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INTRODUCTION

THE PROBLEM, DEFINITION OF TERMS USED,
AND ORGANIZATION OF THE STUDY

I. The Problem

Statement of the Problem.— It is the purpose of 
this study to analyze the fiction of Ernest Hemingway 
in order to bring to light a certain philosophical 
thread which runs through, and serves to unify, a 
major portion of his writings. Since this thread of 
unity has its analogues in some of the philosophical 
tenets proposed by Jean-Paul Sartre, these related 
tenets will be incorporated into this study for the 
purpose of comparison. By means of analysis and com
parison, the significance of Hemingway's fiction will 
be elucidated.

Background of the Problem.— Because the philosophy 
of existentialism found formalized in Sartre's writing 
and unformalized in Hemingway's is "a timeless sensi
bility that can be discerned here and there in the 
past,’’I and because other thinkers came to similar

-falter Kaufmann (comp.), Introduction, Existen
tialism from Dostoevsky to Sartre (New York: Meridan 
Books, Inc., 1956), p. 12.
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conclusions about life before Hemingway and Sartre did, 
this study will not attempt to prove that either of 
the two writers influenced the other. The similarity 
of ideas shared by Sartre and Hemingway might be more 
logically attributed to their living in and experienc
ing a similar world. Hemingway wrote much of his 
material during and about the post-World War I era.
He wrote about the people he knew, about the effects 
the war had on their lives, and about the code of 
values they formulated. He caught the spirit of the 
times.

Similarly, Sartre lived in nearly the same milieu 
as did Hemingway. He wrote about the Paris cafe 
society of the thirties in Nausea. In World War II 
he became a soldier and fought against Hitler. He was 
captured, but later he escaped and returned to Paris 
and fought in the Resistance. Like Hemingway, he 
wrote about the people he knew and about the problems 
they faced in coping with life after World War I and 
during the war against Hitler.^ Sartre's main concern 
was with man's happiness and unhappiness, his ethical 
problems, his purpose in life, and his conduct. These

^Ibid. , p. i-pO.



k
concerns were expressed largely in his purely literary 
works, but it was not until 19^3, with the publication 
°f Being and Nothingness, that Sartre incorporated his 
major concerns about the plight of man into a formal
ized philosophy.3

Importance of the Study.--In an era when thought 
about death was so prominent, due to man's reaction to 
the wars, when the conventions of religion no longer 
seemed to be sufficient to explain man's inhumanity 
toward man, it is likely that numerous men who remem
bered the wars and thought deeply about what they 
experienced came to similar conclusions about the 
meaning of life. Sartre and Hemingway are two of 
these men. To isolate and to analyze Hemingway's 
basic views of God, man, and life, and then to compare 
them to similar philosophical views of Sartre, is to 
understand better Hemingway's position as a significant 
Twentieth Century writer, for such views represent the 
reactions of many men to their experiences during this 
era.

3Hazel Barnes (trans.), Introduction, Jean-Paul 
Sartre's Being and Nothingness (New York: The Citadel 
Press, 196^), p. xviii.
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II. Definition of Terms Used

The Code.--This term will be used to denote the 
set of values that a Hemingway Initiate formulates 
after he has experienced the Violent World. The 
Code is a value judgment of how a man should behave, 
and it becomes a prime means of giving direction to 
the Initiate’s life.

The Complicated.— This term will be used to indi
cate either a type of life or a type of woman. The 
Complicated Life is a type of life that prevents a man 
from living according to the simple truths which are a 
part of the code of values he has formed after con
fronting death or an extremely violent situation. 
Similarly, a Complicated Woman is a type of woman who 
complicates the life of a man by being dominant or 
possessive or by presenting the man with so much 
responsibility that he will be unable to live by the 
simple truths he has uncovered about life.

G-ood-F'aith/Sincerity.— These two terms are used 
interchangeably by Sartre to denote the correct manner
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in which a man should live his life. A man who lives 
in Good-Faith knows exactly what kind of a man he is, 
and then lives with himself as he is; he does not try 
to run away from what he is or to pretend either to 
himself or to others that he is something other than 
what he knows himself to be.

The Initiate.— This term is used to denote any of 
Hemingway’s characters who have faced the Violent 
World and who have come to the realization that there 
is a Nothingness at the center of things. The Initi
ate is often one who has faced death and because of 
this experience has come to understand himself. The 
Initiate may be a bullfighter, a soldier, a profession
al boxer, a hired killer, a gangster, a hunter, or a 
fisherman. Always he is well seasoned at what he is 
doing and knows intimately the Violent World.

The Moment of Anguish.--This is a moment about 
which Sartre writes extensively, a moment that is 
closely alllgned to Hemingway's Moment of Truth. It 
is a moment in which a man realizes that he has the 
capability within himself to end his life, and conse
quently is forced to choose either to kill himself or
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to save himself. This is the most profound moment in 
Sartre's philosophy, elevating his idea of choosing 
one's self to its ultimate level. Sartre makes the 
distinction between fear and anguish at this moment by 
saying that man experiences anguish from within because 
he is worried that he might not be able to hold up 
under the stresses of a certain situation or he might 
not choose to save himself. Man experiences fear, on 
the other hand, from the thought that his life could 
be ended by factors beyond his control.

The Moment of Truth.--The Moment of ‘Truth is a 
term used by Hemingway to describe that instant when 
the bullfighter must go over the bull's horns to kill 
it. It will be used in this study to denote that cer
tain moment in any dangerous situation in which death 
is imminent and in which the man has a choice of 
whether or not to perform to his fullest abilities and 
courage. It is a situation in which life and death 
are separated by a thin veil of courage and ability.
The man who successfully faces the Moment of Truth 
comes to a certain self-realization.

Nada/Hothingness.— Nada is a concept applicable to
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Hemingway, while Nothingness is a concept of Sartre's. 
Both terms analogously refer to the nothingness at the 
center of man's existence, i.e., to the great vacuum 
behind existence. Nada seems to be a natural conclu
sion for a man to come to once he is convinced that 
the world has been abandoned by God, and once the 
religious idea of eternity and a hereafter are thereby 
negated.

Pastoral World.--This term will be used to denote 
a certain kind of setting depicted by Hemingway. 
Closely related to the World of Immediate Sensations, 
the Pastoral World is a world of fresh woods, clean 
rivers and streams, of trout fishing, of lonely swims, 
and of memories of boyhood. Some of Hemingway's 
characters retreat to this world in order to find re
lief from their immediate problems.

Self-Deception/Bad Faith.--Sartre uses these two 
terms to indicate a way of living. A man who will not 
face himself as he knows himself to be, who tries to 
pretend to be something different than what he really 
is, is one who is living in Bad-Faith. For Sartre, 
Bad-Faith is one of the cardinal sins in life.
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The Uninitiate.--While the Initiate is of the 
seasoned order, the Uninitiate is usually a boy or a 
young man who has not yet met or i s having his first 
encounter with the Violent World.

The Violent World.— This term will be used to 
denote a certain aspect of the world about which Hem
ingway writes, a world that has its analogues in the 
writings of Sartre. The Violent World is a world 
without God; it is a world of death and destruction, a 
world out of proportion and chaotic, a world inhabited 
by men without values; it is a world of danger, war, 
and killing.

The World of Immediate Sensations. --This term will 
be used to denote a certain aspect of the world as 
seen by both Sartre and Hemingway. It is a world in 
which the present moment and the present sensation 
gives meaning to life. It is a hard-drinking and 
sexually promiscuous world, a world of bright lights, 
cool music, and wild fiestas, a world in which even 
the saliva in one's mouth or the water in one's fish
ing boots is to be savored in order that life will 
have a more intense meaning.
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III. Organization of the Study

Part I.--This section will compare Sartre's and 
Hemingway's basic conception of the Godless, Nada- 
centered world. The future for a man who lives in 
such a world no longer has much meaning since without 
God there can be no spiritual hereafter. Much, there
fore, is made of the present moment by both writers.
Since such a conception of the world was brought about 
by man's reaction to the war and by man seeing all 
established order break down before his eyes, it will 
be demonstrated how Hemingway uses this Violent World 
as a place in which his characters become initiated 
into life.

Part II.— This section will analyze the type of 
people who live and move in the God-abandoned world. 
Beginning with Sartre's basic premise that existence 
precedes essence, it will be explained that the only 
way a man can develop himself is by the deeds that he 
freely chooses and does, that the only way a man can 
define himself is by choosing and acting, that man is 
the sum of his actions. These tenets of Sartre's will 
be compared to the motivations of the Hemingway characters
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in order to demonstrate that the characters are aware 
that it Is necessary to follow these existential ideas 
in order for them to make sense of their lives in the 
midst of the chaos that surrounds them. The charac
ters' concern about the death situation will be analyzed 
to bring to light how in such a situation life is 
reduced to its essence and the characters come to a 
certain self-realization. Following closely upon the 
death motif will be a comparison of Hemingway's Moment 
of Truth and Sartre's Moment of Anguish.

Fart III.--This section will center on a discussion 
of what happens to a man after he has encountered the 
Violent World and the Moment of Truth. It will be 
shown how both Sartre and Hemingway think it is neces
sary for a man to formulate a code of values in order 
to live in the world after he has reduced life to its 
simplest terms. Sartre's ideas of Good-Faith and Bad- 
Faith will be compared to Hemingway's concepts of the 
Simple and the Complex. The ideas of the Simple and 
the Complex will be carried over to the Hemingway love 
situation and will be compared to Sartre's ideas on 
the nature of love. The last chapter will center on a 
comparison of the two writers' ideas on sense experiences.
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Sartre equates the awareness of existence with an 
awareness of the immediate sensations, while Heming
way's characters for the most part rely on the savoring 
of sensations to give them some amount of relief from 
their thoughts of Nada or from facing the Complicated 
Life,

Conclusion.--This final section will summarize 
succinctly the more important findings and conclusions 
of the whole study.





CHAPTER I

A WORLD WITHOUT COD

A writer may choose to write about a certain world, 
as Robert Penn Warren suggests, because that world is 
the only world he knows, is the world he knows best, 
or because "that special world best dramatizes for him 
the issues and questions that are his fundamental con
cerns— because . . . that special world has a kind of 
symbolic significance for him.“l

There is no doubt that the world Hemingway chose 
to write about does dramatize the issues and questions 
that are his fundamental concerns. A major portion of 
his novels and short stories center on the effects 
that both World War I and the chaotic conditions which 
followed it had on man. The world, as Hemingway views 
it, has been abandoned by God. He may be dead, or He 
may never have really existed. Man feels suddenly 
very alone, left to find a meaning to his life and to 
make sense out of a disarrayed world which formerly

•̂ Robert Penn Warren, Introduction, Ernest Heming
way’s A Farewell to Arms (New York: Charles Scribner's 
Sons, 191+9 ), p. xi.
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had an order based on a relationship of man to God.
What a writer of Hemingway's stature posits about 

the world from his experiences is of deep significance, 
and, in order for the reader to under stand these con
clusions better, it is quite helpful to compare them 
to similar ideas of the French philosopher, Jean-Paul 
Sartre. As Sartre has said repeatedly: "Atheistic 
existentialism, which I represent . . . states that if 
God does not exist, there is at least one being in 
whom existence precedes essence, a being who exists 
before he can be defined by any concept, and that . . . 
being is man . 1,2 And again in ’’Existentialism is a 
Humanism,” Sartre affirms:

Existentialism is not atheist in the sense 
that it would exhaust itself in demonstrations 
of the non-existence of God. It declares, 
rather, that even if God existed that would 
make no difference from its point of view.
Not that we believe God does exist, but we 
think that the real problem is not that of His 
existence: what man needs is to find himself 
again and to understand that nothing can save 
him from himself, not even a valid proof of 
the existence of God.3

The problem of existence, as Sartre sees it, is

2Jean-Paul Sartre, Existentialism, trans. Bernard 
Frechtman (New York: Philosophical Library, 19/4.7 ), p. l8 •

3sartre, "Existentialism is a Humanism," Existen- 
tialism from Dostoevsky to Sartre, p. 3 3 1.



16

that man cannot rely on God to save him. God cannot 
be expected to give man directions on how to live his 
life. Man must find the proper means to cope with the 
world, and he must find these means from within him
self. Nobody, not even God, can help him.

Hemingway’s characters also are aware of a world 
in which even if the existence of God were proven, it 
would make no difference. Many of them realize further 
that, since God cannot be relied upon to help them, 
they are on their own to make sense out of their lives.

Both Brett Ashley and Jake Barnes, in The Sun Also 
Rises, express their concern on several occasions 
about the God-abandoned world. Jake realizes that he 
is a "rotten Catholic" but knows there is nothing he 
can do about it, "at least for awhile, and maybe never, 
but that anyway it was a grand religion." He wishes 
that he did feel religious and hopes that he will 
sometime in the future.^ The splendors of conventional 
religion cannot justify to Jake what he has seen in 
the war, cannot justify his impotence which the war 
caused when he was acting in a noble manner; and most

^Hemingway, The Sun Also Rises in The Hemingway 
Reader, comp. Charles Poore (New York: Charles Scrib
ner’s Sons, 1953)» P* 163.
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of all, religion cannot compete with the noisy bars, 
the cool music, and the wild women of Paris, which at 
this time are the only things in life that make sense 
to him. Yet he wishes that he could again find God 
because he would like to have the sense of order in 
his life that religion once gave to it. However, 
because the war has left him sterile, both physically 
and psychologically, religion no longer holds any real 
meaning for him.

This same idea is sustained throughout A Farewell 
to Arms. On one occasion, after Catherine and Henry 
have escaped to Switzerland, Count Greffi says to Henry: 
"I had always expected to become devout. All my family 
died very devout. But somehow it does not come. . . . 
Maybe it is too late. Perhaps I have outlived my reli
gious feeling. Catherine, too, expresses her feelings 
of religious doubt. After what she has seen of the 
world, religion will not come for her. However, since 
she must have something in its place to help her in 
superimposing an order on the chaos about her, she makes 
her love for Frederick her religion: We are married 
privately," she tells Henry. "You see, darling, it 
would mean everything to me if I had any religion,

^Hemingway, A Farewell to Arms, p. 272.
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but I haven't any religion . . . .  You're my religion. 
You’re all I've got.,,b

Henry, too, comes to certain conclusions about God. 
After realizing that the war was no longer his respon
sibility, he commits himself totally to Catherine and 
the soon-to-be-born baby. And then, when both Cather
ine and the baby are taken away from him by death, he 
concludes that if there is a God, He is too impersonal 
to depend on. He remembers the time he sat next to a 
camp fire, watching the ants crawling out of the log, 
running blindly to the end, and falling off into the 
fire. He recalls that at that time he could have been 
a sort of messiah to the ants by removing the log from 
the fire so that they could get off on the ground.
But, since the ants meant nothing to him, he merely 
threw a cup of water on the log and watched them 
steam. 7 Henry equates his own indifference to the 
perils of the ants with God's impersonal attitude 
toward man. Everywhere, Henry seems to say, God sees 
people scurrying from the troubles of life; if He 
existed and if He were humane, then God would certainly

6Ibid., p. 12 0.
7Ibid.. pp. 338-39.
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intervene and exert His influence to help the people. 
Instead, He sits back and merely watches, not caring 
enough about them to lift His hand to help.

Nowhere in Hemingway's works is this idea of the 
God-abandoned world so pointed as in For Whom the Bell 
Tolls. The mood of the entire novel is summed up in a 
conversation between Robert Jordan and Anselmo near 
the very beginning of the story. Anselmo tells Jordan 
that he has killed men in the Spanish Civil War, but 
that if he lives through the rest of it, he will try 
to live in such a manner, "doing no harm to any one," 
that he will be forgiven for his transgressions against 
mankind. Robert Jordan asks him who he expects to for
give him. Anselmo, who was formerly deeply religious, 
having been brought up in the traditional Spanish 
Catholicism, answers: "Who knows? Since we do not 
have God here any more, neither His Son nor the Holy 
Ghost, who forgives? I do not know." Robert Jordan 
asks: "You have not God anymore?" To this Anselmo
responds with the very significant words: "No. Man. 
Certainly not. If there were a God, never would He 
have permitted what I have seen with my eyes. "8

^Ernest Hemingway, For Whom the Bell Tolls (New 
York: Charles Scribner's Son, 191,10), p. i+l.



20

Later, Pilar, an old woman who is the leader of 
the band of Spaniards that Jordan has employed to help 
him blow up a bridge, adds to the idea of the God-fore- 
saken world by saying to Jordan: "Everyone needs to 
talk to someone . . . .  Before we had religion and 
other nonsense. Now for every one there should be 
some one to whom one can speak frankly. ” 9

Here, then, is a group of individuals who represent 
the world as Hemingway views it. These people have 
experienced war, have seen all sense of traditional 
order destroyed, and are now disillusioned over the 
chaos. Most of them have come from religious families 
and cannot understand how God could let these things 
happen to those whom He created. If He does exist,
He is a cold, impersonal Being, one whom they cannot 
rely on; and, if He does not exist, then they have 
been mislead by religious doctrine. Religion has be
come as meaningless as dancing for rain or other such 
"nonsense.tt

Hemingway seems to agree with Sartre’s view of 
man’s salvation. What man needs, Sartre declares, is 
to find himself again. He must learn to rely upon

9Ibid., p. 89.
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himself, to become aware of his existence, to realize 
that he is what he makes of himself, and to understand 
that the world is what he makes of it. He must realize 
that his destiny is placed within himself, "that there 
is no hope except in his action, and that the one 
thing which permits him to have life is the deed."lu

In a similar manner, once Hemingway's characters 
conclude that God will no longer help them, they turn 
inward and begin to rely upon themselves to establish 
order in the world. Jake and Brett find order and 
meaning for their lives in sex and drink; Catherine 
and Henry find it in their consuming love for each 
other; Pilar finds it in having someone with whom she 
can speak frankly; and, as will be demonstrated later 
in this study, other Hemingway characters will find a 
meaning in their lives by committing themselves to 
causes, by fishing, by hunting ferocious animals, or 
by fighting bulls. For the individual, it does not 
matter so much what he finds specifically to give a 
meaning to his life, only that he finds something 
that will help him superimpose some sort of order on 
the chaos. Only then will he find a meaning to existence.

l^Sartre, "Existentialism is a Humanism," p. 302
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NOTHINGNESS AT THE CENTER OP EXISTENCE

Living under the circumstances of a world without 
God might not be so bad for man if it were not for the 
gnawing sense that at the center of existence there is 
a great vacuum, a great Nothingness, Nada. Both Hem
ingway and Sartre express their ideas of this Nothing
ness many times and in many ways,

Sartre's view of the world, states William Barrett 
in his study of existential philosophy, indicates that 
Nothingness pervades being, and existence for man is 
like a bubble which Is empty and about to collapse. 
Man's existence is empty and "absurd in the midst of 
a cosmos that knows him not; the only meaning he can 
give himsell is through the free project that he 
launches out of his own nothingness. " 1

Kurt F. Reinhardt agrees with Barrett's interpreta
tion of Sartre's Nothingness when he states that man 
facing life finds himself "alone and forlorn in the

1WiHiam Barrett, Irrational Man: A Study in Exis
tential Philosophy (Garden City, New York: Doubleday 
and Company, Inc., 1962), p. 2^7.
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nothingness of his empty existence, trying to fill the
void with his illusory projects. . . ."2

Sartre, himself, refers to this Nothingness
throughout his writings. In Being and Nothingness, a
long tract on phenomenological ontology where he sets
down his major philosophical tenets, he constantly
refers to the Nothingness at the center of being.
"Nothingness haunts being,n3 he says. And, when he
explores the nature of Nothingness, he finds that:

This nothing is absolutely impassable, just 
because it is nothing; . . . the condition on 
which human reality can deny all or part of 
the world is that human reality carry nothing
ness within itself as the nothing which 
separates its present from all its past. 
Nothingness . . .  is the ground of the nega
tion because it conceals the negation within 
itself because it is the negation as being 
. . . . Freedom is the human being putting 
his past out of play by secreting his own 
nothingness .4-

In his novel, Nausea., which is rich in philoso
phical content, Sartre has the narrator, Antoine 
Roquentin, contemplate the Nothingness at the center 
of being:

%urt F. Reinhardt, The Existentialist Revolt (New 
York: Frederick Ungar Publishing Go., i960), p. 175.

3Sartre, Being and Nothingness, p. I4.O. 
^Ibid. , p. 28.
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It didn’t make sense, the World was everywhere, 
in front, behind. There had been nothing be
fore it. Nothing. There had never been "a 
moment in which it could not have existed.
. . this nothingness had not come before exist
ence, it was an existence like any other and 
appeared after many others.5

Reinhardt, in summing up this view of Sartre’s, 
notes that Roquentin, like all of Sartre's heroes, is 
separated from himself by the ’’insurmountable barrier 
of nothingness.” He cannot catch up with his past nor 
with his future because he is separated from both by 
nothingness. Man knows he is completely alone and 
that he must rely upon himself. But always he is 
aware of the feeling of nothingness

This Nothingness that Sartre speaks of, while not 
exactly the same as the Nada that Hemingway's charac
ters sense, is similar enough to make an interesting 
comparison.

The man haunted by Nada is a recurring theme 
throughout Hemingway's works. Once the characters 
realize that the world has been abandoned by God, it 
is not long before they come to the point where they 
believe that existence is meaningless and that there

^Sartre, Nausea, trans. Lloyd Alexander (New York: 
New Directions Publishing Corp. , 1961p) , p. 1Ö1.

^Reinhardt, pp, 161-b2.
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is nothing behind it. Robert Penn Warren in noting 
this awareness of Nada says that the typical Hemingway 
hero is the man “who is aware, or who is in the pro
cess of becoming aware, of Nada. He is a man obsessed 
by death and by the meaninglessness of a world with 
nothing at its center.“7

Nighttime seems to be for Hemingway the crucial 
time in a man's life, for it is during darkness that 
his characters feel this Nothingness gnawing at their 
sensibilities. Anselmo, in For Whom the Bell Tolls, 
is afraid of darkness, for the coming of the dark 
always makes him feel lonely, so lonely that there is 
a hollowness in him as of hunger. In the past he 
would have assuaged these feelings of loneliness by 
praying, and that would make him feel better for 
awhile. But now, prayers no longer work for him.y

Rinaldi senses the hollow feelings of Nada when 
he quits working. “There's nothing else,” he says. 
“Not a damned thing. I know, when I stop working. " * 9 

Nick Adams, in "Now I Lay Me," is also afraid of

7Warren, pp. xvi-xvii.
^Hemingway, p. 19 7.
9Hemingway, A Farewell to Arms, pp. 177-180.
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nighttime, so afraid he cannot sleep. In a hospital 
recovering from a leg wound he received at the front 
lines with the Italian Army, he recalls that, immedi
ately after being wounded, he felt his soul leave his 
body "and go off and then come back." He finds that 
he can no longer sleep at night because he has been 
living a long time with the knowledge that if he "ever 
shut his eyes in the dark and let himself go," his 
soul would leave his body again. He tries not to 
think about his fears, but In that moment just before 
he drops off to sleep, he can feel his soul start to 
go, and he can "only stop it by a very great effort."-*-̂  

After his bitter experiences with war, Frederick 
Henry understands the effects that darkness can have 
on a man:

I know that the night is not the same as the 
day: that all things are different, that the
things of the night cannot be explained in 
the day, because they do not then exist, and 
the night can be a dreadful time for lonely 
people once their loneliness has started. But 
with Catherine there was no difference in the 
night except that it was an even better time.^-1-

Now that he has found Catherine, the night no 10 *

10Hemingway, ihe Short Stories of Ernest Hemingway 
(New York: Charles Scribner's Sons, 1955)> p. 3b3.

■^Hemingway, A Farewell to Arms, p. 25>8.
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longer has much effect on him. Making love to and 
sleeping with Catherine gives him a refuge against the 
feelings of Nada.

Perhaps the best parallel between Sartre's Nothing
ness and Hemingway's Nada can be drawn from their 
similar treatments of cafe scenes in Nausea and in "A 
Clean, Well-Lighted Place.** In Sartre's novel, Antoine 
Requentin, a French waiter horrified at the nothingness 
pervading being, seeks refuge in a cafe. "Things are 
bad,'* he says to himself:

Things are very bad: I have it, the filth, 
the Nausea. And this time it i s new: it 
caught me in a cafe. Until now cafes were my 
only refuge because they were full of people 
and well lighted: now there won't even be 
that any more: when I am run to earth in my 
room I shan't know where to go.

However, this nausea he experiences at the realization 
of nothingness does not come from within him: "I feel 
it out there in the wall, . . . everywhere around me.
It makes itseli one with the cafe, I am the one who is 
within it. " 12 Roquentin cannot bear even to look at 
inanimate objects because when he does, he is over
whelmed by the realization that there is a Nothingness 
at the center of being. Formerly, he had retreated to

12Nausea, pp. 29-31.
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a well-lighted cafe to escape this realization, but 
now even there he experiences the nausea that accom
panies this awareness of Nothingness.

In 19kS» in a conversation with the French philo
sopher Roger Treisfontaines, Sartre admitted that he 
was passing most of his days in cafes. It was in the 
cafe, Sartre stated, that he was more absorbed than at 
his home because in the cafe there was an attitude of 
indifference, detachment, calmness.^3

Hemingway’s feelings about the cafe as a place of 
refuge are nearly the same as those of Sartre's. In 
nA Clean Well-Lighted Place,” two waiters speak of an 
old man who is staying very late in the cafe. It is 
brought out that the old man is in despair and stays 
in the cafe because it is clean and well-lighted and 
because then he will not have to go out on the streets 
or to his home. The older of the two waiters under
stands why this old man stays late in the cafe: "I am 
one of those who likes to stay late at the cafe,” he 
tells the younger waiter, "with those who do not want 
to go to bed . . . .  Each night I am reluctant to

■^Roger Troisfontaines, 
Sartre, quoted in Reinhardt
pp. l$7-58.

Le Choix de Jean-Paul 
, The Existentialist Revolt,
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close up because there may be some one who needs the 
cafe." The younger waiter does not understand what 
the older waiter is talking about. He does not under
stand the importance of having a pleasant well-lighted 
cafe to come to. Later, when the old waiter is alone, 
he thinks deeply about it. What did he fear, he asks 
himself :

It was not fear or dread. It was a nothing
ness that he knew too well. It was all a 
nothing and a man was nothing, too. It was 
only that and light was all it needed and a 
certain cleanness and order . . . .  he knew 
it all was nada y pues nada y pues nada.

Remembering bitterly the time when he had had religious
beliefs to give him a sense of order and meaning in
the world, he parodies the prayers that were a part of
his belief, prayers which he now considers were said
to a Being who would not listen to them or who was not
even there to hear them:

Our nada who art in nada, nada be thy name thy 
kingdom nada thy will be nada in nada as it is 
in nada. Give us this nada our daily nada and 
nada us our nada as we nada our nada and nada 
us not into nada but deliver us from nada; . .
. Hail nothing full of nothing, nothing is 
with thee. ^

The parallel between Sartre's Roquentin and

^Hemingway, The Short Stories of Ernest Hemingway,
pp. 382-83.
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Hemingway’s old waiter is striking. Both characters 
are overwhelmed with the sense of Nothingness at the 
center of existence, and both try to drown out these 
feelings by staying inside a cafe that is clean and 
well lighted. In a sense, both characters are nauseous 
at this realization and are in despair because they 
see before them a disordered world. Roquentin becomes 
aware of Nothingness by contemplating inanimate beings 
and comparing them to himself; and, when he does, he 
becomes nauseous at the futility of his existence.
The old waiter stays in the cafe because it will keep 
his thoughts off Nada, thoughts which come to him most 
forcibly at night, thoughts which plague him because 
he is aware of a world without God. The waiter, like 
so many other Hemingway characters, has to find some
thing that will help him over the difficult times of
his life



CHAPTER III

A W O R L D  OF A N D  F O R  T H E  P R E S E N T  M O M E N T

With such a notion of a God-abandoned, world, man 
gives to the present moment a new importance. He con
cludes that the present should be lived for itself.
He should get all he can out of the moment at hand; 
he should grasp it, savor it, and draw all meaning of 
life from it because there is nothing more. If there 
is no Supreme Being to hold man responsible for his 
acts while he is living from moment to moment, then 
there is no real need for man to concern himself with 
the Christian concept of the hereafter. In the exis
tential world, man will therefore realize his existence 
in the individual moments.

While Sartre denies in Being and Nothingness that 
he reduces time to a mere successions of 'nows, ' 1 he 
is nonetheless deeply concerned about the present 
moment as it relates to existence. As Sartre's 
Roquentin observes:

I grasp at each second, trying to suck it dry: 
nothing happens which I do not seize, which I

•̂Being and Nothingness, p. 441, p. 550.
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do not fix forever in myself, nothing, neither 
the fugitive tenderness of those lively eyes, 
nor the noises of the street, nor the false 
dawn of early morning: and even so the minute 
passes and I do not hold it back, . . .2

Roquentin has contemplated his existence and has come 
to the conclusion that the present moment is every
thing. The future, though, is as meaningless for him 
as the past. As he says, what advantage is there in 
thinking about the future? It keeps man waiting, and 
when it does come, it makes man sick.3 On the other 
hand, when he searches the past, he finds only scraps 
of images, and he is not sure what they represent, 
whether they are memories or just fiction. These 
scraps of past may have existed, but for the present 
all man has are the words, the skeletons, of the past.^ 
Life is a mosaic of moments. Each instant is linked to 
another; then each instant is annihilated and it is not 
worthwhile to hold it back.3

Many of Hemingway's characters share Roquentin's 
concern for the present moment. Jake Barnes seems to 2 3

2Nausea, pp. SK-5 5.
3Ibid., p„ 4.6.
^Ibid., p. q8.
^Ibid., pp. 78-79.
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be aware of this existential idea of time when he 
engages Robert Cohn in a conversation. Cohn, a char
acter who tries to live the type of life the other 
characters do, has a hard time understanding the 
importance they give to certain things. ”l can’t 
stand to think my life is going so fast and I’m not 
really living it,” Cohn says to Jake. Jake tells him 
that nobody ever lives their life ”all the way up 
except bull-fighters.” Cohn returns:

I’m not interested in bull-fighters. That's 
an abnormal life . . . .  Don’t you ever get 
the feeling that all your life is going by and 
you're not taking advantage of it? Do you 
realize that you’ve lived nearly half the time 
you have to live already?

Jake, who knows exactly what Cohn is talking about, 
says:

It's one thing I don't worry about, . . .  I've 
had plenty to worry about one time or other.
I’m through worrying.

Cohn is speaking of taking advantage of the present 
only because it will affect the future. Jake deliber
ately keeps himself from thinking about the future 
because it has no meaning, and it is evident that he 
realizes the importance of the present when he mentions 
that the bullfighters are the ones who derive the most

^Hemingway, The Sun Also Rises, p. 95
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out of the present moment. Cohn, however, cannot 
understand this concept of time.

Perhaps no Hemingway character is as aware of the
importance of the present as is Robert Jordan. In the
first portion of For Whom the Bell Tolls, he wonders
if it is possible to live as full a life in seventy
hours as in seventy years. Yes, he concludes, so long
as a man's life has been full up to those last moments.7

You have it now and that is ail your whole life 
is: Now. There is nothing else than now.
There is neither yesterday, certainly, nor is 
there any tomorrow . . . .  There is only now, 
and if now is only two days, then two days is 
your life and everything in it will be in 
proportion.3

Jordan continues to think deeply about the present 
moment, and just before he is to undertake the danger
ous act of blowing up the bridge, his preoccupation 
with the moment takes on religious overtones. In much 
the same manner as the old waiter, in nA Clean Well- 
Lighted Place,” who parodies the Our Father and the 
Hail Mary, Jordan says to himself:

They were having now and before and always and 
now and now and now. Oh, now, now, now, the 
only now, and above all now, and there is no 
other now but thou now and now is thy prophet. * 8

7Hemingway, For Whom the Bell Tolls, p. 166.
8Ibid., p. 16 9.



35

Now and forever now. Gome now, now, there is 
no now but now. Yes, now. Now, please now, 
not anything else only this now, . . . only 
this now and on and always please then always 
now, always now, for now always one now; . .

Pew Hemingway characters approach Jordan's almost 
obsessive concern for the present moment, but there 
are enough references throughout Hemingway's works to 
make this idea of time assume importance. Once a 
character comes to look at time from this aspect, he 
will have to re-orient his life in terms of the values 
that such a concept of time dictates; and once this 
attitude is understood by the reader, the motivations 
of many of the characters become lucid.

9Ibid., p. 379



CHAPTER IV

VIOLENCE: THE POWERFUL DESTROYER OF ORDER

In many respects Hemingway*s stories are arenas of 
violence into which he throws his characters early in 
their lives as small boys or in any of the various 
stages as they progress into manhood. But always it 
is for the same reasons: to see how the violence 
affects them, and, if they come to the conclusion that 
God does not exist, that Nada haunts existence, that 
only the present moment counts, then to see what they 
do to compensate.

The young boy in "My Old Man,” for example, en
counters the Violent World for the first time when he 
finds out that his father is a crooked jockey and that 
the races he has been watching with such excitement 
the past few months have all been fixed. After his 
father is killed in one of the races by the gangsters 
he had opposed, Joe overhears other men talking about 
his father, saying that he had "it coming to him on 
the stuff he's pulled." Joe is more disillusioned by 
what he has found out about the races and his father 
than he is over his father's death. "I don't know," he
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says to himself. "Seems like once they get started 
they don't leave a guy n o t h i n g . A l l  of Joe's illu
sions and ideals about the world are shattered once he 
realizes that it is a Violent World.

The theme in many of the Nick Adams stories is that 
of a young man's initiation into the Violent World.
Nick encounters this world early in his life when he 
sees an Indian buck commit suicide in "Indian Camp."
He is beaten off a train by a tough brakeman in "The 
Battler.” In "The Light of the World,” he and his 
friend, Tommy, encounter a strange, out-of-proportion 
world, inhabited by tough bartenders and the biggest 
whores and biggest women they have ever seen. Finally, 
as a young man, Nick comes face to face with the ulti
mate in the Violent World: war and death.

At Smyrna, where the Greeks broke the legs of all 
their baggage animals and pushed them off the quay 
into the shallow water to drown, Nick is repulsed by 
the sight of the numbers of broken-legged mules and 
horses dead in the shallow water. He goes on to 
observe that until the dead are buried they change in 
appearance each day, from white to yellow, to yellow-

-*-The Short Stories of Ernest Hemingway, pp. 159-207.



38

green, to black. And, 11 they are left long enough in 
the heat, the flesh comes to resemble coal—tart especi
ally where it has been broken or torn. The dead grow 
larger each day until sometimes they become too big for 
their uniforms and their faces fill as taut and globu
lar as balloons with a half-pint of maggots working 
where their mouths have been. 2

Even worse than the scenes of dead men and animals 
is the sight of the women with dead babies: "You 
couldn't get the women to give up their dead babies. 
They have babies dead for six days. Wouldn't give 
them up. Nothing you could do about it. Had to take 
them away finally." With ironic bitterness he says of 
all that he sees: "It was all a pleasant business.
My word yes a most pleasant business . . . that was 
the only time in my life I got so I dreamed about 
things."3

Frederick Henry feels the weight of the Violent 
World when he is hit with a shell. His legs feel warm 
and wet and his shoes are wet and warm inside. He leans 
over to put his hand on his knee, but his knee isn't 2

2"A Natural History of the Dead," Ibid., pp. i^o-50.
^"On the Quai at Smyrna," Ibid., pp. 87-89.
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there. He looks at his leg and is very afraid. "oh, 
God, he says, "get me out of here."^

If the Hemingway character is a bullfighter, his 
experiences with the Violent World come inside the 
bull ring. Manuel, for instance, feels the pain of 
the Violent World on the tips of the bull's horns.
The bull charges him and he jumps back and trips on a 
cushion. While lying on the ground, he feels the horn 
go into his side. He grabs the horn ana rides back
ward until the bull tosses him clear. He gets up 
coughing and "feeling broken and gone." He draws the 
sword out oi the muleta, sights with the same move
ment, and flings himself onto the bull, feeling the 
sword go in ail the way.5

The prize-fight ring can be just as violent as the 
bull ring, and Hemingway's boxers often take savage 
beatings. Jack in "Fifty Grand," for instance, takes a 
serious beating in his fight with Walcott. "Jack's 
face [is| the worst thing I ever saw," his trainer 
observes in horror. "He [isj holding himself and all 
his body together and it all [shows on his face. All

Farewell to Arms. p. 58.
5"The Undefeated," The Short Stories of Ernest 

Hemingway, pp. 262 - 6i|.. ~  ~~



the time he [isj holding his body in where it [isj all 
busted.” When Walcott hits Jack with a vicious blow 
five inches below the belt, Jack’s trainer thinks that 
Jack’s eyes are going to come out of his head. ’"They 
stuck way out. His mouth came open."k

When Nick Adams happens onto an ex-professional 
boxer who had once been a part of the violence of the 
prize-fight world, he becomes sick at what he sees.
The man’s ’’face [isj queerly formed and mutilated. It 
[isj like putty in color. Dead looking in the fire

light. His nose Lisj sunken, his eyes Parej slits, he 
[hasj queer-shaped lips." He has only one ear, and it 
is thickened and tight against the side of his head. 
"Where the other ear should have been there jjLs~J a 
stump.”7

Hemingway's Violent World can be found in nature, 
also. In The Old Man and the Sea, Santiago has spent 
a long time catching the giant fish that would once 
again give him a place in his fishing society. But as 
soon as he catches the fish, the sharks come to destroy 
it: 'They [arej hateful sharks, bad smelling, scavengers 6

6"Fifty Grand," Ibid., pp. 323-25.
7"The Battler," Ibid., p. 1 3 1.
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as well as killers . . . ." They begin ripping the 
fish apart. One of the sharks watches Santiago "with 
his slitted yellow eyes" and then comes in fast "with 
his half circle of jaws wide to hit the fish where he 
had already been bitten." The old man fights vainly 
against the sharks, trying to beat them off by driving 
his knife into their "yellow cat-like eyes." He can 
see pieces of the "fish spilling white" from the corner 
of the shark’s jaw as it tears the meat loose. The 
sharks continue to attack until there is nothing left 
of the fish. The old man, who has ail his hopes tied 
up in the fish, must return to shore with only the 
skeleton, having been beaten by the Violent World.®

These examples just cited point to the very nature 
of the Hemingway world. It is a world of violence, 
death, and destruction. It is a world of violent 
situations where men kill each other, destroy each 
other’s cities and towns, knock each other senseless 
with their fists, kill ferocious animals, or watch 
animals kill each other. It is a world over which 
hangs a dark cloud of death.

Looking at Hemingway’s fiction from an existential

®Hemingway, The Old Man and the Sea (Hew York: 
Charles Scribner's Hons, 1952), pp. 113-32.
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point of view, one can understand why he selected this 
type of world about which to write. Violence is an 
excellent means of portraying his fundamental concerns 
because violence is the catalyst that brings about the 
breakdown of existing order, whether this order be that 
of religion, morality, or social comportment. Nick 
Adams, Frederick Henry, Jake Barnes, and Robert Jordan 
are men who experience first-hand the horrors that war 
can bring about; Santiago is a man who has all his 
hopes tied up in the catching of a giant fish, and 
then must watch the killer sharks rip his hopes to 
shreds; Jack and Manuel are men who must enter an arena 
to face death: all such men will be seriously affected 
by the violence they experience, and because of the 
experience, they will begin to question the established 
order oi life. If their concepts of religion are 
destroyed, then they must find something to replace 
religion; ii their concepts of human conduct are destroyed, 
then they must formulate a new set of ethics. However 
the individual man is affected by the Violent World, he 
will find it necessary to re-group, to think deeply, to 
experience as much oi the world as he can, and then to 
try to re-establish in his own mind a new order of 
things. He must look within himself to formulate new
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concepts of what it means to live, for it is only 
within himself that he can find an answer.





CHAPTER V

MAN IS THE SUM OF HIS ACTIONS

Once the Hemingway hero becomes hardened to the 
ways of the Violent World, he becomes an Initiate. 
Quite often, after having taken a new look at what it 
means to live in the Violent World, the Initiate 
adopts violence as a way of life. It is as though 
violence becomes ingrained within his being. The 
Initiate is, as Robert Penn Warren suggests, one who 
takes great risks, who seems compelled to perform 
dangerous deeds, and who, if he loses, loses on his 
own terms and remains stoic in the face of defeat. 1 

But while the Initiate seems compelled to take great 
risks, there is beneath this compulsion an even more 
basic drive: the need to act to define one’s self.

From his experiences in the Violent World, the 
Initiate concludes that a man can be judged only by 
the deeds he has performed. He further realizes that 
he and all other men shall continue to be judged, not 
by what they fancy themselves to be, not by what they *

^Warren, pp. xxxi-xxxii
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dream of doing, but only by the acts they continue to 
perform.

'While such a view of life is somewhat less than 
orthodox, Sartre recognizes the same basic need in man 
and devotes many pages in his philosophical works to 
the analysis of man in terms of fundamental choices and 
actions which give meaning to existence. By comparing 
Sartre's tenets to the drives of the Initiate, one can 
learn much about the hardened Hemingway hero.

Sartre begins with the premise that "existence pre
cedes essence." What he means is that man "first of 
all exists, encounters himself, surges up in the world 
--and defines himself afterward." Man will not be 
anything until later in his life, and then he will be 
what he makes of himself. "Man simply is," Sartre 
declares:

Not that he is simply what he conceives himself 
to be, but he is what he wills, and as he con
ceives himself after already existing--as he 
wills to be after that leap towards existence. 
Man is nothing else but that which he makes 
himself.

Prom this basic premise, Sartre goes on to argue 
that every man should be aware of what he is and that 
he is fully responsible for his own existence; this

^"Existentialism is a Humanism," pp. 290-91.
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he is, and places the entire responsibility for his 
existence squarely upon his own shoulders.”3 Sartre’s 
philosophy, since it is drawn from living people, is 
an attempt at philosophizing from the standpoint of 
the actor rather than from that of the spectator.
This means that the problem considered by the philoso
pher presents itself to him as one which arises out of 
"his own personal existence as an individual human 
being who freely shapes his destiny but who seeks 
clarification in order to be able to do so.’1̂

Sartre’s philosophy, then, is a personal philosophy, 
one that questions every person about his own exist
ence, about his own decisions, and about the purpose 
and nature of his existence. As Roger L. Shinn says: 
Sartre's existentialism centers on

the turning from the objective to the personal, 
from the general to the particular, from the 
abstract to the concrete, from observation to 
involvement, from information to responsibility, 
from what one has accumulated to what one is.5 3

3Ibid., p. 291.
^Frederick Copleston, S. J., Contemporary Philosophy 

(Westminster: The New Man Press, 195>fc) , pp. 129-31*
3>Roger Lincoln Shinn, The Existentialist Posture 

(New York: Association Press, 19^9), p. l6.



This idea of involvement as opposed to detachment 
is a key to the understanding of the world as Sartre 
views it. If a man shuts himself off from the world, 
he ceases to exist; he must instead go out into the 
world and involve himself, commit himself to a cause; 
he must gain experience through the senses. He must, 
in Reinhardt's words, "realize himself in action”; he 
must "storm ahead toward an impossible goal. Although 
he knows that all his projects are destined to suffer 
shipwreck, although he knows that he spends himself in
vain, he is condemned to continue in activities . . 

h6
• •

Sartre himself states that man is "nothing else 
but the sum of his actions. . . . there is no hope 
except in his action, and the one thing which permits 
him to have life is the deed."? In Nausea Sartre has 
Roquentin contemplate these views of life, and as 
Roquentin observes: "Life has meaning if we choose 
to give it one. One must first act, throw one's self 
into some enterprise."8

^Reinhardt, p. l6l.
7"Existence is a Humanism,"
8+lausea, p. 27 .

1+8

p. 3 0 1.
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In his criticism of Sartre's ideas on the nature
of man, Barrett feels that Sartre takes a humane view
of man since Sartre does not see man in terms of an
automaton in the hands of fate, nor as a mere puppet
made to bend to the will of any string puller, whether
it be environment, heredity, or a Supreme Being:

Man is not to be seen as the passive plaything 
of unconscious forces, which determine what he 
is to be. In fact, Sartre denies the existence 
of an unconscious mind altogether; wherever the 
mind manifests itself, he holds, it is con
scious. A human personality or human life is 
not to be understood in terms of some hypo
thetical unconscious at work behind the scenes 
and pulling all the wires that manipulate the 
puppet of consciousness. A man is_ his life, 
says Sartre; which means that he is nothing 
more nor less than the totality of acts that 
make up that life. And to understand truly a 
man's life we have simply to grasp the struc
ture, at once single and complex, that binds 
together all these overt acts. . .9

If Sartre views man in terms of the acts which the 
man does, the acts which make the man what he is, then 
the similarity of Sartre's view with that of Heming
way's is at once readily seen. As was pointed out, 
Hemingway's characters are usually tough, hardened 
men. They are men of action, men who commit themselves 
to causes and experience the world first-hand. If 
these Hemingway characters are men of action merely

^Irrational Man, p. 255.
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because they are not scholars or businessmen or because 
they cannot do anything else, then the similarity be
tween Sartre’s and Hemingway's view of man diminishes. 
Ii, on the other hand, the Hemingway characters are 
men of action because they feel that it is the act 
which gives meaning to their lives--a meaning that 
they would not get in any other way--then the similar
ity between the two authors' views increases. What 
then motivates the Hemingway character?

Manuel Garcia in ”The Undefeated” is an excellent 
study of how a Hemingway character must act in order 
to define himself. Manuel was once a good bullfighter, 
but this was many years ago. Yet Manuel is compelled 
to keep on fighting, even though he knows he should 
cut his coleta and retire. His friend, Zurito, asks 
him several times why he does not quit, and Manuel 
tells him: "I don't know, . . .  I got to do it .
. I got to stick with it, . . . I've tried keeping 
away from it.”10 Manuel goes out to fight that after
noon, but has a bad day. Even so, he vows on the 
operating table not to quit bull fighting. The only 
thing that is important to him and that gives his life

The Short Stories of Ernest Hemingway, p. Pl\ 3 .
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meaning is fighting bulls. Should he quit, his life 
would not have this meaning, and, consequently, he
must continue fighting until he meets his death on the 
horns of a bull.

Before the story For Whom the Bell Tolls begins, 
Robert Jordan lives a quiet life as a college Spanish 
instructor xn the United States. There are many 
questions about life that plague his mind at this time, 
When the Spanish Civil War breaks out, he sees in the 
situation an opportunity to find the answers to his 
questions, and even though it is not his war, he com
mits himself to helping the oppressed. In the midst 
of the war, he thinks about his commitment:

It was a feeling of consecration to duty toward 
all of the oppressed of the world which would 
be as difficult and embarrassing to speak about 
as religious experience and yet it was authen
tic . . . .  It gave you a part in something 
that you could believe in wholly and completely 
and in which you felt an absolute brotherhood 
with the others who were engaged in it. It was 
something you had never known before but that 
you had experienced now and you gave such 
importance to it and the reasons for it that 
your own death seemed of complete unimportance; 
only a thing to be avoided because it would 
interfere with the performance of your duty.1-1-

Robert Jordan finds the answers to his questions 
when he performs the deed and commits himself to a cause.

i:iFor Whom the Bell Tolls, p. 235.
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It does not matter that he has a premonition that, as 
Reinhardt notes, his projects are destined to ship
wreck, that he spends himself in vain. Whether his 
acts are successful or not; is secondary; it is the 
very fact that he does commit himself to a cause and 
acts on that commitment that gives meaning to his life 
and enables him to find his answers.

Jordan is quite similar in this respect to other 
Hemingway characters such as Frederick Henry and Nick 
Adams. They are similar because all of them commit 
themselves to wars that are not really their wars.
They are American citizens fighting on the side of the 
oppressed in a foreign country. And it is this act 
which makes them different from the other soldiers 
with whom they are fighting. It is the cause to which 
they commit themselves and the acting upon this cause 
that gives meaning to their lives; it is the act of 
fighting for the oppressed that enables them to define 
themselves. However, once Frederick Henry is nearly 
executed by the Italians whom he is helping, he feels 
his obligation to his cause dissolve. He does not 
feel bound to act any longer. He compares his obli
gation to the loyalty a floorwalker owes his employer: 
"If they shot floorwalkers after a fire in a department
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store because they spoke with an accent they had always 
had, then certainly the floorwalkers would not be ex
pected to return when the store opened again . . . . " 1 2

Because Henry, Jordan, Adams, and other Hemingway 
characters commit themselves to causes, their lives 
begin to take on a new meaning. This need to act in 
order to define one's self, whether it be to fight 
bulls or to fight wars, is a necessary drive in a man 
who inhabits the existential Violent World. This need 
is often the dominant motive that makes a man do what 
he does. Man is the sum of his actions, and, if he is 
to become anything at all, he must have entries of 
significant acts on the ledger of his essence.

The acts a man performs do not have to be objec
tively significant; it is only important that his acts 
are significant to him as an individual. The act of 
fighting a bull, for instance, is not objectively sig
nificant: it is done frequently by numerous men.
What makes the act significant as a factor in defining 
the torero is the importance he gives to it. If 
fighting a bull means little to the torero, if he re
gards the act as being as insignificant as the act of

12■A Farewell to Arms, p. 21+1
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buying a loaf of bread, then such an act would not be 
a very important defining factor. The act takes on 
importance when its performance demands a great deal 
of courage and perseverance, when its execution is 
judged as an important accomplishment by the doer, 
when objectively it is not absolutely necessary for 
the individual to perform it, and when the individual 
chooses to perform the act of his own volition.



CHAPTER VI

THE ACT AND FREE CHOICE

In discussing his idea of the act in relation to 
free choice, Sartre says that "what is at the very 
heart and center of existentialism, is the absolute 
character of the free commitment, by which every man 
realizes himself . . . . In fact, he says, ’’before 
you come alive, life is nothing; it's up to you to 
give it a meaning, and value is nothing else but the 
meaning that you c h o o s e . A  man in no way defines 
himself by his actions if those actions have been 
accomplished simply because he has been carried along 
by the stream of circumstances. "Man's nature is 
never to-be but always to-be-about-to-be," asserts 
Helen Barnes. "It Is as though man carries about with 
him a little shell of emptiness into which he always 
projects what he is about to become. If a man does 
not become, he is caught up In a nothingness. It is 
through his actions that he starts to exist. A man

■^•"Existentialism is a Humanism," p. 30I4.. 
^Existentialism, p. 58.
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"is -what he is not, for his life is a continual pro
jecting toward a future not yet realized. He is not 
what he is, for at every moment he must remake himself 
by a free choice."5

It is precisely this idea of man's personal respon
sibility for his free choices, says Bernard Prechtman, 
that is at the heart of Sartre's argument. "Man 
chooses his values and makes himself, and for this 
choice he is responsible." This awareness illuminates 
the needless burden man carries and it attempts to 
make him recognize that he "is actively carrying it, 
rather than passively impelled by it, that he may 
choose different values and may choose to be a differ
ent person. It tries to make man acutely aware of his 
freedom.

One of Sartre's short stories, "The Wall," is 
directly concerned with this idea of choice. The 
story is, according to Kaufmann, a classic treatment 
of the central existentialist motif of confrontation 
with death and contains important themes which can be 
found, too, in some of his other works— themes of

^Helen Barnes (trans.), Introduction, Jean-Paul 
Sartre's Existential Pyschoanalysis (Hew York: Philo
sophical Library, 1953)> P» 2.

^-Prechtman, Introduction, Existentialism, pp. 3 —Lp.
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commitment, decision, dread, and death.^
In this story the narrator has been involved in 

the Spanish Civil War, has been captured, and is pre
sently a prisoner about to be executed. He is pro
foundly aware of his impending death; those in his 
cell tell him to expect to be executed; he sees others 
as they are led off, never to return. At first he 
fights the inevitable. He experiences fear, pains, 
spasms, burning sensations, and chills, for he knows 
that there is no way whatsoever to remove himself from 
his fate. He begins to question the values of his 
past life, and asks himself "why?" Why did he run 
madly "after happiness, after women, after liberty?"
At that moment he feels that his whole life has been 
"worth nothing because it was finished." Later he 
concludes that his life has no value, that no life has 
value, that nothing is important. Finally he seeks to 
add meaning to his life by determining "to die cleanly.1* 
After this free decision, the violent, physical sensa
tions subside, and everything seems to be well with 
him; he has freely chosen to do the great deed which, 
since he freely wills it, adds a meaning to his mean-

5lntroduction, Existentialism from Dostoevsky . .
. . ,  pp. 4.0-14-1.
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ingless life.*5 It is ironic to note that, from his 
point of view, his outcome could not be otherwise than 
what he chose it to be. Before choosing, he suffers 
these violent, physical sensations and his life has no 
meaning; once willing his outcome (it is important to 
note that he does not merely accept it, but deliber
ately wills it), he is overtaken with tranquillity.

The idea of choice in "The Wall" relates almost 
directly to the idea of choice in Hemingway's works. 
While Hemingway does not put as great an emphasis on 
the powers of free choice as does Sartre, the idea is 
nevertheless present and the characters are affected 
by it. When Brett Ashley, for instance, leaves her 
young lover, Romero, she tells Jake Barnes that "you 
know it makes one feel rather good deciding not to be 
a bitch . . . .  It's [deciding— free choicej what we 
have instead of God."7

In "The Three-Day Blow," Nick and his friend, Bill, 
go out to a cabin in the woods. Nick is feeling de
pressed because he has broken off the romance with his 
gi^l» Marge, and the end of the affair seems very

^Sartre, "The Wall," Existentialism from Dostoev
sky . . . , pp. 22ii-l+l.

?The Sun Also Rises, p. 287.
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absolute and final. He tries to drown his feelings
with liquor. Bill, who is very much opoosed to getting
tied down by a girl mentions to Nick that he had better
be careful and not even think about Marge or he might
,rget back into it again." His inadvertent comments,
although not intended by him to do so, open for Nick
new insights into the situation:

Nick had not thought about that. It had seemed 
so absolute. That was a thought. That made 
him feel better . . . .  He might go into town 
Saturday night . . . .  He felt happy. Nothing 
was finished. Nothing was ever lost. He would 
go into town on Saturday . . . .  There was 
always a way out.

Once he realizes that he has this possible alternative, 
Nick does not even feel the need to drink any longer; 
he doesn't have to. He realizes that he has the de
cision that will allow him to pick up the affair if he 
so chooses; nothing is really final if you have a 
choice. This realization makes him happy, and when he 
goes outside, the "Marge business was no longer so 
tragic. It was not even very important . . .  he could 
always go into town Saturday night. It was a good 
thing to have in reserve."^

Closely alligned with Sartre's idea of free choice

O
The Short Stories of Ernest Hemingway, pp. 122-125.
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is his conception of choice enjoying a dominant 
position over passion. Sartre does not believe in the 
power oi passion as an influence greater than man's 
capacity for free choice. He does not admit that a 
grand passion can become a destructive force that 
sweeps man off to his fate. Thus, when Sartre con
siders cowardice, he cannot predicate cowardice to 
passions or temperament. The existentialist simply 
does not recognize passions or temperament as influ
ences upon a man. The man who is a coward "is like 
that because he has made himself into a coward by his 
actions." What produces cowardice "is the act of 
giving up or giving way." People, therefore, are born 
neither heroes nor cowards, even though this is what 
many of them would like to think. If a man feels he 
is born a coward, then he can be quite content, do 
nothing about it, and remain a coward the rest of his 
life; if he feels he is born a hero, then he will re
main a hero the rest of his life, and will eat and 
drink heroically. Sartre knocks the props out from 
under this notion, saying that "the coward makes him
self cowardly, the hero makes himself heroic ....'» 
There is always the chance for the coward to give up 
his cowardice and the hero to stop being heroic. But
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that is the individual man's decision. "A coward is 
defined by the deed that he has done."^ In other 
words, if a man is weak and cowardly, he is like that 
because he, himself, has made himself into a coward by 
the actions he freely chose to perform.

One of the best illustrations from Hemingway's 
works of Sartre's idea of man being responsible for 
his cowardice is "The Short Happy Life of Francis 
Macomber.u Macomber has been a weak coward all his 
life. Up to the time of the story, his life has been 
meaningless, even though he is wealthy and has a 
beautiful wife. Macomber, in an attempt to prove him
self in a man's world, goes on a hunting trip to

At the sight of his first lion, however, he 
reverts to form and gives way to his passion of fear. 
"You»re a coward," his wife tells him. "All right," 
he says. 'What of it?" He knows he's a coward, but 
he keeps trying to perform the heroic act. It is when 
ne does not give in to his passion of fear and commits 
himseli to the heroic act that he ceases being a cow
ard. He changes so radically after standing up to and 9

9For the information in the paragraph preceding 
this footnote, I am indebted to bartre, "Existentialism 
is a Humanism," pp. 301-302.
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killing the water buffalo that both his wife and Wil
son, the guide, notice it. Wilson, the tough Initiate, 
feels that Macomber has at long last become a man:

. . . regardless of how it had happened it had 
most certainly happened . . . .  Beggar had 
probably been afraid all his life. Don’t know 
what started it. But over now . . . .  He’d 
seen it in the war work the same way. More of 
a change than a loss of virginity. Fear gone 
like an operation. Something else grew in its 
place. Main thing a man had. Made him into a 
man.

Macomber can sense the change in himself, also.
He never felt so good in all his life as he does after 
shooting the water buffalo; so confident does he now 
feel that he asks Wilson if he could try another lion. 
"I’m not really afraid of them now,” he says. “After 
all, what can they do to you?"

It is at this point that Macomber starts to live 
his happy life. He will never return to acts of cow
ardice because he knows now that his cowardice is not 
an inborn trait nor a ruling passion. He can overcome 
his cowardice by choosing to perform heroic acts. He 
will undoubtedly take a new look at his dominant and 
possessive wife and will no longer be afraid of her.

Macomber's wife sees this change in him and real
izes that the hold she has on him is beginning to 
weaken. She tries to belittle him, but it no longer
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does any good. Her contempt is not secure; she is 
afraid of something. Mrs. Macomber kills her husband, 
making his happy life very short. Wilson understands 
exactly why she kills him, and is at once keenly aware 
of their whole past relationship: "He would have left 
you too,” he tells her, knowing that Macomber has 
finally defined himself in the Violent World and that 
once this happens, a man's whole life changes

Macomber, however, is not the only example of men 
defining themselves in the Violent World by choosing 
to perform heroic acts. Quite a few of the Hemingway 
characters are racked with fear before they must go 
out and perform a dangerous act. It would be very 
easy for any of them to give way to this fear and 
either choose not to perform at ail or to perform in a 
cowardly manner. Jack in "Fifty Grand" is so afraid 
that he cannot sleep nights, yet he goes on to take a 
terrible beating from Walcott. Enrique in "The Capi
tal of the World" tells Paco that "every one is afraid. 
But a torero can control his fear so that he can work 
the bull. I went in an amateur fight and I was so 
afraid I couldn't keep from running . . . .  So would

1QThe Short Stories of Ernest Hemingway, pp. 3-35.
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you be afraid. If it wasn't for fear every bootblack 
in Spain would be a bull-fighter."H Enrique vows he 
will not be afraid and dies proving it.

Throughout For Whom the Bell Tolls, Pablo is 
haunted by fear. At one point Pilar tells him there 
is no room in her bed for Pablo, herself, and Pablo's 
fear. The others in the band come to despise him, and 
twice Jordan almost kills him because Pablo's fear has 
made him seem undependable and a great risk when the 
pressure of the battle will be on them. Pablo is so 
afraid that he leaves the band. But before they set 
out to blow the bridge, he returns: "I had a moment 
of weakness,” he tells them. "I went away but I am 
come back." Both Jordan and Pilar welcome him back, 
and Pilar tells him that she did not think he was the 
ruin of a man that he appeared to be. When the battle 
does come, Pablo performs as well as any of them.
The whole point of this episode is to show that Pilar 
and Jordan recognize that a man is not a coward be
cause of a cowardly temperament or because of the over
powering passion of fear. They understand that if a 11

1 1 Ibid., pp. 38-5 2.
12por whom the Bell Tolls, pp. 389-390.



man chooses to be a hero, freely commits himself to 
the heroic act, then he will be a dependable man in
battle and will perform in a heroic manner. Pablo
has made such a free commitment, and he is welcomed 
back.

Sartre carries this idea of free commitment and
choice one step further when he states that man is
responsible for what he is, and consequently, for 
everything that he does. "Thus, ' 1 he says, "the first 
effect of existentialism is that it puts every man in 
possession of himself as he is, and places the entire 
responsibility for his existence squarely upon his own 
shoulders.nl3

Man, then, is responsible for his actions; if he 
is a coward, then he i s responsible for his cowardly 
actions because not only does he freely will these 
cowardly acts, but he is at the same time free to 
choose to do heroic acts. If a man tries to reach 
great heights but has a serious downfall because of 
his ambition, he is nonetheless responsible for his 
downfall because he freely chose the actions which 
caused it. If a young man and woman have an illicit

^"Existentialism is a Humanism," p. 291.
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affair which produces a child, they are totally respon
sible for the act and its concomitant outcomes, regard
less of the intensity of the passions which surrounded 
the act. I'hey are responsible because they freely 
willed the acu. If a man accepts his freedom, he must 
accept the responsibility it entails.

Hemingway, like Sartre, explicitly deprecates the 
people who undertake their freedom of choice but fail 
to accept the responsibility this freedom entails. 
Robert Cohn in The Sun Also Rises is a prime example 
of the dim view he takes of such irresponsible charac
ters. Cohn runs away from his responsibility to his 
wife and tries to immerse himself in the kind of life 
Jake, Brett, Bill, and Mike are leading. While the 
latter characters are responsible to themselves for 
all their actions, Cohn cannot bear such a responsi
bility, and consequently behaves very poorly throughout 
the novel. On one occasion he beats Jake with his 
fists and knocks him out; later, he goes to Jake's 
room, cries, and begs his forgiveness. After he 
brutally beats Romero, the bullfighter, he once again 
begins to cry. He begs Romero's forgiveness and wants 
to shake hands with him. Cohn, who earlier went off 
for several days with Brett, follows her and the others
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around like a puppy dog. They make it plain to him 
that he is not wanted, but he continues to hang around, 
'making a bloody fool of himself” because he cannot 
bear the weight of the act of having intercourse with 
Brett, even though at the time he freely chose the act 
and knew where it would lead. Cohn simply cannot bear 
the full responsibility of his freedom.

Just as Hemingway presents Cohn in a disparaging 
light, so, too, does he have little use for other men 
who run away from their responsibilities. He seems to 
be familiar with the various ways a soldier can get out 
of battle when it is his responsibility to stay and 
fight, and has Frederick Henry tell Miss Van Carnpen 
that he has known many men to escape the front through 
self-inflicted wounds and that some would even go to 
the extent of "kicking themselves in the scrotum.
Yet, when Henry gives up his commitment to fight in 
the war, Hemingway is sympathetic with him. Hemingway 
does not view what Henry did in the same light as he 
views a soldier throwing down his arms and running. 
Henry was absolved from his commitment by the Italians, 
and immediately thereafter he commits himself to his

~̂ -A Farewell to Arms, p. 150.
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new and greater responsibility, that of Catherine and 
the baby.

In "Hills Like White Elephants," Hemingway once 
again manifests this deprecating attitude toward a 
young man who is trying to get out of his responsibil
ities. The girl is pregnant and the young man is try
ing to talk her into having an abortion. "It’s really 
a simple operation," he pleads with her. "We’ll be 
fine afterward. Just like we were before." The girl 
wants the baby and welcomes the responsibility for her 
part of the act, but she ends up agreeing to the oper
ation because she doesn't care about herself, thinking 
only of his h a p p i n e s s . 1  ̂ The whole scene is a dismal 
one, and while the reader feels sympathy for the self- 
sacrificing girl, he feels only disgust for the irre
sponsible young man.

Agustin is also aware of this responsibility for 
one's freely-willed actions when he explains to Jordan 
the importance of Jordan's responsibility to Maria. 
Jordan has taken Maria to his bed contrary to Pilar's 
advice and has made her dependent upon him. "You 
understand how such a girl would be if there had been no

-^Short Stories of Ernest Hemingway, pp. 275-77.
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revolution,” Agustin says to Jordan. "You have much 
responsibility.” Because of the experiences Maria has 
undergone at the hands of the enemy, being raped and 
having her head shaven, she would be ruined should 
Jordan treat her badly or cast her off after his mis
sion is completed. Since Jordan has freely chosen to 
take her to his bed, he must accept all the responsi
bilities that go with the possession of her body.
Jordan realizes this and states that he will not leave 
her when the mission is over, that he will marry her. 
When Jordan is wounded and knows he cannot escape, he 
makes it as easy on Maria as he can by telling her 
that they will always be together in spirit, that "I 
go always with thee wherever thou goest . . . .  Which
ever one there is, is both . . . .  Thou will go now 
for us both,”-*-k

By saying such things to Maria, Jordan demonstrates 
that even in the face of death he is aware of his 
responsibilities to her. Because of his fidelity to 
his incurred responsibilities, he, like many of the 
other Hemingway characters, is in possession of his
existence.17

^ For yhom the Bell Toils, pp. 4.63-64-,
!7see p. 57



CHAPTER VII

LIEE HAS MEANING WHEN CONTRASTED TO DEATH

In the existential world, life has its most poig
nant significance when the Initiate places himself in 
a dangerous situation, when he stands balanced on the 
fulcrum between life and death and faces death eye-to- 
eye, fang-to-fang, for it is in such a situation that 
his thoughts are centered almost entirely on existence. 
Even more significant to the Initiate is the precise 
moment within the dangerous situation when he achieves 
a certain self-realization. At this moment while he is 
at the nearest proximity to death or defeat, he will 
see the metal out of which he is cast. In one brief 
glance he will see himself as he really is and will 
carry this realization with him the rest of his life.

For the purpose of this study, this moment of self- 
realization will be termed the "Moment of Truth" when 
it refers to Hemingway's concept and the "Moment of 
Anguish" when applied to Sartre.

Hemingway first uses the term "Moment of Truth" 
when he speaks of bullfighting. He says that the whole 
end of the bullfight is the final sword thrust, "the
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actual encounter between the man and the animal, what 
the Spanish call the moment of truth, and every move

front death often meet this Moment of Truth, and every 
move in their lives--before and after the confronta
tion— is focused on this moment.

Anselmo, in For Whom the Bell Tolls, is aware of 
the Moment of Truth that is about to come. He thinks 
deeply about it and is afraid that he may not hold up 
under the pressures when the worst moment comes:

Help me, 0 Lord, tomorrow to comport myself as 
a man should in his last hours. Help me, 0 
Lord, to understand clearly the needs of the 
day. Help me, 0 Lord, to dominate the move
ment of my legs that I should not run when the
Lord, to comport myself as a man tomorrow in 
the day of battle.

After Robert Jordan is seriously wounded and knows 
that death draws near, he -chinks deeply and realizes 
that life has been reduced to its simplest terms, that 
he has experienced his Moment of Truth:

in the fight to prepare the bull for that kill
ing."-1- In a similar manner, his characters who con-

bad moment comes. Help me, 0

He felt empty and drained and exhausted from 
all of it and from them going and his mouth

^Ernest Hemingway, Death in the Afternoon (Mew York: 
Charles Scribner’s Sons, 1932), p7 2~.

^For Whom the Bell Tolls, p. 327
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tasted of bile. Now, finally and at last, 
there was no problem. However all of it had 
been and however all of it would ever be now, 
for him, no longer was there any problem . .
. . I wish there was some way to pass on what 
I’ve learned, though. Christ, I was learning 
fast there at the end.3

Frederick Henry also experiences his Moment of 
truth in battle. It may have occurred at the instant 
he was wounded, when he tried to breathe but his breath
wouldn’t come, when, as he says, "I felt myself rush
bodily out of myself and out and out and out and all 
the time bodily in the wind. I went out swiftly, all 
or myself, and I knew I was dead and that it had all
been a mistake to think you just died.”̂ - If this is
Henry's Moment of Truth, he has confronted himself and 
knows what he is made of. Later, remembering this 
moment, he denies Catherine's complimentary assertions 
that he is brave. ”I'm not,” he says. ” 1 know where 
I stand. I've been out long enough to know. I'm like 
a ball-player that bats two hundred and thirty and knows 
he's no better.”  ̂ He knows all about himself now that 
he has confronted death; he knows down deep that he is

^Ibid. , pp. 14.66-67.
-̂A Farewell to Arms, p. 5 7.
^Ibid., p. H4.6.
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not really one of the brave ones.
Henry's experience with death enables him to come

to certain conclusions about life, and later he says:
That was what you did. You died. You did not 
know what it was about. You never had time to 
learn . . . they killed you gratuitously like 
Aymo. . . . they killed you in the end. You 
could count on that. Stay around and they 
would kill you.°

In a situation which closely parallels Henry's, 
Nick Adams experiences his Moment of Truth. He has 
been wounded in the knee and is in the hospital. He 
has faced death and at some point has met his Moment. 
He has ’’lived a very long time with death and ¡JLs~] a 
little detached." He sees three soldiers whom he con
siders to be the real heroes, the "hunting-hawks." He 
realizes that he would not have done the brave deeds 
that these men perform, and often he lies in bed at 
night by himseli, "afraid to die"' and wondering how he 
"will be" when he is sent back to the front again. "I 
was not a hawk," he says to himself, "although I might 
seem like a hawk to those who had never hunted." Nick 
loses the men's friendship because they can see in him 
the same things he saw, but he strikes up a friendship 
with another young man "who had been wounded his first 6

6Ibid., p. 33d.
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day at the front, because he would never know how he 
would have turned o u t .”7

After he returns to the front, Nick is still keenly 
aware of his past performance in battle. A friend 
with whom he had been in battle tells Nick that Nick 
was much braver in an attack than he was. "No," Nick 
returns, "I know how I am . . .  . Let's not talk 
about how I am, . . .  It's a subject I know too much 
about to want to think about it any more.“a

Nick, at some point in the death situation, came 
to grips with himself. He knows he is not a coward, 
but neither is he one of the truly great soldiers, the 
hunting-hawks, the kind who are not afraid of anything, 
even death. He now knows what he is and doesn't care 
to think about it. It is highly unlikely that Nick 
would have ever come to this self-realization without 
having confronted death.

Manuel, the bullfighter, confronts life at its
simplest terms when he is face to face with the bull:

Now, facing the bull, he was conscious of many 
things at the same time. There were the horns,
. . . the need to profile himself toward the

7"In Another Country," The Short Stories of Ernest 
Hemingway, pp. 269-279.

^"A Way You'll Never Be," Ibid., pp. I+O6-4.0 7.
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left horn, lance himself short and straight, 
lower the muleta so the bull would follow it, 
and, going in over the horns, put the sword 
all the way into a little spot about as big 
as a five-peseta piece straight in the back of 
the neck, . . . He must do all this and must 
then come out from beuween the horns. He wa.3 
conscious he must do all this . . .  .9

At this moment, Manuel can think of nothing except
life and death. Existence bares itself naked when he
is at the closest proximity to the horns of death.
Here is the point at which he finds out exactly what
it means to live and what kind of man he is.

While it takes a great deal of courage for a man 
to enter battle, the bull ring, or the fight ring, or 
to face professional killers, the Moment of Truth is 
experienced at some point after this initial entry 
into the violence. Somewhere in the heart of battle, 
or in any serious contest in which a man places his 
life in danger, a point is reached where the character 
comes to the limits of his abilities, courage, or his 
will to live. At this point, the temptation to quit, 
to run, or to give less than one's best efforts are 
the strongest.

If, for example, a bullfighter passes the bull a 
safe distance from his body, if the soldier hides in a

9"The Undefeated," Ibid., p. 260.
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trench, or if the fighter pulls his punches and re
treats at the stage of the fight that is the most 
demanding, then each of these men are avoiding the 
Moment of Truth.

They will never come to a self-realization per
forming in this manner. If on the other hand, when 
this Moment is about to come, they push themselves to 
the very limits of their endurance and courage, they 
will meet themselves head on and will see themselves 
as they really are.

In an analogous manner, Sartre writes of a certain 
moment that man experiences in situations similar to 
those in which the Hemingway characters experience the 
Moment of Truth. In Being and Nothingness Sartre gives 
several examples of situations encountered by man when 
death is imminent. In one example, he tells about a 
new recruit who has never been in battle before. This 
recruit can be afraid of death, but is more often 
"afraid of being afraid; that is, he is filled with 
anguish before himself." If he is in a trench and is 
undergoing heavy bombardment, he can experience fear, 
but the most overwhelming thing he experiences is the 
thought of how he will face the bombardment at that 
certain moment when things are at their worst. This
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thought does not center around the fear of dying but 
around whether or not "he is going to be able to hold 
up."1°

Sartre defines what man experiences at such a
moment, calling it anguish:

The reflective apprehension of the Self as 
freedom, the realization that a nothingness 
slips in between my Self and my pastr and future 
so that nothing relieves me from the necessity 
of continually choosing myself and nothing 
guarantees the validity of the values which I 
choose. Fear is of something in the world, 
anguish is anguish before myself. 11

Helen Barnes states that what Sartre means by his 
Moment of Anguish is that man feels anguish from his 
recognition that at each moment he must make himself 
anew by another free choice. Man cannot say that what 
he is at this present moment he will be at some future 
moment. "The present does not determine the future, 
because at every moment man is free to change the sig
nificance of the past for his present life and to choose 
a new mode of expressing himself in living. " * 12 Man 
feels this Moment of Anguish when he recognizes that

^ Being and Nothingness, p. 29.
i:LIbid., p. 5i+7 .
12Barnes, Introduction, Existential Psychoanalysis.

p. 20. ------- ----
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nothing in his past or present insures his following 
any of his usual patterns of conduct. "There is no
thing to prevent consciousness from making a wholly 
new choice of its way of being. "-*-3

Sartre spends many pages in Being and Nothingness 
in an attempt to make the idea of anguish clear. He 
uses one particular example numerous times, and it is 
especially relevant to this discussion. Sartre depicts 
a man experiencing most poignantly this Moment of 
Anguish when the man stands at the edge of a deep 
abyss and looks down. Suddenly, says Sartre, he real
izes all the possibilities that can transform the 
thought of death he is thinking at this moment into 
reality. The man realizes that he can slip and fall, 
realizes that the earth could crumble beneath his feet, 
causing him to fall, but he also realizes that these 
possibilities would be caused from without and that 
there is nothing he could do about preventing them.
It is at this point that fear arises because the man 
has apprehended himself as "an object which does not 
contain in itself the origin of its future disappear
ance." He realizes, in other words, that he would

•^Barnes, Introduction, Being and Nothingness, p. xii.
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not be the cause of his death, that the real cause 
would come from factors beyond his control.

Anguish, on the other hand, comes when the man 
realizes that there is the possibility that originates 
from within himself to terminate his life--in particu
lar, that possibility of throwing himself over the 
precipice. "If nothing compels me to save my life, 
nothing prevents me from precipitating myself into the 
abyss." The decisive conduct at this particular moment 
must come from within the man. He approaches the edge 
of the precipice and he searches himself to the very 
depths. "In terms of the moment, I play with my 
possibilities." This is the moment of decision for 
the man, a moment which calls for a decision in terms 
of life and death. It is up to the man to choose 
either to throw himself over the edge or to move back 
a safe distance.

It is at this precise moment, then, that the man 
realizes that it is within himself to choose the mode 
of his non-being or to choose to save himself. He 
experiences anguish at the thought of this moment be
cause he realizes that he cannot predict his own reac
tions and cannot trust himself in such a situation.-̂

-^For all the material following Footnote 13, I am 
indebted to Sartre, Being and Nothingness, pp. 28-32.
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Now if what Sartre means by his Moment of Anguish 
is not exactly the same as what Hemingway means by his 
Moment of Truth, there is such a high degree of simi
larity between the two ideas as to make them relevant 
for comparison. Both writers assert that the moment 
of self-realization is most poignantly experienced in 
a dangerous situation, for it is at the edge of life 
and death that the man has the future of his life 
within himself.

Commenting on Sartre's Moment of Anguish, William 
Earl says that the death situation is very important 
if a man is to become profoundly aware of the meaning 
of his existence. "Even death," he says, "while an 
inevitable fact, nevertheless becomes a meaningful 
fact only insofar as I give it sense: regret it, 
ignore it, or orient my life in its light.

Por Sartre, it is necessary that the man must 
choose himself at this moment, choose whether he is to 
kill himself or to save himself; while for Hemingway, 
it is necessary for the character to push himself to 
the very limits of his ability and courage, and at that

ISEarl, "Man as the Impossibility of God (Sartre)," 
Christianity and Existentialism, ed. John Wild (Evanston, 
Illinois: Northwestern University Press, 1963), p. 97.
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point, to cane to a self-realization. For both writers 
this Moment has little relation to a moment of fear, 
for fear comes from being afraid of extraneous causes 
over which man has no control. The Moment of Truth/ 
Anguish canes at some point after the moment of fear; 
it transcends the moment of fear. A man is most wor
ried about how he will hold up in the dangerous situa
tion; he is afraid of himself, worried that he might 
not make a good showing, worried of what he might de
cide to do with his life at this moment.

when contemplated on the edge of the abyss, this 
moment is for Sartre the very extreme to which his 
tenet can be carried because man can make no greater 
choice than to decide whether or not he is going to 
kill himself. So, too, this moment is the most impor
tant moment in the life of a Hemingway character. He 
will be influenced by how well he measures up to this 
moment for a long time afterward, and many of Heming
way’s stories focus on a man’s thoughts about himself 
after he has faced the Moment of Truth. Whether or 
not Hemingway's characters are so keenly aware of the 
philosophical significance of this Moment is another 
thing, but what they carry away from the situation is 
the most poignant experience of self-realization that
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man can have.
The difficult part of Sartre’s concept of the 

Moment of Anguish is that once a man has confronted 
the abyss and has chosen to move back, he must contin
ually return to the edge and make the same decision.
In order for life to continue having meaning, the 
death experience must be repeated often. The basis 
for Sartre’s reasoning stems from his argument stating 
that since man is the sum of his freely chosen actions, 
he must continually make such free choices or he ceases 
to exist. The fundamental act of freedom, he writes, 
must be constantly renewed; "it is a choice of myself 
in the world and by the same token it is a discovery
of the world.

— and in another place, Sartre states:
. . . we are perpetually engaged in our choice 
and perpetually conscious of the fact that we 
ourselves can abruptly invert this choice and 
"reverse steam" . . . .  'Thus we are perpetu
ally threatened by the nihilation of our actual 
choice and perpetually threatened with choosing 
ourselves . . . .

This idea of Sartre's is not without its analogue 
in Hemingway's writings. Often enough, a Hemingway * 1

-L̂ Being and Nothingness , p. ¿4-37.
1 7ibid., p. ipipl.
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character is compelled to prove himself over and over 
again. Santiago, for instance, must prove himself 
once again by going out to sea in his small craft to 
catch a fish. "The thousand times that he had proved 
it meant nothing. Now he was proving it again. Each 
time was a new time and he never thought about the 
past when he was doing it."l® Santiago must deliber
ately risk his life on the high seas to catch the fish 
because the experience means nothing unless repeated.

Hemingway's bullfighters are in the same mold as 
Santiago. They must continually court death in the 
bull ring. As was pointed out earlier in this study, 
Manuel continues to fight even though he knows he is 
too old and past his prime. rthen his friend asks him 
why he doesn't quit, Manuel tells him that he tried 
quitting but that he has to fight. His friend tells 
him that he should get out and stay out. But that 
solution is not good enough for Manuel. He, like many 
of the other bullfighters, is aware that the immediacy 
of the death experience must be repeated often or life 
has no meaning. He must place himself in a situation 
where he stands to lose everything, or he has nothing.

l®The Old Man and the Sea, p. 73.





PAHT III

THE EFFECTS OF HAVING FACED THE VIOLENT WORLD



CHAPTER VIII

THE FORMATION OF A CODE OF VALUES

Those Hemingway Initiates who survive the Violent 
World will carry with them long afterward the scars of 
the encounter. They will be seriously affected, either 
physically or psychologically, and they will come to 
look at life from a new point of view. From their 
experiences the Initiates will salvage some idea of 
themselves, some definition of how a man should behave. 
These notions will become to them a code of values, 
and their subsequent lives will be lived according to 
the dictates of this code. In a world that has no 
meaning or justification, it is the code that can give 
meaning to life. The Initiates can realize themselves 
only insofar as they can define and maintain the code, 
for it is the code that distinguishes them from people 
who merely follow their random impulses. If the 
Initiates are subsequently defeated when they face 
life, they will be defeated on their own terms and 
they will have acquired some notion of how a man 
should live.^

■^Warren, p. xii.
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Sartre also recognizes the necessity for a man to 
formulate a code of values so that he will be able to 
make sense out of life. While he realizes that man 
craves absoluteness and security, he further realizes 
that these qualities are directly opposed to his funda
mental concept of man's freedom to change. "The best 
that man can do is to carry on a tireless search within 
the values which he himself has chosen, and which he 
continually re-evaluates and reestablishes." A man 
must, along with other men, discover, and "in a sense 
even create, the values by which he lives.

Sartre, like Hemingway, sees the necessity for a 
man to establish for himself a code of values. It is 
not necessary that the code any particular man forms 
be shared by other men, but once a man has come to 
certain conclusions, he is bound to live his life 
accordingly. These values may or may not conform to 
the established absolutes, such as civil and moral law 
or the standards of social behavior, and they may lead 
the follower away from the type of life that is secure, 
but nonetheless each man must look within himself and 
form a code that best states from him the way his life 2

2Barnes, Introduction, Existential Psychoanalysis, 
p. 8.
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should be led.
Most of Hemingway’s Initiates are aware of the 

importance of such a code, and those who derive a set 
of values, either formulated or unformulated, may be 
grouped into three general categories: (l) those who 
want to return to the type of life they had before 
meeting the Violent World; (2) those who want to find 
a new kind of life; (3) those who adopt violence as a 
way of life and choose to remain in the Violent World to 
re-conf'ront the death experience. All three types of 
Initiates come to formulate their individual code of 
values based on their experiences, and their subsequent 
lives are devoted to following the dictates of the 
codes.

While Robert Jordan did not survive the Violent 
World, it might be argued that if he had, he would have 
become a member of the first group. He entered the 
war in order to find the answers to the many questions 
he had about life. He learned very quickly, and, 
while he did not have the time to do so then, he would 
form judgments on what he saw and experienced after the 
war.  ̂ Prom what is learned about Jordan, it is feasible

^For Whom the Bell Tolls, p. 136
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to picture him returning to his teaching position with 
Maria as his wife, his questions finally answered.

Frederick Henry, Jake Barnes, and Count Mippipopo- 
lous are characters who may be placed in the second 
grouping along with those who want to find a new kind 
of life. It is not difficult to speculate on the code 
of values that Henry is in the process of forming at 
the end of A Farewell to Arms. After being excommuni
cated from his cause by the people he was serving, and 
after having everything that had any meaning taken 
away from him by an impersonal God, Henry will be 
sterile in many respects. Thinking about all that has 
happened to him, he concludes:

That was what you did. You died. You did not 
know what it was about. You never had time to 
learn. They threw you in and told you the 
rules and the first time they caught you off 
base they killed you . . . .  they killed you 
in the end. You could count on that. Stay 
around and they would kill you.̂ +

It is unlikely that Henry will ever love again, or be
lieve in anything outside of himself. He will be much 
like Rinaldi for whom he felt sympathy at the first 
part of the story.

Jake Barnes is left sterile by his war, both physi-

t̂-A Farewell to Arms, p. 338
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cally and psychologically. The code he forms to enable 
him to live with his frustrations is based on keeping 
his thoughts off of what happened to him. He works 
hard and tries to savor the present moment in order 
not to think about Brett and about himself.

Jake, who at first does not like Count Fiippipopolous 
whom Brett brings to his room with her one night, later 
sees in the Count something that he understands and 
respects. The Count has at one time in his life met 
the Violent World and has formed his own code of values. 
" . . . all I want out of wines is to enjoy them,” he 
tells Brett and Jake. ". . . it is because I have
lived very much that now I can enjoy everything so 
well.” Jake agrees with him on this point. "That is 
the secret,” the Count continues. "You must get to 
know the values."5 Jake knows this is true; for Jake, 
like the Count, has had to form his code of values and 
then to make an attempt at living his life the best way 
he was able.

Among the characters who fall into the category of 
those who choose to remain in the Violent World are the 
bullfighters, the prize-fighters, and the gangsters. 5

5 The Sun Also Rises, p. 136.



91

Jack, in "Fifty Grand," has committed himself to fight
ing the contender, Walcott. Jack by his profession is 
an avowed member of the Violent World. He is past his 
prime, however, and realizes that he has no chance of 
winning against the young contender. After many sleep
less nights, he goes through with the fight with only 
one thought on his mind: if he is going to lose, then 
he will lose on his own terms, according to his code.
He doesn't "want to be knocked out." He wants"to 
finish it off right to please himself," to maintain 
some notion of honor.^

Maintaining the code, even in the face of death,
is of deep concern to Ruiz, in "The Gambler, The Nun,
and the Radio." Ruiz, who was shot by a gangster in
an all-night restaurant, refuses to inform the detective
who it was who pulled the trigger.

"Listen," the detective said. "This isn't 
Chicago. You're not a gangster. You don't 
have to act like a moving picture. It's all 
right to tell who shot you. Anybody would 
tell who shot them. That's all right to do."7

But that is the whole point: it is not "all right" for
Ruiz to tell who shot him. It isn't Chicago and he is

^The Short Stories of Ernest Hemingway, p. 323.
7Ibid. , p. 1+69.
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not a gangster of the first order, bound by the gang
ster's code of keeping silent, but Ruiz has formulated 
his own ideas of what it takes to be a man, and these 
ideas prevent him from becoming a "squealer," even in 
the face of death.

This code of Ruiz' is nearly the same code that 
prevents Ole Andreson, in "The Killers," from calling 
the police to inform them about the two professional 
killers who have been sent by the underworld to assas
sinate him. As he tells Nick Adams over and over: 
"There isn't anything I can do about it . . .  . It 
[calling the police| wouldn't do any good . . . .
There ain't anything to do.,,t:i At first Ole, who has 
become involved with the underworld, tried to elude 
the killers, but now he realizes that his death is an 
inevitable fact. He realizes that it is useless to 
run, but he also refuses to call for help from the 
police. His notion of honor prevents him from doing 
so, and he vows to face them and lose on his own terms.

The formulation of the code, then, becomes para
mount to one who has faced the Violent World. To an 
outsider, the set of values that many of the Hemingway

^Ibid., p. 287.
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characters adopt might seem a strange way of looking 
at life, but before a real understanding of the char
acters can be reached, one must relate the code to the 
circumstances in the characters’ lives that led them to 
such conclusions. The characters themselves seem to 
be aware of the significance of the code as a prime 
means of giving direction to their lives, and they 
further seem to realize that they are, if not morally, 
then ethically bound to adhere to the dictates of the 
code. They feel they must maintain the code even in 
the face of defeat, and in doing so, they derive a 
kind of victory out of defeat. The code, however 
limited and imperfect it may be, enables them to super
impose meaning on a meaningless world.



CHAPTER IX

ACTING IN GOOD OR BAD FAITH

The Initiate who follows the dictates of his code 
lives in what Sartre terras "Good-Faith," but if he 
fails to maintain his code when it becomes difficult 
to do so, then he will be living in "Bad-Faith."

Sartre, in Existential Psychoanalysis, goes to 
great lengths to explore the ideas of Good and Bad- 
Faith. When a man acts in Good-Faith, Sartre declares, 
he confesses to himself what he is in order that he 
may live accordingly. At the base of Good-Faith there 
is "a continual game of mirror and reflection.

James Collins, in his critical study of Sartre's 
philosophy, remarks that a man lives in Good-Faith 
when he acknowledges that there are no given standards 
and thereby assumes unlimited responsibility for what 
he does. He does not deceive himself. The man who 
lives in Bad-Faith, however, lives in self-deception 
and deceives himself "into believing that he acts in 
conformity with a decalogue carrying some suprahuman

-̂•Existential Psychoanalysis, p. 255.
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sanction or at least deriving from a source beyond the 
individual himself.”2

Hazel Barnes also delineates Sartre's concepts of 
Good and Bad-Faith, saying that a man who acts in Bad- 
Faith blames others or his environment for making him 
what he is instead of recognizing that he has made 
himself. "He refuses to take responsibility for the 
self which by his acts he is creating . . . .  Instead 
he acts as if he and the beliefs and values he lives 
by were as completely established and unchangeable as 
the physical structure of a stone."3

While as often as not there is "no cynical lie in 
Bad-Faith," asserts Sartre, "the first act of Bad-Faith 
is to flee what man cannot flee, to flee what he is."̂ - 
In other words, if a man is to act in Good-Faith, he 
must first of all come x;o know himself as he really is, 
and then he should live with himself as he knows him
self to be. He should not run away from himself or 
hide from what he is. If he is a coward, for instance, 
he should not deceive himself and others by pretending

^Collins, The Existentialists: A Critical Study 
(Chicago: Henry Regnery Company, 1952), p. 73.

^Introduction, Existential Psychoanalysis, p. 27.
^Existential Psychoanalysis, p. 256
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to be a hero, for the only way he can become a hero Is 
by performing heroic acts. If he has formed certain 
judgments about himself and about life, he must live 
according to these judgments. To act any other way 
would be to act in Bad-Faith.

On these two views of life, Hemingway builds his 
analogous ideas of the Simple and the Complicated. In 
general, the Simple is a situation or an environment 
that allows a man to live in Good-Faith, according to 
the set of values he has uncovered by meeting the 
Violent World. The Complex is a situation or environ
ment that makes it difficult or impossible for a man 
to live in Good-Faith.

The Hemingway Initiate who chooses to return to 
the kind of life he had before meeting the Violent 
World often finds it difficult to live in Good-Faith. 
Krebs, in "Soldier's Home," is an excellent example of 
such a character. Krebs, Hemingway tells the reader, 
went to war from a Methodist college in Kansas. He 
left behind him his life with his fraternity brothers, 
"all of them wearing exactly the same height and style 
of collar." He went to the front and fought at such 
places as Belleau Wood and In the Argonne where the 
fighting was the heaviest.
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When Krebs returns home, he finds that while every
thing is the same as when he left, paradoxically it has 
changed. The young girls have grown up and have become 
quite good looking, ’’but they [livejj in such a compli
cated world of already defined alliances and shifting 
feuds” that he does not want to court them. They form 
a pattern of complexity, from their sweaters and round 
Dutch collars to their hair cut close. "They ¡are"] 
too complicated . . . here at home it jjLs~] all too 
complicated . . . .  They jare] such a nice pattern.” 

Krebs is experiencing a reaction comparable to 
that of many people who return to their homes after a 
long absence; while away they undergo many experiences 
which change them so that, when they return, things 
look different and they conclude that their home town 
has changed. Before the war Krebs lived in and accepted 
the "patterned life.” But after going through the 
experiences of war, after undoubtedly meeting his Moment 
of Truth in which life was reduced to its simplest 
terms, he finds he can no longer accept the patterned 
life. While most people think of a patterned life as 
being secure and absolute, such a life, as Sartre 
mentions, is directly opposed to the fundamental con
cept of man’s freedom— freedom to change.5 The patterned

^See p. 80
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from following his code. He decides to go to Kansas 
City where he will be able to live in Good-Faith. The 
Violent World has changed him to such an extent that he 
will never be able to re-enter the patterned life and 
still follow the dictates of his code.^

Nick Adams is aware of the Complicated Life in 
'’Cross-Country Snow.” He is skiing with his friend, 
George, in the mountains of Europe. He likes the 
carefree, simple life of skiing, and quickly agrees 
with George that it would be a great life to bum around 
together, skiing, fishing, and sleeping in lodges. 
Overshadowing this happy situation, however, is Nick's 
responsibility to the Complicated Life. He must return 
to Helen and their baby. Both Helen and the baby are 
his responsibility and he does not try to evade his 
obligations. Even so, they represent to him an aspect 
of the Complicated Life, and he is somber at the thought 
of having to return to them.?

Jack Barnes, who has much respect for the Simple 
Life, likes France better than Spain because ’’every
thing is on such a clear financial basis in France. * 7

^’’Soldier's Home," The Short Stories of Ernest Hem
ingway, pp. 343-155.

7Ibid., pp. ltil-titi
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It Is the simplest country to live. No one makes 
things complicated by becoming your friend for an 
obscure reason." As he observes, all one has to do to 
make friends is to "spend a little money." ‘Phis he 
does, and finds to his delight that the waiter likes 
him and appreciates all "his finer qualities." A 
Complicated Life to Jake is a life of tangling alli
ances, and he has found that the simplest way to avoid 
such things is to spend "a little money." Once he 
does this, he will have all the friends he can handle. 
Since his set of values demands that he keep himself 
aloof from others, that he not indulge in anything but 
superficial friendships, Jake is living in Good-Faith 
when he adheres to this attitude.

The Hemingway Initiates who meet the Violent World 
and who reduce life to a set of simple truths, must 
follow the dictates of these truths or else they will 
be living in Bad-Faith. While what it specifically 
means to live in Good-Faith is different for the indi
vidual Initiate, he realizes that he is bound to main
tain his code oi values, that once he confronts himself 
as he really is, he should not run from this knowledge. 
Often the patterned life with its numerous responsi
bilities prevents the Initiate from living in Good-
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faith because, while it is secure and absolute, it is 
opposed to man's freedom to change. If the Initiate 
seems to shirk responsibility and to retreat to a 
kind of life that is uncomplicated, he is doing so 
because he feels the inner necessity to follow the 
dictates of his code, which are often in conflict 
with the established civil, social, and moral norms. 
By maintaining his code he is true to himself and is 
living in Good-faith.



CHAPTER X

THE ROLE OP THE WOMAN IN THE LIFE OP THE INITIATE

When viewed from the aspect of Hemingway's ideas 
of the Simple and the Complex and of Sartre's ideas on 
Good and Bad-Faith, the relationships between men and 
women in Hemingway's stories become an important 
analogue.

For the purpose of this discussion, Hemingway's 
women will be divided into three categories, depending 
upon the extent to which they complicate the protago
nist's life and prevent him from living in Good-Faith.
In the first category are found the courtesans or the 
loose amateurs with whom the male may spend a happy 
evening; in the second category are the dominant, 
possessive women who complicate a man's life so much 
that they ruin it; in the third category are the women 
who try their best not to complicate a man's life, but, 
who through no fault of their own, do just that.

Women of the first category need little delineation. 
They are the women with whom Robert Jordan consorted 
in Madrid, the women whom the officers in For Whom the
Bell Tolls patronized, or they are the little Indian
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girls that Nick Adams knew in his boyhood. The Heming
way male regards this type as an object with whom he 
may satisfy his natural desires and then leave immedi
ately. With the exception of their value as an object 
of pleasure, they have little effect on the Initiate's 
life. They have nothing in common with him; there is 
no meeting of the minds; there is very little chance 
for an affair of the heart. They pass in and out of 
the Initiate's life without influencing it. Because 
this type of woman presents no threat of complicating 
the Initiate’s life with responsibility, she makes it 
easy for him to live in Good-Faith.

Nick Adams distinguishes early in life between the 
women of the first and second category. He discovers 
for the very first time the pleasures that the simple, 
uncomplicated girl can give to a man, when his little 
Indian girlfriend, Trudy, does with her nplump brown 
legs, flat belly, hard little breasts, and quick 
searching tongue11" what no one will ever do bet ter. ̂ 
Trudy teaches Nick how to make love, but she puts no 
strings on her favors, and in no way does she compli
cate his life. *

■^Fathers and Sons,” The Short Stories of Ernest 
Hemingway, pp, 448-499.
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Nick's mother, however, is a woman of the second 
category and is characterized as a dominant woman, one 
who is thoroughly saturated with religious sentimental
ism. Nick senses the dangers inherent in associating 
with such a woman when he sees the adverse effects she 
has on his father in "The Doctor and the Doctor's 
Wife." When she finds out that Nick's father has 
almost been involved in a fight, she preaches to him:
"I hope you didn't lose your temper, Henry . . . .  
Remember, that he Who ruleth his spirit is greater 
than he that taketh a city." She says this to him 
while lying in bed reading the Bible and a copy of a 
Christian Science quarterly.2 Had it not been for 
this type of woman behind the scenes dominating his 
life, it is likely that Nick's father would have fought 
the man. The paradox of such a situation as this is 
that he cannot act in Good-Faith while married to this 
type of woman since she restricts his freedom and pre
vents him from doing what he thinks he must; yet, on 
the other hand, since he freely chose to marry her, in 
order to live in Good-Faith, he must honor his commit
ment to her. One might argue that he need not let her

2Ibid., pp. 100-103.
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dominate his life, that he should do what he thinks he 
must regardless of what she says; however, this explana
tion is too simple because the state of marriage in
volves compromise, and should he not compromise on 
matters such as this, the marriage would likely end in 
divorce. He cannot allow this to happen if he is to 
live in Good-Faith, and consequently, he is forced to 
compromise some of his beliefs for the sake of his 
commitment.

When Nick is a young man, he can better understand 
his father. He concludes sadly that his father has 
"missed a lot, . . .  He says he1s missed a lot him
self.1̂  Nick vows he will not let himself get into 
the same predicament, that he will taste life first 
hand before he ever lets himself be like his father.
He finds that he must break off the affair with his 
girlfriend, Marge, because she is beginning to compli
cate his life: she "knows everything." His friend, 
Bill, proclaims to him that "once a man's married he's 
absolutely bitched . . . .  He's done for."4-

Another friend whom Nick meets when he is experi-

3"Three-Day Blow," Ibid., 
^Ibid., p. 122.

p. 120.
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ending the world gives him similar advise: "A man 
must not marry,” Major Maggiore tells Wick angrily 
when he finds out that Nick would like to become 
married. ”He cannot marry. He cannot marry, . . .
If he is to lose everything, he should not place him
self in a position to lose that."^ Maggiore, though, 
is looking at the state of marriage from a different 
angle. He has just received word that his wife has 
died, and it is obvious that he loved her very much.
What may be deduced from his advice, then, is that 
once a man comes to love a women and then commits 
himself to the responsibilities that come with marriage, 
he must give to her part of himself. Should the woman 
subsequently die, that part of him will be lost. It is 
better not to place one's self in the position to lose 
part of one's self; it is better not to become involved 
with a woman in the first place.

On the other side of the question, another friend 
of Nick's advises him to become married. Unlike Major 
Maggiore, this friend suggests that Nick should marry 
a nice, simple girl. Marry an Italian girl, he says, 
because they make good wives: "Over here, the way

5”In Another Country,” Ibid., p. 271
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they're brought up, they'll all make fyou~j a good 
wife."k Wick's friend has learned the distinction 
between the Simple and the Complicated woman. One 
should marry the Simple type of woman so that he may 
have someone to come home to at night. If she has 
money, that is for the better because then the man 
will be able to do what he wants without having the 
burden of earning a living. The way Italian girls are 
brought up, they will not Interfere with his freedom 
or complicate his life.

Somewhat ironically, though, Nick did not take any 
of his friends' advice. In "A Very Short Story," he 
narrowly escapes marriage to a Complicated woman. He 
wanted to marry her and get a job in the States and 
settle down, but the woman jilts Nick and takes up 
with an Italian officer. Then later, in "Cross Country 
Snow," when Helen is going to have Nick's baby, he 
somewhat reluctantly accepts the fact that he will no 
longer be free to do as he chooses.

Like Nick's father, Francis Macomber has his life 
destroyed by a possessive, domineering woman. She is 
too beautiful for him to divorce, and he is too rich

6 itNow I Lay Me," Ibid., p. 370
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for her ever to leave him. She disparages his coward
ice, bullies him, and has affairs with other men be
cause she knows he will never have the nerve to stand 
up to her. When Macomber proves himself by facing up 
to the water buffalo, she realizes that he will now 
have the courage to take action against her. Her only 
choice is to kill him, and with this final act her 
damage to Macomber is complete. She has complicated 
his life to such an extent that he is never able to 
realize freedom until that very short time between 
becoming a man and his death.

Harry in "The Snows of Kilimanjaro," considers 
himself ruined by several women. His women have com
plicated his life by having too much money, he declares. 
The women and their money have caused him to live in 
Bad-Paith, irresponsible to the code of discipline that 
he needed to be a good writer. And then, in one brief 
glimpse, he realizes what was the real cause of the 
destruction of his talent: "He had destroyed his 
talent by not using it, by betrayals of himself and 
what he believed in, . . ."7 Harry’s situation is 
another paradox. While it is true that the women whom

7"The Snows of Kilimanjaro," Ibid., pp. 59-66.
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he married and with whom he lived did complicate his 
life with their money, making him one of the idle rich 
and thereby contributing to the destruction of his 
talent, the choice to become involved with these women 
^as initially his, Harry is totally responsible for 
his choice and if the women prevented him from following 
the code of discipline that he needed to be a good 
writer, the blame lies within himself. Once Harry 
comes to this realization, he begins to live in Good- 
Faith.

The Hemingway women who fall into the third cate

gory, the type of women who try their best not to com
plicate a man's life, but who, through no fault of 
their own, do, are the women most strongly delineated 
by Hemingway. They have some notion of the Simple and 
the Complex and of what it means for the male to live 
in Good-Faith. They consciously try to be the simple, 
uncomplicated type like the courtesans, and they make 
great efforts to keep from presenting the male with
responsibilities that will prevent him from living 
Good-Faith. But while their intentions are pure, 
the male accepts one of them as his true love, she 
gradually and unknowingly begins to complicate his 
While the male may see these complications setting

in
one©

life.
in,
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he has allowed the relationship to progress too far to 
back out. He has made his commitment to the woman by 
this time, and as such a paradoxical situation demands, 
he must, in order to live in Good-Faith, honor his 
commitment. The problem that the male encounters by 
developing a relationship with a woman of the third 
category is more complex than sacrificing some of his 
freedom, however, because before long the love affair 
reaches the point at which the two lovers begin to 
approach a state of "oneness." They begin to try to 
enslave each other, to assimilate each other’s freedom. 
Such a situation is the fault of neither lover; it is 
rather a necessary evil that takes place when a man 
and a woman are truly in love and commit themselves to 
each other without reservation.

Sartre speaks at length about this human tendency 
in the long chapter, "First Attitude Toward Others: 
Love, Language, Masochism," in Being and Nothingness.
In this chapter Sartre analyzes the state of love, con
cluding that when a man and a woman begin to love each 
other, they consciously or unconsciously try to enslave

Q
each other.1' The lover does not desire to possess his

^Being and Nothingness, p. 3̂ +0.
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beloved as one possesses a thing, that is by merely 
owning it; rather, the lover makes more complex demands 
on his beloved. He demands a special type of appro
priation: he wants to possess his beloved's freedom.9 
In so many words, love to Sartre is an attempt by one 
lover to make his beloved dependent upon him, to 
requisition the beloved's freedom. The lover wishes 
not only to be loved, to become the be-all and the 
end-all to the beloved, but to assimilate the beloved's 
freedom into his.^9 * *

Sartre has Roquentin observe this tendency when he 
sees two young lovers in a cafe:

. . . they make me a little sick . . . each one 
of them temporarily draws life from the life of 
the other. Soon the two of them will make a 
single life, a slow, tepid life which will have 
no sense at all--but they won't notice it.11

Reinhardt, who discusses Sartre's idea of love, 
says that when a man is attracted to a woman, he is 
first attracted by sexual desire. His attraction 
transforms the woman into a thing of which he tries to 
gain possession so that he may satisfy his lust. But

9Ibid.,, p. 34-3.
lOlbid., P. 355.
13-Nausea, p. 11+5.
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w h e n  the r e l a t i o n s h i p  r e a c h e s  t h e  p o int of love, the 

l o v e r  e i t h e r  f o r g e t s  t h e  b e l o v e d  in the a u t o i n t o x i c a 

t i o n  of l u s t  o r  h e  s a d i s t i c a l l y  s u b d u e s  t h e  b e l o v e d ,  

a p p r o p r i a t i n g  t h e  b e l o v e d ' s  f r e e d o m . 12

This n o t i o n  of t h e  t w o  l o v e r s  t r y i n g  to b e c o m e  one 

w i t h  e a c h  o t h e r  is m o s t  c l e a r l y  s e e n  w h e n  a H e m i n g w a y  

m a l e  b e c o m e s  i n v o l v e d  w i t h  a w o m a n  of t h e  t h i r d  c a t e 

gory. At t h e  b e g i n n i n g  of t h e  a f f a i r ,  t h i s  ty p e  of 

w o m a n ,  like the c o u r t e s a n s ,  is s i m p l e  a n d  u n c o m p l i c a t e d ,  

but g r a d u a l l y  an e m o t i o n a l  and i n t e l l e c t u a l  r e l a t i o n 

s h i p  d e v e l o p s .  B e c a u s e  o f  t h e  n a t u r e  of love, the two 

l o v e r s  b e g i n  t o  a p p r o p r i a t e  e a c h  o t h e r ' s  f r e e d o m .

D u r i n g  t h e  i i r s t  stage oi h e r  l o v e  a f f a i r ,  M a r i a  is 

q u i t e  c o n c e r n e d  about c o m p l i c a t i n g  t h e  l i f e  of Jord a n ,  

hhe t e l l s  h i m  t h a t  h e  m u s t  not w o r r y  a b o u t  h i s  w o r k  

b e c a u s e  she w i l l  n o t  b o t h e r  h i m  nor i n t e r f e r e .  "If 

t h e r e  is a n y t h i n g  I  c a n  d o , "  she tells hi m ,  "you w i l l  

tell me. . . .  I w i l l  l e a r n  f r o m  P i l a r  w h a t  I s h o u l d  

do to t a k e  c a r e  o f  a m a n  and those t h i n g s  I w i l l  d o . " * 1 ^ 

this s eli — s a c r i f i c i n g  a t t i t u d e  is s u s t a i n e d  t h r o u g h o u t  

the story. L a t e r  on, w h e n  Jor d a n  w i s h e s  t o  m a k e  love

1 2 The E x i s t e n t i a l i s t  R e v o l t , pp. 1 6 2 - 6 3 .

1 ^F o r  W h o m  t h e  B e l l  T o l l s , p. 170.



113

to h e r ,  she t e lls h i m  that t h e r e  "is a g r e a t  s o r e n e s s  

and m u c h  p a i n ,“ but that she is n e v e r t h e l e s s  s t i l l  

w i l l i n g .  Wh e n  Jo r d a n  d e s i s t s ,  she is a s h a m e d  a n d  s o r r y  

that she has d i s a p p o i n t e d  h i m .  1 -̂

C a t h e r i n e  B a r k l e y  r e c e i v e s  s y m p a t h e t i c  t r e a t m e n t  

b y  H e m i n g w a y ,  in m u c h  t h e  s a m e  m a n n e r  as d o e s  M a r i a .  

C a t h e r i n e  is r e g a r d e d  as a s i m p l e ,  u n c o m p l i c a t e d  w o m a n ,  

h e n r y ,  a t  i i r s t ,  d o e s  n o t  i n t e n d  to b e c o m e  i n v o l v e d  

w i t h  h e r .  H e  c o n s i d e r s  h e r  m o r e  or l e s s  a s  a thing 

w i t h  w h i c h  he m i g h t  s a t i s f y  h i s  s e x u a l  d e s i r e s .  She 

m e a n s  l i t t l e  m o r e  to h i m  t h a n  the l o ose w o m e n  w i t h  

w h o m  h e  c o n s o r t e d  at t h e  b e g i n n i n g  o f  the story. B u t  

s o o n  his d e s i r e  g r o w s  into s o m e t h i n g  d e e per, and he  

r e a l i z e s  t h a t  he h a s  f a l l e n  in l o v e  w i t h  her. It is 

at t h i s  p o i n t  t h a t  h e  r e c o g n i z e s  t h a t  she is "a f i n e ,  

s i m p l e  g i r l .” C a t h e r i n e  tells h i m  t h a t  h e  is the 

f i r s t  t o  r e c o g n i z e  t h i s  q u a l i t y  i n  her: ”No one e v e r  

u n d e r s t o o d  i t  e x c e p t  you . . . .  I ' m  a v e r y  simple 

g i r l .” H e n r y  t e l l s  h e r  t h a t  h e  d i d n ' t  t h i n k  so at 

f i r s t ,  that h e  t h o u g h t  s h e  w a s  a c r a z y  g i rl. "I w a s  

a l i t t l e  c r a z y ,” she c o n f i r m s .  "But I w a s n ' t  c r a z y  in 

a n y  c o m p l i c a t e d  m a n n e r .  I d i d n ' t  c o n f u s e  y o u  d i d  I,

lJ+ I b id . , p. 341.
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At this stage of a relationship between a man and 
a woman, the Catherines and the Marias of the world 
seem to be what Hemingway considers the ideal woman. 
They are simple, uncomplicated girls, girls who will 
not do anything to restrict their lover’s freedom.
They represent all the qualities of pure love that the 
priest defines for Henry: ’’when you love you wish to 
do things for. You wish to sacrifice for. You wish 
to serve. "1^ In the same manner, this type of woman 
is self-sacrificing. She is good at sex and at making 
the man feel like a man, but she does not restrict his 
freedom.

Unfortunately for the characters in this situation, 
once their relationship goes deeper than surface 
attraction and sexual satisfaction and matures into 
love, the relationship is doomed. Regardless of the 
woman's best intentions to be self-sacrificing and 
simple, the relationship ultimately reaches the point 
where the two of them begin to try to appropriate each 
other's freedom, attempt to become one.

F a r e w e l l  to A r m s , p. 160.

lfoIbid.. p. 75.
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Maria and Jordan discuss the ’oneness1 at length,
and both of them seem to agree that such a state is
ideal. As Maria says to Jordan:

" . . .  afterwards we will be as one animal of 
the forest and be so close that neither one 
can tell that one of us is one and not the 
other. Can you not feel my heart be your 
heart?"

"Yes, there is no difference.”
"Wow, feel. I am there and thou art me 

and all of one is the other. And I love thee, 
oh, I love thee so. Are we not truly one?
Canst thou not feel it?"

"Yes," he said. "It is true."
"And feel now. Thou hast no heart but 

mine."
"dor any other legs, nor feet, nor of the 

body."

"But we will be one now and there will 
never be a separate one."17

Catherine and Henry experience this same feeling of 
oneness after their relationship matures into love. 
Once, after a brief argument Catherine tells Henry 
that they "really are the same one" and they mustn't 
misunderstand on purpose. Some people do misunderstand 
on purpose, she says, "they love each other and they 
misunderstand on purpose and they fight and suddenly 
they aren't the same one . . . .**1Q Looking at this 
conversation in light of Sartre's conclusions on the

17gpr whom the Bell Tolls, pp. 262-63. 
~^A Farewell to Arms, pp. lip5-¿I-6.
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nature of love, it would seem that while Catherine 
desires the state oi oneness and while Frederick ac
cepts it, Catherine is afraid that the two of them 
might try to resist this state, try to gain back their 
individual freedom. Such efforts, if successful, 
would destroy the state of oneness, and thereby destroy 
their relationship.

Later, Catherine tells him that she wants to cut 
her hair short so that then they will both be alike.
"Oh, darling," she exclaims, "I want you so much I 
want to be you too." Frederick tells her that they 
are the same one, and she vows that she doesn’t want 
to live without him. After questioning him on his 
past life and finding out that he had once had gonorrhea, 
she tells him that she wishes that she had had it, too:
"I wish I’d had it to be like you."19

If a Hemingway character were to find a place in 
life by means of true love, it might seem that this 
type of woman would be the kind to have. Yet, this 
is not possible, as both Hemingway and Sartre recog
nize. The lovers, in losing themselves in each other, 
sap each other’s freedom. As Sartre puts it, "the two

19Ibid., p. 309



117

people can never truly become one, and any attempt to 
do so is always fraught with the possibility of rup
ture.” While Sartre carries his conclusions about the 
situation to their limits, asserting that "out of such 
futile efforts of the lovers attempting to enslave 
each other, comes a deadly hatred . . . (in factj the 
original and natural attitude among human beings is 
not love, harmony and peace, but hate, conflict, and 
strife,”20 Hemingway, on the other hand, does not per
mit his love situations to decline to such a low state. 
Instead, he allows his true lovers to approach this 
state of oneness and then finds a means to put an end 
to it. In some cases, as with Jordan and Maria and 
with Frederick and Catherine, he has death intervene; 
in the case of Jake Barnes and Brett, he has Jake's 
physical disability intervene; and, in the case of 
Romero and Brett, he has Brett realize that their love 
is approaching a oneness and decide on her own to 
break things off before she ruins the splendid young 
bullfighter.

The problem in making a concluding statement about 
the role of the woman in the life of the Initiate is

20 Being and Nothingness, pp. 31+0-350
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t h a t  it is difi'icult to d e t e r m i n e  w h a t  t y p e ,  i f  any, is 

a d e s i r a b l e  w o m a n  f o r  him. W o m e n  of the s e c o n d  c a t e g o r y  

are u n d o u b t e d l y  the w o r s t  ty p e  s i n c e  t h e y  d o m i n a t e  and 

p o s s e s s  and t h e r e b y  p r e v e n t  t h e  m a l e  f r o m  l i v i n g  the 

t y p e  o f  life h e  f e e l s  h e  m u s t .  W o m e n  of t h e  t h i r d  

c a t e g o r y ,  w h i l e  t h e y  r e c e i v e  s y m p a t h e t i c  t r e a t m e n t  and 

b r i n g  m u c h  j o y  to  the m a l e ,  l a t e r  c o m e  to a p p r o p r i a t e  

the m a l e ' s  f r e e d o m .  W o m e n  of the f i r s t  c a t e g o r y  are 

m e r e l y  o b j e c t s  in w h o m  t h e  m a l e  m a y  s a t i s f y  his lust. 

P e r h a p s  H e m i n g w a y  i s  s a y i n g  that a m a n  w h o  h a s  m e t  

t h e  V i o l e n t  W o r l d ,  w h o  h a s  e n c o u n t e r e d  h i s  M o m e n t  of 

T r u t h ,  i s  so a f f e c t e d  b y  the e x p e r i e n c e s  th a t  he  is 

u n a b l e  to h a v e  a s a t i s f a c t o r y  r e l a t i o n s h i p  w i t h  a 

w o m a n .  P e r h a p s  Ja k e  B a r n e s  is the e p i t o m e  of a i l  m e n  

w h o  h a v e  s u r v i v e d  the V i o l e n t  W o r l d :  i m p o t e n t ,  

s c a r r e d ,  w a n t i n g  to b e  able to m a k e  s e n s e  out of t h e  

m e a n i n g l e s s  w o r l d ,  b u t  u n w i l l i n g  t o  b e c o m e  e m o t i o n a l l y  

i n v o l v e d  w i t h  a n y  man or w o m a n .  If t h i s  be a v a l i d  

c o n c l u s i o n ,  t h e n  the e f f e c t s  o f  h a v i n g  f a c e d  the 

V i o l e n t  W o r l d  are d i s a s t r o u s  u p o n  the I n i t i a t e ,  and 

one can u n d e r s t a n d  w h y  so m a n y  of t h e m  are in d e s p a i r .



CHAPTER XI

T H E  P A S T O R A L  W O R L D  A N D  T H E  W O R L D  O P  I M M E D I A T E  S E N S A T I O N S

M a n y  of t h e  I n i t i a t e s  w h o  are in d e s p a i r  at t h e  

m e a n i n g l e s s n e s s  o f  t h e  w o r l d ,  or w h o  are h a u n t e d  b y  

N a da, f e e l  at c e r t a i n  t i m e s  t h a t  s u c h  a b u r d e n  is too 

g r e a t  to bear. A t  su c h  t i m e s  t h e y  s e e k  to f i n d  an 

o u t let; t h e y  f e e l  that t h e y  n e e d  to g o  s o m e w h e r e ,  do 

s o m e t h i n g ,  so t h a t  t h e y  w i l l  be able t o  f i n d  r e l i e f  

f r o m  t h e i r  p r o b l e m s .

For s u c h  p e r i o d s  o f  a l l e v i a t i o n ,  H e m i n g w a y  has 

c r e a t e d  s e v e r a l  w o r l d s  i n t o  w h i c h  t h e  c h a r a c t e r s  m a y  

r e t r e a t .  One o f  t h e m ,  the P a s t o r a l  W o r l d ,  is a w o r l d  

of f r e s h ,  g r e e n  ■woods a n d  clean, c l e a r  s t r e a m s  a n d  

lakes. A n o t h e r ,  the W o r l d  of I m m e d i a t e  S e n s a t i o n s ,  is 

a w o r l d  of w i l d  f i e s t a s ,  c o o l  m u s i c ,  of p r o m i s c u o u s  

sex and h a r d  d r i n k i n g .  B o t h  w o r l d s  are s i m i l a r  b e c a u s e  

t h e y  r e l y  on the c h a r a c t e r s '  i n d u l g e n c e  in t h e  p r e s e n t  

m o m e n t  to b l o c k  out t h e i r  t h o u g h t s  of t h e  G o d - a b a n d o n e d  

w o r l d .  W h i l e  in this r e s p e c t  b o t h  w o r l d s  r e l a t e  to 

S a r t r e ' s  c o n c e p t  of the i m p o r t a n c e  of the p r e s e n t  

m o m e n t ,  the l a t t e r  w o r l d  is m o r e  d i r e c t l y  l i n k e d  to 

S a r t r e ' s  i d e a  t h a t  a m a n ' s  a w a r e n e s s  of the i m m e d i a t e
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sensations brings about an awareness of his existence.
It should be remembered, as Robert Penn Warren 

points out, that the Initiate's sinking into nature 
or his careful relishing of the sensations is a self- 
conscious, deliberately willed act. It is not the 
random gratification of appetite.1 This intense aware
ness of the world, either of nature or of the sensa
tions, is for many of the characters the only momentary 
compensation possible in the midst of their predicament.

Nick Adams who grew up near the woods and streams
has a great love for the Pastoral World. After he has
been wounded and taken to a hospital, he finds he
cannot sleep at night. His experiences in the Violent
World begin to haunt him. In order to keep his thoughts
elsewhere he conjures up memories of the Pastoral World,
finding that this helps him over the rough hoursi

I had different ways of occupying myself while 
I lay awake. I would think of a trout stream 
I had fished along when I was a boy and fish 
its whole length very carefully in my mind; 
fishing very carefully under all the logs, all 
the turns of the bank, the deep holes and the 
clear shallow stretches, sometimes catching 
trout and sometimes losing thera.^

^Warren, p. xvi-xviii.

^"Now I Lay Me," The Short Stories of Ernest Hem
ingway, pp. 363-65. ~ ~
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W h e n  Ni c k  r e t u r n s  to h i s  h o m e  a f t e r  the war, one of 

the f i r s t  t h i n g s  h e  does is  t o  go  o f f  b y  h i m s e l f  in t o  

the w o o d s  and f i s h  f o r  t r o u t .  He f i n d s  o n c e  a g a i n  

that e n t e r i n g  t h e  P a s t o r a l  W orld h e l p s  h i m  ke e p  his 

m i n d  off t h e  w a r  and h o w  h e  f a c e d  u p  to it. As he 

l o o k s  d o w n  i n t o  the p o o l  f r o m  t h e  b r i d g e ,  he r e m e m b e r s  

t h a t  it was a lo n g  t i m e  s i n c e  h e  h a d  l o o k e d  in t o  a 

s t r e a m  and s e e n  t r o u t .  " N i c k ' s  h e a r t  t i g h t e n e d  as the 

t r o u t  m o v e d .  He felt the old f e e l i n g  . . . .  He was 

h a p p y . "  N i c k  is a b l e  to  l e a v e  e v e r y t h i n g  b e h i n d  h i m

d u r i n g  t h i s  p e r i o d ,  "the n e e d  f o r  t h i n k i n g , "  all h i s  

m e m o r i e s  of t h e  w a r ,  his f e e l i n g s  of Nada. It w a s  all 

b a c k  of him. A n d  i n s i d e  the t e n t  w h e r e  he is c a m p i n g  

" n o t h i n g  ( c a n j  t o u c h  h i m . "  W h e n  h i s  m i n d  d o e s  start 

to w o r k ,  r e c a l l i n g  e x p e r i e n c e s  f r o m  t h e  V i o l e n t  W o r l d ,  

h e  r e a l i z e s  he can "choke ^ t h e s e  f e e l i n g s j  b e c a u s e  he 

(is ) t i r e d  e n o u g h . "

Ja k e  B a r n e s  f i n d s  r e l i e f  f r o m  t h e  f r u s t r a t i o n s  of 

h i s  life b y  r e t r e a t i n g  i n t o  the P a s t o r a l  W o r l d  on two 

d i f f e r e n t  o c c a s i o n s .  On  the f i r s t ,  h e  a n d  B i l l  go 

f i s h i n g  in t h e  s t r e a m s  o u t s i d e  B u r g u e t e .  It is a 

cle a n ,  c h e e r f u l  c o u n t r y s i d e  w h e r e  "the s u n l i g h t  fcomes~j

^The S h o r t  S t o r i e s  of E r n e s t  H e m i n g w a y , pp. 2 0 7 - 2 1 8 .
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through the leaves in light patches on the grass,'* 
where **the trees [are] big, and the foliage [is] thick 
but not gloomy," where there is "smooth grass, very 
green and fresh, and the big gray trees fare] well 
spaced." They fish the clean streams, relax and nearly 
forget about all the other complicated things of life. 
Everything is very pleasant and they find it wonderful 
that they are able to lose "track of the days up . . . 
in the mountains."^-

On the second occasion, Jake goes off by himself 
to San Sebastian. There he swims and lies on the hot 
planks of the raft and on the warm sand of the beach.
He swims in the rolling waves of the ocean. His only 
concern is with the color of the sky and the tempera
ture of the water, and the Brett affair seems a thou
sand miles away. He is completely relaxed until the 
arrival of Brett's telegram, which he accepts with 
inevitable disgust. "Well, that means San Sebastian 
[isj all shot to hell," he says. "Send a girl off 
with one man. Introduce her to another to go off with 
him. Now go and bring her back."£ The peace he has 
found in the Pastoral World has now come to an end; he

~̂The Sun Also Rises, pp. 179-87«
%bid. , pp. 279-82.
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must resume his frustrating relationship with a woman 
he will never be able to have.

Sometimes, though, it is not practical for the 
characters to pack up and go off into the Pastoral 
World. At times such as these, the World of Immediate 
Sensations beckons. Often relief may be found by in
dulging in the powerful sensations of drink and sex. 
Jake Barnes, for instance, is encouraged by Bill to 
drink to get over his depression:

, 111. ’’Drink it slow."
It was beginning to get dark. The fiesta was 

going on. I began to feel drunk but I did not 
feel any better.

"How do you feel?’1 Bill asked again.
”1 feel like hell.”
"Have another?"
"It won't do any good."
"Try it. You can't tell; maybe this is the 

one that gets it . . .  . Don't drink it fast that 
way. It will make you sick."

I set the glass down. I had not meant to 
drink it fast.

"I feel tight."
"You ought to."
"That's what you wanted, wasn't it?”
"Sure. Get tight. Get over your damn de

pression . "6
Wick Adams in "The Three-Day Blow" finds at an 

early age that drinking is an aid to dulling his mind 
about the depressing "Marge business." When the liquor

" Feel low?"
said

^Ibid. , p. 269.
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dies out of him, he feels all alone and wants to drink 
some more. "Let’s get drunk," he says to his friend, 
Bill. Years later after he has been in the war, he 
admits to another friend, Captain Paravicini, that he 
had to "get stinking" drunk to face up to an attack.1̂

Brett Ashley uses sex and drink more than anyone 
else to give meaning to her life. In the short space 
of the novel, she has affairs with Cohn, Mike, and 
Romero. Such activity would seem a fair indication 
of her life before and after the novel. Hers is a 
frustrating life, and while drink and sex do not re
lieve her frustration for very long, they more than 
anything else help to give her life some sort of mean
ing.

At the first part of A farewell to Arms, Frederick 
Henry devotes himself both to his cause and to the 
World of Immediate Sensations. He goes "to the smoke • 
of cafes" and to rooms late at night that "whirled and 
you needed to look at the wall to make it stop." He 
spends many "nights in bed, drunk, when you knew that 
that was all there was," and he experiences "the strange 
excitement of waking and not knowing who it was with

7"A Way You’ll Never Be," The Short Stories of 
Ernest Hemingway, p. 1̂ .06.
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you.” He finds that this world was "all unreal in the 
dark and so exciting that you must resume again unknow
ing and not caring."8 At this point in his life, 
sensations are the only things that are real for Henry. 
He cultivates them with the same vigor as the priest 
cultivates his religion, as the aesthete cultivates 
the museum.

As was mentioned earlier, Sartre views the act of
savoring the immediate sensations as philosophically
significant. As Sartre contends, an awareness of the
sensations is an important aspect of the awareness of
existence. Roquentin, for instance, first becomes
aware of his existence when he savors the sensations:

I exist. It's sweet, so sweet, so slow. And 
light: you'd think it floated ail by itself.
It stirs. It brushes by me, melts and vanishes. 
Gently, gently. There is bubbling water In my 
mouth. I swallow. It slides down my throat, 
it caresses me--and now it comes up again into 
my mouth. For ever I shall have a little pool 
of whitish water in my mouth--lying now--grazing 
my tongue. And the throat is me.9

Roquentin realizes that he exists because he is pro
foundly aware of the saliva bubbling in his mouth. He 
savors the saliva, and his thoughts of Nothingness

Â Farewell to Arms, pp. 8-10.
9i\iausea, p. 13lp.
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d i s a p p e a r .

In c o m m e n t i n g  u p o n  d a r t r e ' s  r e l a t i o n s h i p  b e t w e e n  

s e n s a t i o n s  and e x i s t e n c e ,  H e l e n  B a r n e s  says t h a t  he 

is c o n c e r n e d  " p r i m a r i l y  w i t h  the s e n s a t i o n s  a c c o m p a n y -  

ing R o q u e n t i n '  s p e r c e p t i o n  t h a t  t h r o u g h  p o s s e s s i n g  a 

b o d y  h e  p a r t a k e s  of the e x i s t e n c e  o f  t h i n g s . "  An 

a w a r e n e s s  of s e n s a t i o n s  a c c o m p a n i e s  m a n ' s  a w a r e n e s s  of 

e x i s t e n c e  and is "the t a s t e  of m y  f a c t i c i t y ,  the r e v e 

l a t i o n  o f  m y  b o d y  t o  m e  a n d  the f a c t  of m y  i n e s c a p a b l e  

c o n n e c t i o n  w i t h  B e i n g - i n - m y s e l f . "10

In a s i m i l a r  m a n n e r ,  some o f  the H e m i n g w a y  c h a r a c 

ters b e c o m e  e x p e r t s  at s a v o r i n g  the e v e r y - d a y  s e n s a 

tions, t h o s e  w h i c h  d o  not i n v o l v e  d r i n k  or sex. W h e n  

H i c k  A d a m s  e n t e r s  t h e  P a s t o r a l  W o r l d  in " B i g  Two- 

H e a r t e d  R i v e r , "  he al s o  i n d u l g e s  f o r  a w h i l e  in the 

W o r l d  of I m m e d i a t e  S e n s a t i o n s .  He c o n s c i o u s l y  smells, 

t a s t e s ,  sees, h e a r s ,  and f e e l s  e v e r y t h i n g :  T h e  c o f f e e  

s | b i t t e r  . . . the t e n t  ĵ smellsj p l e a s a n t l y  of 

c a n v a s  . . . .  The g r a s s  [is] w e t  on  h i s  h a n d s  . . . 

and he [feelsj g o o d . "  W h e n  H i c k  c l i m b s  out of the 

s t r e a m  a n d  s t a n d s ,  " w a t e r  r u n n i n g  do w n  h i s  t r o u s e r s  and 

out of his shoes, h i s  s h o e s  squelchy," he go e s  o v e r  and

1 0 I n t r o d u c t i o n ,  B e i n g  a n d  N o t h i n g n e s s , p. x v i i i .
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sits on a log. "He [doesj not want to rush any of the
sensations away.” He wriggles his toes in the water, 
in his shoes, and sits on the smooth, warm log, smoking 
and “drying in the sun, the sun warm on his back . .

The appeal to the senses in this story is almost over
whelming. It is as though only the sensations are 
real and when Nick is savoring these sensations, nothing 
else matters. No amount of rationalizing can rid Nick 
of the feeling of disappointment; only can the feeling 
be removed by this careful, almost religious, relishing 
of the present sensation. It is almost as though Nick 
Adams in this story is a carbon copy of Roquentin.
While Roquentin savors his saliva, Nick relishes the 
warm sun and the "squelchy" feeling of the water in 
his boots. And, while Roquentin perceives that through 
his awareness of sensations he possesses a body and 
"partakes of the essence of things,'* Nick, too, is 
aware of his existence by means of the sensations: he 
is aware of the basic, simple things that made his 
life what it was before the war, and is aware that by 
recapturing these same sensations, he is bringing

-*-̂The Short Stories of Ernest Hemingway, pp. 221-227.

Slowly the feeling of disappointment him.



128

himself back into that kind of life— into the Simple 
Life.

Nick Adams is probably one of the most expert 
sens at ion-re Ushers that Hemingway has to offer. In 
"Gross Country Snow," a story of Nick's brief holiday 
away from the complexities of Helen and the baby, much 
attention is given to sensual experience. As Nick is 
skiing down the mountain slope he feels the "rush and 
sudden swoop as he [drops] down a steep undulation in 
the mountain side." This descent plucks "Nick's mind 
out and [ieavesj him only the wonderful, flying, drop
ping sensation in his body." The snow is driving in 
his face "like a sand-storm," and he knows he is going 
too fast but he will not let up the pace.-*-̂

These sensations that Nick and his friend, George, 
derive from skiing are so important that talking about 
them would lessen their effects. As Nick says to his 
friend: "There's nothing really can touch skiing, is
there? The way it feels when you first drop off on a 
long run." To this his friend replies: "It's too 
swell to talk about." They are happy with the present 
moment, and their immediate future appears to be happy

12Ibid., pp. 183-88
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since they know they have "the run back home ahead of 
them.u Life, as Nick says, just isn't worthwhile if 
one can't ski. The present moment with its sensations 
is the only thing that is real and has meaning.

And so it is with the rest of the Hemingway char
acters: when the burden of despair or the sense of 
Nada becomes too great, alleviation may be found 
either in the Pastoral World or in the World of Immed
iate Sensations. These two worlds offer momentary 
compensation for those who need to forget their plight. 
Mhat the characters do in these two worlds is done not 
out of irresponsibility, but rather as a self-conscious 
act that raises the gratification of appetite to the 
level of a discipline.
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What makes Ernest Hemingway an important figure in 

Twentieth Century literature is his attempt to depict 
and interpret man's plight in the Godless, disordered 
world which he viewed. This was the kind of world he 
experienced first hand. He saw the troubles that man 
had trying to fit back into society after the wars of 
their time, and he had a poignant understanding of the 
difficulties man had attempting to justify both man's 
and God's inhumanity to man. He realized that God was 
so far removed from many men that He had become a mere 
abstraction. Hemingway lived with many of the expatri
ates who tried to pray, but whose efforts were futile 
since they could no longer believe in a God who would 
allow such terrible things to happen to those whom He 
created.

This view is shared by many men who had similar 
experiences and among them is the french philosopher, 
Jean-Paul Sartre. Because Sartre came to certain con
clusions about his experiences and systemized them 
into a formalized philosophy, it is quite helpful in 
understanding Hemingway's basic view of the world to 
compare it to the analogous tenets of Sartre's philos
ophy. Once this comparison is made the foundation of 
existentialism upon which most of Hemingway's works
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rest solidifies and serves to unify his writings on the 
levels of plot, character, and theme.

One of the basic conclusions that Hemingway formu
lated was that man could no longer expect to receive 
help from any external source; he had to turn, instead, 
to himself. He had to make sense out of his own life, 
and he had to do so on his own.

Once a man came to the realization that his life 
was his to make something of and that he had a free 
will to do so, he came to respect his powers of shaping 
his life’s course. He came to realize that he did not 
have to be what he was in the past or what he was at 
any present moment. He had the capacity to change, 
and this capacity for change rested on his free choice. 
Man came to look at himself as the sum of his actions; 
he was what, and only what, he made of himself. Such 
influences as heredity, environment, passions, and 
human nature could be overcome by free will.

Hemingway saw in the death situation the opportun
ity for man to experience most profoundly a self-reali
zation. When at the closest proximity to the horns of 
death, man sees clearly the metal out of which he is 
cast, and he carries this realization with him the 
rest of his life. For some of the Initiates, experi-
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encing the death situation once is sufficient; others 
must repeat it over and over again so that they will 
be able to continue to define themselves.

Pacing up to whatever life hands a person by 
faithfully following the dictates of one's code of 
values becomes the essential goal of life. Whether or 
not a man is defeated or killed by adhering, to his 
code is secondary to his integrity to it. And, while 
each man must form his own code, and while that code 
may differ from all other men's codes, he is still 
responsible to himself to live according to what he 
believes. In this way, the man is living in what 
Sartre terms "Good-Faith." If the Complicated, pat
terned life prevents a man from living in Good-Paith, 
he should renounce that type of life and find another 
that will allow him to follow the simple truths of his 
code. If a man does not do so, then he Is compromising 
with himself; he is a self-deceiver--the very ultimate 
in self-sacrilege.

True love and marriage no longer seem to be the 
sacred refuge against the problems of life. A man and 
a woman can no longer retreat from the world into the 
cloister of holy alliance because if the world does not 
destroy them first, they will destroy themselves. True
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love seeks to become a "oneness,” with the two lovers 
trying to appropriate each other's freedom, trying to 
enslave each other. Even so, this state might be an 
acceptable solution if it were not for the pre-eminence 
that Hemingway places on freedom. Man must be free 
to form and then to follow his code of values, and 
while he is often willing to sacrifice his freedom for 
the responsibilities that true love entails, such a 
state will eventually prevent him from maintaining his 
code. Since neither true love nor religion can be 
the answer for man, he must look elsewhere for his 
solutions to the problems of existence. work and 
noble causes, sex, drink, well-lighted cafes, steep 
ski slopes, clean woods and streams, squelchy sensa
tions in wet boots, bullfights or prizefights, cool 
music, ferocious beasts, or rum running: whatever the 
answer is for the individual man that will enable him 
to superimpose an order on the chaos, that will enable 
him to give a meaning to his life, he must consider it 
a deadly serious game. He must devote himself to main
taining his code so that he might live in Good-Faith. 
For in a world without God, living one's life authenti
cally is the only thing that matters.
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