it wi th  h i s  l y r i c i sm,  depth, and convic t ion .  . . . 

The s u r f a c e  resemblance i s  t h e r e ,  bu t  t h e  l i f e  i s  no t .  The l i f e  can belong 

on ly  t o  Hemingway; f o r  it is p a r t  o f  a  world he c rea ted  out  o f  experience 

which he saw f o r  t h e  f i r s t  t ime when it was f r e s h  and new and which he endowed 

with a  meaning t h a t  was t r u e  f o r  him alone."1•‹ Writing o f  t h e  d i f f e r e n c e  



between Hemingway's war genera t ion  and t h e  generat ion which f i n d s  i t s  voice  

a f t e r  World War 11, Aldridge, i n  h i s  own terms,  comes very c l o s e  t o  

desc r ib ing  Bloom's concept o f  t h e  modern poet  a s  latecomer; 

The sad but i n t e n s e l y  exc i t ed  men who came t o  modern 
war f o r  t h e  first  t ime and found i n  i t  a frame f o r  t h e  
magnificent t ragedy of  t h e i r  youth have given way t o  t h e  
t i r e d  young men who l i v e d  through it a l l  a second t ime 
and who w r i t e  of  it now with a deepening f u t i l i t y  and a 
muff 1 ed anger .  l1 

Here Aldridge i s  speaking about t h e  necessary e f f e c t s  o f  l i t e r a r y  

in f luence ,  which u l t i m a t e l y  i s  c u l t u r a l  in f luence ,  on w r i t e r s  who f a l l  below 

t h e  l e v e l  of t h e  f i r s t  rank and a r e  no t  a b l e  t o  reformulate  a new p o e t i c  

s t ance  i n  r e l a t i o n  t o  common m a t e r i a l .  These a r e  w r i t e r s  who have not  misread 

t h e i r  p recu r so r s  s t rong ly  enough. Perhaps t h e  e n t i r e  movement i n  American 

l i t e r a t u r e  i n  t h e  p a s t  twenty yea r s  toward a decons t ruc t ive  f i c t i o n  bound by 

formal concerns a lone  can be explained a s  an at tempt  t o  misread and t ransform 

t h e  romantic s t ance  which found f r e s h  vo ice  i n  Hemingway and F i t zge ra ld  but 

blocked t h e  development of  t h e i r  descendants.  The l i t e r a r y  p a s t  and i t s  

in f luence  w i l l  be thrown o f f  i n  each genera t ion ,  and t h e  success  of t h a t  

genera t ion  w i l l  be  def ined by t h e  ex t en t  t o  which p a s t  l i t e r a t u r e  i s  f i r s t  

absorbed and then t r ans f igu red .  

Very l i t t l e  has been s a i d  i n  t h i s  s tudy  about t h e  r e l a t i v e  s t a t u r e s  o f  

Hemingway and Turgenev a s  a r t i s t s .  Whatever e l s e  one f i n d s  i n  t h e s e  w r i t e r s ,  

whether it be  t h e  p o e t i c  l y r i c i sm of  Turgenev's marvelously atmospheric prose ,  

o r  t h e  compressed b r i l l i a n c e  and unvoiced tenderness  of  Hemingway's own work, 

it seems s a f e  t o  s ay  t h a t  young men o f  every genera t ion  w i l l  cont inue t o  

respond t o  t h e  v i s ion  presented i n  both a r t i s t s '  work, t o  t e s t  t hose  v i s i o n s  

aga ins t  t h e i r  own l i v e s  i f  on ly  t o  u l t i m a t e l y  r e j e c t  them. Both au tho r s  were 



concerned with a  young man's r e a l i t y - - f i r s t  love ,  romantic Byronism, 

n ih i l i sm,  ques t ions  of how t o  be i n  t h e  world--the process  of s e l f - d e f i n i t i o n  

i s  c e n t r a l  t o  both t h e i r  worlds. 

I t  i s  s i g n i f i c a n t  t h a t  both Turgenev and Hemingway seemed t o  do t h e i r  

b e s t ,  most mature work i n  t h e i r  e a r l y  s t o r i e s ,  and o f t e n  i n  t h e i r  l a t e r  work 

appeared t o  be l e s s  s u r e  of  themselves,  l e s s  i n  c o n t r o l ,  i n  t o t a l  more 

adolescent .  This  c r i t i c i s m ,  i f  it  i s  a  c r i t i c i s m ,  a p p l i e s  p a r t i c u l a r l y  t o  

Hemingway. I f  t h e r e  i s  any work which w i l l  never  be made smal le r  a t  t h e  

c r i t i c s 1  hands it i s  t o  be found i n  t h e  1920s--the e a r l y  s t o r i e s  and t h e  f i r s t  

two novels .  Af te r  Hemingway moves out  of  h i s  own twent ies  he begins t o  become 

a  pub l i c  f i g u r e ,  and a t  t imes a  self-parody.  H i s  books become uneven, and he 

s u f f e r s  s t r ange  lapses  of  s t y l e  and s e n s i b i l i t y .  There i s  a  confusion o f  a r t  

with a  man's l i f e  a s  a r t  i n  Hemingway beginning a s  e a r l y  a s  t h e  1930s. I t  

may be d i f f i c u l t  o r  impossible now t o  have more than an in t ima t ion  of t h e  

f e e l i n g  Hemingway's work of  t h e  1920s produced i n  t h e  l i t e r a r y  community. 

There i s  a  kind of  f a u l t l e s s n e s s  about everything he wrote dur ing  t h i s  t ime,  

a  sense  t h a t  he had found p e r f e c t  p i t c h .  But Hemingway d id  not  progress  from 

h i s  e a r l y  achievements, e i t h e r  s t y l i s t i c a l l y  o r  i n  terms of  personal  v i s i o n .  

A young man's post-war n i h i l i s m  which so  p e r f e c t l y  expresses  t h e  mood o f  t h a t  

t ime becomes a  p a l e  imi t a t ion  o f  i t s e l f  a s  t h e  century 

and a s  t h e  man moves toward h i s  own middle age. 

S imi l a r  comments can be made about Turgenev. H i s  

f i x a t e d  on a  p a r t i c u l a r  kind of  woman who demands love 

moves t o  i t s  mid-point;  

p ro t agon i s t s  a r e  

but i s  not  a b l e  t o  

r e t u r n  i t .  Other women, capable of  making emotional commitments, a r e  most 

o f t e n  disappointed by t h e i r  male coun te rpa r t s  i n  Turgenev's novels .  

Turgenev r e s t l e s s l y  c r e a t e s  a  s e r i e s  o f  superfluous men who reach out  f o r  

personal  s a t i s f a c t i o n  and love but  r a r e l y  a r e  a b l e  t o  grasp anything 



t o  themselves.  They a r e  confused, and o f t e n  out of touch with t h e  workings 

of  t h e i r  own minds. The t ens ion  between passion and r e s p o n s i b i l i t y  i s  never 

reso lved  one way o r  t h e  o t h e r .  And f i n a l l y ,  Turgenev i n  his wr i t i ng  is 

f i x a t e d  on a f a i l e d  p a s t ,  on a n o s t a l g i a  assoc ia ted  with youth and p o s s i b i l i t y  

r a t h e r  than  achievement. 1 2  

Perhaps t h e  e a r l y  achievements of  both w r i t e r s  can be explained i n  terms 

o f  t h e  young man's r e a l i t y  which concerned both so much. When Turgenev and 

Hemingway were young themselves t h i s  mode came n a t u r a l l y  t o  them, f i t t e d  

them, and grew n a t u r a l l y  out  o f  t h e i r  l i v i n g  experience; but  i n  middle age 

and l a t e r  t h e  t o p i c s  o f  adolescence and youth verge, a t  t imes,  on t h e  

r i d i c u l o u s .  They have given us  a l i t e r a t u r e  of youth and young men on t h e  

verge o f  ma tu r i t y  but  n e i t h e r  was f u l l y  a b l e  t o  map out  t h e  t e r r i t o r y  on t h e  

o t h e r  s i d e .  13 



Notes t o  Chapter Five 

l ~ h i s  i dea ,  and t h a t  which fo l lows  i n  t h e  next sentence,  was 
o r i g i n a l l y  suggested t o  me i n  conversa t ion  with Professor  J e r r y  Zaslove a t  
Simon Fraser  Universi ty .  

' ~ e o r ~  ~ u k b ,  The Theory o f  t h e  Novel (London: The Merlin P re s s ,  
1978) , p. 80. 

3 ~ e e  Henry Gifford,  The Hero o f  H i s  Time: A Theme i n  Russian 
L i t e r a t u r e  (London: Edward Arnold, 1950), p.  15. M r .  Gifford quotes  Goethe 
i n  connection with h i s  argument. 

4 ~ o r t h r o p  Frye, The Educated Imagination (Bloomington : Indiana 
Univers i ty  Press ,  1964), p. 55. 

'T. S.  E l i o t ,  "Tradi t ion and t h e  Indiv idua l  Talent  , I 1  Po in t s  of  view, 
ed. John Hayward, 4 th  ed . ,  (London: Faber and Faber, 1957),  p .  26 .  

6 ~ a r o l d  Bloom, The Anxiety of In f luence ,  2nd ed. (New York: Oxford 
Univers i ty  Press ,  1975),  p .  16. 

' ~ l i o t ,  op. c i t . ,  p. 26. 

'see John Aldridge, Af t e r  The Lost Generation: A C r i t i c a l  Study of  
t h e  Wri te rs  o f  Two Wars. 2nd ed..  (New York: Far rar .  S t r a u s  and Giroux, 

< .  

1958), pp. 107-116 i n  Chapter 7, "The Neo-Hemingways and t h e  F a i l u r e  of 
P r o t e s t .  " 

12some of  Turgenevfs  g r e a t e s t  moments a s  an a r t i s t  grow out  o f  an 
awareness o f  a f a i l e d  p a s t .  

1 3 ~ h e r e  a r e  no tab le  except ions t o  t h i s  r u l e .  Turgenev, i n  Fa the r s  and 
Sons, d e a l s  b r i l l i a n t l y  wi th  t h e  o l d e r  genera t ion ,  and Hemingway's p o r t r a y a l  - 
o f  Sant iago i n  The Old Man and t h e  Sea r e v e a l s  a depth of  understanding 
about o l d  age. 



EPILOGUE 

The Russians 

you could l i v e  i n  t h e  wonderful world t h e  Russian w r i t e r s  
were g iv ing  you. 

(Hemingway, A Moveable Feast)  

This  s tudy  began with a quota t ion  from Hemingwayfs A Moveable Feast  i n  

which he acknowledged t h e  Russians a s  h i s  f i r s t  masters .  Hemingway wrote: 

"At  f i r s t  t h e r e  were t h e  Russians; then  t h e r e  were a l l  t h e  o t h e r s .  But f o r  

a long t ime t h e r e  were t h e  Russians.111 

The foregoing t h e s i s  has attempted t o  s ay  why one of  t hose  Russians,  

Ivan Turgenev, should have come " f i r s t 1 '  i n  Hemingway's l i t e r a r y  educat ion.  

O f  n e c e s s i t y  t h e  o t h e r  names Hemingway mentions t ime and aga in  i n  h i s  

judgements o f  g r e a t  a r t i s t s - -Dos toevsky ,  Tols toy ,  Chekhov--have been noted 

only  i n  passing.  There i s  an untouched f i e l d  o f  s tudy he re  awai t ing  someone 

wi th  t h e  necessary personal  i n t e r e s t  i n  comparative l i t e r a t u r e ,  t h e  Russians 

and Hemingway. For i t  was i n t o  t h e  world o f  Russian l i t e r a t u r e  t h a t  

Hemingway was introduced with a shock i n  t h e  e a r l y  1920s a t  t h e  po in t  when he 

was about t o  make h i s  own p l ace  i n  l i t e r a r y  t r a d i t i o n .  This  b r i e f  ep i logue  

is  intended t o  no te  what Hemingway a c t u a l l y  had t o  say about t h e  "o therw 

Russians,  and t o  mark out  p o s s i b l e  avenues f o r  f u r t h e r  c r i t i c a l  comparison 

between Hemingway and t h e  Russians.  



About Anton Chekhov, Hemingway wrote: 

In  Toronto, before  we had ever  come t o  P a r i s ,  I had been 
t o l d  Katherine Mansfield was a good s h o r t - s t o r y ' w r i t e r ,  
even a g r e a t  s h o r t - s t o r y  w r i t e r ,  but t r y i n g  t o  read her  
a f t e r  Chekov was l i k e  hear ing  t h e  c a r e f u l l y  a r t i f i c i a l  
t a l e s  of  a young old-maid compared t o  t hose  of  an 
a r t i c u l a t e  and knowing phys ic ian  who was a good and 
simple w r i t e r .  Mansfield was l i k e  near-beer .  I t  was 
b e t t e r  t o  d r ink  water .  But Chekov was not  water except 
f o r  c l a r i t y .  There were some s t o r i e s  t h a t  seemed t o  be 
only journal ism.  But t h e r e  were wonderful ones too .  2 

Hemingway d id  not say  it, but  Chekhov, with h i s  c a r e f u l  s e l e c t i o n  'of 

d e t a i l  and s u b t l e  evocat ions of  muted r e a l i t i e s  wi th in  t h e  s h o r t  s t o r y  form, 

becomes t h e  d i r e c t  l i n e a l  descendant of  Turgenev's l y r i c  a r t .  In  h i s  bes t  

s t o r i e s  Chekhov p re sen t s  emotional r e a l i t y  through i n d i r e c t i o n  and s i l ence - -  

an approach which d i r e c t l y  p r e f i g u r e s  Hemingway's concept of " the  t h i n g  l e f t  

out ."  The t e n s i o n s  which e x i s t  i n  t h e  Russian 's  a r t  between t h e  human i d e a l  

and t h e  mundane, o f t e n  d i sgus t ing  r e a l i t i e s  o f  human motivat ion,  a r e  a l s o  

echoed i n  Hemingway's a r t .  Most impor tan t ly  Chekhov was a consummate 

craftsman who bel ieved t h a t  p r e c i s e  formal arrangement could d i r e c t l y  

t r a n s c r i b e  complex emotional s t a t e s .  Sheldon Grebstein,  i n  h i s  book, 

Hemingway's has noted some o f  t h e  a f f i n i t i e s  which e x i s t  between Chekhov 

and Hemingway a s  a r t i s t s :  

Indeed, Hemingway's method can perhaps bes t  be i n f e r r e d  
from Chekhov's dictum t h a t  i n  both scene and cha rac t e r  
t h e  s e l e c t i o n  of  s i g n i f i c a n t  d e t a i l s ,  grouped so  a s  t o  
convey an image, i s  t h e  v i t a l  t h ing .  Above a l l ,  Chekhov 
warned aga ins t  t h e  d e p i c t i o n  o f  mental s t a t e s  except 
through ac t ion .  . . . Hemingway probably learned from 
Chekhov t h e  e f f e c t i v e n e s s  o f  u s ing  b r i e f  passages o f  
n a t u r e  desc r ip t ion  t o  s e t  o r  t o  counterpoin t  tone ,  mood, 
o r  psychological  a c t i o n .  Hemingway may a l s o  have been 
inf luenced by Chekhov's technique  o f  t h e  "zero ending,". . . . 
The whole po in t  o f  t h e  zero ending i s  " i r reso lu t ion"- - to  
l eave  t h e  reader  suspended among t h e  apparent ly  unconnected 
l i n e s  of  cha rac t e r  and a c t i o n ,  consequently fo rc ing  him 
back upon h i s  own resources  o f  i n s i g h t  and imagination. 3 



The p a r a l l e l s  between Chekhov and Hemingway a r e  many and obvious; with 

a  w r i t e r  l i k e  Dostoevsky they  a r e  l e s s  so .  Even Hemingway, it appears ,  had 

some t r o u b l e  expla in ing  t h e  powerful e f f e c t s  Dostoevsky achieved. In  

A Moveable Feast  he notes  t h a t  t h e r e  were th ings  be l i evab le  and not  be l i evab le  

i n  Dostoevsky, "but some s o  t r u e  they  changed you a s  you read  them; f r a i l t y  

and madness, wickedness and s a i n t l i n e s s ,  and t h e  i n s a n i t y  of.gambling. . . . 7 14 

But a f t e r  admi t t ing  t h i s  Hemingway goes on t o  recount a d i scuss ion  he had 

wi th  Ezra Pound on t h e  s u b j e c t :  

I remember ask ing  Ezra once . . . what he r e a l l y  thought 
about Dostoyevsky. 

"To t e l l  you t h e  t r u t h ,  Hem," Ezra s a i d ,  "1 lve never 
read  t h e  Rooshians." 

I t  was a  s t r a i g h t  answer and Ezra had never given me any 
o t h e r  kind v e r b a l l y ,  but  I f e l t  very  bad because he re  was 
theman I l i k e d a n d  t r u s t e d  t h e  most a s  a  c r i t i c  then ,  t h e  
man who be l ieved  i n  t h e  "mot j u s t en - - the  one and only  
c o r r e c t  word t o  use-- the man who had taught  me t o  d i s t r u s t  
a d j e c t i v e s  a s  I would l a t e r  l e a r n  t o  d i s t r u s t  c e r t a i n  
people i n  c e r t a i n  s i t u a t i o n s ;  and I wanted h i s  opinion 
on a  man who almost never  used t h e  llmot jus te l f  and y e t  
had made h i s  eople  come a l i v e  a t  t imes,  a s  almost no 
one e l s e  d id .  9 

This  i s  an i l l umina t ing  admission on Hemingwayls par t--confusion about 

t h e  e f f e c t s  another  w r i t e r  ach ieves .  Dostoevsky's approach, which i s  one 

o f  psychological  s a t u r a t i o n ,  i s  a n t i t h e t i c a l  t o  Hemingwayls a e s t h e t i c  on 

many l e v e l s .  But Hemingway could always overcome h i s  own s t y l i s t i c  

p re jud ices  i f  a  work could be made t f r e a l l t  by whatever means, and f o r c e  him 

t o  know t h a t  he "had l i v e d  t h e r e . "  For Hemingway t h e  f i n a l  c r i t e r i o n  of  

judgement w a s  whether o r  not a  w r i t e r  could l o c a t e  a c t i o n  and d e s i r e  wi th in  

a  landscape which embodied human emotion. A t  t h i s  Dostoevsky was a  master ;  

landscape ( i n  Dostoevsky's ca se  " the  c i t y u )  and human p e r s o n a l i t y  become 

ind i s t i ngu i shab le  i n  h i s  b e s t  work. Ins tead  o f  t h e  "mot j u s t e f 1  Dostoevsky 



found an o b j e c t i v e  c o r r e l a t i v e  i n  t h e  f ecund i ty  of  words and emotions which 

could t r a n s c r i b e  t h e  teeming emotional l i f e  of modern man a lone  i n  t h e  crowd. 

This  was not  Hemingway's pa th  but  he could apprec i a t e  it ?n t h e  Russian 

au thor  . 
Hemingway's r e l a t i o n s h i p  t o  To l s toy  i s  a curious one. Tols toy  becomes 

a kind o f  symbol of  " the g r e a t  w r i t e r , "  and ye t  t h e r e  is t h e - s e n s e  t h a t  

Hemingway holds him a t  arm's  length  and i s  l e s s  a f f ec t ed  by h i s  a r t  than  by 

t h a t  o f  h i s  l e s s e r  peers .  Car los  Baker 's  comment t h a t  Hemingway wanted t o  

i m i t a t e  "not t h e  tex ture"  but  " the  s t a t u r e  o f  t h e  g r e a t  books" seems 

p a r t i c u l a r l y  app l i cab le  t o  h i s  r e l a t i o n s h i p  with ~ o l s t o ~ . '  Here was an 

a r t i s t  whose achievements, both i n  q u a l i t y  and sheer  length ,  added up t o  an 

u n a s s a i l a b l e  r epu ta t ion  i n  world l i t e r a t u r e .  Hemingway could measure himself 

a g a i n s t  t h i s  s t a t u r e  even i f  he  d i d  not  always f e e l  comfortable with t h e  

'%extureM o f  t h e  Russian 's  work. A s  e a r l y  a s  1925, i n  t h e  same l e t t e r  where 

he c a l l s  Turgenev an " a r t i s t , "  Hemingway w r i t e s  t h a t  f lTo l s to i  was a prophet ."  
8 

In  1940 though, when he was going over  t h e  proofs  of Fo r  Whom t h e  Be l l  T o l l s ,  

a novel he must have seen a s  a modern answer t o  War and Peace, Hemingway 

wrote t o  Maxwell Perk ins  about e d i t i n g  out  unnecessary m a t e r i a l :  "I can 

w r i t e  it l i k e  T o l s t o i  and make t h e  book seem l a r g e r ,  wiser ,  and a l l  t h e  

r e s t  o f  it. But then  I remember t h a t  was what I always skipped i n  

T o l s t o i .  l l9  

Ul t imate ly  though, Hemingway took two t h i n g s  from Tols toy  's a r t  - -an 

awareness o f  how t h e  Russian descr ibed  and made "real" t h e  sub jec t  o f  war, 

and a f e e l i n g  f o r  t e r r a i n  and landscape which i s  i n  a l l  of  To l s toy ' s  work. 

Ea r ly  i n  Green H i l l s  o f  Afr ica  Hemingway desc r ibes  himself reading  To l s toy ' s  

Sevastopol  Sketches a s  he r e s t s  beneath a t r e e  during t h e  hea t  of  t h e  day: 



I t  was very  hot  climbing back up t h e  sandy r av ine  and 
I was g l ad  t o  lean  my back aga ins t  t h e  t r e e  t runk  and 
read  i n  T o l s t o i ' s  Sevastopol .  I t  was a very young book 
and had one f i n e  d e s c r i p t i o n  o f  f i g h t i n g  i n  i t ,  where 
t h e  French t a k e  t h e  redoubt and I thoughtabout T o l s t o i  
and what a g r e a t  advantage an  experience of  war was t o  
a w r i t e r .  I t  was one o f  t h e  major subjec ts  and c e r t a i n l y  
one o f  t h e  hardes t  t o  w r i t e  t r u l y  o f  and those  w r i t e r s  
who had no t  seen it were always very  jealous and t r i e d  
t o  make it seem unimportant,  o r  abnormal, o r  a d i s e a s e  
a s  a s u b j e c t ,  while ,  r e a l l y ,  it wasl& u s t  something q u i t e  
i r r e p l a c e a b l e  t h a t  they  had missed. 

Th i s  t oo  w i l l  be Hemingwayls s u b j e c t ,  t h e  event aga ins t  which a man can 

measure t h e  f u l l  ex t en t  o f  h imsel f ,  purchasing s e l f  knowledge which can be 

gained i n  no o t h e r  way. Hemingway r e f e r s  t o  t h e  Sevastopol Sketches a s h o r t  

while  l a t e r  i n  Green H i l l s  o f  Afr ica,  but  t h i s  time i t  i s  not  t h e  handling 

of war which impresses him; in s t ead  it i s  To l s toy ' s  a b i l i t y  t o  make t h e  

Russian landscape " r e a l u :  

I s t i l l  had t h e  Sevastopol  book o f  T o l s t o i  and i n  t h e  
same volume I was reading  a s t o r y  c a l l e d  "The Cossacks" 
t h a t  was very  good. I n  it were t h e  summer h e a t ,  t h e  
mosquitoes,  t h e  f e e l  o f  t h e  f o r e s t  i n  t h e  d i f f e r e n t  
seasons,  and t h a t  r i v e r  t h a t  t h e  T a r t a r s  c ros se  
r a i d i n g ,  and I was l i v i n g  i n  t h a t  Russia again.  I I 

The a b i l i t y  t o  s i t u a t e  c h a r a c t e r  i n  a landscape which comes a l i v e ,  

s tanding  f o r  i t s e l f  and a t  t h e  same t ime i l l umina t ing  human consciousness ,  

was t h e  one a b i l i t y  by which Hemingway measured a l l  w r i t e r s .  In  A Moveable 

Feast  he speaks of knowing " the  landscape and t h e  roads i n  Turgenev, and t h e  

movement of t roops ,  t h e  t e r r a i n  and t h e  o f f i c e r s  and t h e  men and t h e  f i g h t i n g  

i n  T o l s t o i .  T o l s t o i  made t h e  w r i t i n g  o f  Stephen Crane on t h e  C i v i l  War seem 

l i k e  t h e  b r i l l i a n t  imagining o f  a s i c k  boy who had never seen war. . . . 
Unt i l  I read  t h e  Chartreuse de  Parme by Stendhal  I had never  read  of  war a s  

it was except i n  T o l s t o i .  . . . ? I  
12 



The Russian in f luence  on Hemingway d id  not end with t h e  n ine teenth-  

century.  I n  t h e  1920s I saac  Babel was wr i t i ng  h i s  cyc le  of war s t o r i e s ,  

Red Cavalry, a t  t h e  same t ime Hemingway was attempting to.make sense  of  war 

and t h e  e f f e c t s  it has on human p e r s o n a l i t y .  Hemingway apparent ly  d id  not  

read  Babel u n t i l  t h e  l a t e  1920s, bu t  i n  h i s  work he saw t h e  same compression 

o f  d e t a i l ,  t h e  same concern f o r  exact  phrasing,  and t h e  same t ens ions  between 

human i d e a l s  and degradat ion of  t h e  human sou l .  For both w r i t e r s  v io l ence  

and n i h i l i s m  were t h e  givens through which a man could f e e l  himself t o  be 

p a i n f u l l y  a l i v e  and begin t o  know himsel f .  

The Russians d id  c r e a t e  "a wonderful worldu i n  which Hemingway could 

l i v e .  Co l l ec t ive ly ,  t hey  provided him with h i s  f i r s t  i n t ima t ion  o f  t h e  kind 

o f  remarkable achievement which was p o s s i b l e  f o r  t h e  w r i t e r s  of  a young 

n a t i o n a l  l i t e r a t u r e  without c e n t u r i e s  of  t r a d i t i o n  behind i t .  This  was 

Hemingway's r e a l i t y  a s  an American, and he found himself overwhelmed by t h e  

f r e s h  l i t e r a r y  s e n s i b i l i t i e s  of  t h e  Russians.  He took from each w r i t e r  

something d i f f e r e n t :  from Turgenev a romantic theme, a s t y l i s t i c  approach, 

and a s t ance  i n  r e l a t i o n  t o  na tu re ;  from Chekhov t h e  uses  o f  p r e c i s i o n ,  

s i l e n c e  and understatement;  and from Dostoevsky and Tols toy  t h e  prophet ic  

v i s i o n  which works i t s e l f  out i n  t h e  s u b j e c t s  o f  war and man's a l i e n a t i o n  

from s e l f  and s o c i e t y .  The Russians o f f e r e d  a l i t e r a t u r e  which o f t e n  was 

t r a g i c  and almost always sombre, but  t h e r e  was a vigour and searching  i n  t h i s  

new l i t e r a t u r e  which always implied t h e  p o s s i b i l i t y  of  human t ransformat ion  

even i n  t h e  midst o f  s u f f e r i n g  and d e f e a t .  This  ac ted  on t h e  p u l s e  of 

Hemingway's own d e s i r e s ,  and he transformed what he read  and f e l t  i n  h i s  a r t .  
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APPENDIX A 

An inventory of  Hemingway's reading of Turgenevl 
Reprinted from ~ i c h a e l  S .  ~ e ~ n o l d s i  ~ e m i n ~ w a ~ ' s  
Reading 1910-1940, An Inventory (Princeton:  
Pr ince ton  Univers i ty  P re s s ,  1981),  pp. 193-194. 

Inventory o f  Hemingway's Reading 

Turgenev, Ivan. A Desperate Character  and Other S t o r i e s ,  1929. 
SOURCE: SB* 
COMMENT: Purchased copy. 

Turgenev, Ivan. The Diary of  a Superfluous Man, 1929. 
SOURCE: SB - 
COMMENT: Purchased copy. 

Turgenev, Ivan. Dream-Tales and Prose Poems, 1929. 
SOURCE: SB 
COMMENT: Purchased copy. 

Turgenev, Ivan. Fa thers  and Children,  1925, Dec. 
SOURCE: SB; EH-FSF; KW-55 
COMMENT: EH:not h i s  b e s t .  More e x c i t i n g  when first w r i t t e n .  

Hel l  o f  a c r i t i c i s m  f o r  a book. 

Turgenev, Ivan. A House o f  Gentlefolk,  '1925, Dec. 
SOURCE: SB 
COMMENT: Purchased copy i n  1929. 

Turgenev, Ivan. The Jew and Other S t o r i e s ,  1929. 
SOURCE: SB 
COMMENT: Purchased copy. 

Turgenev, Ivan. Knock, Knock, Knock and Other S t o r i e s ,  1926, May. 
SOURCE: SB 
COMMENT: Trans. Constance Garne t t .  Rtrnd. Nov. 2, 1926. 

Purchased copy 1929. 

*SB--Sylvia Beach, Records from Shakespeare and Co. bookstore.  
A l l  d a t e s  r e f e r  t o  when books first came i n t o  Hemingway's possess ion .  



Turgenev, Ivan.  A Lear o f  t h e  Steppes,  1925. 
SOURCE: SB 
COMMENT: Trans. Constance Garnet t .  Purchased copy 1929. 

Turgenev, Ivan. Memoires d 'un  Seigneur Russe. 
SOURCE: KW-55* 
COMMENT: Two copies .  

Turgenev, Ivan. On t h e  Eve, 1926. 
SOURCE: SB; KW-55 
COMMENT: Borrowed May 10,  1926; re turned  Sept .  10, 1926. 

Borrowed Sept .  27, 1929; no record o f  r e t u r n .  

Turgenev, Ivan. The Plays of  Ivan S. Turgenev, 1929. 
SOURCE: SB 
COMMENT: Purchased copy. 

Turgenev, Ivan. Rudin, 1929. 
SOURCE: SB 
COMMENT: Purchased copy. 

Turgenev, Ivan. Smoke, 1929. 
SOURCE: SB; W-55 

Turgenev, Ivan. A Sportsman's Sketches,  1926. Sep t .  
SOURCE: SB 

Turgenev, Ivan. A Sportsman's Sketches,  1925, Oct. 
SOURCE: SB 
COMMENT: Oct. 2 2  - Nov. 16. 

Turgenev, Ivan. A Sportsman's Sketches,  1929, Sept .  
SOURCE: SB 
COMMENT: Purchased copy 1929. 

Turgenev, Ivan. The Tor ren t s  o f  Spring,  1928, Feb. 
SOURCE: SB 
COMMENT: Feb. 8 - Mar. 3 .  Purchased copy 1929. 

Turgenev, Ivan. The Tor ren t s  o f  Spr ing ,  1925, Oct. 
SOURCE: SB 
COMMENT: Oct. 27 - Nov. 16. Trans. by Constance Garnet t .  

Purchased copy 1929. 

Turgenev, Ivan. The Two Fr iends ,  1926, May. 
SOURCE: SB 
COMMENT: May 10 - Sept .  10. Purchased copy 1929. 

Turgenev, Ivan. Virgin S o i l ,  1929. 
SOURCE: SB 
COMMENT: Purchased copy. 

"KW-55--Key West Inventory.  
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