
ERNEST HEMINGWAY AND THE SURREALIST GARDEN 

by 

KATHY G. WILLINGHAM, B.S., M.A. 

A DISSERTATION 

IN 

ENGLISH 

Submitted to the Graduate Faculty 
of Texas Tech University in 

Partial Fulfillment of 
the Requirements for 

the Degree of 

DOCTOR OF PHILOSOPHY 

Approved 

Hay, 1995 



ACKNOWLEDGEMENTS 

I wish to thank Dr. John Samson for his valuable 

suggestions concerning many aspects of this study's 

exploration of key themes and motifs in American literature. 

I also am indebted to Dr. Joel Reed, for the origins of this 

academic project are a direct result of my experiences in 

his critical theory course. Moreover, he continued to 

instruct me and influence my studies well after the course 

ended, ultimately making a profound contribution to this 

particular project. Above all, I wish to express my 

gratitude to my chair. Dr. Michael Schoenecke, whose 

influence simply cannot be emphasized enough. In addition 

to his academic expertise, I am grateful for the countless 

hours he has invested in not only seeing that this study 

realized a potential far exceeding anything I ever imagined 

but, moreover, in guiding me through the many facets, 

difficulties, and obstacles involving the pursuit of the 

doctorate from the very outset. 

Many persons and organizations have contributed 

substantially to this study in a variety of ways, and I am 

most appreciative: Susan Beegel at The Herainowav Review who 

has offered invaluable advice and support; the editorial 

board of the Review itself for acknowledging and publishing 

my work, much of which is reproduced here; the Hemingway 

ii 



Society and the John F. Kennedy Library who granted me 

money, enabling me to study the Garden manuscript; Stephen 

Plotkin at the JFK who thought to send me articles pertinent 

to my topic; Professor William Braasch Watson at MIT who 

took the time to track down a copy of Batai lie's ;\i;tualit6: 

the library staff at Clovis Community College and 

particularly Kelly who provided one interlibrary loan after 

another; Lynn Lund who not only translated a number of 

materials but, moreover, listened to endless, and no doubt 

boring, monologues on Hemingway during our commute to Tech. 

Most of all, I wish to thank my friends and family 

members, particularly my husband, Tom. Their contributions 

simply cannot be adequately expressed. This study is as 

much theirs as it is mine. 



TABLE OF CONTENTS 

ACKNOWLEDGEMENTS ii 

CHAPTER 

I. INTRODUCTION 1 

II. MODERNISM REVISED 12 

III. HEMINGWAY'S KINSHIP WITH SURREALISM 48 

IV. THE SURREALIST QUALITIES OF THE ADAMIC/EDENIC 

MYTH 121 

V. SEX(T)UALITY AND BATAILLE 154 

VI. GARDEN AND CIXOUSIAN THEORY 182 

ENDNOTES 224 

WORKS CITED 227 



CHAPTER I 

INTRODUCTION 

Ernest Hemingway's longstanding mentor, friend, and 

ultimately critic, Gertrude Stein, once remarked, "But what 

a story that of the real Hem, and one he should tell himself 

but alas he never will. After all, as he himself once 

murmured, there is the career, the career" (217). If ever a 

book was written which appears to respond to the gauntlet 

thrown down by Stein it is The Garden of Eden. Stein 

apparently sensed aspects of Hemingway's character which 

most other failed to see. Traditionally, Hemingway has been 

associated with a love of blood sports, a penchant for 

violence, and an attitude toward women which suggests 

misogyny. Though his work may occasionally support such a 

profile, these assessments tell us as much about the critics 

reading and interpreting his works as they do about the 

works themselves, for in order to privilege this masculine 

hermeneutic, the one which has dominated Hemingway studies 

for years, many images, motifs, and themes must be 

repressed. From the very outset, Hemingway's fiction has 

contained representations which suggest a portrait 

incongruent with the more traditional one, yet the masculine 

myth has continued to flourish, eclipsing or overshadowing 

antithetical responses to the man and his oeuvre. Largely 

as a result of the publication of The Garden of Eden in 
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1986, the critics began to acknowledge Hemingway's 

longstanding interest in transsexuality, androgyny, 

homosexuality, eroticism, and fetishism, illustrating their 

significance in works written over fifty years ago. 

Significantly Garden's publication has also triggered a 

number of revisionist biographies and symposiums, clearly 

reflecting the commitment existing within Hemingway studies 

to pursue stringently a long overdue reassessment of the man 

and his work. 

Kenneth Lynn's Herainetway. Mark Spilka's Hemingway's 

Ouarrel with Androgyny, James R. Mellow's Hemingway: A Life 

Without Consequences. and Nancy R. Comley and Robert 

Scholes' Hemingway's Genders: Rereading the Hemingway Text 

certainly constitute some of the more significant 

revisionist contributions. In addition to soundly 

challenging many stereotypical assumptions and presenting a 

more balanced and accurate portrait of Hemingway, their work 

has begun to loosen the resistance within Hemingway studies 

to the critical exploration of themes and concerns 

incongruent with the old mythology. Much work remains to be 

done, however. Jerry A. Varsava observes that even when 

approaching Garden. Hemingway critics tend to retreat into 

the old or "familiar iterations" (115). Varsava elaborates: 

Among these old thematic friends are existential 
authenticity, the nature of tragic praxis in a modern 
world, aesthetic commitment, gender conflict, misogyny, 
and even a classic "code hero" . . . . many of the 
reviews and articles that have been published thus far 
are strikingly traditional in their interpretive 



stances . . . in short, many readers have seen in 
The Garden of Eden pretty much what they have 
always seen in Hemingway's other novels. (115) 

Though the assessments by critics such as Spilka or Comely 

and Scholes have helped alleviate some of the hurdles 

obstructing the pursuit of ideas outside the hermeneutical 

circle of mainstream or traditionally sanctioned Hemingway 

criticism, new configurations need to be explored. One 

unexplained gestalt of great importance regarding Hemingway 

in general and Garden in particular pertains to Hemingway's 

relationship to Surrealism. 

Before arguing for a behavioral or thematic nexus 

between Hemingway and Surrealism, I attempt in the first 

chapter to illustrate the movement's centrality to Modernism 

and the expatriate experience in general. Upon examination 

of Anglo-American histories of the era, I find that, though 

their definition of the Modernist aesthetic is largely 

indistinguishable from the Surrealist one, they appear 

largely unaware of or insensitive to this common aesthetic 

agenda. In essence, these histories tend to grossly 

overlook or underestimate the importance of Surrealism to 

the period and to its direct influence on many American 

expatriates as well. Typically these histories privilege 

the contributions of Anglo-American male writers such as 

James Joyce, T.S. Eliot, and Ezra Pound. 

By consulting far less exclusive or chauvinistic 

histories, however, we can begin to see the cooperative 
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rapport which existed between many Surrealists and the 

expatriates. Evidence for this is particularly manifest in 

the various journals of the day sponsored by the 

expatriates. In addition to looking at the journals' 

relationship to and enthusiasm for French Surrealism, I 

point to a number of individuals who were particularly 

devoted supporters of the movement. I also address the role 

of salons, arguing that reportage on Gertrude Stein's has 

eclipsed consideration of important competitive ones, 

particularly the Rue Blomet Group. This salon of artists 

and writers gathering at Andr6 Masson's signifies not only 

the important renegade band of Surrealists who rallied 

around the controversial Georges Bataille but, who, 

moreover, enthusiastically befriended Hemingway, enabling 

him to experience Surrealism personally. This first chapter 

focuses on those histories of the period which offer a more 

inclusive perspective. I specifically refer to many of the 

experiences and remembrances of Malcolm Cowley who in 

Exile's Return offers a first hand account concerning the 

relationship between Surrealism and American expatriates. 

Other works consulted include; William Wiser's The Crazy 

Years. Matthew Josephson's Life Among the Surrealists, and a 

number of histories on French Surrealism as well. 

In ray second chapter I suggest the striking similarity 

existing between Hemingway and Surrealism both behaviorally 

and thematically. The chapter points to major Surrealist 
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themes and motifs and attempts to show their presence in the 

Hemingway oeuvre from the very outset. The observance of 

the sleeping woman, the role of the female muse, the 

transgression of taboos, the significance of dreams and 

chance, the interrelationship between art, eroticism, and 

the unconscious, and the blurred distinctions concerning 

such antinomies as reason/madness, life/art, and 

illusion/reality constitute key Surrealist concerns, and all 

of these aspects inform the bulk of Hemingway's works and 

Garden in particular. I devote much time in this chapter 

looking at the Surrealists' unique attitudes towards human 

sexuality which constitute a myriad of diverse, complex, and 

even contradictory ideologies and attempt to show their 

presence in Hemingway as well as the existence of the same 

ambivalence and ambiguity. Of particular concern are the 

motifs coming under the general rubric of love and 

sexuality: eroticism, androgyny, transgression, and 

fetishism. The similarities existing between Hemingway's 

own sexual and thematic proclivities and Surrealism would 

suggest that his works would, perhaps, demonstrate a more 

open or overt recognition of or interest in the movement, 

and this seems particularly the case when we consider 

Hemingway's tendency to discuss aesthetics and art movements 

in both his fiction and nonfiction. His silence, therefore, 

becomes an important consideration of this second chapter. 
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My study offers two possible explanations for the 

absence of a direct reference to Surrealism. I first 

suggest that Freudian theory may, in part, explain 

Hemingway's silence. I point to Freud's theories concerning 

the not-said and the ways, according to Freud, that 

repressed material manages nevertheless to speak. I attempt 

to show, in turn, that a close relationship exists here with 

Hemingway's theory of omissions. That is, his famous 

writing technique may offer an important key to the lack of 

blatant references to Surrealism. 

In this chapter I particularly attempt to stress the 

presence of a very overdetermined thematic chain concerning 

eroticism, writing, the female body, and economics which I 

find not only present in Hemingway but central to Surrealism 

as well. This issue leads me to explore in the following 

chapter the presence of this same thematic and over-

determined continuum in Adamic/Edenic mythology, one of 

American literature's great metanarratives. This third 

chapter discusses in some length the Adamic/Edenic mythology 

as it has been traditionally interpreted, and I find that 

the critical articulators of the myth have overlooked some 

important aspects—particularly the idea of Eden being a 

psychosexual and aesthetic garden and that money, not 

necessarily Eve, contributes to the corruption of or fall 

from bliss. I argue in this chapter that Hemingway's 

relationship with Surrealism helps us to reclaim such 
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concerns and take a closer look at the significance of 

certain veins in our literature which have been too quickly 

dismissed or marginalized: the "bohemian," the "porno-

gothic," and the "subversive." Moreover, as the study in 

this chapter attempts to unearth previously unacknowledged 

aspects or characteristics of the mythology, as illuminated 

by such fringe genres, it suggests that perhaps American 

literature has much more on common with Surrealism and its 

origins than has been previously suggested. To illustrate 

this rather consistent thematic continuum in American 

literature, I point to two seemingly diverse works as 

examples—Nathaniel Hawthorne's "The Maypole of Merry Mount" 

and Willa Cather's The Troll Garden. I close the third 

chapter by offering up Gothic Marxism, which is essentially 

the effort to Freudianize Marx, as the paradigmatic point of 

the intersecting sets of American literature and Surrealism. 

This section reveals the characteristics of Gothic Marxism, 

arguing that they bear an uncanny relationship to our 

literature's overarching and consistent thematic concerns. 

In essence. Chapter III highly suggests that Hemingway's 

novel. The Garden of Eden, interpreted through a Surrealist 

perspective is a central catalyst for bringing such issues 

to light. 

The last two chapters of my study provide a close 

reading of the Garden novel itself. After reiterating 

general Surrealist concerns present in the text, I direct 



attention to a specific piece, Georges Bataille's The Story 

of the Eye. I argue in Chapter IV for the direct influence 

of this text upon Hemingway's novel. In addition to 

addressing similarities concerning characterization and plot 

details, I stress more emphatically that a unique textuality 

or sex(t)extuality is common to both novels, and this 

feminist or nonphallic topography is reinforced at the level 

of plot by the emphasis on the characters' erotic life, 

particularly woman's. That is, both novels employ a similar 

metonymic chain of spherical or globular objects which 

simultaneously relate to the characters' psychosexuality, 

hence represent one aspect of a nonlinear or nonphallic 

textuality. The signification of these objects or the 

relationship between signifier and referent suggest 

spillage, atomization, slippage, deferment of meaning—in 

essence the disruption of the Saussurian algorithm, what I 

suggest is an orgasmic or invaginated textuality. As the 

novel evolves, it does so in a spherical rather than linear 

fashion. That is, the plot at the end of the novel 

signifies a return to the opening, to a repetition of 

events, hence reinforcing the notion of nonphallic, 

nonlinear textuality. This notion, in turn, leads me to 

explore the dramatization of Freud's theory of the uncanny 

or the return of the repressed—a theme which is central to 

both Bataille's Storv and Hemingway's Garden. In this 

chapter I also maintain that atomization exists at the level 
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Of Characterization as well. That is, much repetition of 

images in regard to characterization produces a textual 

vertigo. Though not as fully developed as David, Catherine, 

and Marita, the minor characters (the Nick and Barbara 

Sheldon and Andrew Murray) in the manuscript version of the 

novel duplicate the major characters. David, Catherine, and 

Marita fragment into primarily Nick, Barbara, and Andrew. 

The characteral configuration also splits again on occasion 

to including reflecting triads consisting of Catherine, 

Barbara, and Marita. The characteral mirrors are further 

duplicated by David's belief that he is brother/sister/twin 

to Catherine, Barbara, and Marita. In Garden fracturing 

occurs on several levels—the individual, the couple, and 

even along gender lines, signalling not only a fragmented 

and bisexual subjectivity but reinforcing spherical 

textuality as well. This latter point is best demonstrated 

by the tendencies of characters, who as the plot develops or 

evolves, begins to repeat, mimic, or duplicate the patterns 

of behavior, speech, and overall sensibilities of another. 

The most overt example of this can be found in the 

Catherine/Marita case, where Marita slowly evolves into 

Catherine. 

Another central aspect of this chapter pertains to 

questions of dispense, be it sexual or economic. I turn to 

Bataille's theories concerning expenditure and general 

economy as an interpretive strategy for determining the 
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characters' relationships to spending, excess, and 

transgression. Bataille speaks of two types of economies 

involving the heterogenous and the homogenous, the former 

relating to dispense and the later signifying accumulative 

activity. This theory has a direct correlative with French 

feminist theory as articulated by Hel^ne Cixous, for she 

associates the homogenous with male economy and heterogenous 

with female, and these implications are addressed in the 

fifth and final chapter. 

The influence of Bataille on Hemingway's Garden enables 

him to accomplish several important feats. To begin with 

Hemingway's relationship to Surrealism (and Bataille's brand 

in particular) results in the anticipation of many aspects 

of l'6criture feminine. In addition to dramatizing Cixous' 

theory of gender-economy, much of Garden explores other 

aspects regarding the relationship between gender and libido 

and art which are essentially Cixousian. The text that 

Catherine creates, for example, vividly contrasts with those 

of David's. Catherine talks, acts, and lives her text into 

existence. Her textual creation privileges body over 

language, literally embracing the avenue of artistic 

expression which l'6criture feminine advocates, perhaps, 

much more figuratively. Significantly, the creative acts of 

Catherine and the other women in the novel are portrayed in 

direct proximity with the libido and the voice, and their 

aversion towards ownership, promotion, and financial 
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exploitation of art contrast with the sensibilities of the 

men who tend to fetishize all production of art. In effect. 

Garden destabilizes a nuraber of phallogocentric and 

bibliocapitalistic positions. 

In addition to prefiguring a number of post-

structuralist considerations such as sex(t)uality and 

I'^criture feminine the novel truly forces a radical 

revaluation of Hemingway in general, for it challenges all 

the old mythologies concerning his machismo, misogyny, and 

the like. This insight into a new or different Hemingway 

could not come at a more timely moment, for much discussion 

has been generated over the last few years about his 

canonized status. 



CHAPTER II 

MODERNISM REVISED 

Even though it happened in France, it was all somehow 
an American experience—Gerald Murphy from Living Well is 

the Best Revenge 

The expatriate experience in France during the Twenties 

has consistently provided a key point of departure for not 

only critical assessments of Hemingway but the Modernist 

novel in general. Of the various aesthetic movements coming 

under the rubric of Modernism, Surrealism constitutes one of 

the more notable ones. Therefore attempts to assess the 

postwar Parisian milieu inhabited by such Modernists as 

Ernest Hemingway without at least some consideration of 

Surrealism represents a serious oversight, yet this largely 

has been the case with most American histories. The problem 

lies, in part, with definitions of Modernism by Anglo-

American histories. Traditionally, they have associated 

Modernism with the influence of the great Anglo-Saxon 

triumvirate of Pound, Eliot, and Joyce or with the patronage 

of Gertrude Stein. In effect, the definition of Modernism 

promoted in most American texts is highly exclusive, while 

comparative histories or French literary histories tell of 

the vital and sustaining influence of Surrealism in the 

development of modern literature, the most notable of the 

Anglo-American studies offer a perspective which is far too 

chauvinistic. That is, they tend to privilege the 

contributions of American writers and, typically, male ones. 

12 
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In Women of the Left Bank: Paris. 1900-1940. Shari Benstock 

charges, for instance, that for far too long Modernism has 

been conveyed as a "hegemony of masculine heterosexual 

values" (60)—in essence, a boy's club presided over by 

Pound. Benstock clearly illustrates that Modernism was 

neither exclusively masculine nor typically a heterosexual 

monolith, yet this is precisely the prevailing conception 

conveyed in such definitive American histories as Hugh 

Kenner's The Era of Pound and A Homemade World: The American 

Modernist and Frederick J. Hoffman's The 20's: American 

Writing in the Postwar Decade. Benstock insists that 

Modernism "was marked by differences among individual 

practices and the differences of ideologies and aesthetics," 

yet rarely do American histories speak of such diversity 

(32). Benstock particularly finds fault with the exclusion 

of women and lesbians from most of our histories of the 

expatriate experience. 

In addition to resisting a definition of Modernism 

which is exclusively masculine and heterosexual, we should 

also caution, however, against total acceptance of those 

historical (re)constructions which are too exclusive in 

other respects as well. We must not reduce Modernism to 

Poundism, nor should we see it as primarily the achievements 

of Anglo-American or Anglo-Saxon insight and initiative. 

The American Modernist did not create in a vacuum, oblivious 

to European literary, cultural, or political influences. 
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Ideally, a history of the expatriate experience should 

include, therefore, a more thoughtful consideration of some 

of the foreign experiences, persons, and ideas. 

Typically, Anglo-American assessments of the period are 

very corroborative, generally referring to the same factors 

or issues. Most studies discuss at length, for instance, 

the disillusionment of the age which resulted from 

Puritanism and World War I, and commonly historians maintain 

that such sentiments led to a widespread repudiation of 

traditional values, both social and aesthetic. Hoffman 

particularly devotes much time to discussing the Modernist 

reaction to Puritanism. He argues that much of the postwar 

American intelligentsia such as Van Wyck Brooks, Kenneth 

Murdock, and H.L. Mencken attributed what they believed was 

cultural bankruptcy to enduring strains of Puritanism and 

began to vnrite diatribes against such influences, criticisms 

which greatly contributed to the growing malaise which so 

characterizes American Modernism and the expatriate 

experience (154). According to such critics, the 

Puritanical legacy "overrated morality and suppressed art" 

and "made both morality and art servants of financial 

success" (53). 

American literary histories also repeatedly emphasize 

the role played by Joyce, Pound, and Eliot, and only briefly 

do critics speak of the French Symbolist origins. In his 

gargantuan study of the period, for instance, Hoffman offers 
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only a few scattered paragraphs which tell of the 

influential role of French literati while, ironically, 

maintaining simultaneously that the French literary 

achievements of the nineteenth-century provided a central 

impetus for the emigration of the expatriates to France 

(52). Of our various histories of Modernism, Kenner and 

Hoffman particularly stress the importance of Joyce, Pound, 

and Eliot. Much time is also spent emphasizing the period's 

valorization of the artist-as-hero, his protean efforts to 

fulfill the creative promises inspired by his "patron 

saint," Dedalus (Kenner xi-xii), yet little is said about 

the foreign origins of such sentiments. 

Most historians also stress the impact of both Freudian 

and Marxist theory, illustrating the ways in which such 

writers liberated the artist, allowing him to explore here

tofore prohibited or previously unacknowledged ground. They 

also relate Freudian and Marxist theory to the age's renewed 

interest in the culture or discourse of the Other, be it the 

unconscious or "primitive" cultures. Interest in Marxist 

theory often led, for instance, to the repudiation of white 

bourgeois culture and values and to the subsequent thematic 

exploration of either Afro-American or Native American 

culture. Hemingway provides, perhaps, one of the more vivid 

examples, as evidenced by such works as the Nick Adams 

stories and The Torrents of Soring—works which include both 

groups. Marcus Cunliffe says in his survey of the age. 



16 

"Civilization was oppressive: by contrast one exalted the 

primitive. The Negro, with his 'dark laughter,' was envied; 

black America supposedly held the clue to the art of living 

that the white world had forgotten" (326). In addition to 

offering Hemingway as an example, Cunliffe reminds us of 

such diverse figures as Mabel Dodge Luhan and D.H. Lawrence 

gathering, for instance, at the Taos colony to experience 

more closely "primitive" culture (326). Faulkner 

represents, of course, another Modernist writer whose works 

constitute the thoughtful inclusion or examination of people 

other than the white middle class and bourgeois values. 

(Interestingly, when speaking of the Marx and Freudian 

influences on expatriate literature, few Anglo-American 

critics note that Surrealism, more specifically Andr6 

Breton, introduced Freud's works to France in the first 

place and that Surrealism was committed to uniting the 

theories of Freud and Marx.) 

Histories of the period very often call attention to the 

significant role played by the visual arts in the period, 

specifically pointing to the 1913 Armory Show and the 

efforts by persons such as Luhan and Alfred Stieglitz to 

introduce foreign art trends to America. However, these 

same critics speak of these persons in relation to Cubism 

and not to Dada or Surrealism, yet as Robert Short tells us, 

"There were two main Dada rallying points in New York. One 

was the circle of Alfred Stieglitz, the pioneer art 
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photographer . . .," and "the second was the informal, 

chess-playing salon of the poet and art collector, Walter 

Conrad Arensberg" (22). While critics like to tell how 

Marcel Duchamp's "Nude Descending A Stairway" caused a 

public controversy, few add that his "readymades" triggered 

equal fervor. Short explains that during the same year that 

his "Nude Descending A Stairway" was shown at the Armory, he 

announced that Cubism was dead and began to display 

shocking "readymades" (25). Short says that New York Dada 

"owed its impetus" to others as well, particularly Picabia, 

Crotti, and the American, Man Ray (25). New York Dada grew 

in strength, influence, and notoriety, but as Short says it 

"never acquired a program" (22). He characterizes New York 

Dada by saying that it produced several short-lived reviews 

and focused on images rather than the written word (22). 

Short characterizes New York Dada as "spontaneous, 

undogmatic, and irresponsible"—in essence a "carnival 

carried on amidst what Gabrielle Buffet-Picabia called 'an 

unimaginable release of sex and an outburst of jazz and 

alcohol'" (22). 

An overview of American Modernism illustrates that the 

movement was characterized primarily by rebellion against 

tradition, both social and aesthetic, and by the desire for 

new forms and expressions which not only challenged the 

cultural status quo but which would either disrupt or 

overturn convention and shock sensibilities. Clearly, this 
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assessment of American Modernism most congruently mirrors 

the central agenda of Surrealism itself. While the more 

definitive histories on American Modernism nicely articulate 

some of its more notable characteristics, they surprisingly 

fail to note not only the ways in which American Modernism 

so closely resembles Surrealism but, moreover, the ways in 

which it was actually influenced by Surrealism. 

From the very outset. Surrealists revolted against 

culture and tradition. They enthusiastically responded to 

the theories of Freud and Marx, championed the primitive, 

advocated the exploration of new aesthetic ground, 

celebrated le poete maudit. and showed unequivocal contempt 

for traditional values. Their sentiments were directly 

related not only to the War, but to restrictive moralities 

as well. In effect. Surrealism is most indicative of the 

age, and many aspects of the movement are indistinguishable 

from American Modernism. One very central difference 

pertains, however, to origins, for while Americans were just 

beginning to voice their sentiments in both fiction and 

nonfiction, the Surrealists had launched their assault on 

culture years previously. 

In "Surrealism Reappraised" Roger Shattuck speaks of 

the various movements from impressionism to existentialism 

that "Paris has welcomed" in this century, and he maintains 

that "it is time we perceive the remarkably clear line that 

connects the impish figure of Alfred Jarry in 1896, calmly 
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saying merde (shit) to bourgeois culture, with Albert Camus 

• • • " (8) . Shattuck suggests that the debates about "who 

started it all"—Dada, Apollonaire, the Futurists—should 

not obscure what is gradually becoming apparent, namely "a 

sustained artistic adventure extending from 1885 to 1939" 

which reached "a paroxysm of public demonstration in the 

Twenties" (13). Moreover, Shattuck insists that Surrealism 

truly represents such "paroxysmal events: the name, 'Age of 

Surrealism' has already been proposed for the years between 

the wars, and there is some basis for picking surrealism as 

the epitome of the artistic schools" (13). Shattuck speaks 

not only of Surrealism's "roots into philosophy, science, 

and social action," but of its endurance and ability to 

flourish long after many of the other movements within 

Modernism waned (13). Maurice Nadeau also recognizes the 

significance of Surrealism to this century, noting the 

movement's popularity in numerous nations and continents 

(43-4). He says, "No previous artistic movement, including 

romanticism, has had this international influence and this 

international audience" (44). 

Given Surrealism's prestigious rise and endurance, its 

influence should inform to some degree our studies of 

Modernism. In order to achieve a more balanced view of 

Modernism and the expatriate experience in Paris, we need to 

include a more thoughtful consideration of those American 

Modernist histories lacking chauvinistic exclusivity, and 
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such alternative views of the age can be found in Malcolm 

Cowley's Exile's Return. William Wiser's The Crazy Years. 

Matthew Josephson's Life Among the Surrealists, and 

Benstock's Women of the Left Bank. We should also include 

histories of Surrealism itself, for they enable us to 

acquire a broader view of the milieu which had attracted so 

many young American writers at the close of World War I. 

Though Cowley, an actual participant in the expatriate 

movement, certainly acknowledges the influential role played 

by Pound, Eliot, and Joyce, he actually foregrounds the 

indigenous movement of Symbolism and its offspring, Dada and 

Surrealism (terms which Cowley initially differentiates but 

eventually uses interchangeably). Cowley's valorization of 

the influence of Surrealism and the fact that his is a first 

hand account are factors which make his study worthy of a 

thoughtful review. 

Cowley argues that Modernism embraced "the religion of 

art," a sensibility first outlined by the Symbolists. He 

defines the religion of art as that which "inspired" 

potential artists to "consecrate themselves" and, moreover, 

"to produce great works at a sacrifice and to refine the 

methods of poetry and fiction—even to embark on a search 

for the absolute that threatened to carry them beyond the 

frontiers of art" (157). Cowley maintains that though his 

generation respected artists like Proust, Pound, Eliot, and 

Joyce, they eventually suggested a lifestyle which was too 
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anemic for their tastes: "These were the great literary men 

of our age and they resembled one another in proposing a 

future as cold as the touch of cold hands" (131). Cowley 

insists that the youth turned to Dadaists and Surrealists 

for inspiration, for they best exemplified the spirit of the 

religion of art, hence provided a model which, though often 

"exasperating," was nevertheless "young and adventurous, and 

human" (137). Cowley devotes several sections of his book 

to Dada and Surrealism, illustrating the pivotal role they 

played in the Modernist period.^ Cowley believes that these 

movements culminated and carried "to extremes," even to the 

point of exhaustion, the Symbolist credo concerning the 

religion of art. The "extremes," of which Cowley speaks, 

include the opacity of meaning typical of so many Modernist 

works from Stein to Joyce, the zealous quest for "absolute 

art" and "pure poetry," the radical individualism of the 

period, and the vehement contempt for the aesthetic and 

social values of the status quo (148-50). 

Dada and Surrealism explored new ground, transgressing 

the traditional aesthetic boundaries, and according to 

Cowley, this daring was infectious to the young American 

expatriates, for the movements illustrated that subject 

matter had not been exhausted and that an abundance of new 

areas awaited exploration: "machinery, massacre, 

skyscrapers, urinals, sexual orgies, revolutions—for Dada 

nothing could be too commonplace or novel, too cruel or 
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shocking, to be celebrated by the writer in his own fashion" 

(151-2). The most significant testimony of Cowley's belief 

in the significance of Dada and Surrealism to the American 

expatriate experience is, perhaps, his tendency to lapse 

into first person, nominative case, when speaking of 

Surrealism. In his lamentation over the death of Dada, 

Cowley reiterates its importance, saying. 

As for the religion of art, that broader tendency of 
which Dada was the extreme manifestation, it seemed to 
be growing more adherents every year. Its foremost 
writers, its Saints, were not widely read, since their 
books were too difficult for the public; but they 
exerted a wide influence and enjoyed a tremendous 
underground prestige. (155) 

Both Wiser and Josephson also note the importance of 

Dada and Surrealism to the period. Wiser explains that the 

War had disrupted the Cubist circle of painters, causing 

them to explore individually alternative modes of 

expression. "The tightknit prewar group had splintered," 

says Wiser, and "Cubism was no longer avant-garde enough for 

a new age" (41). According to Wiser, Dada stepped forward 

to fill "the postwar vacuum of ideas" that existed in Paris 

immediately after the war (40). He insists that Dada was 

"the first dernier cri of the decade" (40). 

Most discussions of Modernism inevitably lead to the 

significant role played by Stein concerning not only her 

great patronage of the visual arts but her tireless 

commitments toward advancing Modernist literature. Though 

her role in the development of Modernism is undeniable, her 
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position as reigning dean of the arts after the war was 

seriously challenged. Dada and later Surrealism swept 

through Paris, rapidly gaining converts among various 

painters and writers of all nationalities, in spite of the 

fact that the movements did not receive the official 

endorsement of Stein. Moreover, Wiser implies that her 

rejection of the movement stemmed more from an egocentric 

rather than doctrinaire position (40). Wiser tells of her 

introduction to Tristan Tzara and her response to his 

"proclamation" that Dada was launching "'war in the art 

world'": "In her original and inventive way, Gertrude Stein 

might be thought of as a Dadaist unaware, but she was not 

likely to become part of a movement she had not discovered 

for herself" (40). Wiser writes of Stein's sensitivity 

towards the rejection of her own work which "(had been 

ridiculed too often for her to offer her name to a group 

devoted to ridicule) . . . Dada was not to receive the Stein 

imprimatur" (40). Just as we should caution against viewing 

Modernism as a male, heterosexual monolith presided over by 

Pound, Eliot, or Joyce, we should also avoid making 

Modernism synonymous with Stein. 

Contrary to popular assumptions. Stein's salon after the 

war was not the uncontested or the legitimate source of 

activity or ideas. Both Wiser and Josephson illustrate that 

many significant and influential salons and soirees 

flourished after the war. Wiser devotes much attention, for 
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instance, to the development of the "Rue Blomet Group" 

gathering at Andre Masson's, which consisted of such 

frequent members as Michel Leiris, Robert Desnos, Jacques 

Prevert, Antonin Artuad, Philippe Soupault, Joan Miro and 

others. Wiser explains that eventually Picabia introduced 

Tzara to this "wild group of painters and poets" who were 

committed "to practicing 'a systematic derangement of all 

senses' partly accomplished by the drinking of absinthe" 

(50). Though they initially adhered to Dada, they later 

"merged with the Surrealists led by Andre Breton" (50). 

That Wiser isolates this group for discussion is noteworthy 

in a nuraber of respects. Because his study is intended as 

an overview of the period, covering a variety of cultural 

aspects from literature to fashion, this singling out of the 

Rue Blomet group illustrates not only the existence of 

soirees competing with Stein's, it also suggests something 

of its importance to the period in general. While most 

texts on the American expatriate experience fail to include 

this salon, it is repeatedly mentioned in studies devoted to 

Surrealism and to the Parisian milieu. Moreover, this salon 

has direct relevance to Hemingway in particular, though this 

too has not been widely acknowledged. 

Too often we are left with the impression of students 

such as Hemingway sitting reverently at the feet of Stein, 

absorbing her every word in childlike awe. Such an image 

has been largely promoted by Stein herself, of course. 
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Josephson does much to undermine such an impression by 

sharing an anecdote explaining the actual situation that led 

to the age's great tag: "You are all a lost generation." 

Josephson says that both Andre Masson and Evan Shipman, who 

were eyewitnesses to the incident, related the story to him 

on separate occasions (8). Masson, Shipman, and Hemingway 

had been eating and drinking heavily one evening, says 

Josephson, when Hemingway suggested they call on Stein (8). 

Josephson elaborates: 

As usual the circle of admirers sat about and were 
hushed, while Stein, in all her imposing bulk, 
paced back and forth slowly delivering one of her 
monologues—when Hemingway's party came clattering 
noisily into the salon . . . They had arrived 
late, had interrupted Miss Stein, and what was 
more they were plainly tight. She appeared 
affronted, but after a moment resumed her 
speech, walking up and down, while fixing those 
three red-faced young men with cold blue eye. 
Hemingway or Shipman may have ventured some 
observation that was displeasing to the hostess. 
At length, she explained with feeling: "Vous etes 
tous une generation fichue!" (8) 

Josephson finds it ironic that the age's "monumental" tag 

was a "misnomer" stemming from "a chance remark made in a 

moment of petulance" (9). That it involves Surrealists and 

Hemingway's company with them is even more ironic. Shipman, 

a close friend of the Rue Blomet group, was a long 

sympathizer of Surrealism, often talking about financing 

journals which would exclusively feature Surrealist works. 

Hemingway's affection for Shipman was very long lasting, as 

evidenced by the inclusion of the extensive discussion of 

him in A Moveable Feast. 
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Any assessment of the importance of Stein's salon and 

her influence upon young men like Hemingway after the war 

should be tempered somewhat by the reminder that she so 

actively promoted such flattering images herself throughout 

much of her life and work. We should filter her claims 

regarding influence with some of the other Stein 

pronouncements such as, "'the Jews have produced only three 

original geniuses: Christ, Spinoza, and myself. . .'" (Wiser 

121) or with her advice "to readers 'to think of the Bible 

and Homer, think of Shakespeare, and think of me'" (Souhami 

vii). Stein desired to be the uncontested source of 

literary genius after the war. (In areas presenting no 

competition such as painting, she was far more gracious.) 

As evidenced by her attitude towards Pound, Eliot, and 

Joyce, she cared nothing for sharing literary prestige, and 

such an attitude applied to the Surrealist movement as well. 

Though Stein refused to support Dada or Surrealism 

officially and accused both movements publically of being 

"vulgarizations" (The Autobiography of Alice B. Toklas 210), 

she did nevertheless maintain very friendly relations 

throughout her life with a number of persons from both 

groups—Ren6 Crevel, Michel Leiris, Andr6 Masson, Joan Mir6 

Picasso, Man Ray, and, even, Tzara. 

Importantly, Hemingway's visit to Stein's with 

Surrealists was not an anomalous event. Hemingway learned 

of Surrealism very intimately and did so soon after his 
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arrival in France in the 1920's. His relationship to 

Surrealism grew largely out of his association with members 

of the Rue Blomet Group. He particularly befriended Masson, 

Miro and Desnos. In his work. The Paris Years, Michael 

Reynolds tells of Hemingway's attendance at a Miro exhibit 

which was also "another public declaration by the French 

surrealists" (295). Reynolds adds, "Because Miro was now 

part of the surrealist revolt, card-carrying members were 

out in force. Hemingway's program was signed by Max Ernest, 

Louis Aragon, and Andre Breton" (295). Interestingly, 

Reynolds finds it difficult imagining Hemingway being taken 

with such celebrity, for he adds, "It must have been Hadley 

who asked for signatures. Even on his best day, one cannot 

imagine Ernest Hemingway asking anyone for his autograph" 

(295). Asking for an autograph does seem somewhat 

antithetical to the stereotypical image of Hemingway, but 

given a number of factors, this is one time we should 

perhaps carefully reconsider. Let us not forget that this 

encounter at the exhibit brought together some of Paris' 

most notable literati, and there is no reason to believe 

that the young aspiring writer was not taken with their 

celebrity. 

Hemingway's association with the Rue Blomet group not 

only enabled him to discover Surrealist aesthetics in 

general it, moreover, provided him the opportunity to 

encounter the more renegade strains of the movement, those 
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epitomized by the work of Georges Bataille. According to 

Michel Surya, Bataille's biographer, Hemingway was an 

episodic visitor to the soirees at Masson's apartment 

throughout 1922 (84). The others in frequent attendance 

included Michel Leiris, Roland Tual, Max Jacob, Antonin 

Artaud (84-5). In addition to hedonism—the indulgence in 

libertine sex, heavy drinking, and the usage of opium—the 

group's cohesion was also due to another common interest, 

for as Surya says, the philosophy behind such meetings was 

informed by L'oeuf (the hard egg), a revue with which 

Bataille was associated (84). 

During this period Hemingway established a close 

relationship with Masson and Desnos, persons who were at the 

same time making the acquaintance of Bataille and beginning 

an aesthetic collaboration which would last a lifetime. 

Masson, for instance, worked with Bataille on a number of 

projects, beginning with his illustration of the 1925 

edition of Bataille's The Story of the Eve. Desnos, along 

with Masson, eventually shared the status of dissident 

Surrealist with Bataille first by his expulsion in the 1929 

purge by Breton and secondly by his contributions to 

Documents. Bataille's journal. 

Hemingway association with Surrealists was not limited, 

however, to merely Masson or Desnos. In his letters he 

speaks of his friendship with Picasso, Prevert, and Man Ray. 

One of the most frequently published photographs of 
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Hemingway during this period features him, bandaged, 

standing with Sylvia Beach in front of Shakespeare and 

Company; however, critics rarely mention that the head wound 

he sports in the picture occurred while at a party with a 

nuraber of Surrealists at Man Ray's (Han Ray 185). 

Significantly, it was Hemingway who agreed to provide an 

introduction to the autobiography of Man Ray's mistress, 

Kiki of Montparnasse, a text which is clearly Surrealist in 

spirit. With the exception of Linda Wagner-Martin's 

observations regarding the influence of Kiki's text on A 

Moveable Feast. Hemingway's association with this text not 

only has been largely overlooked but recklessly 

underestimated. Perhaps critics should take Hemingway more 

seriously when he writes, "I think Kiki's book is the best 

I have read since The Enormous Room" (9). He then 

reiterates that Kiki's book should be read, "not Julian 

Green's nor Jean Cocteau's, nor whoever should be at that 

time great French writers for Americans. Read it all, from 

start to finish" (9). 

Hemingway's reference to Cocteau here signals an 

important point of consideration, for in addition to 

associating with Surrealists, he actually mimicked much of 

their tactics and behavior. In his literature, for 

instance, Hemingway frequently speaks of the modern French 

literati, offering insightful commentary. He highly praises 

or shows deference to Valery, Fargue, Apollonaire, 
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Baudelaire, while reserving outright acerbic criticism for 

Cocteau and Gide. In a 1932 letter to Robert M. Coates, for 

instance, Hemingway defends earlier comments made about 

Cocteau in Death in the Afternoon, saying, "there was a 

crack at Cocteau (who is a public character and perfectly 

crackable)" (369). Hemingway attacks Gide not only more 

frequently but more acerbically as well. In addition to 

criticisms about him in Death, beginning in 1952 Gide's name 

appears five times in his correspondence, and on each 

occasion Hemingway offers vicious commentary such as "Gide 

is now impotent" to "Gide stories are a dime a dozen" 

(767;804). Though critics attribute Hemingway's criticisms 

of Cocteau and Gide to obsessive homophobia, his feelings 

about homosexuality are not quite so simplistic.^ One 

source of the sentiment towards Cocteau and Gide's 

homosexuality could be attribute to the adoption of what was 

mere fashion among the Surrealist clique as opposed to some 

moral or social critique. 

The Surrealists repeatedly celebrated the work of Valery, 

Fargue, Apollonaire, and Baudelaire, citing them as 

precursors, while publically condemning Cocteau and Gide. 

According to Breton, Cocteau was "'the most hateful being of 

our time'" (Haslam 41). For Breton, Soupault, Aragon, and 

Eluard, Cocteau symbolized everything they loathed— 

chauvinism, dandyism, nationalism, and plagiarism (41). The 

Surrealist opinion of Gide was no more flattering. Though 
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they adored his character, the murderer Lafcadio (a 

sentiment Gide had no intention of nurturing), they 

increasingly began to despise Gide (19). According to 

Josephson, they associated Gide with "'de la litterature' (a 

damning word)" (103). Haslam maintains that they 

disapproved of his standing with the haute bourgenis (99). 

He was increasingly "becoming a salon idol" enthusiastically 

embraced by the class they disdained (99). Cocteau and 

Gide's homosexuality was becoming fashionable among this 

class, and as Haslam explains, 

recognition of homosexuality and the liberation of 
women were causes which the Surrealists were 
unwilling to support, not because thev thnnnhl-
them unworthv. but because everybody whom they 
respected least rthe haute bourgeois 1 was 
chattering about them. [emphasis added] (99) 

Both Breton and Aragon frequently reverted to taking 

hateful digs at Cocteau and Gide's sexual preferences, as 

evidenced, say, by Aragon writing Gide a letter at the death 

of Barrfes in 1923, "ironically consoling him for the loss of 

his 'boy-friend'" (Haslam 120) or nicknaming him "old 

auntie" (Josephson 114). Notably, Aragon's tag here 

profoundly echoes Hemingway's in Death when he describes 

Gide as "aunt-like" with "withered old maid moral arrogance" 

(205). While the Surrealists frequently derided Cocteau and 

Gide in print, they simultaneously socialized with them or 

even included them in some of their projects. This is 

particular true of their relation with Cocteau. They were, 

for instance, frequent patrons of his club, Le Boeuf sur |o 



32 

toit. Though Hemingway's criticism of Cocteau and Gide 

likewise includes derogatory references to their sexual 

preferences, we should avoid making simplistic judgments 

about the subject of homosexuality regarding either 

Hemingway or the Surrealists. 

The notion that Hemingway's position towards Cocteau 

and Gide reflects the Surrealist one deserves serious 

consideration, for it provides new insight into an old 

issue. That is, certainly one of Hemingway's most 

outstanding characteristics in terms of both his person and 

his fiction and one which has triggered much public debate 

concerns his persistent and relentless attacks on literary 

figures. The publication of The Torrents of Spring 

constitutes, perhaps, one of the most blatant examples. A 

number of critics and even friends were outraged at this 

book and by what they perceived as a vicious and ungrateful 

gesture. Jeffrey Meyers provides an overview of Hemingway's 

behavior in this regard: 

The treatment [of Ford in a deleted section of The 
Sun Also Rises! follows a recurrent vindictive 
pattern in Hemingway's life. He parodied Sherwood 
Anderson in The Torrents of Spring satirized 
Harold Loeb in The Sun Also Rises, condemned Scott 
Fitzgerald in the first version of "The Snows of 
Kilimanjaro," pilloried John Dos Passes in lo 
Have and Have Not, savaged Sinclair Lewis in 
Across the River and into the Trees, and attacked 
Stein and Ford in A Moveable Feast. (132) 

What appears to be absent from the various critical 

assessments pertaining to such behavior by Hemingway is 

that such actions precisely mirror a central modus operendi 
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of Surrealism, and two particular incidents vividly 

illustrate the degree to which Surrealists exercised public 

abuse against members of the literati of which they 

disapproved. Moreover, such public criticism or debasement 

did not exclude references to one another. 

One of the most publicized incidents in the history of 

Surrealism concerns their trial of Maurice Barres in 1921. 

This was a carefully contrived and staged media event, 

vividly illustrating their efforts at publically and 

unequivocally denouncing certain members of the literati. 

Nadeau claims that Barrfes epitomized all the values the 

Surrealists repudiated, for Barrfes "put his talent at the 

service of the land, the dead, and la patri" (65). Nadeau 

explains that, significantly, the Barrfes trial also 

coincides with and represents the official Surrealist 

rejection of Dada and particularly of its tendency towards 

"inaction" (65). They increasingly began to believe that 

"they must take action" (64). Nadeau elaborates: 

Action that will first of all be less anarchic, 
more effective; no longer limited to opposing 
official art, which will continue to flourish any 
the less, but to attack its leaders by name, to 
denounce them as "traitors" to the cause of the 
mind and man. (64) 

Barrfes was convicted of crimes against humanity by the 

Surrealists in a very public demonstration. The twelve-man 

jury, the prosecutor, and even the defense (one that 

"demanded its client's head more insistently than the 

prosecution") railed against the wooden effigy (65). The 
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Surrealists made sure that the event would draw attention by 

placing ads in the newspapers announcing the trial in 

advance (65). 

The public denunciation of literati by the Surrealists 

extended to women as well. During a public reading by the 

respected Mme. Aurel, Breton shouted "'Enoughs!'" and Desnos 

yelled, "'For twenty-five years now she's bored the shit out 

of us, but no one's had the nerve to tell her'" (95). When 

the crowd became outraged by Breton and Desnos' behavior, 

demanding an explanation, Desnos responded, "'Just because 

she's a woman's no reason for her to bore the shit out of 

people all of her life'" (95). The scene was widely 

publicized in the newspapers the following day, further 

contributing to the Surrealists' reputation as scoundrels 

(95). 

In addition to illustrating the great lengths that the 

Surrealists went to publically voice their criticisms of 

certain authors, these two incidents also offer an 

alternative way of viewing Hemingway's longstanding 

behavior. Not much of an imaginative leap is required, for 

instance, to see The Torrents of Spring as Hemingway's 

version of the Barrfes trial. As he told Pound: 

"It's a regular novel only it shows up all the 
fakes of Anderson, Gertrude, Lewis, Gather, Hergo 
[Joseph Hergesheimer, a best-selling novelist of 
the twenties] and all the rest of the pretentious 
faking bastards. . . I don't see how Sherwood will 
be able to write again. Stuff like Gertrude isn't 
worth the bother to show up. It's easier simply 
to quote from it." (Mellow 318) 
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According to James R. Mellow, Pound apparently "approved," 

and he sees this as "one of his critical misjudgments" 

(318). Pound's approval should not come, however, as a 

total surprise, for even he showed occasional support for 

Surrealist action. Nadeau says, "In 1921 and 1922 Ezra 

Pound became embroiled in some of Dada demonstrations, to 

the point of signing a letter along with Picabia, Erik 

Satie, and Guillermo de Torre" (32). 

In addition to demonstrating a personal and behavioral 

relationship to Surrealism, Hemingway's life and work 

reflects also a kinship with Surrealism aesthetically. 

Throughout his oeuvre Hemingway voices his appreciation for 

the visual arts. From his news report "A Paris-to-Strasborg 

Flight" to such works as A Moveable Feast his writing 

contains numerous references to specific art movements as 

well as individual painters. His comment about "trying to 

do the country like C6zanne" while writing "Big Two-Hearted 

River" has triggered much attention throughout the decades, 

prompting critics to analyze closely his work in terms 

borrowed from the visual arts and to compare his fiction to 

particular facets of painting. In addition to frequently 

demonstrating the affinities between Hemingway's prose style 

and Cezanne's techniques, critics have explored his iconic 

relationship with such European masters as Goya and with the 

Americans Homer and Eakins. Though critics have 

thoughtfully stressed the relationship between Hemingway and 
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the visual arts, they have largely overlooked Surrealism. 

With the exception, perhaps, of Emily Stipes Watts, critics 

have been virtually quiet on the subject, and given a number 

of factors, such a lacuna is surprising. 

Of the many studies on Hemingway and the visual arts. 

Watts' represents one of the most impressive investigations. 

However, while Watts notes a number of iconographic 

similarities between Hemingway and Surrealism, she only 

tentatively establishes a relationship. Her reluctance to 

make a more emphatic case is unfortunate, for her insights 

are more profound than she perhaps suspects. Any random 

biography on Hemingway stresses, for example, his efforts to 

obtain the Surrealist painting, "The Farm" by his friend 

Mir6, yet the same biographers do not bother to pursue 

further the possibility of a deeper interest in the movement 

aesthetically. Ironically, though, as Watts observes, the 

bulk of Hemingway's personal art collection consists of 

works primarily by Surrealists—Mir6, Masson, Klee, Gris, 

and Picasso (21). 

In her study Watts provides an overview of the painters 

to which Hemingway most frequently alludes, writing, "The 

painters who Hemingway mentions or by whom he can be shown 

to have been influenced greatly represent three European 

schools: Spanish, Northern, and Italian" (22). Of the first 

group, he most often praises El Greco, and according to 

Watts, 
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Hemingway's interest in El Greco is, of course, 
indicative of a general interest in Spanish art, 
but it is also a reflection of the renewed 
interest in El Greco's paintings in Paris in the 
1920's. He was a favorite of both the Dadaists 
and the surrealists. (22) 

As for the Northern school, Hemingway particularly 

liked Bosch. Watts elaborates on this artist's reception by 

the Surrealists, writing: 

Among this group, Hemingway's references to Bosch 
are also perhaps indicative of Dada and 
surrealistic influence. Both groups consider him 
a sort of precursor, with his fantasy, monsters, 
and sensual expressions of love and anti-love. 
The surrealists especially found relevance in 
Bosch's paintings: "Puns and eroticism, play and 
love—surrealist art is a Garden of Eden, a modern 
Garden of Delights by a collective Heironymous 
Bosch, lacking only transcendental implications." 
(22) 

The Surrealists' identification with Bosch simply cannot be 

stressed enough. They found in his paintings visual 

analogues to most of their ideas, and his influence on them 

even extends to the reappropriation of style and symbol in 

the works by such Surrealist painters as Dali and Magritte. 

Hemingway's work abounds with comments about Bosch, and 

he particularly focuses on Bosch in The Garden of Eden, for 

Bosch's triptych in the Prado known as "The Garden of 

Delights" serves as a significant backdrop to the entire 

novel. As Barbara Probst Solomon remarks, "The structure of 

Hemingway's novel is very much the structure of Bosch's 

triptych—the innocent gathering of the protagonists before 

the journey to Madrid is the Garden of Eden, the great 

voyage toward the Prado is the beginning of the Garden of 
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Earthly Delights, and, finally, the ending in La Napoule is 

the Musical Hell" (30). Solomon also believes that Bosch's 

painting inspired the novel's multiple references to eggs as 

well as its egg jokes (29). 

While Bosch signifies one important painter of the 

Northern school admired by Hemingway, Cezanne is another of 

the author's favorites, and, again, this painter was one 

of the select few who both the Dadaists and Surrealists 

celebrated (Watts 23). During his Surrealist period, Masson 

particularly admired Cezanne, attributing to him the 

foundations of all modern art (Calas 158). According to 

Nicholas Calas, Masson was found of quoting Martin 

Heidegger's comment to him about Cezanne, namely that 

"'Cezanne was no philosopher but he understood everything 

about philosophy'" (158). 

That Hemingway's interest in painters so closely 

corresponds with those valorized by Surrealists is no 

coincidence. Contrary to popular critical assumptions, 

Hemingway not only liked many aspects of Surrealist ideology 

and aesthetics, he fully understood the dynamics of both. 

In addition to personal contact with individual Surrealists, 

Hemingway learned much about Surrealism through the journals 

of the day, for as numerous studies illustrate, one very 

significant testimony to Surrealism's impact on and 

popularity with the expatriates regards the support that the 

movement received from a number of pivotal journals, ones 
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often owned, edited, or supported financially by the 

expatriates themselves. For instance, Benstock writes: 

Even before [Margaret] Anderson went to France, 
the Little Review had been publishing the most 
important of the avant-garde French writers—Louis 
Aragon, Andre Breton, and Philippe Soupault—and 
in the January-March 1921 issue published the 
Dadaist manifesto. Beginning in 1922, Francis 
Picabia joined the editorial board. Special 
issues of the journal were dedicated to Picabia 
and Brancusi. In 1923, Anderson became influenced 
by the younger Dadaists and Surrealists, including 
Rene Crevel, Paul Eluard, Jacques Baron, Tristan 
Tzara, Drieu de la Rochelle, and Pierre Reverdy. 
(371-2) 

According to Josephson, Surrealism inspired him "to start a 

literary movement" and form a journal reflecting the 

Surrealist spirit (153), and Secession was the result of his 

efforts. He worked to rally the support of and 

contributions from members of his own generation who, like 

himself, wished to publish novel work "and at the same time 

[to enjoy] throwing rocks at the Philistines, as our 

European contemporaries were so joyously doing" (153). 

Quickly Josephson managed to gather support from such 

persons as e. e. cummings, Wallace Stevens, Malcolm Cowley, 

Marianne Moore, and Hart Crane (153-4). Regarding his 

aesthetics objectives for his journal, Josephson writes: 

. . . I labored to prepare the first ten issues of 
our review; made translations of pieces by Aragon, 
Eluard, Soupault, Tzara, Breton; and wrote a short 
essay on Apollinaire which embodied our 
"platform," our ideology of experiment and inno
vation . . . (153). 

Josephson also solicited support from Harold Loeb, co-

editor of Broom. who is now, perhaps, best known for his 
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portrait as Robert Cohn in Hemingway's The Sun Also Rises. 

Josephson highly praises Loeb for "pioneering" similar 

ground in Broom (169). One very notable claim Josephson 

makes pertains to his insistence that the Surrealists were 

great enthusiasts of American culture, particularly popular 

culture, and he implies that this further engendered warm 

relations between the French Surrealists and young American 

artists like himself. This aesthetic spirit de corps is, 

perhaps, best reflected in the attempts by Josephson, Loeb, 

and others at publishing a wide range of Dadaists and 

Surrealists in their journals while simultaneously urging 

American writers to contribute works embodying a similar 

spirit as well. 

According to both Benstock and Wiser, transition, edited by 

Eugene Jolas, became a very significant organ for promoting 

Surrealism. Benstock implies, in fact, that it posed a 

direct challenge to Pound and Imagism: 

. . . transition would define itself as a journal 
devoted to Jola's Revolution of the Word—a revo
lution that would overturn the principles upon 
which Imagism and Vorticism had been founded. 
Pound, who himself had been a revolutionary a 
decade earlier, was now seen to be the conserva
tive (even reactionary) representative of a move
ment that T.S. Eliot understatedly described as "a 
little tired" in 1927 . . . (372) 

Wiser also talks about this publication's support of 

Surrealism. He insists that by 1925 "Surrealism was the 

dominant movement of the day," and transition was the 

decade's last important voice, a "cri de couer" which "was a 
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reflection of this movement" (195). Wiser adds that 

"transition [went beyond] the familiar Anglo-Saxon style and 

content" (195). Notably, transition published American 

writers along with the French Surrealists, and the list of 

contributions includes such figures as Archibald MacLeish, 

Hart Crane, Kay Boyle, Djuna Barnes, Janet Flanner, Gertrude 

Stein, and Ernest Hemingway. The Surrealists also found 

support, friendship, and even financial assistance in such 

notable women of the day as Nancy Cunard, Syliva Beach, and 

Adrienne Monnier. Cunard, heiress, author, publisher, and 

art collector, played a pivotal role among the Surrealist, 

and Wiser outlines her history with them, noting that at 

various times she was lover, muse, and patron (163). The 

support and participation of many women in Surrealism are 

important, given the constant charges of misogyny of the 

movement by a number of critics, and women's longlasting 

commitment to the movement should urge us to assess this 

aspect of Surrealism from a more careful or circumspect 

position. As in the manner of homosexuality, the 

Surrealists position towards women was quite complex. 

Hemingway has likewise been traditionally seen as a 

misogynist, and as we shall see, this issue needs to be 

critically reassessed. 

Sylvia Beach and her lover, Adrienne Monnier, close 

friends of Hemingway's, were particularly gracious to the 

movement as well as to individual members. Monnier's 
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bookstore. La Maison des Amis Livres, v;as a central haunt of 

many Surrealist writers for several decades. Though Monnier 

grew to dislike Breton and oppose Surrealism on a number of 

ideological grounds, she nevertheless "made the official 

organ of the Dadaist movement, Breton's journal Litterature. 

part of her lending library and encouraged discussion among 

members of the group around the large table in her shop" 

(Benstock 7). Speaking of the expatriates in Paris, Monnier 

notes that they "were almost the only enthusiasts of the 

surrealists 'revolutions,' of the Minotaures. of the 

Documents. without ever forgetting the latest Gide and 

Valery" (415). 

Monnier's mention of these two Surrealist publications 

is particularly noteworthy, for it clearly illustrates the 

expatriate interest not only in Surrealism but in the more 

sophisticated aspects of the movement's history. The other 

publications of which Monnier speaks are directly associated 

with Georges Bataille. Bataille, dissident Surrealist and 

Breton's great nemesis, was excommunicated from Breton's 

band in 1929. Breton believed that Bataille was an 

"excrement-philosopher" and an "obsessive" who 

suffered from "psychasthenia" (Breton 185). Though 

frequently referred to as a dissident Surrealist, Bataille 

actually called himself "the enemy within" Surrealism and, 

in turn, called Breton and his followers a "bunch of fucking 

idealists." Bataille's initial relationship to Surrealism 
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grew out of his encounter with members of the Rue Blomet 

group in the early twenties, and the 1929 expulsions by 

Breton focused largely on members of this group. In 

addition to shedding some light on the division between 

himself and Breton, Bataille's remark concerning the 

idealism of Breton and his band fully corroborates most 

assessments of Surrealism, which repeatedly cite this 

characteristic as one of the movement's most distinctive 

features. The issue of idealism, in fact, led to the 

schism between Dada and Surrealism. Though Dada was not 

itself without some idealistic strains initially, it grew 

less optimistic while individual members became increasingly 

idealistic. In the beginning of the first decade after the 

war, Breton, Soupault, Eluard, and Aragon were founders of 

the French branch of Dada. While Tzara was establishing 

Dada in Zurich, activity unbeknownst to the French. Breton 

and others were organizing their own separate front in 

Paris. The sentiment common to both schools was a revulsion 

to the great war and the belief that it was a direct result 

of traditional cultural values and nationalism (Matthews 19; 

Haslam 11-35). Dada was born out of "disgust" with and 

"disdain" for the current state of affairs in Europe, says 

J.H. Matthews (18), and it was committed to challenging all 

cultural precepts which, in Dadaists' estimation, led to 

such conditions. 
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According to Anna Balakian in Surrealism: the road to 

the absolute, "Dada had been an acute state of protest 

against society, literature, and those ideologies which had 

contributed to the destruction and chaos of World War I" 

(92). These Dadaists strongly implicated traditional 

concepts of art in their attack, believing that it was one 

of the cultural props sustaining and contributing to the 

present crisis in Europe. Matthews maintains that they 

particularly targeted "academicism." He adds: 

While the century was still young, it [Dada] rep
resented the spirit of integral nonconformity, 
epitomizing—eventually at the price of its own 
extinction—the need for tabula rasa. It demanded 
a revision of values to do away with the condi
tioned reflexes upon which the poetry of the day 
seemed to thrive. So the poetic practices of the 
Dadaist poets were indicative of wider concerns. 
The ultimate aim was to disturb society and upset 
its complacency. As Theo Van Doesbury said, "Art 
with a capital "A" must go—for Dada, announced 
Paul Dermee in his review Z (1920), "jeers atro
ciously at capital letters." Capitalization 
denotes consecration and confirms recognition by a 
social organization upon which Dada had declared 
war. (25) 

Dada has been identified consistently with nihilism, 

and while the movement certainly stood for negation in many 

respects, it did not entirely assume a nihilistic stance in 

every instance. As Matthews says, "Dada did not so much try 

to destroy art and literature as the idea people had about 

them" (20). As the decade advanced, however, many Dadaists 

assumed increasingly idealistic sentiments, and those who 

began to find that total "negation was noncreative" 

gradually abandoned Tzara's band of Dada (Balakian 13). 
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Rather than merely mock or ridicule culture, the Dadaists-

turned-Surrealists began to desire the total transformation 

of culture, and while they continued to utilize many of 

Dadaist tactics and even retain some of its early precepts, 

they stringently worked to establish their own aesthetic, 

philosophical, and political agenda. Above all, their new 

movement was imbued with idealism. As Balakian observes, 

"Their tone of determined optimism is not duplicated by any 

other contemporary philosophy of art" (14). On this point 

most historians agree. Surrealism clearly espoused a 

doctrine which idealistically championed the 

transformational properties of art and creativity. 

In addition to promoting their philosophy in journals, 

in poetry, novels, paintings, photography, and cinema. 

Surrealists were forever seeking new avenues of expression. 

They rejected the taxonomic limitations of mediums advanced 

by traditional concepts of art, believing that art should be 

expressed in heretofore unacknowledged avenues. As a 

result, they converted the cafes, theaters, dance halls, and 

even the streets of Paris into mediums. They took great 

pains to stage incidents which would capture the public's 

attention, even to the point of shock. These tactics, 

retained from Dada, reinforced their belief that a lifestyle 

should not be divorced from art. 

In Surrealist Revolution in France Herbert S. Gershman 

elaborates on the relationship between lifestyle and the 
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formalized aspects of Surrealism. According to Gershman, 

the Surrealist proclaims that "life is art and that life-as-

work-of-art is its own justification" (16). He adds, 

"Because it is a state of mind reflected in a body of 

doctrine. Surrealism can exist without literature, without 

art, without revolution, indeed without society" (16). This 

position explains why Surrealists were commonly engaged in 

various public pranks, such as Dali's lecturing "at the 

Sorbonne with his bare right foot soaking in a pan of milk," 

Tanguy's eating of live spiders "to terrify the 

neighborhood," or their occasional striking of a critic 

(Walberg 35). As Patrick Walberg in Surrealism says, the 

period involved "euphoria and extravagance, but not to the 

exclusion of seriousness, which was always appropriate when 

it as a question of the revolution, of sex, or of surrealist 

projects for decorating the squares of Paris" (35). In 

addition to frequent news about Surrealism appearing in the 

general press, their own publications were forums to shock, 

as exemplified, say, by the claim in The Second Manifesto 

(1929) that "the simplest Surrealist art consists of dashing 

down into the street, pistol in hand, firing blindly, as 

fast as you can pull the trigger, into the crowd" 

(Surrealists on Art 29). 

As a result of Surrealism's startling representations, 

revolutionary ideology, zealous commitment to art, and 

the outrageous behavior by its members, the movement 
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certainly attracted more than its share of attention. Given 

Surrealism's high visibility, it is very unlikely that any 

person living in Paris at the time did not have, at least, 

some general knowledge of its aesthetics and ideology, and 

based on a number or respects it appears that one expatriate 

in particular, namely Hemingway, not only profoundly 

understood the Surrealist aesthetic but actually adhered to 

much of it himself. 



CHAPTER III 

HEMINGWAY'S KINSHIP WITH SURREALISM 

A few things I have found to be true. If you leave out 
important things or events that you know about, the story 
is strengthened . . . . The test of any story is how very 
good the stuff is that you, not your editors, omit.— 

Ernest Hemingway in "The Art of the Short Story" 

Throughout the years critics have interpreted Ernest 

Hemingway's work rather consistently. That is, most often 

they have commented on his treatment of such recurrent 

themes and motifs as the code hero, the role of sports, the 

wasteland milieu, and his treatment of women. Largely as a 

result of the publication of The Garden of Eden, critical 

discourse has expanded to include consideration of such 

concerns as androgyny, transsexuality, and sexual fetishism. 

What is particularly noteworthy about the history of 

Hemingway criticism is, however, its failure to recognize 

the direct relationship existing between Hemingway's 

recurrent themes and Surrealism. In addition to a personal 

and behavioral relationship to Surrealism, Hemingway's 

oeuvre clearly reflects a kinship to Surrealism 

thematically. Of his various works containing Surrealist 

motifs. Garden vividly stands apart, offering, perhaps, the 

purist and most obvious instances of such a thematic and 

ideological nexus. Importantly, though. Garden is not an 

anomaly and should not be construed as such; rather, it acts 

like a crescendo, for from the very outset, his work has 
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contained many of the same themes and motifs central to 

Surrealism, and as his work has evolved, the Surrealistic 

themes and motifs have multiplied. 

Hemingway is unquestionably one of this century's most 

famous authors, and the themes running through his fiction 

are likewise known by most, though their relation to 

Surrealism is not. Throughout his life Hemingway 

consistently and vitriolically derided critical 

interpretations of his work. In fact, his attitude towards 

critics and readings of his works was outright contemptuous. 

Inherent in his attitude was the implication that critics 

were somehow missing the point, and his iceberg technique or 

theory of omissions simply reinforced the idea that the 

meanings were not readily apparent. I cannot help but 

picturing "Papa" experiencing absolute delight at the idea 

that critics failed to see that, while he signed no 

manifestoes nor made any public proclamations, at heart he 

was very much a Surrealist, and their inability to make such 

a connection surely must have given him a feeling of smug 

superiority and one-upmanship. By reviewing many of the 

themes and motifs central to the bulk of his works, we can 

better see the extent to which Hemingway reappropriates much 

Surrealist thought. 

In an attempt to provide a thematic nexus between 

Hemingway and Surrealism we should give some consideration 

to the reception of Hemingway by the Surrealists themselves. 
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and given their tendency to denounce any literati of which 

they disapproved, such consideration seems all the more 

appropriate. Based on two separate articles by Georges 

Bataille, it appears that Hemingway was exceptionally well 

received. In 1946 Bataille edited Actuality, a one-time 

publication dedicated to the ideological, cultural, and 

political issues involving the Spanish Civil War. In 

addition to including "The Smell of Death," chapter 19 from 

Whom the Bell Tolls. Bataille submitted an essay on the same 

novel where he offers glowing praise of Hemingway. He 

particularly celebrates Hemingway's presentation of the 

themes of love and death, saying that the subtle relation 

existing between the two is not easily conveyed, yet it is 

difficult to cite a better novelistic treatment than that 

offered by Hemingway (120-1). In addition to illustrating 

that Hemingway's treatment of the Spanish Civil War was not 

unacceptable to all Marxists, as commonly believed, 

Bataille's inclusion of this particularly excerpt and his 

praise are significant in another respect as well. 

A close examination of "The Smell of Death" reveals a 

hauntingly close relationship to Bataille's works. This 

chapter of the novel concerns the death of Manuel Granero, 

the bullfighter who, notably, figures prominently 

in Bataille's The Story of the Eve. Bataille witnessed the 

enucleation of Granero, and subsequently he not only 

incorporated the incident into Storv but used the eye as a 
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significant trope in much of his nonfiction as well. While 

"The Smell of Death" tells of Granero's death, it also 

focuses on the ambivalent relation between love and death, 

and, importantly, the representation of this idea mirrors 

precisely a previous presentation of the same theme written 

by Bataille in "The Language of Flowers" (1929). 

In "The Smell of Death" Pilar attempts to convince 

Robert Jordan that love and death share the same smell, 

hence signify the same experience. After conveying the 

story of Granero's death and the smell surrounding him, she 

uses another tactic to convince him of her theory. She 

insists that in order to gain "knowledge," he should "plunge 

thy nose deep into" "a refuse pail with dead flowers in it" 

(255). She next advises him to have intercourse with a 

prostitute "on a dead flower bed," adding: 

. . .[one] that has not been plucked out and 
replanted, and so serves to soften the earth that 
is so much softer than the sidewalk, thou will 
find an abandoned gunny sack with the odor of wet 
earth, the dead flowers, and its doings of that 
night. 

In this sack will be contained the essence of 
it all, both the dead earth and the dead stalks of 
the flowers and their rotted blooms and the smell 
that is both the death and the birth of man. Thou 
will wrap this sack around thy head and try to 
breathe through it. (256) 

The message Hemingway conveys here about the ambivalent 

relation between love and death and their common smell is 

hauntingly close in terms of both theme and motif to the 

idea Bataille suggests in his controversial, "The Language 

of Flowers." 
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In "Language" Bataille wishes to illustrate that "love 

smells like death" and to suggest the essential "baseness" 

inherent in all glorified, romantic, or elevated ideas (10-

16). To convey his point, Bataille offers the "death-drama" 

of the flower: 

. . . But even more than by the filth of its 
["hairy sexual"] organs, the flower is betrayed by 
the fragility of its corolla . . . [which] rots 
indecently in the sun, thus becoming, for the 
plant, a garish withering. Risen from the stench 
of the manure pile—even though it seemed for a 
moment to have escaped it in a flight of angelic 
and lyrical purity—the flower seems to relapse 
abruptly into its original squalor: the most ideal 
is rapidly reduced to a wisp of aerial manure. 
(12) 

In his insistence that we acknowledge the base aspects of 

existence, he offers the example of the roots saying that 

they swarm "under the surface of the soil, nauseating and 

naked like vermin" (13). He adds: 

Roots, in fact, represent the perfect counterpart 
to the visible parts of a plant. While the 
visible parts are nobly elevated, the ignoble and 
sticky roots wallow in the ground, loving 
rottenness just as leaves love light. (13) 

Bataille's essay originally appeared in Document accompanied 

by images contributed by the photographer, Boiffard. The 

pictorial representations were so shocking, they even 

disturbed some of the other contributors to the review 

(Stoekl xi). According to Allan Stoekl, this "essay, which 

ends with a portrait of Sade throwing rose petals in a ditch 

filled with manure, gave Breton the opportunity he was 

waiting for to attack Bataille, and, through Bataille, the 
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rebel surrealists who had abandoned and betrayed him" (xi). 

In addition to criticizing him in print, Breton also held a 

public meeting at the Bar de Chateau where he read aloud 

letters from Bataille and others who had been asked to 

provide an account of their heretical positions (Nadeau 

156). According to Nadeau, Breton had "particularly mauled" 

Bataille during this purge, even though he was not an 

official member of the group (167). Given a variety of 

factors—the public controversy surrounding "The Language of 

Flowers" and the apparent similarities existing between this 

piece and Hemingway's "The Smell of Death" in terms of both 

theme and motif—it appears that Hemingway was influenced by 

Bataille's essay. In any event, Hemingway's work certainly 

resounded with Bataille, as evidenced by his praise and 

inclusion of it in Actuality. 

Numerous articles have been written on the significance 

of Pilar's tale and on the importance in terms of narrative 

structure of Jordan's lying on the pine needles at the 

opening and close of the novel. As a result of Bataille's 

article, we can better see, perhaps, how these two thematic 

incidents not only relate but, moreover, microcosmically 

reveal the major events of the novel. That is, the earth or 

the pine needles are where Jordan experiences both love and 

death. The moral of Pilar's tale has relevance, in other 

words, to the events of the novel themselves. 
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In 1947 Bataille responded to Hemingway's work once 

again, writing "Hemingway in the Light of Hegel." Here 

Bataille offers not only a flattering critique but, 

moreover, one which differs from stock Anglo-American 

readings. Bataille opens the piece by explaining that he 

and "his circle of friends" in the 1930's manifested not 

only disinterest in the American novel but actual dislike 

(4). He says that their disapproval of the American novel 

was due to its failure to reflect the passionate intensity 

of experience so admired by the French (4-5). Importantly, 

however, Bataille cites Hemingway as the exception. 

Bataille says that initially he held an unfavorable, though 

unfounded, opinion of Hemingway's work until he actually 

read a sample. The Sun Also Rises, at the request of Queneau 

(4). Bataille notes that he discovered that "his work, in 

particular, quickly" set "itself apart" from other American 

novels (6). From this point on in the article, Bataille 

offers unequivocal praise of Hemingway's work, finding 

"beauty" and "honesty" in it (7). He comments, for 

instance, on Hemingway's "profound honesty and passion for 

truth and excellence," and he adds "above all else, 

Hemingway's work seems an exaltation, one that is controlled 

and all the more tense in that, for its author, human life 

has no more worthier adherence" (7). 

According to Bataille, Hemingway's works succinctly 

reflect the master/slave dialectic, and he says that "what 
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enhances" Hemingway's art is the "quest for sovereignty, 

pursued in all his work with a blind, obstinate passion" 

(12). By reading Hemingway through this paradigm, Bataille 

yields an interpretation which vividly contrasts with much 

of the traditional Anglo-American readings. Bataille 

comments on the significance of sports in Hemingway— 

bullfighting, hunting, fishing—and says that for many of 

the protagonists "nothing suits them which is not a garae, on 

the condition that, in some way, the garae is one of life and 

death" (10). While critics have long commented Hemingway's 

personal and thematic interest in sports, few have viewed 

such an interest from the standpoint of a game, yet by doing 

so, we can begin to see how one of Hemingway's most noted 

themes has a direct correlative in Surrealist ideology. 

In an attempt to experience a "supra-reality" 

Surrealists heavily relied on games and play. According to 

Gersham, the Surrealists imbued games and their playing 

fields (such as a court or card-table) with a sort of 

transcendental significance; the "playground" became a 

"consecrated spot a "hallowed" area (9-10). Surrealists 

recognized that "play demands order absolute and supreme"; 

moreover, while engaged in play, "man is a god," and games 

"are his creation" (14). Again and again, critics have 

commented on the almost religious significance of sports in 

Hemingway. Generally they have maintained that sports 

filled the vacuum resulting from his loss of faith in 
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orthodox religion. As H. Das Gupta in "Ernest Hemingway and 

the Spanish Bullfight" says, "When in 1925 Hemingway wrote 

from Burguete to his friend Fitzgerald that his idea of 

heaven was a big bullring in which he owned two barrea 

seats, he was not just sentimentalizing, but glorying in an 

ecstasy sincerely and deeply felt" (57). Kenneth Kinnamon 

also notes the religious tone imbued in Hemingway's talk of 

the bullfights, writing, "It had become a profound spiritual 

experience, perhaps the most profound of all" (46). 

Kinnamon adds that in a 1925 transatlantic review article 

Hemingway "quoted approvingly a remark made by Picasso to 

Donald Ogden Stewart, 'You know it's absolutely the only 

thing left in the world. Bullfighting that is.'" (46). 

In addition to the hundreds of critiques written on the 

spiritual significance of bullfighting, critics have equally 

commented on Hemingway's reverent attitude towards fishing 

and hunting. Speaking of fishing scenes in three Nick Adams 

stories, Warren Wedin writes that "trout fishing is viewed 

as a means of physical, psychological, and spiritual 

survival" (66). Wedin adds that in "Now I Lay Me" Nick's 

memories of trout fishing act "as an alternative to prayer 

(67). That sport is imbued with a sort of holiness is 

reflected in most of his works, and such scenes as the 

fishing expedition in The Sun Also Rises and "Big Two 

Hearted River" beautifully exemplify this idea, of the 

various interpretations of Hemingway's interest in sports. 
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only Watts appears to note its direct relation to Surrealist 

ideology. She says. 

Obviously Hemingway's interest in sports can be 
understood in terms quite similar to those used to 
describe the surrealist passion for sports. 
Certainly all of the sports to which Hemingway 
most frequently refers in his fiction are governed 
by specific rules or at least an implied order of 
fair play. (Ill) 

While Watts believes that Hemingway's interest in sports 

cannot, necessarily, be directly attributed to the 

Surrealists, she certainly thinks his attitude towards 

sports and play, one of respect and reverence, closely 

resembles that of the Surrealists. Watts writes: 

Whether or not Hemingway was conscious of the 
special surrealistic interest in games cannot be 
known. Perhaps it is significant that Mir6 used 
to accompany Hemingway to his boxing matches. 
Hemingway had been introduced to all these 
sports—except bullfighting—as a young man in 
Michigan, Illinois, and Canada. He wrote about 
trout fishing when he was in Canada, before his 
trip to Europe, but in "The Best Trout Fishing in 
World Is at the Canadian Soo," there is really no 
intimation of the ritualistic significance with 
which Hemingway was later to associate fishing. 
There is only the expression of pleasure in the 
sense of fun. None of the intensity of Nick Adams 
is evident in the article . . . Thus it is 
probable that the special surrealistic interest in 
games may have had some influence upon Hemingway 
in the 1920's. (113) 

While Watts seems reluctant to argue for a direct influence, 

inherent in her statement appears the implication that 

Surrealism was, perhaps, in part responsible for the 

increasingly ritualistic, even reverent, approach to sports 

in Hemingway's fiction. 
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Because Hemingway appears particularly attracted to 

blood sports, much has also been said about his thematic 

exploration of violence and his obsessive interest in death, 

particularly suicide. Shortly after his father's suicide in 

December of 1928 critics increasingly began to note 

Hemingway's focus on this specific form of death and dying— 

a theme which incidentally appeared as early as 1925 and 

continued to surface throughout the remainder of his career. 

As a result of his own suicide in 1961, the topic has 

continued to haunt critics and readers alike. In his 

biography Kenneth Lynn devotes much time to the subject of 

Hemingway and suicide, demonstrating that it was, indeed, a 

central preoccupation. Lynn tells, for instance, of early 

references made by Hemingway which reveal his thoughtful 

consideration of the idea, as evidenced, for instance, by a 

letter written in the mid-1920's to Ezra Pound referring to 

the suicide of U.S. Senator Frank Brandegee of Connecticut: 

"Did you see that when Sen. Brandegee committed 
suicide he was found with the gas tube In His 
Mouth? I still claim that anybody that wants to 
can do it. Things are better and I look forward 
to not giving a demonstration of my theory for 
some time." (267) 

Sadly, Lynn also reveals that Hemingway sometimes rehearsed 

his suicide in front of others. Lynn tells, for example, of 

Hemingway during the latter years at Finca where, according 

to his personal physician. Dr. Herrera, "he talked a lot 

about killing himself" (582). Lynn states; 
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. . . indeed, on more than one occasion he 
actually acted out a suicide scenario in front of 
an audience. "Look, this is how I'm going to do 
it," he would say. Whereupon . . . he would "sit 
in his chair, barefoot, and place the butt of his 
Mannlicher .256 on the fiber rug of the living 
room between his legs. Then, leaning forward, he 
would rest the mouth of the gun barrel against the 
roof of his mouth. He would press the trigger 
with his big toe and we would hear the click of 
the gun." Raising his head smiling, he would 
conclude the demonstration by saying, "This is the 
technique of harakiri with a gun . . . The palate 
is the softest part of the head." (582-3) 

While Lynn and others have analyzed the subject of Hemingway 

and suicide, his own as well as its presentation in the 

fiction, from a multitude of perspectives, some 

consideration should be given to the topic's relation to 

Surrealism. In an eulogy for Hemingway appearing in Lettres 

Frangaise in July 1961 the Surrealist Philippe Soupault 

talks of their life long friendship and, more specifically, 

of Hemingway's interest in death; moreover, he includes an 

important note on the question of suicide—one that enables 

us to better place the subject in a context close to the 

Surrealist movement. Soupault writes: 

I remember when he learned of the suicide of one 
of our friends, he spent many nights and days 
attempting to explain the reasons of the suicide. 
Was it the sudden death of his father of which he 
had so strong an impression? Possible, but he 
never spoke of it. (7) 

In all likelihood, Soupault is referring here to Jacques 

Rigaut who shot himself in November of 1929. Rigaut clearly 

revealed his suicidal tendencies as early as 1920 when he 

contributed an article on the subject to Litt6ratmre, 
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writing, "As long as I do not overcome the taste for 

pleasure I well know that I shall be susceptible to the 

intoxication of suicide" (Walberg 63). While 

Soupault's reference to the exact identity of the suicide 

victim remains a mystery, his comment is nevertheless 

charged with important significance. On the one hand, it 

illustrates that Hemingway maintained much closer relations 

with individual Surrealists than the majority of critics 

acknowledge, for Soupault in speaking of his own friendship 

with Hemingway reveals meetings in New York and Havana in 

later years, hence clearly establishing a contact which no 

biography, to my knowledge, makes any mention of whatsoever. 

Importantly, though, Soupault's piece draws attention 

to the fact that a close parallel exists between Hemingway's 

interest in suicide and Surrealist ideology. That is, from 

the very outset. Surrealism demonstrated great devotion to 

the subject. They valorized, for example, Jacques Vach6 who 

deliberately overdosed on opium in 1919 and who, according 

to Mary Ann Caws, "took two friends along with him in a 

triple suicide" (124). One of the earliest Surrealist acts 

involved the publication of his Letter? dg gvieryg (Nadeau 

59). More significantly, however, the subject of suicide 

was a central preoccupation of the first issue of La 

T̂ t̂ volutinn .qurr^aliste in which, says Haslam, "the editor 

invited replies to the question" 'Is suicide a solution?'" 

(127). 



61 

Haslam says that "the Surrealist tone was often suicidal," 

and he adds: 

. . . to the Surrealists suicide was not a topic 
of current debate, it had been an abiding 
problem since Vach6s enigmatic death in 1919. 
Breton, in his answer to the inquiry, implied the 
paranoia which had characterized his friend's 
behavior; he quoted Theodore Jouffray: "Suicide is 
a badly formed word; the man who kills is not the 
same raan who is killed." That opinion Breton did 
not offer as clinical observation, however; even 
less was it meant as reproof. Insanity, the 
Surrealists believed, was the liberation of the 
soul. (128) 

Speaking of this particular issue of Litterature, Nadeau 

writes, "What most struck the readers of this first issue 

were primarily: a systematic listing, for a given period, of 

all cases of suicide reported in the newspaper, transcribed 

without commentary . . ."(94). 

It is unlikely that this particular issue escaped 

Hemingway's notice, as evidenced by his 1922 poem, 

"Montparnasse." Significantly the poem derides those who 

with affectation attempt suicide, while gravely showing 

respect for those who try with sincere conviction and 

succeed. He opens the poem by saying, "There are never any 

suicides in the quarter among people/one knows/No successful 

suicides" (1-3). He contrasts these types with those 

anonymous persons who make no afternoon appearances in the 

cafe, emphasizing and valorizing their acts by repeating the 

refrain "dead": 

A Chinese boy kills himself and is dead 
(they continue to place his mail in the letter 
rack at the Dome) 



62 

A Norwegian boy kills himself and is dead. 
(no one knows where the other Norwegian boy has 
gone) 
They find a model dead 
alone in bed and very dead. 
(it made almost unbearable trouble for the 
concierge) . . . . (4-11) 

To further illustrate the pretense, sham, and melodrama of 

those who fake suicide, he closes by writing, "Sweet oil, 

the white of eggs, mustard and water, soap and suds and 

stomach pumps rescue the people one knows./Every afternoon 

the people one knows can be found at/the cafe" (12-15). An 

interesting contrasting image to Hemingway's poem exists in 

Man Ray's "Self Portrait" involving suicide and various 

objects—a noose, revolver, poison, a clock, etc. According 

to Jean-Hubert Martin, Man Ray was "obsessed" with this 

theme "for some time" and that "it recurs several times in 

his works" (42). While "Self Portrait" did not appear in 

print until the 1980's (42), Hemingway could have had access 

to the photograph, particularly when he frequented Man Ray's 

studio apartment. 

The deep seated almost reverential attitude conveyed in 

"Montparnasse" towards the subject of suicide is echoed in 

another piece written a few years later. In "To a Tragic 

Poetess" Hemingway offers a vicious indictment against the 

supposed suicide attempts of Dorthy Parker who, according to 

Hemingway "always vomited in time" (9). Speaking of poem's 

history, Nicholas Gerogiannis writes. 

There are several accounts of Hemingway reading a 
very cutting poem about Dorthy Parker at a party 
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hosted by the Archibald MacLeishes in October 
1926. This caused a break between EH and Donald 
Ogden Stewart, and the rest of the guests did not 
think the poem was very funny either. (148) 

Indeed," says Gerogiannis, "'To a Tragic Poetess' is not 

funny, and undoubtedly this was the poem that EH read that 

night" (148). While Hemingway may have derived comic 

pleasure from shocking the listeners at the party, the poem 

itself demonstrates an attitude towards suicide which 

unequivocally conveys his respect for the subject. 

In this piece Hemingway again juxtaposes staged and 

affected suicides with those motivated by not only 

conviction but valor. He graphically shares the suicidal 

acts of a veteran, a bullfighter, an old man, and a young 

boy. For instance, this latter case despaired over love and 

so "exploded in his mouth" "a three inch stick of dynamite," 

while Maera, the bullfighter, "slipped from his bed/to die 

upon the floor/Curled up under the bed/the tubes in his 

chest broken/His face quite happy" (54-71). The great 

pathos associated with these deaths contrasts vividly with 

the smallness of the "over-veronaled" poetess who is careful 

to use "a safety razor blade/a new one to avoid infection" 

(1-2). Hemingway shows disgust with the fact that she 

manages to return from her flirtations with suicide with her 

"ass intact" "to write more poems for the New Yorker" (28-

29). 

While the thematic exploration of suicide is not, by 

any means, the exclusive domain of Surrealism alone, no 
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Other aesthetic or philosophical movement has devoted more 

of a formal, thoughtful analysis of the topic, treating it 

with the same sort of deference traditionally granted to 

such conventional literary concerns as truth, justice, good, 

evil, etc. As William Plank says in Sartre and Surrealism. 

love and suicide are "two of the surrealist's major themes" 

(23), and he adds, "writers on surrealism frequently do not • 

emphasize the idea of surrealist despair, but it is there at 

the basis of their preoccupation with suicide" (37). Plank 

also maintains that Vach6 and Crevel "could be cited as 

heroes and models. Aragon, in his treatment of suicide, 

admonished those who only threatened and carried a pistol in 

their pocket . . ." (6). Given Hemingway's obvious respect 

and consideration of the subject, it is unlikely that he 

failed not only to note but vastly appreciate the Surrealist 

devotion and sensitivity to the subject. As with a number 

of other Surrealist motifs and themes, it appears that 

Hemingway radically identified with this particular topic. 

While the subject of suicide was a passionate concern 

shared by both Hemingway and the Surrealists, an even 

greater common interest pertains to the topic of love. 

Importantly, in his assessment of Hemingway and games, 

Bataille includes love in this category, remarking: 

Love is but the complement or flowering of life 
mercilessly risked or life's excellent making a 
sport of itself. Love is the excellence of the 
person loved. Worthy of its name, love is 
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sovereign nothing counts more, and its object 
must somehow have the same value the master 
assumes for himself. (10) 

Bataille believes that a woman as an object of a man's love 

in both life and Hemingway's fiction has two options. 

First, she "can maintain her sovereignty by a pact with the 

master, with whom she becomes identified to the point of no 

longer existing" (10), and Bataille says that Catherine of h 

Farewell to Arms and Maria of For Whom the Bell Tolls 

exemplify this choice (10). Bataille writes. 

Or, instead of backing out with resistance, she 
can maintain her sovereignty on her own in a game 
of rivalry pitting herself against the master. 
Henceforth, she no longer plays the master's game 
like Maria . . . but a personal game like Brett. 
(10) 

Bataille finds Brett to be a "fascinating character," 

one which exceeds all others in the novel in terms of 

"prestige" (6). Bataille quarrels with Carlos Baker's 

comparison of her with Cohn and his description of her as 

"the image of evil (of neurosis, which is evil)" (7). 

Bataille says, "Quite the contrary, intoxication, in her 

personality, is sovereignly seductive. And Carlos Baker 

ought not to forget that Hemingway's whole life is the 

effect of that intoxication" (7). As for her drinking and 

self-destructive behavior, Bataille believes that "the 

sensual freedom often attained through games would be for 

those women [like Brett] who have freely chosen it, the 

equivalent of what the havoc battles is for men" (10). 

Bataille's apparent view here of Brett's heroism vividly 
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contrasts with the majority of Anglo-American critiques, 

which view her as a Circe, an emasculating bitch, and a 

quintessential manifestation of Hemingway's misogyny. With 

the exception of perhaps Wendy Martin few American critics 

assign the kind of flattering characteristics to Brett as 

does Bataille. 

Bataille acknowledges that Brett does reflect a 

neurosis; however, he insists that such a condition is 

inextricably linked with the struggle involved in feminine 

sovereignty (10). According to Bataille, "masculine 

supremacy" is a "monstrosity," and therefore a certain 

amount of neurosis inevitably results when battling with 

male supremacy and struggling to be an autonomous human 

being (9). Bataille offers interesting insight into the 

contrast between such a sovereign character like Brett and 

an "amoeba" like Maria by arguing that: 

What Hemingway's work brings to light is . . . 
contradictory situations yield the same result: 
either raan is sovereign, and the woman he loves— 
and who loves him—is his reflection; or only the 
woman is sovereign, the man she loves—and who 
loves her—being impotent. Frederick Henry and 
Robert Jordan cancel out Catherine and Maria, but, 
when equated against Lady Brett, Jake Barnes' 
existence is annulled, by impotence. (9-10) 

Bataille's reading of Hemingway's treatment of love 

relations significantly contrasts with much traditional 

criticism in a number of respects, for while most critics 

interpret Hemingway's rendering of the theme from the 

standpoint of misogyny, Bataille presents a hermeneutic 
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Which enables us to see that power relations among 

Hemingway's characters are not necessarily determined by 

gender. That is, the quest for sovereignty involves an 

ontological battlefield where mastery may be attained by 

either sex. Moreover, by referring to Hemingway's rendering 

of love from the perspective of a sport or game and, 

moreover, given the Surrealists' unique attitude towards 

sports, games, and love, Bataille's assessment opens up new 

possibilities for reading and understanding old Hemingway 

themes. This is particularly true regarding the subject of 

love relations. 

One of the most outstanding characteristics of 

Surrealism pertains to love, a subject addressed and 

explored from a multiple of perspectives—eroticism, 

transgression, androgyny. Their interest in love is so 

pervasive it has earned them the title of "modern 

troubadours," says Nadeau (25). According to Gersham the 

Surrealists desired to create "an earthly paradise," and 

while they initially flirted with the idea that it could be 

realized by a political agenda, they ultimately decided to 

build their "new mythology" around the phenomenon of love 

(3). Another Surrealist historian, Matthews, says that "one 

fact" concerning surrealism" is indisputable: whatever else 

it may shown to be. Surrealism's attitude towards love 

represents a public declaration of faith in the primacy of 

desire. . ." (153). Importantly, Matthews explains that the 
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subject of love directly informs all other Surrealist 

principles (153). Dream work, automatism, chance, and 

interest in the irrational and marvelous "all may be traced 

to the generative source of desire, which the Surrealists 

see as beneficently guiding man along the path of greater 

knowledge, both of himself and of the world about him" 

(153). Matthews insists that love is the binder which gives 

"coherence" to concepts and techniques which "might 

otherwise appear only tenuously interrelated" (153). He 

says, "In spite of certain fluctuations of emphasis, the 

essential point remains clear: the Surrealists view poetic 

and artistic productivity as the result of a double 

stimulus—erotic and psychological . . . " (153). 

Importantly, however, the Surrealists also associate 

love with transgressive potential; therefore, in addition 

to its relation to poetic or artistic concerns, love feeds 

in to their political aspirations as well. For the 

Surrealists, "amour fou. as Breton called it, inevitably 

shattered the daily routine that society has so laboriously 

set up for the individual . . . " (Gersham 4). As Matthew 

says, "revolutionary action and love" which are closely 

"interrelated" became "the two dominant preoccupations of 

Surrealism" (155). According to the Surrealists, love was 

"the one-man revolution" which could transform all facets of 

human existence, from literature to social norms (Gersham 

9). As Andr6 Breton says in T,'Amour fou (Mad Loy$), in 
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"love there exists potentially a veritable golden age in 

complete rupture with the age of mud Europe is going through 

and of a richness inexhaustible with future possibilities" 

(78). 

While the Surrealists, like the Dadaists before them, 

showed contempt for most of the linguistic, political, and 

social structures or institutions of the past, they 

unequivocally discriminated when it came to the concept of 

love. For the Surrealists, love and language are 

interrelated phenomenon, for they both express unconscious 

desire. As Breton says, for instance, "'Words are making 

love'"(Cardinal 33). The Surrealists believed that the 

episteraological capabilities of language, like love, were 

great. As Balakian notes, they maintained that "through the 

word, the impossible is made possible" (137). In both the 

first and second manifestoes they campaigned to revitalize 

language and explore its possibilities (137). Their desire 

towards "verbal reconstruction" led to the close scrutiny of 

past usage (113). They showed contempt for capitalized 

words and believed that many words needed to be "avoided" 

since they had been "abused" or "had wandered too far afield 

from their concrete specifications," yet, significantly, 

"love" alone escaped censorship or condemnation (117-8). 

It is important to note how strikingly similar the 

Surrealist attitude about love is to the entire body of 

Hemingway's work. Stereotypically, we associate Hemingway's 
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literature with a lone hero, one who, as Carol H. Smith 

says, "stands alone against the universe, who preserves his 

sanity and his integrity by a silent rebellion and a private 

armistice" (129). And while such examples of solitude do 

appear in Hemingway—Santiago, Nick Adams, and the matadors 

in the fiction and nonfiction—he more frequently writes 

about a hero who, according to Smith, "is seldom 

alone"(129). Smith maintains that the typical male 

protagonist "stands armed against the forces of nature with 

his woman at his side; Catherine or Maria or even Brett" 

(129). 

Though Hemingway often writes about death, war, 

courage, and pain, love plays a central role. As Smith 

says, "in the major novels it is a pair of lovers who define 

the fictional interest, and it is the loss of love that 

represents the chief stakes in the game of life" (129). The 

same thematic emphasis pervades his shorter works as well. 

From "The Snows of Kilimanjaro" to such powerful short 

stories as "Hills Like White Elephants" and "The Short Happy 

Life of Francis Macomber," the subject of love plays a 

central role. 

In the manner of the Surrealists, Hemingway not only 

valorizes love, believing in its potential, he also exempts 

it from the list of traditional experiences or values which 

he believes have become absurd or impotent in modern times. 

Smith elaborates: 
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There is no question that Ernest Hemingway 
idealized love, although he was deeply suspicious 
of it, and, considering his generations' suspicion 
of enobling values, it is significant that love is 
one of the few survivors of the old value system. 
In Hemingway's famous statement about the 
"obscenity" of abstract words in A Farewell to 
Anns, love is conspicuously absent . . . . (129-
30). 

In this famous passage Hemingway writes: 

I was always embarrassed by the words sacred, 
glorious, and sacrifice and the expression in 
vain . . . There were many words that you could 
not stand to hear and finally only the names of 
places had dignity. Certain numbers were the same 
way and certain dates . . .[they]were all you 
could say and have them mean anything. Abstract 
words such as glory, honor, courage, or hallow 
were obscene besides the concrete . . . . (184-5) 

Critics have long considered this passage as classic 

Hemingway, succinctly expressing his attitude towards 

language and life, yet what they fail to note is how this 

attitude precisely mirrors Surrealist sentiment. Reading 

Hemingway's passage brings to mind not only the Surrealist 

denunciation of abstract, abused, or capitalized words but 

also the privileged place they accord love. For Hemingway as 

well as the Surrealists, love becomes a form of religion. 

It is what many of his characters have in place of a total 

"nada." As Frederick Henry's mentor. Count Greffi, says, 

"Do not forget that [love] is a religious feeling" (263). 

In addition to demonstrating an attitude about love 

which is similar to the Surrealists in general, Hemingway 

also reflects an adherence to some of their more subtle but 

significant positions concerning the subject of love. 
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One very noteworthy, though not widely discussed, aspect of 

Surrealism and the subject of love concerns the androgynous 

images that often pervade their works. Many of the more 

notable Surrealists demonstrated an interest in androgyny on 

the personal as well as the representational level. As 

Nicholas Calas says, " . . . the mythical androgyne became a 

key symbol of Surrealist aspirations" (101). He adds: 

Historically, it stands for man's will to resolve 
the contradictions of dualism. Originally 
identified with Orphic cults with Zeus born of an 
egg, or with Dionysus, the androgyne was in 
classical times evoked by Plato. From there the 
symbol was taken by the Gnostics and applied to 
Adam, viewed as a bisexual being before Eve was 
taken out of his side. After having been treated 
as a symbol of the mystic wedding by both 
alchemists and German mystics, the androgyne 
served Balzac in his novel Seraphita as a symbol 
of angelic love. The androgyne is to romantic 
poetry what Oedipus is to depth psychology. (101) 

Ferdinand Alguie and Wallace Fowlie also acknowledge the 

Surrealist interest in hermaphroditism, believing that it is 

largely grounded in Plato's Symposiusra. specifically in 

Aristophane's tale about the being defined as "half male and 

half female" (92; 199). From Breton to Bataille, the topic 

of androgyne surfaces. While Breton alludes to the subject 

of gender shifting when proclaiming, "I wish I could change 

my sex as I change my shirt" (quoted in Martin 30), Bataille 

appears to have prescribed to a much more devoted interest 

in androgyny. Speaking of Ac6phale, Bataille's "secret 

society," Michael Richardson explains that "the collapsing 

of boundaries" was "fundamental" (56). Little is known 
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about the organization, but based on the comments by former 

member Michel Fardoulis-Lagrange, as reported by Richardson, 

it appears that an androgynous state was highly sought by 

the members; 

"The male element and the female element each 
flowed into one another and henceforth they 
proceeded to transgress through their excessive 
desire as they contemplated the fading breath of a 
dying man in order to respire and recollect 
fundamental unity." (57) 

The Surrealists often devoted thoughtful and lengthy 

discussions to the topic of androgyne, as evidenced, say, by 

the such works as Albert Beguin's "L'Androgyne" appearing in 

Minotaure in 1938. 

Perhaps unlike any other movement in the history of 

western art, the Surrealists demonstrated a fascination for 

the human form, and its representations of bodies were 

without limitations of any kind. According to Rosalind 

Krause, Surrealist photography, for instance, abounds with 

images of bodies—"of bodies dizzily yielding to the force 

of gravity, of bodies in the grip of distorting perspective; 

of bodies decapitated by the projection of shadow; of bodies 

eaten away by either heat or light" (61). The Surrealist 

interest in the displacement of human form did not limit 

itself, however, to merely spatial considerations. 

Significantly, displacement also occurs at the level of 

gender or sexual identity as well, and the resulting 

representations are often hermaphroditic. 
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Krauss maintains that Surrealist photography was 

dedicated to "the dissolving of distinctions that Bataille 

insisted was the job of informe," namely the obliteration or 

collapse of all taxonomic divisions (95). Moreover, says 

Krauss, "gender, at the heart of the Surrealist project, was 

one of these categories" (95). Essentially, Surrealists 

refused, according to Krauss, "to accept sexual difference" 

(95). Krauss believes that Surrealist photography 

defamiliarizes images of woman, hence puts her "in 

construction" (95). 

Outside of Man Ray's signature pieces featuring Kiki, 

Brassal's untitled reclining nude represents, perhaps, one 

of the most famous Surrealist photographs, and this piece is 

particularly noteworthy, for its defamiliarization results 

in a representation which is clearly hermaphroditic. The 

object in the photograph is both a woman's torso and a 

phallus. By having the woman's buttocks form the head of 

the phallus, Brassal collapses gender distinctions and 

presents us with a being which is clearly androgynous, and 

this (re)construction raises some important issues. 

In his attempt to undermine Krauss' contention that 

Surrealist art is not antifeminist, Rudolf E. Kuenzli says; 

the male Surrealist fears castration, fears the 
dissolution of his ego. In order to overcome his 
fears, he fetishizes the female figure, he 
deforms, disfigures, manipulates her; he literally 
raanhandles her in order to establish his own ego, 
and not his informe. (241) 
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Kuenzli adds, "By consistently refusing to see these mangled 

bodies as female bodies, Krauss is unable to see the 

aggressive sexual-visual politics acted out in these 

photographs" (24). Importantly, what Kuenzli and others fail 

to acknowledge is that Surrealism does not discriminate in 

its treatment of the human body, for both genders are 

equally rendered in disfigured and unflattering ways. 

Moreover, if a form consists of male and female genitalia, 

as does, say Brassal's figure and others, how can we 

possibly justify labeling it either male or female? As we 

shall see, Brassal's figure is not an isolated instance, for 

a number of Surrealist representations of figures defy the 

either or label. To insist on referring to such figures as 

either male or female tells us as much about the critics as 

it does the works themselves. 

The tendency among critics to dismiss androgynous or 

bisexual connotations inherent in the Surrealist 

representation of forms may, in part, be largely informed by 

attitudes espoused by Breton regarding homosexuality. 

However, we should, first, caution against viewing 

Surrealist ideology monolithically, for, as evidenced by the 

many expulsions. Surrealist thought was actually quite 

heterogenous, and such diversity extends to the questions of 

sexuality, be it heterosexuality, homosexuality, or 

bisexuality. (Let's not forget, for instance, Salvador 

Dali's homosexuality, and he certainly epitomizes 
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Surrealism, and it should be noted that it was Dali's 

politics and not sexual orientation that ultimately led to 

his breach with Breton.) Quite simply, Breton did not 

speak for all Surrealists regarding homosexuality. 

Secondly, we should not confuse Breton's ideas about 

homosexuality with his position on androgyny. As Hal Foster 

reminds us. Surrealism was dedicated to "the Hegelian 

reconciliation" of a number of dualisms, and this included 

considerations of gender: 

Such reconciliation is the raison d'etre of 
Bretonian surrealism: automatism is to resolve the 
opposition of perception and representation; 
objective chance, the opposition of determinism 
and freedom; amour fou. the opposition of male and 
female; and so on. (16) 

Foster adds that quite often in Breton's "defense" of love 

(Eros) over death (Thanatos) he "takes excessive forms," and 

Foster includes "myths of androgyny" under such a rubric 

(228). 

While the androgynous representation offered by Brassal 

might be said to offer the most glaring instance, it is by 

no means an isolated case. Krauss speaks, for instance, of 

a 1933 essay appearing in Minotaure by Tzara, accompanied by 

photographs by Man Ray, which nicely enunciates, says 

Krauss, the Surrealist position of the nature/culture 

antinomy. Krauss writes: 

Analyzing fashion as the unconscious construction 
of a changing set of signs for the erogenous zones 
of the body, Tzara's text goes on to define 
fashion as a system for rewriting sexual organs in 
the register of a particular displacement of 
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sexual identity . . . In the images he created for 
this essay Man Ray puts the precise construction 
in place. One of his photographs . . . produces 
the images of collapsed sexual identity as [the 
object]. . . articulates both male and female 
organs at once. Only one other image in the 
surrealist photographic canon puts this collapse 
of sexual difference before us so directly: 
Brassal's untitled nude . . . in which the female 
body and the male organ have each become a sign 
for each other. (95) 

Another, even earlier, disruption of gender distinction can 

be found in Duchamp's activity, the Dadaist turned 

Surrealist. In Postmodernism and the En-aenderinq of Marcel 

Duchamp. Amelia Jones offers a thoughtful analysis of 

Duchamp's presentation as woman, Rrose S^lavy. Jones 

provides an overview of the vast critical responses and 

implications of Duchamp's actions, offering at one point the 

explanation that: 

Cross-dressing was a relatively common strategy 
among the early twentieth-century French and 
American male avant-gardes, irritated by the drab 
constraints of normative bourgeois male dress 
and/or eager to mark out alternative sexualities. 
From Charlie Chapline's theatrical cross-dressing 
in his film A Woman (1915) to the innumerable 
examples of cross-dressing or more general cross-
gendering behaviors among turn-of-the-century 
bohemian radicals in the United States and 
France, performative gender strategies exacerbated 
the shifts in Western culture away from proper 
gender identities, throwing into question the 
knowability of a person's sexual identity. (169) 

In another instance Jones also speaks of Duchamp's activity 

as an overt "attack" on "the tightly sutured alignment of 

femininity with the commodity," and such a strategy was 

"parodic," aimed, says Jones, at "bourgeois constructions of 

feminity rather than operating as a drag enactment of 
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homosexuality" (172). Jones adds: 

. . . though, as noted, the repressed homosocial 
aspects of the collaborative production of the 
photographs [of Rrose S61avy by Man Ray] should 
not be underestimated. For example, Duchamp's 
reuse of Rrose S61avy as a commercial logo, in his 
1921 Belle Haleine. Eau de Voilette. brings the 
conjoined terms of femininity and commodification 
in direct contact with the signed product as "art" 
object, in turn implicating the legitimating 
function of (male) artistic genius. Making 
explicit Rrose's fabrication through advertising 
strategies. Belle Haleine displaces the 
contemporary codes of commodified feminine 
sexuality through parody. (172) 

As we shall see, this link between gender distinc

tion/collapse, art production, and economics to which Jones 

establishes here is a consideration which is central to 

Hemingway's Garden. 

Among Surrealist sculpture we also find vivid examples 

of hermaphroditic representations, and the most notable 

instances are provided by Hans Bellmer who, significantly, 

created a number of sketches for Bataille's The Story of the 

Eye and Madame Edwarda. Speaking of Bellraer's work, Matthew 

writes: 

we encounter in one section of his book 
"L'Anatomie de I'amour" an illustration showing a 
woman whose torso is an erect penis, the testicles 
serving as breasts and the glans becoming one with 
the buttocks. fImagery 205) 

As for the philosophical or aesthetic ideas motivating his 

renderings of the human body, Matthews explains that Bellmer 

likens his treatments to language—"'anagrams of the body'" 

(205). In doing so, Bellmer, in effect, corroborates 
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Krauss' contention about putting women into (re)construc

tion, for as Matthew says: 

In his Petite Anatomie Hans Bellmer speaks of the 
human body as "comparable to a sentence that 
invites us to disarticulate it, so that, through a 
series of endless anagrams, its true contents may 
be recombined." Considered this way, disarticu
lation and even dismemberment of the body is 
anything but a sign of brutal indifference to 
feminine beauty. It is a token of desire, in 
which attention to constituent parts pays 
sincere tribute to the attractiveness of the 
whole. In Bellmer's work, the underlying 
destructive-constructive force of surrealist 
inspiration opens up a pathway to rearticulation 
[emphasis mine] . . . . (210) 

Hermaphroditic representations are, perhaps, even more 

pervasive in Surrealist painting, particularly in the works 

of Picasso and Mir<5 which were executed during their 

Surrealist period. In the manner of Surrealist 

photographers, the painters also projected spatial and 

sexual displacement. According to John Golding in "Picasso 

and Surrealism," "The displacement of the different parts of 

the human body and in particular of genitals to the head was 

a device fundamental to much Surrealist painting" (95). Of 

those Surrealist painters who deconstruct traditional 

conceptions of human sexuality and replace them with 

androgynous representations, Picasso and Mir6 clearly stand 

apart. According to Golding, Picasso began to note Mir6's 

particular reappropriation of Neolithic art and largely 

through Mir6 began to move towards Surrealist technique, 

which notably featured "a rich vein of erotic imagery" (91). 

Golding points out that in some instances of the 
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displacement process in Mirb's painting, he combines the 

organs of both sexes within a single body or, in other 

words, offers androgynous representations of the human form 

(91-2). 

Beginning in 1925 Picasso begins to offer clearly 

androgynous representations after Mir6's, and some of his 

more notable pieces include Study for a Crucifixion, Figures 

by the Sea (Thg Kisg), Head fBlue BoneK and the Bather 

series. Golding speaks of the series reproduced for the 

first issue of Minotaure, noting that though "all the 

figures are female," "each one carries within herself a 

powerful symbol of her male partner" (101). In "Picasso and 

the Anatomy of Eroticism" Robert Rosenblura also stresses the 

androgynous emphasis in Picasso's work during the late 

1920's and early 1930's. While Picasso's earlier work does 

reflect an interest in eroticism, the theme intensifies, 

says Rosenblum, after his neoclassical period; " . . . the 

multiple aspects of sexual experience become a major 

obsession in his imagery, a phenomenon that may be 

explained, in part, by both public and private reasons" 

(76). Rosenblura directly correlates this intensified 

interest in eroticisra with the influence of Surrealism and 

with Picasso's waning interest in his wife, Olga Koklova, 

which "was followed, in the early 1930's, by a period of 

erotic harmony in the person of a new mistress, Marie-

Th^rfese Walter" (76). Rosenblum points to the 1929 drawings 
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done in preparation for the Crucifixion as not only 

representative of the period but of his new found interest 

in androgyny (77). Rosenblum writes, 

Here, in studies of female figures wracked with 
grief . . . the head is thrown back, upside-down, 
in a manner that confounds it with a view of the 
pubic region. In the variations upon this theme, 
the metaphor is expanded in fantastic reshufflings 
of anatomy that produce startling biological 
configurations that may be read simultaneously as 
mouth and vulva, breast and testicles, nose and 
penis, head hair and pubic hair. (77) 

Rosenblum also points to the contribution to Minotaure 

(1933), entitled "Une Anatomie" where "not only are male and 

female organs juggled into totally ambiguous hermaphrodites, 

but sexual functions are even" further complicated by 

technological images, resulting in "a bawdy circus of sexual 

acrobatics" (80). 

As Rosenblum suggests, Picasso's interest in unorthodox 

or transgressive sexuality extended into his personal life 

as well. While Rosenblum specifies Picasso's interest in 

Marie-Th6rfese, it should be noted that this affair 

overlapped with another, namely Dora Maar, the Surrealist 

painter and photographer who, incidentally, was the former 

mistress of Bataille. In fact, the entire duration of 

Picasso's relationship with Maar was simultaneous with the 

affair with Marie-Th6rfese. Though they made no androgynous 

statements by their outward appearances, the Picasso/Maar 

relationship conveyed an androgynous sensibility in terms of 

psychosexuality and aesthetics, as suggested by their use of 
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the name "Picamaar" to sign cooperative art works 

(Huffington 228). During his Surrealist phase, Picasso 

explored with subjectivity, transsexuality, and sexual 

transgression. Judith Young Mallin tells, for instance, of 

the group of Surrealists vacationing with Picasso in Mougins 

in the 1930's and their playful experiments with 

subjectivity and sexuality. Mallin says that they 

"exchanged not only bedmates but identities," adding, "it 

was Picasso who first came up with the idea of name-

swapping" (220). 

Picasso's personal interest in androgyny continued even 

after relations with Dora Maar. Picasso replaced Maar with 

Frangoise Gilot (whom Hemingway met in Paris after the 

liberation of World War II), and according to one of the 

more notable Picasso biographers, Arianna Stassinopoulos 

Huffington; 

. . . his [Picasso's] first image of Frangoise was 
of a young man rather than a young woman. She 
reminded him of the poet Rimbaud; she was truly 
more androgynous than anyone else he had ever met. 
Like many of the Surrealists, Picasso had been 
fascinated by the myth of the androgynous being 
that, as Breton had written, "offers man a view of 
himself as he had been in the past or as he will 
be in the future: more luminous, more close to 
harmony and to power than he is in his present 
condition." (277-8) 

Significantly, Huffington points out that "Frangoise too saw 

herself as androgynous. She even signed her paintings at 

the time as F. Gilot, perceiving herself and wanting to be 

perceived as a painter rather than as a woman painter" 
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(277-8). A most interesting aspect of Frangoise's self 

concept, in terms of a parallel with Hemingway, is the fact 

that she radically identified, says Huffington, with "Ariel 

in The Tempest" (278). Huffington elaborates: 

In Shakespear's play, Ariel is invisible to 
everyone except Prospero. And that was Picasso's 
fantasy. After he sent Sabartes [his secretary] 
away, he told Frangoise that he would like her to 
stay at the top of the house and vanish from the 
world: "I'd bring food twice a day. You could 
work up there in tranquility and I'd have a secret 
in my life that no one could take away from me." 
(278) 

Interestingly, in his short story "The Sea Change," written 

sometime in the 1930's, Hemingway takes his title from 

Ariel's speech, says Warren Bennett: 

"Of his bones are coral made; 
Those are pearls that were his eyes; 
Nothing of him that doth fade] 
But doth suffer a sea-change 
Into something rich and strange. 

Sea-nymphs hourly ring his knell." (239) 

Importantly, as Bennett notes, "The Sea Change" is an early 

prototype of Hemingway's posthumously published The Garden 

of Eden with respect to the story's reflection of the re

linquishment of masculine power and authority, Hemingway's 

use of mirror imagery, and the story's theme of confused 

sexual identity. . ." (226). Significantly, the references 

to Ariel's song and the images within such as "pearls that 

were his eyes" and "sea-nymphs" also need to be acknowledged 

as anticipating Garden. for these tropes and images are 

pervasive throughout the novel. Much of Garden centers 

around the sea, diving, swimming, and acting and looking 
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like seals. Importantly, oceanic or sea imagery is 

absolutely central to Surrealism. In his analysis of 

Breton's notion of the "veiled erotic" in L'Amour fou, for 

instance, Foster isolates such images as limestone, coral, 

and crystals—examples, he says, "of petrified nature" (23). 

Foster links the "veiled erotic" with Freud's "uncanny" 

which equates to a blurring, says Foster, between life and 

death (24-5). Foster adds. 

This uncanny indistinction also has a phylogenetic 
register, for such substances as limestone, coral, 
and crystal all exist in subterranean or submarine 
realms that are evocative of primal states, both 
ontogenetic (i.e., in the womb) and evolutionary 
(i.e., in the sea). (24-5) 

In addition to the shared oceanic allusions in both Garden 

and "Sea Change," critics also frequently speak of Garden's 

preoccupation with artistic isolation and seclusion—a 

characteristic of the Picasso-Gilot relationship. In 

"Opening Bluebeard's Closet: Writing and Aggression in Thg 

Garden of Eden" Steven Roe, for instance, sees a correlation 

between David's artistic "introversion" and the "Bluebeard" 

tale, as conveyed by Perrault. Roe writes: 

But whereas Perrault adopts a cavalier attitude 
toward femicide, insinuating that Bluebeard's 
disobedient brides deserves her husband's punitive 
maltreatment, Hemingway portrays feminine 
recalcitrance as a necessary countermeasure to 
male tyranny. (53) 

Roe believes that David uses Catherine "as a material 

resource, transforming her, as it were, into a mere art-i-

fact" (64). It seems that with both "The Sea Change" and 
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Garden with their eraphasis on androgyny, artistic isolation, 

and subsequent manipulation, Hemingway comes very close to 

paralleling aspects of the Picasso/Gilot relationship, even 

though Hemingway met Gilot after writing "Sea Change" yet 

before authoring Garden. While such connections may, 

therefore, seem merely coincidental, Hemingway's fiction, 

sensibilities, and behavior too often appear to repeatedly 

parallel Picasso's work and life to be quickly dismissed as 

circumstantial or coincidental. We should note, for 

instance, other facets of Hemingway which resemble Picasso 

such as the painter's superstition concerning haircuts 

(Huffington 14), his idiosyncratic view of hair, including 

when in 1944 he wore it "down to his collar" (Cabanne 361), 

a trait not unlike Hemingway's Nick Sheldon in Sarflen, his 

love of boxing, his tendency to never substitute a woman 

without another waiting in the wings, his anti-intellectual 

persona, and his profound relationship to the bullfight— 

characteristics which all equally pertain to Hemingway. 

Of the Surrealists who intensely identified with 

androgyny on a psychosexual as well as an aesthetic level, 

Salvador Dali provides a noteworthy example. His unique 

bonding with his wife. Gala, has been well publicized 

throughout the years, and, as evidenced by the biography by 

Meredith Etherington-Smith, Dali's relationship with Gala 

still draws critical attention. After having ambiguous 

relations with his younger sister and then later a sexless 
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union with Frederico Garcia Lorca, Dali met Gala who was, 

perhaps, the most notable of the Surrealist muses. 

According to Etherington-Smith, Gala, former wife of Eluard 

and mistress of Max Ernst, "waged" a "campaign to enslave 

Dali" with much care and succeeded rather quickly: 

The process of becoming one, becoming Dail-and-
Gala, a relationship that would last for fifty-
three years, took a month at Sitges, during which 
time Dali wrote that they were both so much 
occupied by their two bodies that they hardly for 
a single moment thought about Dali's [upcoming] 
exhibition. At the end of this time the 
enslavement was complete; Dali referred to his 
exhibition as "our" exhibition. (128) 

As for jointly signing the paintings, Etherington-Smith 

writes: "He told Gala that it was mostly with her blood that 

he painted his pictures, and his habit of signing her name 

with his (dating from early 1931) reflects his growing 

dependence on her . . . " (150). 

Her bonding with Dali was not, however, an isolated 

case. Before her relationship with Dali, Gala expressed a 

psychic, androgynous union with Eluard, who frequently 

carried a photograph "of her nude body" and shared its 

importance with others at "Surrealist gatherings" (Chadwick 

25). Chadwick says that Eluard refused "her a reality 

separate from objects of the world and from him" (25)—a 

state to which Gala apparently encouraged, for she always 

seemed to established a master/slave relationship with raen, 

and she assumed the position of mastery. 
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As the Gala and Dali relationship evolved, Dali's 

psychosexuality became inextricably linked with Gala's, and 

Etherington-Smith maintains that the fusion was complete to 

the point of being dysfunctional: 

Was he paying too high a price for Gala's all-
enveloping care? Certainly their sexual 
relationship, always delicately balanced, had 
degenerated into voyeurism. Henri Pastoureau, a 
student on the fringe of the Surrealist circle, 
attended "sexual investigation sessions" conducted 
by Gala and Dali. These . . . explored the 
participants' sexual behavior and fantasies. No 
other women were allowed to attend, and Gala, 
according to Pastoureau, "wouldn't hesitate to 
describe in the crudest details her wildest 
debaucheries, but she always added that surgery 
had stopped her from continuing this." Dali was 
almost always quiet during these discussions, 
unless he had "some new and delirious fantasy, 
always of a scatological kind." On other 
occasions. Gala would make love to men in front of 
Dali, once with Eluard. (173) 

This Dali biographer believes that "Gala possessed him in 

the truest personal sense. In the end they were 

indivisible, two psyches perfectly complementing each other" 

(127). 

Of the various Surrealists Dali certainly stood well 

apart, due to his outrageous acts, dress, and relentless 

efforts at self-promotion—even to the point of causing very 

public criticism by Breton and eventually excommunication. 

While Hemingway is absolutely quiet on the subject of Dali, 

Mary Hemingway shares an anecdote which reveals an important 

insight into the Hemingways' appreciation of Dali. In How 

Tt Was she talks about following the bullfight circuit in 

Spain during mid-century, and while staying in a hotel, she 
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and Ernest discover a gift by their door from their "next 

door neighbor," the "genius" Dali (504). On the daily 

newspaper Dali "had drawn bulls, picadors, and capes, using 

the black letters of headlines as parts of his design, with 

a written phrase, 'Welcome to San Isidro'—a treasure" 

(504). Mary then explains that later the gift was 

accidently burned by servants at the Finca VigIa (504). Her 

reaction: "I raged, I wept" (504). She adds, "Dali's witty 

gift, which I had planned to frame and hang in a place of 

honor in the house, was ashes" (504). Importantly, few 

paintings found their way into the Hemingway home, and as 

noted earlier, many of the dearest ones were painted by 

Surrealists. Furthermore, one cannot help but note the 

relationship between this incident and Garden's denouement— 

namely Catherine's burning of David's manuscript, for 

typically Hemingway's obsession for manuscript loss always 

alludes to Hadley's misplacement of the suitcase containing 

his work and of subsequent theft, not of destruction by 

fire. Moreover, fire, ashes, burning—all of these motifs 

heavily pervade the manuscript. "Prometheus," "Joan of 

Arc," "being burned out of the farm," "who burned the 

Bourne's out" are just a few of the manuscript's allusions 

to fire, not to mention the homophonic relationship between 

the word "burn" and "Bourne." And, incidentally, to read a 

number of critical assessments of Catherine in regard to her 

sexuality, eccentric behavior, relation to money, and 
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influence of David's art is to arrive at a personality 

profile which strikingly resembles Gala's. 

As evidenced by the lives of several Surrealist 

couples, love, sexuality, eroticism, subjectivity, and 

creativity were clearly interrelated experiences, and it 

quickly becomes apparent that the subject of Surrealism and 

love is a multifaceted one. No other movement in the 

history of art or aesthetics has, perhaps, explored the 

subject of love with the magnitude of intensity or from such 

a raultitude of angles as the Surrealists. Another and 

rather unique characteristic of the Surrealists on love 

warrants attention, and this is their interest in the female 

muse, be it in the form of the femme enfant or the femrae 

fatale. 

In Woraen Artists and the Surrealist Movement Whitney 

Chadwick comments on Surrealism and the role of women, 

writing: 

A vision of woman as muse, the images of man's 
inspiration and his salvation, is inseparable from 
the pain and anger that gave birth to Surrealism. 
As the stimulus for the convulsive, sensuous dis
orientation that was to resolve polarized states 
of experience and awareness into a new, 
revolutionary surreality, she existed in many 
guises; as virgin, child, celestial creature, on 
the one hand; as sorceress, erotic object, and 
femme fatale. on the other. (13) 

Of the various guises that the female muse assumed, the 

fpmme enfant became dominant throughout the 1930's (33). 

Chadwick says, "A prototype of the femrae enfant, or woman-

child . . . who through her youth, naivete, and purity 
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possesses the more direct and pure connection with her own 

consciousness that allows her to serve as a guide for man, 

appeared under the title L'Ecriture Automatigup" (33). 

Though the leitmotif of femme enfant was pervasive, 

dominating an entire era, the idea of woman as muse was not 

a static one. It continued to evolve until it finally 

"coalesced into the mythical image of Gradiva," says 

Chadwick (51). She adds. 

Drawn from Wilhelm Jensen's novel Gradiva: A 
Pompeiian Fantasy and from Freud's subsequent 
analysis of the work, the figure of Gradiva was 
used by Breton, Masson, Dali, Eluard, and others 
as a means of symbolically demonstrating the 
dynamism of the repressed erotic desire and as a 
myth of metamorphosis. (51) 

While a number of Surrealist incorporated the femme 

enfant motif, Picasso's renderings of the theme have 

particular significance, for his usage coincides with two 

other characteristics or considerations central to 

Surrealism—sexual transgression and the observance of the 

sleeping woman. The femme enfant motif began to surface in 

Picasso's work at the same time he took the underaged Marie-

Th6r6se Walter as his mistress. Huffington comments on 

this "sadomasochistic" affair and its relation to a number 

of factors—the Sadian impulses within Picasso himself, the 

period's renewed interest in Sade, and Bataille's ideas 

about transgression (93). While critics frequently 

stigmatize the taboo elements of the affair, they also 
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repeatedly assert that it triggered some of his greatest 

works. 

The transgressive aspects of Picasso's relations with 

Marie-Th6rfese manifested themselves into the minotaure 

motif, a subject to which Picasso would return again and 

again throughout his life. His Minotauromachia (1936) 

represents one of the more notable of the minotaur series, 

and Golding relates this piece to the influence of 

Surrealism and their interest in the minotaur (119). Golding 

says, "The Minotaur was the creature who had interested the 

Surrealists because of the sexual irregularity of his 

conception and because he could be taken to represent the 

unbridled forces of the Freudian id" (119). 

In addition to inspiring the minotaur series, the 

affair with Marie-Th6rese also triggered some of Picasso's 

most soft and sensuous works. Marie-Th^rfese is the subject 

of such notable works as The Mirror (1932), The Girl in 

Front of a Mirror (1932), and Reclining Nude (1932). These 

paintings consistently employ a palette of color and series 

of forms which convey fertility, harmony, and peace, and, 

notably, they also associate dream, sleep, and the 

unconscious with eroticisra (119). While raany of the works 

isolate the sleeping Marie-Th6rfese, others feature a male 

observing her sleep. The sleeping and observance motif 

surfaces during his Surrealist period yet continues to be a 

central motif throughout the remainder of his life. 
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Moreover, the motif also pervades the works of a variety of 

other Surrealist painters as well as photographers. 

Such thematic concerns as androgyny, the femme enfant, 

the observance of the sleeping muse or woman not only 

pervade Surrealist works, they consistently appear 

throughout Hemingway's fiction, and, moreover, they are 

rendered in a most similar fashion. Garden offers the most 

extensive examples of such themes, yet they appear in a 

number of his earlier novels and short fiction. From the 

very outset of his literary career, these motifs surface, 

appearing in one form or another under the rubric of love. 

Upon reviewing such instances, it quickly becomes apparent, 

however, that strict taxonomic divisions between the motifs 

or themes collapse, and slippage in signification occurs. 

That is, tracing the signification of one theme or motif 

usually leads to the pursuit of another: androgyny slides 

into fetishism, fetishism into transsexuality, and so on. 

Hemingway's complex treatment of such themes and motifs 

demonstrates, in many ways, Bataille's notion regarding 

informe, the resistance to all strictly definable categori

zations. 

One of the earliest novelistic examples of androgynous 

representations can be found in The Sun Also Rises in the 

physical description of Brett Ashley. In addition to her 

boyish coiffure, clothing, and physique, Hemingway further 

defamiliarizes traditional expectations about her 
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psychosexuality by her tendency to refer to herself as 

"chap," her company with homosexual males in Book I, and the 

three women who, from a window, demonstrate an attraction to 

her in Book II at the festival. Questions regarding 

sexuality, eroticism, and gender roles become further 

destabilized by the contrast between Jake's impotency and 

Brett's aggressive libidinal activity. According to Mark 

Spilka, this novel forces us to "judge Brett's liberation as 

a displacement of male privilege and power in matters of the 

heart and loins, a sterile wasteland consequence of postwar 

change" (204). Spilka quickly qualifies this statement, 

however, by asking, "But what if the secret agenda is to 

admire and emulate Brett Ashley? What if Brett is the woman 

Jake in some sense would like to be?" (204). 

Farewell to Arras signifies another powerful example of 

Hemingway's early treatment of the androgyny motif. One of 

the most telling scenes occurs in chapter twenty eight when 

Hemingway juxtaposes the theme of fetishism with androgyny. 

Frederick Henry, sexually titillated by Catherine's hair, 

tells of their almost ritualistic play with hair; 

I loved to take her hair down and she sat on the 
bed very still, except suddenly she would dip down 
to kiss me while I was doing it, and I would take 
out the pins and lay them on the sheet and it 
would be loose and I would watch her while she 
kept very still and then take out the last two 
pins and it would all come down and she would drop 
her head and we would be inside it, and it was the 
feeling of inside a tent or behind a falls. 

She had wonderfully beautiful hair 
and I would lie sometimes and watch her twisting 
it up . . . . (114) 
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It is interesting to note the ways in which this passage 

recalls the fishing scene in Sun. Henry's careful lining up 

of the pins is analogous to the methodical treatment of the 

trout Jake has caught, indicating that the code hero is as 

careful and exact about sexual rituals as he is about 

fishing or hunting ones. Hemingway's reverent and 

ritualistic treatment of sports extends, in other words, to 

love and all the motifs and themes falling under this rubric 

in his rendering of the subject—androgyny, fetishism, and 

eroticism. 

Farewell also includes the motif of transsexuality and 

androgyny in regard to subjectivity. The hair scene in 

Farewell directly precedes one indicating Catherine's 

transsexual sentiments. She tells Henry, "There isn't any 

me. I'm you. Don't make up a separate me" (115). 

Catherine's declaration here, though brief, anticipates 

those elaborated extensively in Garden by Hemingway's later 

Catherine. 

The themes of androgyny, transsexuality, sexual 

transgression, and lesbianism are central to a number of 

shorter works as well, namely "The Sea Change," "The Last 

Good Country," "Mr. and Mrs. Eliott." Hair fetishism is a 

motif which, likewise, pervades much of his fiction. With 

the exception of, say, old Man and the Sea, most Hemingway 

novels contain references to hair and hair fetishism. As 

Robert Cardinal, Robert Stuart Short, and Julian Levy have 
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pointed out, fetishism is central to Surrealism. The 

Surrealists believed that certain objects directly 

correspond to unconscious desires. Objects were thought to 

magically form a bridge between internal and external 

realities or to achieve, as Haim N. Finkelstein says, "a 

unity of the subjective and objective," and for this reason 

certain objects were highly revered and fetishized (168). 

Finkelstein explains that the Surrealists rigorously 

explored a philosophy of the object, producing a number of 

distinctions—the "oneiric object, the found object, natural 

object, phantom object, and so on" (1). Moreover, their 

consideration of the object most emphatically included 

sexual, erotic, or libidinal implications. As Finkelstein 

points out: 

The surrealist object functions as a concretized 
metaphor. Its domain encompasses the deepest 
layers of desire, the most elusive of sensations 
related to sexual perversions. In its most 
successful, it does not exhibit any overt 
sexuality although its components may constitute 
explicit sexual signs (or symbols). More often, 
though, the components exhibit latent sexual 
content . . . . (69) 

Speaking of Hemingway and fetishism, particularly concerning 

hair, one critic says. 

This eroticization of hair has long been 
acknowledged by Hemingway's critics (though I 
haven't read anything about the form it takes in 
disguise: a fur-fetish or, odd as it may seem, a 
fetish for small fury animals, particularly cats), 
but it is generally understood as a simple 
reenactment of Hemingway's twin-like relation to 
Marcelline and is seldom if ever treated as a true 
fetish in the Freudian or post-Freudian sense with 
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all the psychoanalytic baggage that this entails. 
(Eby 14) 

Based on this critic's observations about Hemingway's fur 

fetish, one cannot help but wonder how he must have reacted 

to seeing that most famous of Surrealist works—Oppenheim's 

"Deieuner en fourrure" (fur covered cup, saucer, and spoon 

which, ironically resembles a woman's hat), photographed by 

not only Dora Maar but Man Ray as well. 

In addition to the preoccupation with objects and 

fetishes in a manner similar to the Surrealists, Hemingway 

also appears to incorporate the idea of the femme enfant and 

the motif concerning the observance of the sleeping woman. 

Like Picasso's treatment of Marie-Th6r6se, Hemingway often 

combines the femme enfant, the sleeping muse, and erotic 

motifs. Generally, Hemingway will also include 

transsexuality in the same context. This is particularly 

true of For Whom the Bell Tolls. In this novel, Hemingway 

clearly renders the nineteen-year-old Maria as a woman-child 

and one who, moreover, stands for erotic activity as well, 

as evidenced by Jordan's nickname for her, "Guapa," or 

"rabbit," which Arturo Barea noted is the slang-word for the 

female genitalia (F. Allen Josephs 211). Jordan's reaction 

to this young woman recalls the Surrealist experience or 

idea of le merveilleux and the convulsive. According to 

cardinal and Short, "the supreme encounter" for the 

surrealist is when he "meets the woman whom he will love. 

It is as though he is granted a privilege by Chance, and is 
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unconsciously able to call up the real woman in an almost 

magical way" (60). Or as Breton says in L'Amour fou, 

"Convulsive beauty will be veiled-erotic, fixed-explosive, 

magic-circumstantial, or it will not be" (19). Regarding 

the initial meeting between Jordan and Marie, Hemingway 

writes, "Every time Robert Jordan looked at her he could 

feel a thickness in his throat" (22). Everyone present in 

the cave senses their instantaneous, mutual attraction. In 

a later conversation with Pilar on the subject of Maria, 

Jordan speaks about the marvel of some relationships saying, 

"But I have not found one [a woman] that moved me as they 

say they should move you" (91). That Maria clearly 

represents such a find is indicated subsequently in the 

scene by his confessed attraction to her and, certainly, by 

the famous lovemaking scene where "he felt the earth move." 

Speaking of the Jordan and Maria affair. Watts says that it 

"most resembles the amour fou of the surrealists," adding 

that . . . the "passages describing the ecstacy of the 

sexual union of Jordan and Maria certainly approach the 

mystical experience which surrealists sought in love 

affairs" (124). Watts isolates the "earth move" lovemaking 

sequence, maintaining that "the images are certainly unlike 

any Hemingway has used in other works" (126). As for this 

passage's repeated references to "nowhere," Watts believes 

"it is the 'nowhere' of a dark tunnel," adding, 

it is the same (undoubtedly Freudian) tunnel of 
the Gothic castles of surrealist novels or 
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paintings of Tanguy. it is the mystical ecstacy 
also evident in such surrealist poems as Eluard's 
"L'Amoureuse." For both Eluard and Jordan, 
"woman. . . was the means by which an erotically 
charged universe was rendered visible." (126) 

Another very noteworthy aspect of this novel concerns 

its striking resemblance to two of Breton's writings, 

"Succession of Wonders" and "Simulation of Delirium of 

Interpretation." The first vignette forms a part of a 

larger essay published as "Introduction to the Discourse of 

the Paucity of Reality" (1927) which, according to Franklin 

Rosemont, "not only is an unparalleled document of the 

original period of Surrealism in France but remains one of 

the pivotal reference points, one of the central sources, of 

surrealist theory" (17). In this piece the narrator tells 

of being shipwrecked on an island and that "the most 

beautiful and perhaps the only remnants" left of the 

experience were "the disarming idea of the presence and 

absence of love" (21). The atmosphere of the vignette is 

unequivocally apocalyptic, and war contributes, in part, to 

the chaos; "The sky falling on the heads of the Gauls, the 

grass blighted by the hoofs of the Huns' horses, nothing 

from Thermopylae to the marvelous words, 'After me the 

deluge!' leads us most surely to the brink of our precipice" 

(21). 

Importantly, this piece emphasizes how best to await 

the impending disaster. The narrator says, "As a man, I 

regard this sleeping woman. The end of the world, of the 
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external world, is expected momentarily" (21). He adds: 

Even if only a few days remain for us to love, 
since we are alone after this much-talked-of 
earthquake, and the accumulation of ruins is so 
great that we may never get loose, there remains 
but one recourse: for us to love. I cannot 
imagine a more beautiful ending for my life. 
(22) 

As the speaker continues, he implies that the woman he loves 

has been traumatized earlier in life: 

We are at the bottom of the heap, where there is 
no room at all. There is neither bread nor water, 
you who were afraid of prison. In a little while 
it will be all over. It would be nice to have 
something for the third day, the fourth—but there 
you are. (22) 

This entire scenario—the chaotic conditions, the trauma of 

war, the vulnerable protagonista, and the decision of the 

narrator to fill the final moments of his life with love— 

mirrors exactly the essence of the plot of For Whom the Bell 

Tolls. Like Breton's protagonist, Jordan also awaits an 

assured and impending disaster, namely the blowing of the 

bridge which he knows will result in his death. We are 

privy to his inner thoughts throughout the novel, and they 

largely concern his desire to maximize what few moments 

remain. Loving the victimized Maria provides him with the 

best possible experience in such circumstances. In chapter 

thirteen, for instance, Jordan reviews the irony of the 

situation and decides that the dilemma is less futile 

while loving Maria. Loving her helps him realize the 

necessity of living life fully in what little time remains; 



100 

he would prefer not to die. He would abandon a 
hero's or a martyr's end gladly. He did not want 
to make a Thermopylae, nor be a Horatio at any 
bridge, nor be the Dutch boy with his finger in 
that dyke [sic]. No. He would like to spend some 
time with Maria. That was the simplest expression 
of it. (164) 

He later adds, "But in the meantime all the life you have or 

ever will have is today, tonight, tomorrow, today, tonight, 

tomorrow, over and over again (I hope), he thought so you 

had better take what time there is and be very thankful for 

it" (165-6). 

In addition to a theme whose basis closely resembles 

that of Breton's, Hemingway also introduces another 

important parallel to Breton's piece, namely the island 

motif. While an island provides the setting for Breton's 

vignette, it serves a more symbolic and important role in 

Hemingway's novel. The novel's relationship to an island 

stems, of course, from the famous epigraph "No Man is an 

Hand, entire of it selfe." Traditionally the epigraph has 

been interpreted as a symbol not only for Jordan's personal 

sacrifice to the Spanish cause but also for Hemingway's 

newly awakened social consciousness. Works such as For Whom 

1-hP Ralls Toll and To Have and to Have Not signal, as 

traditional criticism goes, an end to the isolated, selfish, 

politically indifferent, or solipsistic protagonists 

featured in the earlier works. Hemingway was pressured on 

all sides to become more of a political activist in the 

1930's, particularly on the domestic front, but let us not 
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forget to what degree the Surrealists dedicated their 

energies to political issues, and particularly the Spanish 

Civil War. To deny that perhaps some of Hemingway's commit

ment was not, in part, fueled or influenced by such 

Surrealist friends as Desnos tends to be somewhat myopic, 

for the zeal of the Surrealist commitment to the Spanish 

Civil War was tremendous. 

Another important parallel between Breton's work and 

Hemingway's novel is that pertaining to the occult, chance, 

fortune telling, and the like. In the section immediately 

following "Succession," Breton makes in "A Problem" a brief 

reference to the wheel of fortune, saying "the Great Wheel, 

in revolving, has always one spoke" (23). The Surrealists' 

interest in fortune telling, tarot, and occult has been well 

documented. They even went so far, for instance, as to 

design symbolic cards both collectively and individually. 

According to Calas, the tarot inspired both Breton's Arcane 

17, a poem which, incidentally redefines Eve, and Duchamp's 

"Green Box," a work of the early 1930's (105;140). Another 

important example includes the entire set of Tarot that Dali 

painted to honor Gala's interest in mysticism. It is 

important that we acknowledge the equally strong role such 

concerns play in Hemingway's For Whom the Bell Tolls. In 

addition to Pilar's reading of Jordan's palm foretelling his 

demise, the novel makes numerous references to this sort of 

phenomena. Throughout the novel Jordan repeatedly struggles 
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with these rather esoteric or unorthodox modes of 

epistemology. Though Jordan would like to dismiss such 

modes of thought and analysis as merely gypsy superstition 

or "gypsy manure," he intuits an essential truth or 

relevance in such modes of thought. When speaking of "good 

fortune" with Maria, for instance, and her reference to 

lovemaking as "another time in la gloria. Jordan thinks: "I 

decided the telephone or that the earth revolves around the 

sun or that there are other planets than this. How little 

we know of what there is to know" (380). And in the manner 

of Breton in "A Problem," Jordan likewise gives thought to 

the wheel of fortune. He compares his situation to a 

"merry-go-round" but very unlike the one found in a park 

involving music, food, and prizes: 

No, it is not that kind of raerry-go-round; 
although the people are waiting, like the men in 
caps and the women in knitted sweaters, their 
heads bare in the gaslight and their hair shining, 
who stand in front of the wheel of fortune as it 
spins. Yes, those are the people. But this is 
another wheel. This is like a wheel that goes up 
and down. (225) 

As he continues, Jordan adds that "there are no prizes," and 

he insists that "no one would choose to ride this wheel" 

(225). Much of the criticism on this novel addresses the 

book's relation to spiritual, religious, and mystical 

questions, but no one appears to make any connection in 

regard to such concerns as they apply to Surrealism. 

Instead, the focus usually comes under the rubric of more 



103 

traditional approaches such as the book's position on 

Catholicism. 

While Breton's "Succession of Wonders" appears to have 

influenced Hemingway's novel from a thematic standpoint, his 

"Simulation of General Paralysis" may have provided a 

stylistic model, for Hemingway renders sexual ecstasy in a 

manner very much like Breton. In this piece the speaker 

tells of his love for a woman and, notably, he assigns 

magical qualities to her name; 

I bleed in my heart at the very initials of thy 
name that are all the letters beginning with z. in 
the identity of alphabets and civilizations where 
I will love thee since thou art willing to be my 
woman and to think of me in countries where there 
is no mean. (53) 

Interestingly, in For Whom the Bell Tolls Jordan also 

associates his love's name with the marvelous and, moreover, 

does so in a context, like Breton's, which makes references 

to other countries and languages. As Jordan contemplates 

what little time remains and begins to focus on "now," his 

stream of consciousness leads him to think of the 

significance of raany words, but his mental incantations 

ultimately lead to "Maria": 

why then now is the thing to praise and I am very 
happy with it. Now, ahora. maintenant. heute. 
Now, it has a funny sound to be a whole world and 
your life. Esta noche. tonight, ce soir. heute 
abend. Life and wife, vie and Mari. No it didn't 
work out. The French turned it into husband. 
There was now and frau; but that didn't prove 
anything either. Take dead, mort.muerto. and 
todt• Todt was the deadest of them all. 
War, guerre, guerra, and krieg. Krieg was the 
most like war, or was it? Or was it only that he 
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knew German the least well? Sweetheart, cherie. 
prenda, and schatz. He would trade them all for 
Maria. There was a name. (166-7) 

One of the more striking aspects of both Breton and 

Hemingway's works here pertains to style. As evidenced from 

the following excerpt, Breton uses archaic language to 

reinforce the religious quality of the speaker's love. Due 

to its lack of punctuation and the combining of short 

clauses into one long sentence, Breton achieves a sort of 

breathless affect. Given the message's sexual content, the 

style reinforces the theme—that of sexual ecstasy. Breton 

writes; 

Thou art coming thou thinkest of me thou art 
coming on thy thirteen full legs and on all thine 
empty legs that beat the air with the swaying of 
thy arms a multitude of arms that want to clasp rae 
kneeling between thy legs and thy arms to clasp 
me without without fear lest my locomotives should 
prevent thee from coming to me and I am thou and I 
am before thee to stop thee to give thee all the 
stars of the sky in one kiss on thine eyes all the 
kisses of the world in one star on thy mouth . . . 
Thine in flames. (54) 

Interestingly, one of the more frequent commentaries on Zst 

Whom the Bell Tolls regards the language, particularly the 

use of thee and thou—Hemingway's attempt, say most critics, 

to suggest Spanish. Though the scenes involving actual 

intercourse itself, as opposed to Jordan and Maria's talk 

before and after, represent one of the few instances in the 

novel where the word "thou" is not repeatedly employed, they 

nevertheless resemble Breton's work. In the final 

lovemaking scene of the novel Hemingway writes: 
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Come now, now, for there is no now but now. Yes, 
now . . . and where you are and where I am . . . 
there is no other one but one now, one going now, 
rising now, sailing now, leaving now, wheeling 
now, soaring now, away now, all the way now . . . 
(379) 

Hemingway's rendering of sexual ecstacy closely resembles 

that of Breton's, and though Watts specifically refers to 

the "earth moved" passage, she is quite right in asserting 

that Hemingway takes great innovative risks with language 

and images in the novel (125). When arguing that "the 

affair of Jordan and Maria" "most resembles the amour fou of 

the surrealists," Watts also notes that For Whom the Bell 

Tolls (1939) "was begun" well after the publication of a 

number of significant works by Breton, including L'Amour fou 

(125), hence implying an influential nexus. 

In addition to describing a profound enchantment 

between Jordan and Maria, Hemingway also suggests the 

union's potential androgyny and its relation to fetishism. 

Pilar says, for instance, "You could be brother and sister 

by the look," and Maria responds, "Now I know why I have 

felt as I have" (67). Apparently stirred by this comment 

and the concept of their unique fusion, Jordan strokes 

Maria's hair and thinks: "He had been wanting to do that all 

day and now he did it, he could feel his throat swelling" 

(67). A number of the conversations between Jordan and 

Marie clearly suggests an androgynous union and psychic 

fusion. In chapter twenty, for instance, Marie talks about 

being truly "one," a concept to which Jordan ultimately 
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adheres, as evidenced by his comment at the novel's end: 

"Not me but us both. The me in thee" (464). The complexity 

of Jordan's notions of subjectivity in relation to Maria 

become evident in a later thought: "Maria is my true love 

and my wife. I never had a true love. I never had a wife. 

She is also my sister, and I have never had a sister, and my 

daughter, and I never will have a daughter" (381). Sharing 

a common look is emphasized in chapter thirty-one when 

Jordan talks about going to the coiffeur's in Madrid where 

Maria's hair could be cut to resemble his. Maria says, "I 

would look like thee," adding, "And then I never would want 

to change it" (346). They continue discussing Maria's hair, 

envisioning it growing out and resembling Garbo's. 

Jordan's attraction to Maria is not limited strictly to 

the libido, for he also associates her with another 

component of the unconscious, namely the dream. As he 

observes her he thinks: 

Maybe it never did happen . . . Maybe you dreamed 
it or made it up and it never did happen. Maybe 
it is like the dreams you have when some one you 
have seen in the cinema comes to your bed at night 
and is so kind and lovely. He'd slept with them 
all that way when he was asleep in bed. He could 
remember Garbo still, and Harlow . . . Maybe it 
was like those dreams. (137) 

Related to this notion of the dream as well as Maria's 

relationship to such a concept is the idea of sleep. While 

the novel provides scenes showing Maria cooking or 

lovemaking, most scenes featuring this character are in 

relation to sleep. The significance of Maria and sleep is 
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further demonstrated by Jordan's profound deference for her 

sleep. In one scene Jordan thinks: 

We'll be killed but we'll blow the bridge. You 
have not had to worry about it. That isn't much 
of a wedding present. But is not a good night's 
sleep supposed to be priceless? You had a good 
night's sleep. See if you can wear that like a 
ring on your finger. Sleep, guapa. Sleep well, 
my beloved. I do not wake thee. That is all I 
can do for thee now. (371) 

While Maria sleeps, Jordan ruminates about her physicality, 

and, notably, the imagery associated with her body suggests 

nature and fecundity. He relates her hair, for instance, to 

either animal fur or a "wheatfield in the wind" (345). 

Hemingway's presentation of the sleeping Maria in fecund, 

natural, and erotic images closely mirrors Picasso's 

rendering of Marie-Th6r6se. That Hemingway reappropriated 

Picasso's work, namely Guernica. into this novel is an idea 

widely acknowledged by a number of critics, but that he 

incorporated representations from such a Surrealist series 

as the Marie-Th6rfese paintings warrants further attention. 

Such Surrealist motifs as the observance of the 

sleeping woman and the femme enfant present in For Whom the 

Rel 1 Tolls in relation to Maria's character are not limited 

to this work alone. Critics have long noted, for instance, 

Hemingway's discourse on sisters and daughters in both his 

fiction and personal life, yet usually they attribute such a 

theme to his fascination with twinning as a result of his 

upbringing. While this explanation tells us, perhaps, 

something about the origins of such a thematic 
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preoccupation, it overlooks the theme's analogous relation 

to the Surrealist idea of the femme enfant-

In addition to Maria, Renata of Across the River and 

Into tt̂ g Tree!? provides another striking example of such a 

motif. When Cantwell admits that he always desired a 

daughter, Renata replies, "I can be your daughter as well as 

everything else" (98). In Hemingway's Ouarrel with 

Androgyny Mark Spilka observes that this scene, in addition 

to the theme of incest, relates to the question of 

lesbianism, a topic Cantwell and Renata also discuss (260). 

Spilka points out that while writing Across the River. 

Hemingway was beginning work on Garden. and Spilka sees this 

bar scene in Across as prefiguring aspects of Garden: 

But the lesbian question, in relation to a 
nineteen-year-old Italian girl, reminds us also of 
Marita in The Garden of Eden, another version of 
Adrlana Ivancich as the switch lover in a manage a 
trois, moving out of her early lesbianism into 
heterosexuality as she shifts her affections from 
Catherine to David Bourne. (260) 

Spilka and others note that Renata is modeled after Adriana, 

whom Spilka specifically refers to as Hemingway's "nineteen-

year-old muse" and to whom the novel is "implicitly" 

dedicated (258). Hair fetishism and transsexuality 

likewise exist in Across the River. In addition to 

presenting a detailed scene where Cantwell offers to help 

Renata untangle her coiffure, Hemingway also presents a 

discussion between the two where Renata confesses a 

transsexual desire: "'Also,' she said suddenly and 
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unmaskingly, 'I want to be like you. Can I be like you a 

little while tonight?'" (142). While Maria and Renata most 

vividly exemplify the femrae enfant motif, a strong case 

could be made for a number of the characters in the shorter 

fiction, and this is particularly true of, say, Littless, in 

"The Last Good Country." 

This short story, like raany of the novels, contains a 

number of important motifs such as the femme enfant which, 

in addition to the character's age, is indicated by her 

name. Her name, Littless, also conjures up the idea of 

sleep, for it closely sounds like "listless." In terms of 

action, this story clearly foregrounds the observance of the 

sleeping muse, and, again, Hemingway includes references to 

other such considerations as transsexuality and hair 

fetishism: 

He watched his sister sleeping . . . [noting] 
her chopped-off hair showing the beautiful 
line of her head . . . . She looks like a 
small wild animal, he thought, and she sleeps 
like one. How would you say her head looks, 
he thought. I guess the nearest is that it 
looks as though someone had cut her hair off 
on a wooden block with an ax. It has a sort of a 
carved look. He loved his sister very much. But, 
he thought, I guess those things straighten out. 
At least I hope so. (535) 

The observance of the sleeping woman first appears in 

Farewell, though only briefly, and continues to surface in 

most subsequent works, often becoming more detailed with 

each work. The presentation of the motif usually coincides 

with other considerations ranging from hair fetishisra to 
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sexual transgression. This latter therae is, for instance, 

clearly conveyed in Islands in the Stream (a text written at 

the sarae time as Garden). Thomas Hudson relates his sexual 

encounter with three young girls, emphasizing that the 

experience "certainly isn't a perversion"(276). He 

impresses upon his listener the satisfaction gained from 

watching them sleep, and interestingly, he relates the 

experience to art: "I looked at them all asleep and I wished 

I could take a picture of them. They would have made a 

wonderful picture asleep . . . " (277). Hemingway includes 

the hair motif in the scene as well; 

"But how did they look so beautiful in the morning 
if they had coiffures muy estilizado such as 
Chinese women wear? The more estilizado the 
hairdress, the worse they would look in the 
morning after a night like that." 

"They didn't have such coiffures. They wore 
their hair shoulder length the way American girls 
did that year and the way many still do. It was 
curled, too, very softly. That was the way C.W. 
liked them." (278) 

Of those works which precede or whose writing overlaps 

with Garden and which strongly suggest a relationship to 

Surrealism, "The Strange Country" beautifully stands apart. 

Published posthumously as a short story, this work was 

originally written as chapters for Islands in the Stream. 

In his preface to "The Strange Country" the editor of the 

Finca VigIa edition of The Complete Short Stories of Ernest 

^ppincrwav says that Hemingway "apparently discarded these 

chapters when he changed directions of the novel as he 

worked on it" (605). Because of the story's profound 
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relation to Garden in a number of respects, it warrants 

close scrutiny. In addition to containing such Surrealist 

themes and motifs as eroticism, hair fetishism, the 

observance of the sleeping woman, and so on, this piece 

offers direct reference to Surrealism, and the significance 

of such a textual signpost should not be underestimated. In 

"Strange Country" Roger Davis and Helena Hancock discuss 

alienation from youthful consciousness (a topic which, 

incidentally, dominates the first Surrealist Manifesto), and 

as she struggles to convey her sentiments, the conversation 

turns to Surrealism. Hemingway writes: 

"I never thought much about youth." 
"I know it," she said. "But I did. You didn't 
think about it because you never lost it. If you 
never thought about it you couldn't lose it." 
"Go on," he said. "That doesn't follow." 
"It doesn't make good sense," she said. "I'll get 
it straightened out though and then it will. You 
don't mind me talking when it doesn't make 
completely good sense do you?" 
"No, daughter." 
"You see if I made really completely good sense I 
wouldn't be here." She stopped. "Yes I would. 
It's super good sense. Not common sense." 
"Like surrealism?" 
"Nothing like surrealism. I hate surrealism." 
"I don't," he said. "I liked it when it started. 
It kept on such a long time after it was over was 
the trouble." (629) 

As the conversation continues, Helena convinces Roger that 

"things are never really successful until they are over" and 

that this is particularly true of America (629). 

In addition to the direct reference to Surrealism, 

whose significance I will return to shortly, "The Big 

country" introduces another key Surrealist trope whose 
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importance I have yet to broach. Even a very brief purview 

of Surrealist works, both written and pictorial, reveal the 

feminization and eroticization of landscape. Woman, 

eroticism, and landscape become inextricably linked, as 

evidenced by such diverse works as Man Ray's "Observatory 

Time—The Lovers" (1936), Bellraer's "Peppermint Tower in 

Honour of Greedy Little Girls," Masson's "The Spring" 

(1938), Marcel Jean's "The Gulf Stream" (1946), Roland 

Penrose's "The Invisible Isle" (1936) and "Captain Cook's 

last voyage" (1936), Dali's "Paranoiac Face" (1931), Ernst's 

"Lesson in automatic writing" (1924). In a number of these 

works and others the images are highly overdetermined, 

establishing a signifying chain which generally consists of 

breasts, eggs, eyes, and other globular images, though fish 

or underwater sea life are also frequently included. Note, 

for instance, Jacques Herold's "Nourriture pour Grand 

Transparents" (1946), Joseph Sima's "Composition" (1928), 

and Felix Labisse's "The Future Revealed" (1955). Finally, 

we should also acknowledge the frequency with which the 

feminization of landscape is linked to writing or ecriture, 

as evidenced by, say, "The book as a magical fetish; 

Lucienne Thalheiraer's binding for the manuscript of Andre 

Breton's Arcane 17" (Cardinal and Short 78), Magritte's 

"Eluard" (128), Eluard and Man Ray's "A Page from Facile" 

(128). Surrealist prose also feminizes the setting, for as 

Alquie notes, in Breton's Poisson soluble. Nadia, and 
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Aragon's Le Paysan de Paris "the urban setting itself is 

feminine" (14). Alguie isolates the famous line from Nadia 

to illustrate the eroticization and feminization of Paris; 

"'If for a second you attribute to the Seine the 

gesture of letting the arm she held bent against her 

forehead glide along her thigh like a woman . . .'" (14). 

As for Aragon's work, Alquie maintains that in addition to 

eroticizing Paris, the author also makes gastronomy in the 

city an equally sensual experience (14). (What Aragon does 

with coiffures, particularly dying and shampooing, is also 

incredibly noteworthy regarding a relationship with 

Hemingway.)' 

The eroticization and feminization of landscapes and 

city scapes and writing in Surrealism is clearly a major 

motif, and such a thematic preoccupation is not only 

introduced in "The Big Country" but is central to Garden as 

well. In the scene where Roger Davis, the writer, and his 

young mistress Helena engage in intercourse Hemingway 

writes; 

In the dark he went into the strange country and 
it was very strange indeed, hard to enter, 
suddenly perilously difficult, then blindingly, 
happily safely, encompassed; free of all doubts, 
all perils and all dreads, held unholdingly, to 
hold, to hold increasingly, unholding still to 
hold, taking away all things before, and all to 
come, bringing the beginning of bright happiness 
in darkness, closer, closer now . . . . (615) 

In a subsequent lovemaking scene, Hemingway again uses the 

country metaphor, writing, "It was a strange country again 
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but at the end he was not lonely and later, waking, it was 

still strange and no one spoke at all but it was their 

country now, not his or hers, but theirs, truly, and they 

both knew it" (617). The country as an erotic trope is not, 

however, the only use of the concept in the story. 

Roger and Helena are travelling across the United 

States, heading from Florida to the West. The title, "The 

Strange Country," presumably stands for America since the 

plot involves not only their trek across the landscape but 

numerous references to social, economic, and political ills. 

That the landscape serves more than a mere setting and is 

charged with symbolic significance is first indicated by 

Roger's thoughts about hone, commitment, and work: 

You get to think like one of those Vast-Spaces-of-
America writers, he said to himself. Better watch it. 
Better get a load of this: Home is going to be where 
people do not have enough to eat. Home is going to be 
wherever men are oppressed. Home is going to be where 
evil is strongest and can be fought. Home is going to 
be where you will go from now on. 

But I don't have to go yet . . . And I can write 
the stories, he said. Yes, you must write the stories 
. . . (621). 

Roger anticipates going to the Spanish Civil War, hence will 

not be able to write like one of those Vast-Spaces-of-

America writers—an anachronistic allusion to the Beats and 

such works as Jack Keroauc's on the Road, the only school of 

American literature which critics have readily linked to 

Surrealism. That "The Strange Country" replicates the mood 

of such works is further indicated by Roger's continual 

thoughts about the Indians, the once pristine landscape, the 
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abundance of wild game, and former modes of life such as the 

trading post. Much of the story is, in effect, preoccupied 

with the West and Western themes concerning flight and 

renewal. 

The story is equally concerned with social, political, 

and economic issues such as the Spanish Civil War, fascism, 

anti-semitism, and the exploitation of laborers in the 

South. And to illustrate that writing, sexuality, and 

economics form a metynoraic chain, we should note Roger's 

thoughts running the three concerns together: 

. . . he would have to make some money to support his 
children and their mothers and he would have to do some 
decent writing to make that money or he would not be 
able to live with himself. I know six good stories 
. . . and I'm going to write them to make up for that 
whoring on the Coast . . . . whoring hell, it wasn't 
even whoring it was like being asked to produce a 
sample of semen in a test tube that could be used for 
artificial insemination. You had an office to produce 
it in and a secretary to help you. Don't forget. The 
hell with these sexual symbols. (620-1) 

In regard to the theme of flight, Roger and Helena are 

involved in a questionable relationship and have 

transgressed some social/sexual taboos which the story never 

fully articulates. Transgression is partly indicated by 

references to their vast age differences, to her previous 

marriage to a homosexual, and to not only her mother's 

presumable drug habit but the woman's former relationship to 

Roger himself. Their travelling under assumed names not 

only suggests their flight from traditional values or 

community but their attempt at renewal and rebirth. 
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In this story the idea of renewal is inextricably 

linked with artistic creativity as well as a new start 

regarding relationship. Roger presumes that this move will 

provide great impetus to his writing. Interestingly, 

Helena has similar notions. That is, she, too, wants to be 

a writer. Both Roger's discovery of this and his reaction 

to it clearly anticipate David Bourne's in Garden. In fact, 

this overdetermined trope of country and its relation to 

eroticism, the West, renewal, and artistic creativity is not 

only absolutely central to Garden. but as we shall see also 

enables Hemingway to enlarge or enhance one of the themes 

most indicative of American literature in general—the 

Adamic/Edenic motif. 

In addition to this story's inclusion of specific 

Surrealist themes, its actual mention of Surrealism is most 

important, and to fully appreciate the profundity of such a 

reference, we need to consider it in light of two 

perspectives, Freudian thought and Hemingway's theory of 

omissions. Other than his denunciation of Dada, more 

specifically of Tristan Tzara (an attack in which the 

Surrealists themselves often engaged even after Tzara joined 

the ranks), Hemingway remains virtually silent in both his 

correspondence and fiction on the subject of Surrealism.* 

While some may see this absence as Hemingway's disavowal or 

disinterest, the not-said, as Freud reminds us, speaks 

significantly. That is, as a result of Freud's theories 
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concerning the unconscious, we have become more sensitive to 

the idea of not only depth psychology but of the existence 

as well as disclosure of latent and buried meaning. "Speech 

blunders," "mistakes in reading and writing," and, moreover, 

lapses involving memory and knowledge are just a few 

examples of those phenomena which reveal, according to 

Freud, the "determinism" of the unconscious to reveal 

itself, and these ideas pervade a number of essays in 

Psychopatholoay of Everyday Life. 

Though recent Hemingway criticism has greatly advanced 

our understanding of his interest in such themes and motifs 

as transsexuality, androgyny, eroticism, and hair fetishism, 

the analogous relationship of such preoccupations to 

Surrealism has not been adequately broached, and the 

critics' failure to note the affinity existing between 

Hemingway's sexual interests and proclivities is surprising. 

It is unlikely that the Surrealists' emphasis on 

transgression of sexual taboos and their interest in 

androgyny and fetishism would have escaped Hemingway's 

attention. The convincing revisionist profile of Hemingway 

suggests that Surrealism was, in other words, tailor-made 

for Hemingway's sensibilities. Therefore, the large absence 

in Hemingway's oeuvre to Surrealism seems suspect and in 

contradiction to his knowledge of the movement, and to the 

similarity existing between many of his favorite themes and 

the movement. If Hemingway struggled to repress, hide, or 
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compensate for the aspects of his psychosexuality in 

conflict with his publically mythologized machismo, as 

critics such as Lynn and Spilka suggest, then his silence on 

the subject of Surrealism can be better understood, for to 

publically champion Surrealism would be to dangerously draw 

attention to himself. The presence of Surrealist themes 

might, therefore, signify what Freud defines as "lapses in 

writing." While Freudian theory offers a possible 

explanation it doesn't account for what appears a deliberate 

reference to Surrealism in "The Last Country." Another, 

perhaps even more viable, explanation might be provided by 

Hemingway himself, namely his theory of omissions. 

Hemingway introduces his theory of omissions in Death 

in the Afternoon, writing: "If a writer knows enough about 

what he is writing about he may omit things that he truly 

knows and the reader, if the writer is writing truly enough, 

will have a feeling of those things as strongly as though 

the writer had stated them" (192). He then adds, "The 

dignity of movement of an ice-berg is due to only one-eighth 

of it being above water" (192). In A Moveable Feast 

Hemingway elaborates further on his technique saying, "the 

omitted part would strengthen the story and make people feel 

something more than they understood" (75). It is important 

to stress that, though Hemingway speaks of material being 

omitted, he also suggests the presence of signposts, as 
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evidenced by his claim that "it is all there. It is not 

visible but it is there" (quoted in Fleming 49). 

Traditionally, critics have viewed the iceberg 

principle in relation to its application in specific works 

exclusively. By transgressing such a tradition, however, 

and treating the oeuvre as a metanarrative, we can see that 

in tandem with the direct reference in "The Strange Country" 

the presence of Surrealist tropes throughout signify very 

deliberate signposts. Moreover, it might be useful to see 

Hemingway's technique in relation to what Foster believes is 

the essence of Surrealism, namely the uncanny or the return 

of the repressed which "not only structures the central 

oeuvres of Surrealism but also surfaces at its margins" 

(xix). Foster writes: 

On the one hand, the uncanny is nowhere directly 
thought in surrealism; it remains mostly in its 
unconscious. On the other hand, it is everywhere 
treated in surrealism; it is all but proposed, in the 
famous definition of surrealism, as its very "point"; 
"Everything tends to make us believe that there exists 
a certain point of the mind at which life and death, 
the real and imagined, the past and future, the commun
icable and the incommunicable, high and low, cease to 
be perceived as contradictions. Now, search as one may 
one will never find any other motivating force in the 
activities of the Surrealists than the hope of finding 
and fixing this point." (xviii) 

In addition to influencing a number of themes and motifs, 

perhaps Surrealism's preoccupation with the uncanny had an 

impact on Hemingway's iceberg theory. It is also 

interesting to note the iconic and symbolic relation between 
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Hemingway choice of an iceberg and the Surrealists' 

preference for what Foster calls "subterranean or submarine" 

imagery (24-5). That the uncanny does indeed exert a 

thematic influence will become more evident in the analysis 

of Garden. In any case, though Hemingway appears to remain 

essentially quiet about Surrealism, the substratum of his 

works do not, and this is particularly true of one of his 

last and, perhaps, most telling works. The Garden of Eden. 



CHAPTER IV 

THE SURREALIST QUALITIES OF THE ADAMIC/EDENIC MYTH 

The significant fact is that the literal use of the story of 
Adam and the Fall of Man—as a model for narrative— 

occurred in the final works of American novelists, 
the works in which they sought to summarize the whole 

of their experience in America—R.W.B. Lewis 

As evidenced by the very title of the work itself. The 

Garden of Eden signifies a deliberate attempt on Hemingway's 

part to contribute to an Edenic/Adamic tradition which has 

so dominated American fiction. For the most part, our 

understanding of the myth stems almost exclusively from its 

articulation by three critics—R.W.B. Lewis, Leslie Fiedler, 

and D.H. Lawrence. A close examination of their central 

tenets enables us to see not only the ways that Hemingway 

conforms to convention, but, more important, those aspects 

that he challenges, transgresses, and transcends. Such an 

analysis, in turn, puts a necessary critical spotlight on 

the theoretical paradigm itself, illuminating the ways that 

it is flawed and limited. Moreover, we can also begin to 

reclaim the surrealist aspects of this tradition and of 

American literature in general which have been critically 

ignored. This is not to say that the mythology needs to be 

abandoned altogether; rather, it simply needs to be 

enlarged, and Hemingway's novel is a pivotal catalyst for 

such beginnings. 
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According to Lewis in The American Adam, the most 

pervasive theme in American literature pertains to Edenic 

mythology or America as a metaphorical garden of Eden with 

its central inhabitant modeled after Adam. According to 

Lewis; 

. . . what some novelists were to discover was that the 
story implicit in American experience had to do with an 
Adamic person . . . [and] American fiction grew out of 
the attempt to chart the impacts which ensued, both 
upon Adam and upon the world he is thrust into. 
American fiction is the story begotten by the noble but 
illusory myth of the American as Adam. (89) 

From Brockden Brown to William Faulkner, the hero of 

American fiction is, argues Lewis, the history of the Adamic 

debate concerning the character's relationship to the Fall, 

or to sin or innocence, which is manifest in a tripartite 

reaction: "the Party of Future (Hope)," "the Party of Past 

(Memory)," and "the Party of the Fortunate Fall (Irony)" 

(7). Conspicuously absent from Lewis' discussion is, of 

course. Eve. Given her pivotal role in the Biblical drama, 

her absence from Lewis' consideration signifies a profound 

and glaring lack—literally, metaphorically, and 

hermeneutically. In essence, Lewis' assessment of the 

"American experience" and literature is (his)story—Adam's 

not Eve's and a male canon, not woman's. Fiedler, on the 

other hand, aggressively addresses Eve's absence from the 

works of our major male novelists, noting that it is endemic 

to the white, American male consciousness. So, while Lewis 

focuses on Adam and the male literary tradition, Fiedler 
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looks not only at this character's relationship to Eve but 

to a racial "other" as well. 

Essentially Fiedler attempts to explain Eve's absence 

from our major works as a reflection of Adam's flight from 

domesticity, his "dis-ease with sexuality" (320). Fiedler 

describes the quintessential male in American fiction as a 

"man on the run," determined "to avoid 'civilization'" or 

"the confrontation of a man and woman which leads to the 

fall to sex, marriage, and responsibility" (26). Though 

Fiedler acknowledges and attempts to explain Eve's absence 

from our literature, his study falls short in some 

significant ways. To begin with, like Lewis and Lawrence, 

he does not consider a canon other than male as being 

official, representative, legitiraate, or serious discourse 

(a trend in our letters which, of course, feminist studies 

have long worked to overturn).° Fiedler tends to overlook, 

underestimate, and even questionably interpret those male 

novelists who do not nicely conform to his thesis. Notably, 

Fiedler also limits his study to the novel, and by doing so, 

fails to include other literary genres by both men and women 

who offer alternative characteristics to the Edenic/Adamic 

mythology. By comparing and contrasting Hemingway's Garden 

with the characteristics of the Adamic and Edenic myth, as 

defined by Lewis, Lawrence, and Fiedler, it becomes readily 

apparent that the tradition has overlooked not only the 

question of woman or Eve but other important considerations 
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as well. To begin with, Hemingway's novel helps us to renew 

the definition of Edenic literature itself and see that very 

often artistic colonies symbolize gardens or prelapsarian 

bliss. In turn, we can also detect that central to these 

types of Edenic literature are conflicts stemming from not 

only social and/or sexual transgression but, moreover, 

economics. Very often, it is not Eve who triggers the Fall; 

rather it is money, and these issues appear more central to 

American Edenic literature than traditional criticism 

suggests. Upon reassessing the Adamic/Edenic mythology in 

this manner, it becomes more readily apparent that American 

literature and French Surrealism intersect, and the 

overlapping of these two literary sets exists in an area 

which some theorists have termed "Gothic Marxism." 

Fiedler, Lewis, and Lawrence all demonstrate that 

certain aspects of the Edenic/Adamic mythology are quite 

formulaic and easily recognizable. They point, for 

instance, to the inclusion of a male protagonist escaping 

from society and ultiraately finding home in a vast, natural, 

Edenic setting—what Lewis calls "spaciousness": 

Leatherstocking in a forest, Huck on the river, Ishmael at 

sea. Not only is Hemingway's treatment of this motif far 

more complex, it also helps us to see the relation between 

the Adamic character and comraunity in a different light than 

conventionally reported. Unlike what Fiedler terms the 

"classic" American novels, Hemingway's Garden not only 
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unfolds on foreign soil and in both village and city, it 

includes a strong sense of community—and a specific one at 

that—and the implications of this are noteworthy. 

We should not assume that by setting the novel in this 

way that Hemingway abandons or deemphasizes the garden, 

nature, or space motif; rather, he greatly enhances its 

meaning by having it transcend a mere landscape or 

geographical condition to include psychosexual and aesthetic 

frontiers. In addition to libidinal exploration and 

expansion, the novel also involves artistic and aesthetic 

pioneering and colonization, and while these concerns may 

not appear central to the published version, they clearly 

dominate the unpublished aspects of the manuscript. 

Hemingway expands the garden motif by consistently likening 

both sexual transgression and artistic creativity to 

powerfully charged metaphorical words and phrases such as 

"pioneering," "entering" or "departing" a "new" or "strange 

country," traveling to "outposts of empire," "gardening," 

and so forth. This metonymic chain linking sexual and 

aesthetic pioneering exists, as we have seen, in that work 

contemporaneous with the authoring of Garden—"The Strange 

Country." Here "country" refers to sexual intercourse, 

transgression, flight, travel to a new world, writing, 

creativity, and socio-economic considerations. In Garden 

Hemingway again clearly returns to the pioneering or 
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frontier motif, using it in the same highly overdetermined 

ways. 

The manuscript's frequent allusions to maps and 

compasses reinforce the notion that this colonization is 

daring, existing in uncharted, ambiguous, and new regions. 

Contemplating their sexual deviations or "sea changes," 

David thinks, for instance,* "I know the direction and there 

are no maps and it is a new country . . . all new countries 

are forbidden by something so where do you go. I don't 

know" (Mss.422.8). In addition to using the frontier or*, 

"country" motif to suggest sexual experimentation and 

transgression, Hemingway also employs it to signify 

explorations of creative or novel aesthetic ground. Very 

often, for instance, in the manuscript version, David will 

refer to the writing of his African narrative in terms of 

"leaving," "entering," or "returning" to the "country." 

David also sees the narrative of his life with Catherine and 

Marita in the same metaphorical terms. After Catherine has 

burned his African material, he considers reworking it as 

well as continuing the marital story. He thinks: "I will 

write it in soul. . . That's my new medium. I'm going to be 

a soul writer. The David Bournes, [David, Marita, and 

Catherine] announce their unsuccessful peek into that 

undercovered country from whose Bourne no traveler returns 

who has been there" ( Mss. 422.1). Moreover, the novel that 

Andy Murray wishes to write about the Sheldons' sexual 
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experimentation and his love for Barbara also includes the 

same motif, for it is titled "The Undiscovered Country" 

(Mss. 422.7).' 

That Garden's setting and sentiment definitely suggest 

Eden, the frontier, and Westward expansion or colonization 

are not necessary uncharacteristic of Hemingway's technique 

in general, for even as Fiedler notes, "for Hemingway there 

are many Wests, from Switzerland to Spain . . . " (355). 

Fiedler says that "in America the earthly paradise for men 

only is associated . . . with the West; and it is possible 

to regard the classic works [in American literature] as 

Westerns . . ." (355). He adds, "the Western, understood in 

this way, does not even require an American setting being 

reborn, for instance, in Heminway's The Sun Also Rises in 

the improbable environs of Paris and Burguete" (355). Very 

notably, Fiedler then writes; 

One must not be confused by the exotica of 
expatriation: bullfights, French whores, and thes 
dansants. Like the American East, Paris in Hemingway's 
book stands for the world of women and work, for 
"civilization" with all its moral complexity, and it is 
presided over quite properly by the bitch-goddess Brett 
Ashley. The mountains of Spain, on the other hand, 
represent the West; a world of male companions and 
sport, an anti-civilization, simple and joyous, whose 
presiding genius is that scarcely articulate arch-
buddy, "good, old Bill." (355)' 

As Fiedler suggests here, Hemingway quite often transforms 

foreign soil to symbolize the American frontier, but 

Fiedler's neat or pat implications about the metaphorical 

opposition between East and West signifying male and female 
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worlds are simplistic and misleading. Let us not forget, 

for instance, that Jake Barnes does not indicate any desire 

whatsoever to flee from Brett, quite the opposite in fact. 

He and the other males in the novel pursue her with much 

intensity. Secondly, Brett demonstrates an interest in and 

appreciation of sports, more specifically of the bullfight, 

which is equal to the men in the novel. That Hemingway does 

not believe that the world of sports is the exclusive domain 

of males is evident by not only other fictional works such 

as Green Hills of Africa but by his own lifestyle, for a 

common sight in pictures features Hemingway's wives on 

hunts—in Africa, in the West, and on the Caribbean. 

Inextricably linked to the Edenic, nature, or space 

motif is the question of flight from society or Adam's 

alienation. Of Adam's relationship to community, Lewis 

observes that "the hero" of our literature is "an individual 

emancipated from history, happily bereft of ancestry, 

untouched and undefiled by the usual inheritances of family 

and race; an individual standing alone . . . " (5). Lewis 

believes that "implicit" is "that the valid rite of 

initiation for the individual in the new world is not an 

initiation into society, but, given the character of 

society, an initiation away from it: something I wish it 

were legitimate to call 'flenitiation'" (115). Fiedler, on 

the other hand, emphasizes a slightly different aspect of 

Adam's flight and quest for Eden, writing: 
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It is an Eden, to be sure, which is to say, a place out 
of time and history, as well as beyond the bounds of 
society; but it is a natural Eden, nature as Eden. 
Only in the mind of Henry James is that Great Good 
Place portrayed as an ordered and cultivated garden 
. . . More typically, it is portrayed as a camp-site 
in the wilderness, a raft floating down the river, an 
isolated valley on a South Sea island, a lonely wood 
sought as a refuge from combat, a ship on the open sea. 
What it cannot be is city or village, hearth or home; 
for isolation is the key, the non-presence of the 
customary—in the words of Henry James, "the absence of 
what he didn't want." And what "he" especially does 
not want is women!" (355) 

While our literature often demonstrates Adam's exile from 

mainstream culture, many works do not necessarily 

demonstrate a desired escape from all community and all love 

relations. 

In Hemingway's Garden. women, marriage, and sexual 

relations not only form the basis of the plot, but, 

moreover, these factors are inextricably linked with the 

notion of a group or a community. This novel thoughtfully 

looks at the dynamics of marriage and sexuality, and while 

the union of David and Catherine appears to dissolve in the 

published version, thereby seeming to fulfill the 

convention, the manuscript offers a much different 

impression of love and domestic relations. One version in 

the manuscript has, for instance, a blissful or Edenic union 

between David and Marita, but it is a relationship that 

absolutely mimics the David/Catherine marriage, and this 

union simply cannot be emphasized enough. That is, Marita 

begins to initiate the sarae sexual games and interests as 

Catherine involving hair cutting, transsexuality, sun 
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tanning, and androgyny. While many critics like to speak of 

David's fall from happiness as a result of Catherine's 

unorthodox psychosexual menu, the manuscript emphatically 

and repeatedly demonstrates that he actually likes all such 

transgressive activity, despite his occasional seemingly 

guilty conscience. Not only does the manuscript demonstrate 

that Eden is regained with Marita (and a Marita who 

duplicates much of Catherine's behavior), but it also offers 

a version showing a blissful reunion with Catherine. One 

provisional ending features Catherine and David engaged in 

playful banter about their previous mishaps, including her 

presumed nervous breakdown—in other words, paradise 

regained. 

In addition to focusing on love relations, coupling, or 

a communal sensibility (as opposed to isolation). Garden 

explores the sense of community in another important respect 

as well. Though Hemingway is unable to ultimately weave the 

triad of plots featuring both Bournes, the Sheldons, and 

Andrew Murray together successfully, he nevertheless clearly 

attempts to create the notion of a group whose members share 

the same interests and values, hence meet the definition of 

a community. They are bonded primarily by their sexual and 

aesthetic pioneering, truly signifying a colony. Much 

dialogue exists among the characters in the manuscript 

clearly reflecting their own sense of not only friendship 

but communion. What strikes me as significant about this 



131 

presentation is that it forces a revaluation of an important 

characteristic of the Edenic/Adamic mythology. That is, 

Hemingway clearly offers an aesthetic and psychosexual 

garden of Eden, one which emphatically points to artistic 

colonization, and in doing so better enables us to 

acknowledge other works with similar presentations that have 

been either omitted from the canon or critically downplayed 

as being sophomoric or faulty—in effect, essentially 

eclipsed considerations in the conventional discourse on the 

mythology. 

Lewis maintains, for instance, that in addition to 

Adam's isolation and emancipation from history, family, 

tradition (what Lewis sees as flight from domesticity), Adam 

is, above all, an artist, a creator, "the poet par 

excellence," and Lewis believes that Adam as artist-hero is 

best expressed by Whitman (5; 41-53). Interestingly, Lewis 

adds, "The only recourse [for loneliness] for a poet like 

Whitman was to fill the space by erecting a home and 

populating it with companions and lovers" (49). Though this 

critic cites the metaphorical formation of a colony of 

artists and lovers in Whitman, the presence of this motif in 

other authors' works as well is overlooked. What Lewis and 

others also fail to note is the frequency with which our 

literature demonstrates the contamination of these colonies 

from money and not necessarily the actions of Eve. The 

colonization theme (when rendered by either Hemingway or 
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most other authors of American Edenic fiction) is often 

inextricably linked with economics and money. The motif of 

money, industry, and productivity from a capitalist 

standpoint are central to the mythology, and as we shall 

see, Hemingway's novel helps to reclaim this important part 

of the mythology. 

When addressing the Adam-as-artist motif, Lewis writes, 

"The questing lover" represents "a surrogate for the artist, 

the articulate man . . . whose tale is presented typically 

in the form of a first-person narrative, journal, diary, or 

running reminiscence . . . " (360). The idea of the Adamic 

hero-as-artist, either literally or metaphorically, clearly 

pervades much of our fiction, as evidenced by a long list of 

characters: Miles Coverdale, Pierre Glendinning, Eugene 

Witla, Eugene Gant, Martin Eden, Sal Paradise, Tod Hackett, 

Kilgore Trout, Ellison's nameless narrator, and so forth. 

Adam's creativity has not, however, always been rendered 

with the sort of optimistic, life affirming qualities as 

attributed to, say. Whitman. An equal number of authors 

have emphasized Adam's dark side, showing his capability for 

destruction. Melville's protagonist in The Confidence Man, 

Hank Morgan in A Connecticut Yankee in King Arthur's Court, 

Allie Fox in Mosquito Coast. Gene Henderson in Henderson The 

Rain King all exemplify Adam's destructive or dangerous 

bent. Lawrence and Fiedler particularly note Adam's 

dangerous potential. In his assessment, for instance, of 
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one of the more quintessential Adams, Natty Bumpo, Lawrence 

observes that he is actually "hard, isolate, stoic, and a 

killer [emphasis added]" (72). Fiedler also talks about 

destructive heroes and perverse artistry, citing such 

examples as Carwin, Chillingsworth, heroes of contemporary 

Westerns and detective fiction (360-366; 497-502). Notably, 

Fiedler places Hemingway in this vein as well (360-366). 

In spite of the fact that Hemingway has offered 

numerous protagonists with acute aesthetic and romantic 

sensibilities, most critics have tended throughout the 

decades to emphasize their harder, less creative 

sensibilities. Stereotypically, the Hemingway character is 

acknowledged as a lover of blood sports not women and 

obsessively attracted to violence and death. With the 

publication of Garden. however, critics have begun to take a 

long overdue look, noting that Bourne and Sheldon are not 

anomalies and that a number of Hemingway protagonists embody 

soft and aesthetic characteristics. Bourne the novelist and 

Sheldon the painter are preceded by a number of characters 

with similar traits: Jake Barnes the journalist who weeps 

over Brett Ashley; Frederick Henry the student of 

architecture, devotee to Catherine Barkley, and war 

deserter; Robert Jordan, the painter and unhappy divorcee 

still in love with his ex-wife. In essence. Bourne and 

Sheldon culminate a long line of creative heroes and lovers, 

and to emphasize the violent man, blood sportsman, and 
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misogynist, one must ignore or suppress much textual 

evidence. (The most glaring deviation from the 

stereotypical Hemingway protagonist or what Lewis sees as 

the quintessential male character, the isolated and stoic 

killer, can be found in Garden with Bourne's absolute 

distaste with the slaughter of the elephant in the 

interpolated African tale.) 

Adam's despairing isolation in a sexless garden 

explains, says Fiedler, his bisexual marriages, the 

couplings of Adam with an ethnic counterpart. These unions 

and the pristine setting Adam inhabits do not, however, 

prove to be idyllic after all, for as Fiedler explains, 

the other face of Chingachgook is Injun Joe, the 
killer in the graveyard and haunter of caves; Nigger 
Jim is also the Babo of Melville's "Benito Cereno," the 
humble servant whose name means "papa" holding the 
razor to his master's throat; and finally the dark-
skinned companion becomes the "Black Man," which is a 
traditional American name for the Devil himself. (26) 

Even the once idyllic garden of paradisiacal space becomes 

sinister, for as Fiedler tells us, it is home to frightful 

monsters such as a killer whale or headless horsemen, a 

place very often triggering "violent deaths"—on 

battlefields, in bullfights, and on boats at sea (27). 

Fiedler elaborates: 

However shoddily or ironically treated, horror is 
essential to our literature. It is not merely a matter 
of terror filling the vacuum left by the suppression of 
sex in our novels, of Thanatos standing in for Eros. 
Through these gothic images are projected certain 
obsessive concerns of our national life: the ambiguity 
of our encounter with nature, the guilt of the 
revolutionist who feels himself a parricide—and, not 
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least of all, the uneasiness of the writer who cannot 
help believing that the very act of composing a book is 
Satanic revolt. "Hell-fired," Hawthorne called The 

Scarlet Letter, and Melville thought his own Moby Dick 
a "wicked book." (27) 

Adam's relation with an Ethnic "Other" is, as Fiedler notes, 

a major motif in the Adamic/Edenic mythology, and as Nancy 

R. Comley and Robert Scholes, Toni Morrison, and Carl Eby 

have all pointed out, Hemingway's Garden likewise devotes 

much attention to the motif. In "Come Back to the Beach 

Ag'in, David Honey!" Eby clearly demonstrates that the "sea 

changes" in the novel signify "racial as well as sexual" 

transformations (4). Eby writes: 

According to Leslie Fiedler, "When . . . the [white 
male] American writer does not make impotence itself 
his subject, he is left to choose between the two 
archetypes of innocent [racially charged] homosexuality 
and unconsummated incest: the love of comrades and that 
of brother and sister." Whatever we may think about 
the breadth of this claim, in The Garden of Eden 
Hemingway seems to take up the two archetypes in a 
manner which ultimately clarifies how they form—at 
least in his case—part of a unified psychology (8). 

Essentially Eby argues that David's response to events and 

persons in the interpolated African tale demonstrate "a 

failure, or rejection, of the homoerotic bonding of 

Fiedler's archetype" (9). 

Regarding the second archetype, Eby believes that once 

again Hemingway is not totally faithful to Fiedler's 

rendition: 

Gender affiliation, however, is never stable in this 
novel, and just as Western constructions of the 
"primitive" can be conceived in an inversion of 
Fiedler's archetype as the feminine chaos of the 
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preoedipal in opposition to the patriarchal order of 
the post-oedipal, so the old bull elephant who becomes 
David's "hero" and "brother" in the place of his father 
and Juma is as feminine as it is masculine. (9) 

To further demonstrate Hemingway's unique treatment of the 

archetype, Eby also points to "David's gender instability" 

(22). Eby believes that the twinning with Marcelline which 

Hemingway suffered through in his youth is the root of a 

"confusion about the status of the ego, gender identity, and 

body image" (13). In effect, the eroticization of race and 

sex become inextricably linked. Eby reads Catherine's 

obsession for tanning and her oscillation between being male 

and female, "in possession of the fetishized but closely cut 

(read 'castrated') hair" as signifying both the presence and 

absence of a female phallus; consequently, "she is both 

other than David and yet paradoxically identical to him" 

(15). Eby adds; 

Her racial transformation, which is not reallv racial 
transformation (she both "wears" her tan and yet really 
is this dark), is the marker of precisely this 
difference/non-difference. Yet not only are 
Hemingway's female characters, with their fetishized 
hair and suntans, simultaneously both phallic and 
castrated, David and Nick in their games of hair-
cutting and sunbathing, in their willingness to go 
"native" (a willingness shared by Hemingway), assume 
the fetishized items themselves in what Otto Fenichel 
would define as subtly transvestic acts; that is, they 
identify themselves with the phallic woman. (15) 

These inversions and complications of the two archetypes 

signal a complexity far surpassing anything that Fiedler 

attributes as stereotypical of the white American male 

writer. 
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While Garden shows a thoughtful consideration of such 

Adamic themes as isolation, "dis-ease" with sexuality (or at 

least with the transgressive sort), and the opposition 

between creativity and destruction, his overall rendering 

greatly differs from convention; moreover, Hemingway's 

adaptation of the these various Edenic/Adamic motifs should 

alert us to other works with similar presentations. 

From the very outset of our literature, an 

erotic/aesthetic/ Edenic vein has existed, and one which, 

moreover, shows Adam and/or Eve desiring communion with 

persons of like sensibilities. As early as Thomas Morton's 

New English Canaan, sexual and/or artistic colonization has 

been explored in our literature, though this aspect is not 

seriously recognized by the conventional Adamic/Edenic 

mythology. By the end of the nineteenth century, an erotic 

and aesthetic Edenic vein was in full force. From the more 

canonized works such as Blithedale Romance. "The May-Pole of 

Merry Mount," Pierre. to the "Bohemian" school represented 

by such diverse figures as Edgar Saltus, George Sterling, 

James Huneker, Lafcadio Hearn, and Henry Blake Fuller, a 

very clear thematic tradition exists and one which, 

moreover, often establishes a metonymic chain linking sex, 

art, community, and economics. While Fiedler readily 

acknowledges the open or overt sexuality of the contemporary 

novel, he has too readily dismissed not only the 

significance of the noncanonical works of the Bohemians but 
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of the even more outrageously subversive pieces referred to 

as "Porno-Gothic." 

In the "Erotic Imagination," David S. Reynolds speaks 

at some length about the emergence in the 1840's of 

pornography and erotica (211-224).' points to the works of 

George Lippard and George Thompson, saying that they 

"produced the most daringly erotic fiction" (221). Speaking 

of the latter, Reynolds writes; 

In addition to giving zest and variety to the topic of 
woman's sexuality, Thompson introduced more unusual 
themes as well. He was, as far as I know, the first 
American novelist to openly deal with homosexuality, 
lesbianism, transvestism, group sex, and child 
pornography. (220) 

While Reynolds singles out Lippard and Thompson as being 

particularly representative, he explains that all the 

authors of this genre dealt with primarily the same themes 

and motifs such as "voyeuristic sex," the strong feminine 

libido, grisly violence (211-224). Importantly, erotica 

increasingly "became," says Reynolds, "the special province 

of militant radical democrats who went to perverse extremes 

to expose what they viewed the most effective" means of 

undermining social hypocrisy and economic elitism (223-4). 

Reynolds speaks at length of the genre of "Subversive 

fiction," which became increasingly political in nature, 

hence substantially different from either light or dark 

"Romantic Adventure fiction" (183). Reynolds writes: 

Subversive literature was written by . . . radical 
democrats: writers so ardently devoted to the 
egalitarian ideals of the American democracy that their 
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writings are filled with hyperbolic reverence for the 
Founding Fathers and, at the same time, with vitriolic 
bitterness against perceived inequities in nineteenth-
American society, which they regarded as a nightmarish 
realm of upper-class charlatans and political 
oppressors . . . (184). 

Moreover, scholars have long underestimated the genre's 

importance, says Reynolds, particularly in light of the fact 

that it "enacted fully the wild cultural forces that were 

evaded or glossed over in the other types of adventure 

fiction" (183). Reynolds adds: 

[it] was deliberately subversive in both the stylistic 
and the political sense: it forged a new irrational 
style aimed at reproducing the rebellious, savage 
forces of American culture; and its unmasking of the 
social elite was enforced through extreme violence, 
sexual scenes ranging from the suggestive to the 
disgustingly perverse, and new variations upon ironic 
stereotypes such as the reverend rake and the likable 
criminal. This kind of fiction often featured 
excessive gore and mass chicanery, conveyed in an 
intentionally disruptive, quirky style designed to 
outrage the genteel reader. (184) 

Importantly, Reynolds also suggests that many aspects of 

this genre impacted the more mainstream authors such as 

Hawthorne and Melville who, though, "departed from the 

popular sensationalists in significant ways" (223). 

The socio-economic quality of "Subversive" literature is 

an aspect of the Adamic/Edenic mythology as well, yet a 

characteristic which as been largely underestimated by 

Fiedler, Lawrence, or Lewis. The subject is certainly a 

central thematic concern in Hemingway's Garden, for David 

entertains an attitude towards money and spending which 

vividly contrasts with that of Catherine and Marita, and, as 
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we shall see, the characters' relation to money and 

expenditure is clearly divided along lines which reflect the 

"general economy" of Georges Bataille. That is, the women 

demonstrate what Bataille refers to as heterogeneity—an 

irrationality, an attitude of excess, expenditure, 

sumptuousness, while David adheres to a more homogenous 

sensibility—a rational, accumulative, conservative outlook. 

The money question is also inextricably linked with the 

production of art in the novel, for Catherine's financial 

support allows for the honeymoon, hence the development of 

her narrative. A metonymic chain regarding transgression, 

money, art, erotica is absolutely central to much Edenic 

literature, as evidenced by a number of diverse works: 

Blithedale Romance. The Perfume of Eros. Sister Carrie, 

Goodbye. Columbus, Suddenly Last Summer, The Great Gatsby, 

Breakfast at Tiffany's. The Dav of the Locust. Miss 

Lonelvhearts. Sweet Thursday, and Main Street. 

In an attempt to more clearly illustrate the 

transgressive, erotic, economic, and aesthetic qualities of 

the American Edenic tradition, I offer a brief overview of 

two seemingly diverse works as quintessential examples, 

namely Hawthorne's "The Maypole of Merry Mount" and Willa 

Cather's Troll Garden. By overviewing these works, we can 

better see the extent and power with which Hemingway 

likewise deals with such themes and motifs in Garden. 
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Due to the fact that "Maypole" is loosely based on a 

real incident and that its author constitutes a mainstream, 

canonized writer, the tale is particularly noteworthy. 

Hawthorne definitively portrays the colonists of Merry Mount 

in aesthetic, erotic, and Edenic terms, highly contrasting 

these pioneers with the Puritans—those "most dismal 

wretches, who, if successful in establishing "their 

jurisdiction over the gay sinners," would determine that the 

"future complexion of New England" would consist of work not 

play, of solemnity or prayer not artistic acts (886-7). 

In addition to numerous references to a physical garden 

or prelapsarian landscape and the innocent sensibility of 

the Haypolers, Hawthorne also renders the colony in highly 

erotic and aesthetic terms. The very narae of the colony 

itself, "Merry Mount," suggests sexual play. Moreover, the 

ultimate felling of the Maypole by the Puritans is quite 

clearly couched in sexual metaphors, liking the event to 

castration. Interestingly, even the passage describing the 

incident is written in a clipped prose or with a Puritan 

economy of words which vividly contrasts with the more 

excessive spillage of language throughout the tale when 

referring the Haypolers: "And with his keen sword Endicott 

assaulted the hallowed Maypole. Nor long did it resist his 

arm. It groaned with a dismal sound" (887). 

Critics have long pointed to the story's edenic and 

sexual implications, but not enough has been said about the 



142 

story's inclusion of aesthetic considerations. Hawthorne 

clearly implies that the Maypolers constitute a colony of 

artists as well as lovers, revellers, and transgressors, as 

evident by not only their daily activity but by their care 

in decorating the Maypole itself: 

From its top streamed a silken banner, colored like the 
rainbow. Down nearly to the ground the pole was 
dressed with birchen boughs, and others of the 
liveliest green, and some with silvery leaves, fastened 
by ribbons that fluttered in fantastic knots of twenty 
different colors, but no sad ones. Garden flowers, and 
blossoms of the wilderness, laughed gladly forth amid 
the verdure, so fresh and dewy that they must have 
grown by magic on that happy pine-tree. (883) 

Hawthorne acknowledges the creative, sensitive, and artistic 

bent of these colonists by claiming, "O, people of the 

Golden Age, the chief of your husbandry was to raise 

flowers!" (883). The artistry of the Maypolers is further 

enhanced by a comparison with the Puritans' "creative" 

output—the stocks or the "whipping-post, which might be 

termed the Puritan Maypole" (886). 

In speaking of the Maypolers' origins and motivation 

for colonizing, Hawthorne clearly suggests the relation to 

art and aesthetics: 

Two hundred years ago, and more, the old world and its 
inhabitants became mutually weary of each other. Men 
voyaged by the thousands to the West: some to barter 
glass beads, and such like jewels, for the furs of the 
Indian hunter; some to conquer virgin empires; and one 
stern band to pray. But none of these motives had much 
weight with the colonists of Merry Mount. (885) 

Rather than intent on conquering native peoples, lands, and 
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resources, the Merry Mounters "came hither to act out their 

latest day-dream": 

They gathered followers from all that giddy tribe whose 
whole life is like the festal days of soberer men. In 
their train were minstrels . . . wandering players, 
whose theatres had been the halls of noblemen; mummers, 
rope-dancers, and mountebanks . . . in a word, mirth 
makers of every sort, such as abounded in that age, but 
now began to be discountenanced by the rapid growth of 
Puritanism. (885) 

In addition to the fact that the colony is made up of 

artists from the Old World, their daily activity further 

involves creative acts such as "sporting round their 

Maypole; perhaps teaching a bear to dance, or striving to 

communicate their mirth to the grave Indian," and "even in 

their quietest times, they sang ballads and told tales . . . 

and when sport itself grew wearisome, they made game of 

their own stupidity, and began a yawning match" (886). 

Repeatedly Hawthorne associates the Maypolers with 

magic, the supernatural, and much ambiguity, if you will, 

regarding gender or species, in essence, sexuality, for he 

writes; 

These were Gothic monsters, though perhaps of Grecian 
ancestry. On the shoulders of a comely youth uprose 
the head and branching antlers of a stag; a second, 
human in all other points, had the grim visage of a 
wolf; a third, still with the trunk and limbs of a 
mortal man, showed the beard and horns of a venerable 
he-goat. There was a likeness of a bear erect, brute 
in all but his hind legs, which were adorned with pink 
silk stockings. And here again, almost as wonderous, 
stood a real bear . . . . (883) 

sexual ambiguity and unorthodox dress or behavior have no 

place in Puritan society, so consequently the Lord and Lady 
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of May are ordered not only to rid of "their glistening 

vanities" but to conform their coiffures—the Lord is forced 

to have the "lovelock and long glossy curls" which Endicott 

views "with abhorrence" cropped—"and in the true pumpkin-

shell fashion" (889). 

The Maypolers' sense of play, theatrics, and creativity 

contrasts severely with the Puritan's lifestyle, whose 

"festivals were fast days, and their chief pasttime the 

singing of psalms" (886). In addition to prayer and 

reverence to God, they devote their energies toward 

industry, work, and utility: 

[they] said their prayers before daylight, and then 
wrought in the forest or cornfield till evening made it 
prayer time again. Their weapons were always at hand 
to shoot down the straggling savage. When they met in 
conclave, it was never to keep up the old English 
mirth, but to hear sermons three hours long, or to 
proclaim bounties on the heads of wolves or scalps of 
Indians . . . . Woe to the youth or maiden who did but 
dream of a dance! (886) 

To these Puritans, the Maypolers' indulgence in magic, 

mirth, play, and art signifies mere "witchcraft," and it 

appears that the only potlatch, festival, or excessiveness 

the Puritans relate to is punishment, and this they dispense 

freely by whipping some of the colonists, setting others in 

stocks, branding and cropping of ears, and shooting the bear 

in the head (888). 

This early Hawthornian tale includes a number of the 

themes and motifs which, though present in much Edenic 

literature, have not been critically acknowledged, and this 
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is particularly true regarding art colonization, erotica, 

and the relationship with very utilitarian values such as 

work, industry, and accumulation of goods, wealth, capital. 

These same themes dominate a much later work as well, namely 

Cather's The Troll Garden. 

In a manner similar to a cubistic painting, Willa 

Cather's Troll Garden renders the subject (that of artists 

and artistry) from a multitude of perspectives while 

simultaneously offering a unified impression, and the book's 

two epigraphs provide important clues. Gather opens with a 

quote from Christine Rossetti's Goblin Market and Charles 

Kingsley's The Roman and the Teuton which clearly establish 

the centrality or importance of the Adamic/Edenic myth, and 

the garden of Eden in the text pertains to the world of art, 

artists, creativity, and imagination (O'Brien 270-87). As 

Sharon O'Brien says, "the 'troll garden' can be both the 

magical garden of art and the garden after the fall, the 

desert of deprivation and loss that appears in several 

stories as the barren Nebraska plains" (272). O'Brien adds: 

concerned with art, artists, and the relationship 
between life and art, the stories explore the 
contradictions and contrasts between aesthetic and 
commercial values, pure art and corrupted art. East and 
West, civilization and primitivism. (271) 

As O'Brien indicates, not all of the stories deal with 

prelapsarian bliss; an equal number give thoughtful 

consideration to those forces capable of triggering an 
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expulsion from aesthetic paradise, and money clearly 

represents a central catalyst. 

From the opening tale, "Flavia and her Artists," to the 

last and, perhaps, most famous story, "Paul's Case," Gather 

explores the corrupting influence of money upon the arts, 

and she does so with complexity and thoughtfulness. This 

last tale in the book demonstrates, for instance, the 

conflict between an ideal and aesthetic view of the world 

with reality itself which is petty, sordid, and ugly, for as 

O'Brien notes, Paul is portrayed as an "imaginative youth, 

sensitive youth at odds with a repressive society. Paul's 

enemy is the emotionally and aesthetically bankrupt middle-

class world devoted to the gods of money and respectability" 

(282). 

Paul's Eden is art—painting, music, theatre—which 

triggers a "delicious excitement which was the only thing 

that could be called living at all" (Gather 121). Though 

art can be a goblin market full of exotic delights, it can 

also lead to superficial materialism, empty of true 

aesthetic value. As Paul watches a singer enter into a 

hotel, he thinks, "There it was, what he wanted—tangibly 

before him, like the fairy world of a Christmas pantomine— 

but mocking spirits stood guard at the doors" disallowing 

his entrance (122). What lies behind the doors of the hotel 

are the material fruits of occupational success—"an exotic, 

tropical world of shiny, glistening surfaces and basking 
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ease" (122). Though Paul is justified in desiring something 

other than the aesthetic sterility of his community, he 

becomes, says O'Brien, "so famished" for "aesthetic" and 

creative "food" that he is ultimately destroyed (283). 

O'Brien writes, "The portraits of John Calvin and George 

Washington over his bed embody the grim, repressive 

patriarchal values of the national religion of financial 

success, the Protestant ethic allied with a patriotic 

capitalism" (283), and the end result of the clash between 

Paul's desires and this society is gluttony: 

Paul is the parasite-vampire greedily drawing life from 
an external source [as opposed to nurturing his own 
artistry], and his physical appearance reveals that 
such food is not wholesome. Like the "thirsty, 
cankered, goblin-ridden" Laura in Rossetti's poem or 
the dying Katherine [in Cather's "A Death in the 
Desert"], Paul is emaciated . . . and despite his youth 
. . . [his face] is "drawn and wrinkled like an old 
man's. (283) 

In Troll Garden. Gather devotes an equal amount of 

energy showing an alternative aspect of the theme concerning 

money, art, and corruption. Tales such as "The Garden 

Lodge" and "A Wagner Matinee" tell of economic realities or 

hardships that impinge on artists, ultimately causing them 

to either abandon their aesthetic callings and pursue 

practical, materially comfortable, yet vacuous, lives or to 

psychically kill off their creative drives or sensibilities 

in order to cope in aesthetic "deserts." When, for 

instance. Aunt Georgianna in "A Wagner Matinee" attends a 

concert in Boston for the first time in decades, she is 
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overwhelmed by the rush of sentiments she repressed for so 

long while trying to survive on a homestead in Nebraska. 

The experience in the opera house which is as O'Brian notes 

"life in 'the hanging gardens' of art," represents a 

momentary return to Eden after a long paradise lost (274). 

The beauty, art, and sensuousness of the opera contrast 

vividly with the sterile existence of homesteading—"with 

the cattle-tracked bluffs; the tall, unpainted house, with 

weather-curled boards; naked as a tower, the crooked-backed 

ash seedlings where the dishcloths hung to dry; the gaunt, 

molting turkeys picking up refuse about the kitchen door" 

(115). 

As in the case of much Edenic fiction. The Troll Garden 

also explores the subject of sexuality. One manifestation 

in Cather's book concerns sexual transgression in the form 

of homosexuality, and a number of the stories feature 

characters who resist any mainstream expectations regarding 

gender. In the opening tale, "The Troll Garden," Gather 

presents, for instance, Mr. Will Maidenhood, the effeminate 

and delicate man who edits Woman magazine, and Jemima or 

"Jimmy" Broadwood who sports a "fresh, boyish countenance" 

and whose short hair, long hands, and mannerisms highly 

suggest her androgyny (12). Sexual ambiguity also describes 

the artist, Adriance Hilgarde, in "A Death in the Desert" 

who "could live on the other side of the Atlantic, where his 

youthful indiscretions were forgotten in his mature 
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achievements" (66). And, according to O'Brien, the 

protagonist of "Paul's Case" suggests "probable 

homosexuality, hinted by his similarity to Oscar Wilde and 

later by his ambiguous night on the town with a 'wild' 

freshman from Yale" (283). Like many of Cather's artist-

heroes or characters, Paul certainly demonstrates his 

disdain with convention, for as O'Brien says; 

Replaced by the sordid vulgarity he sees around him, 
Paul plays the dandy's role to signify his citizenship 
in Bohemia, sporting an opal pin in his frayed coat and 
wearing a red carnation as his badge of defiance and 
kinship with the fin-de-sifecle aesthetes and decadents. 
(283) 

Though Gather and Hawthorne's works were written 

decades apart, they nevertheless demonstrate a thematic 

continuum, explorations of Adamic/Edenic mythology which 

help to foreground certain motifs and themes not normally 

attributed to the mythology such as aesthetic gardens whose 

fall is often related to economic pressures or whose 

renderings of sexuality demonstrate transgression or 

sensibilities outside of mainstream acceptance. 

Scholarship such as Reynolds' has done much to dispel many 

of our presumptions about earlier American literature, 

enabling us to begin to see, perhaps, that the "subversive," 

"pornographic," or "erotic" or "bohemian" literature of the 

middle and late nineteenth century has continued to 

influence the more orthodox or canonized writers. For 

example, even a brief overview of such diverse works as 

Crane's The Third Violet. Chopin's Awakening. Hunekar's 
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Painted Vei]s, Dreiser's Genius, Dos Passes' Streets of 

Hight, H.D.'s Palimpsest. Boyle's Mv Next Bride. Planner's 

Cubical City. Faulkner's Mosguitoes, Dell's Love in 

Greenwich Village, Barnes' Nightwood. Anais Nin's House of 

Incest, Miller's The Tropic of Cancer, Nabokov's M a , West's 

Dav of the Locust. Capote's Breakfast at Tiffany's clearly 

shows either the influence of the "pornographic," "porno-

Gothic," "subversive," or "bohemian" traditions.' 

Interestingly, the characteristics central to these 

traditions (aesthetic community, eroticism, social, sexual, 

or political transgression, repudiation of mainstream or 

bourgeois social, sexual, and economic standards, interest 

in the "primitive," marginalization) identically mirror 

central Surrealist concerns. 

As Fiedler so aptly demonstrates throughout his text, 

American fiction "is most deeply influenced by the gothic, 

is almost essentially a gothic one" (142). Fiedler writes, 

"From Edgar Poe to Truman Capote, from Brockden Brown 

through George Lippard to Paul Bowles and Carson McCullers, 

from The Monster of Stephen Crane to The Cannibal of John 

Hawkes, the images of alienation, flight, and abysmal fear 

possess our fiction" (143).'° Let us not forget those which 

come marvelously close to the supernatural, hallucinatory, 

or dream worlds—Hawthorne's scarlet letter in the sky, 

Washington Irving's headless horseman, or Kesey's Combine. 

In addition to the tradition in American literature which 
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shows fascination, says Reynolds, for "pseudoscience: 

phrenology, animal magnetism, mesmerism, and spiritualism," 

there also exists an interest in literature which Reynolds 

place under the rubric of "sensational": seamy social texts 

such as penny papers, trial reports, crime pamphlets; 

Romantic Adventure fiction (much of it quite dark) and the 

more politically radical genre of Subversive fiction; and 

erotic and pornographic writings" (171). From such a 

standpoint, it appears that American literature has much 

more in common with the roman noir than one might suspect. 

In Profane Illumnination; Walter Benjamin and the Paris 

of Surrealist Revolution. Margaret Cohen speaks of 

"surrealist Marxism" or "Gothic Marxism," one of the many 

schools which was intent on fusing Freudian thought with a 

Marxist agenda in an attempt to overcome the limitations of 

vulgar or mainstream Marxism. Cohen maintains that Benjamin 

believed that the base-superstructure topoi should 

reappropriate that which traditional Marxism dismissed as 

the irrational (2). Though the Frankfort Marxists such as 

Herbert Marcuse or Adorno also advocated the 

"Freudianization of Marxism" as well, they did not gravitate 

towards Surrealism and Bretonian Marxism with Benjamin's 

degree of enthusiasm; (however,in Ihe DisCQVrgg 9f 

poTiiination (201), Ben Agger explains that certain aspects of 

Marcuse's "aesthetic posture" was indeed influenced by 

French Surrealism). Agger helps to differentiate Frankfort 
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Marxism from the "vulgar" or traditional form saying, 

the Frankfurt theory is in a certain way more 
economistic than orthodox critics would concede 
precisely because it follows the alienation of labor to 
its roots in belief and desire [emphasis added]. The 
Freudian revision of Marx's economic analysis of 
alienation does not so much change Marx as give Marxism 
a firmer grounding on a libidinal substratum [emphasis 
added], thus explaining how capitalism can continue 
long past Marx's expectations of the date for its 
demise. (19) 

Cohen believes that Guides Noirs (travel books "devoted 

to the irrational, illicit, inspired, passional, often 

supernatural aspects of social topography obscured in the 

. . . standard guides") exemplify the subject matter central 

to both Surrealism and Gothic Marxism (1-3). Cohen writes; 

Uncanny landscapes, ghosts and sorcerers, strange 
stones and constructions, illuminati; to these will be 
added such surrealist concepts as objective chance, 
intersubjective desire, the lucky find, the encounter, 
the dream, the bohemian resistance, the social 
unconscious, and the capillary tissue connecting the 
communicating vessels of psychic and material life. 
Breton called this unholy brew "modern materialism," an 
appellation borrowed from Friedrich Engel's nineteenth 
century critique of mechanical materialism. (3) 

I would argue that this sarae "unholy brew" equally describes 

the bulk of American literature and that our national 

letters and Surrealism (either in its purist or other forms 

such as "porno-Gothic" or "Gothic Marxism") have much more 

in common than conventional criticism has assumed. 

Reynolds' claim that "the sensational, the erotic, and the 

psuedoscientific" [as well as the "radical-democrat"] were 

often linked in the antebellum imagination" (170) sounds 

ironically much like a description of much Surrealist 
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literature, particularly Breton's Nadia, as interpreted by 

Cohen. In essence, it would not be difficult to substitute 

the word "surrealist" for all those adjectives used by such 

scholars as Richard Chase in The American Novel and Its 

Tradition, Leslie Hoffman in Form and Fable in American 

Fiction, and even Fiedler in Love and Death in the American 

Novel. 

Cohen quotes Benjamin's ideas on "'rescuing critique,'" 

writing, "For Benjamin this rescue is effected by reading: 

'The historical index of the images doesn't simply say that 

they belong to a specific time, it says above all that they 

only enter into legibility at a specific time'" (10). Given 

his canonized status and herculean reputation in mainstream 

American letters, Hemingway's Garden makes an important 

contribution, for he enables us to not only begin to see 

that vein of literature that has been either suppressed, 

marginalized, or forgotten, but he also helps us to 

acknowledge those aspects of the Edenic/Adamic mythology 

that have been ignored, primarily Eve and a garden which is 

erotic, aesthetic, and acutely sensitive to economic 

considerations—in effect, very Surrealistic. 



CHAPTER V 

SEX(T)UALITY AND BATAILLE 

Gentlemen, you are criticizing my arithmetic when I am long 
ago into calculus.—Hemingway'' 

Largely as a result of the publication of The Garden of 

Eden critics have begun to stress more emphatically 

Hemingway's longstanding interest in transsexuality, 

androgyny, lesbianism, and eroticisra, illustrating their 

presence in works written over fifty years ago. This 

critical reassessment not only presents a more balanced and 

accurate portrait of Hemingway, it, moreover, further 

elucidates the ways he explored certain avant-garde themes 

not normally attributed to him. Though Garden is not a 

stylistic or thematic anomaly, most critics agree it 

signifies one of his more bolder and daring attempts of 

aesthetic and thematic exploration. An examination of 

aspects of the novel reveals, however, that the 

experimentation is not limited to merely Hemingway's own 

aesthetics. That is, the novel equally pioneers new ground 

from an extrinsic standpoint by prefiguring aspects of post-

structuralist theory on sex(t)uality, and the egg motif 

throughout the novel provides a profoundly significant 

iconographic clue to Hemingway's prescient aesthetic, in an 

early review of the novel, Barbara Solomon remarked that 

(;;arden "has got to be the 'eggiest' novel ever written— 

154 
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there is no end to egg references and egg jokes in the 

longer version . . ."(33). In addition to Solomon, H.R. 

Stoneback also notes the egg imagery in the novel. 

In "Memorable Eggs 'in Danger of Getting Cold' and 

Mackerel 'Perilous with Edge-level Juice': Eating in 

Hemingway's Garden," Stoneback calls attention to the 

frequent use of both egg and mackerel imagery in TGOE, 

illustrating the ways such motifs reinforce significant 

themes. In addition to pointing out the manuscript's 

references to the egg motif addressing "Catherine's 

fertility, or lack of it," Stoneback focuses on the egg 

imagery that has not been deleted. He maintains that the 

egg motifs in the published version clearly code David's 

romantic and spiritual odyssey. On one hand, the eggs, or 

the manner in which they are prepared or eaten, reflect the 

developments in David's romantic and sexual life—his 

initial Edenic bliss and subsequent fall with Catherine and 

then his "ostensible renewal" resulting from life with 

Marita (25). Stoneback argues that the egg imagery also 

traces David's spiritual life, a maturation process largely 

unfolding in the interpolated African tale. David's 

romantic and spiritual trials both result in "the haunted 

sense of lost happiness, the Fall and the flaw, and the 

knowledge of loneliness," says Stoneback (26). 

Stoneback also finds references to mackerel equally 

noteworthy, believing they refer to David's growing 
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acknowledgment of his complicity in the sexual 

"misadventures" of Catherine and Marita (28). David's 

reaction to the mackerel coincides with his changing 

attitude about pandering (28). While Stoneback mentions 

several extrinsic works using either eggs or mackerel as 

influences upon Garden. no mention is made of the importance 

of these two motifs to Surrealism in general and to the work 

of Georges Bataille in particular, specifically his storv of 

the Eye. 

As we have seen with a number of texts preceding 

Garden. a close examination reveals that this work, 

likewise, stylistically and thematically has much in common 

with Surrealism. The observance of the sleeping woman, the 

importance of the female rause, the transgression of taboos, 

the significance of madness, dreams, and automatism or 

spontaneity, and the interrelationship between eroticism, 

art, and the unconscious constitute key concerns in 

Surrealist aesthetics, and all of these aspects inform 

Garden. An examination of the novel reveals that 

Catherine's approach to living aligns with much Surrealist 

philosophy in general. Her spontaneity, playfulness, and 

relationship to chance and change as well as her 

transgressive behavior represent a sensibility very 

congruent with Surrealism. Another aspect of Gair<jen which 

correlates to Surrealism pertains to the role which Africa 

plays in the novel. The Surrealists were particularly 
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attracted to Oceanic or "primitive" cultures, finding their 

aesthetic and sociological implications relevant. In 

addition to the frequent references to Africa made by the 

characters, the novel includes, of course, the interpolated 

tale set in Africa. Africa symbolizes in Garden the 

"other," the realm of the unconscious with all its 

manifestations—the dream-world, the eros and thanatos, and 

the infantile fantasy concerning the oedipal drama. 

In addition to containing these and a number of other 

key Surrealist motifs. Garden closely mirrors Bataille's The 

Story of the Eye. Originally published in 1928 under the 

pseudonym Lord Auch, The Story of the Eye was reprinted in 

1940, 1941, and 1967 (Story vii-viii). Bataille's aesthetic 

and theoretical reputation has grown to such an extent that 

many critics now see him as "one of the central figures in 

French thought" (Pefanis 41). He is generally considered 

one of the most significant precursors to post-

structuralism. Bataille's writing has produced much 

criticism, and explications of his work by such critics as 

Roland Barthes provide useful theoretical tools for better 

understanding the relationship between Bataille's Story and 

Hemingway's Garden. In "Metaphor of the Eye," Barthes 

analyzes the metaphoric and metonymic relationships 

regarding such objects in Storv as eyes, eggs, and 

testicles, illustrating that they compose a signifying 

chain. He first shows the metaphorical link existing 
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between eyes and eggs, saying they form "a double variation, 

both of form (in French, the two words, oeil and oeuf have 

a common . . . and differentiated sound) and of content 

(although absolutely discrepant, both objects are globular 

and white)" (241). Barthes next includes testicles in the 

chain, pointing out that in addition to the shape and color, 

testicles belong in the chain for linguistic reasons, 

particularly in reference to bulls whose testicles are 

called eggs (241). Barthes also establishes the 

relationship between the three objects and the derivative 

images connotating moisture or liquid; "tears, milk, egg 

yolk, sperm, urine" (241). Barthes argues that the chain in 

Story manages to simultaneously evoke its metaphorical 

opposite—the dry sun, yet its shape recalls the original 

three signifiers, ultimately creating a nonlinear or 

"spherical metaphor" which expresses a "round phallism" 

(242). Barthes believes that Bataille presents an "erotic 

theme [which] is never directly phallic" (242). Steven 

Shaviro also recognizes that Bataille "disrupts the usual 

assumptions of phallocentric order, despite his obviously 

masculine and heterosexual frame of reference," achieving in 

his erotic literature a textual landscape theoretically 

compatible with French feminism, particularly as articulated 

by H61fene Cixous (95-6). The metaphorical free play of the 

signifiers and the resultant spherical or nonphallic 

topography of the text are aspects of StPry which can also 
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be found in Hemingway's Garden. Moreover, Hemingway novel 

also shares the same thematic concerns central to Story: 

eroticism and the return of the repressed, what Freud refers 

to as heimlich and unheimlich in "The 'Uncanny.'" 

A central aspect of Bataille's novel pertains to the 

sexual exploits and excesses of the unnamed male narrator 

and two young, affluent girls, Simone and Marcelle. Though 

told from the point of view of the narrator, the novel 

equally foregrounds Simone's psychosexual life. Like 

Hemingway's Catherine, Simone aggressively initiates 

experimental sexual activity, engaging in an erotic life 

which transgresses a number of taboos. The novel expresses 

"iouissance" or a libidinal economy thematically and 

textually. Bataille literally and figuratively associates 

Simone's sexuality with eyes, eggs, testicles, and the 

derivative liquid images. Only at the novel's close do we 

learn the ways in which these also relate to aspects of the 

narrator's psychosexuality. While such objects provide 

Simone with sexual stimulation, they also metaphorically 

relate her and the narrator's eroticism with violence, 

death, excess, and the unconscious. In Garden Hemingway 

also incorporates a metaphorical chain consisting of eyes, 

eggs, and testicles, likewise using such signifiers to 

address similar thematic concerns. 

As Stoneback thoroughly demonstrates, the egg motif 

pervades Garden. often coding David's sexual and romantic 
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life. Stoneback outlines the evolutionary preparation and 

consumption of eggs, pointing out that the sequence begins 

with whole, fresh eggs and ends with broken ones to make an 

omelet (25). Stoneback believes that the changes in 

preparation and consumption correspond to the evolution of 

David's romantic/sexual life: "The original eggs are broken, 

they've lost their beautiful freshness, gone somewhat stale 

and turned cold. The menage a trois has run its course, 

Catherine has been sacrificed, and the broken eggs are 

whipped into a new more complicated relationship: David and 

Marita, 'omelet'" (25). According to Stoneback, Hemingway 

also uses eggs to address aspects of Catherine's 

reproductive life (24). Passages in the original manuscript 

contain egg images referring to "Catherine's fertility or 

lack of it" (24). 

As Stoneback's insights demonstrate, the signifiers 

relate to diverse signifieds, notably pointing to dispensed 

meaning. Stoneback detects diffused meaning as well, 

tracing one instance of word play: 

Consider what Catherine does after those fresh 
happy exciting early-morning textured eggs at the 
first breakfast. She begins her dark changes; she 
goes to Aigues Mortes for her first boy's haircut. 
Now Aigues Mortes does not mean "dead egg," but 
the obvious pun is tonal, dependent upon English 
speakers travelling in France. The next time eggs 
appear, after more dangerous changing, is when 
Catherine's egg is in danger of getting cold and 
David eats it. This occurs in Hendaye. Again the 
pun is homonyraic. The next eggs are eaten in la 
Napoule, before and after David's love-making with 
Marita. Thus the new punning sequence moves from 
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dead egg through dead hen to the new "poule"—that 
is, hen-mistress-tart: Marita. (25) 

It is interesting to note the deliberate word play of this 

sort in Story. Prior to dropping the word egg from their 

vocabulary, in an attempt to avoid "talking about the most 

important objects of" their "obsession," the narrator says: 

Et, comme je lui demandais h quoi lui faisait 
penser le raot uriner, elle me r^pondit Burnier• 
les yeux, avec un rasoir, quelque chose de rouge, 
le soleil. Et l'oeuf? Un oeil de veau, en raison 
de la couleur de la tete, et d'ailleurs le blanc 
d'oeuf 6tait du blanc d'oeil, et le jaune la 
prunelle. La forme de I'oeil, a 1'entendre, 
etait celle de l'oeuf. Elle me demanda, quand 
nous sortirions, de casser des oeufs en I'air, au 
soleil, k coup de revolver. La chose me 
paraissait impossible, elle en discuta, me donnant 
de plaisantes raisons. Elle jouait gaiement sur 
les mots, disant tantot casser un oeil. tantot 
crever un oeuf. tenant d'insoutenables 
raisonnements. (126) 

(Upon asking what the word urinate reminded her 
of, she replied: terminate• the eyes, with a 
razor, something red, the sun. And egg? A calf's 
eye, because of the color of the head (the calf's 
head) and also because the white of the egg was 
the white of the eye, and the yolk the eyeball. 
The eye, she said, was egg-shaped. She asked me 
to promise that when we could go outdoors, I would 
fling eggs into the sunny air and break them with 
shots from my gun, and when I replied that it was 
out of the question, she talked on and on, trying 
to reason with rae. She played gaily with words, 
speaking about broken eggs, and then broken eyes, 
and her arguments became more and more 
unreasonable). (39) 

In Garden words clearly slide, creating an atomized 

relationship between signifiers and signifieds. 

Essentially, Hemingway disrupts the phallogocentric 

definition of the Saussurian algorithm, replacing it with a 

more feminist configuration or relationship where slippage 
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exists and signification is dispensed. In other words, no 

direct or natural relationship exists between the signified 

and signifier; rather meaning is contextual as well as 

deferred. This atomized signification suggests an orgasmic 

textuality or sex(t)uality—"iouissance. " That the text is 

more invaginated than phallic is further suggested by the 

text's preoccupation at the level of plot with Catherine's 

libidinal and erotic life. An analysis of Hemingway's use of 

such objects as eggs, eyes, pearls, and olives helps to 

illuminate the dispensed meaning and the resultant orgasmic 

topography textually and thematically. 

The ocular shape and cream color of the pearl link this 

object to the primary metaphorical chain consisting of eggs, 

eyes, and testicles. Its contextual usage further 

reinforces such an association. Hemingway introduces the 

signifier in the lovemaking scene occurring after 

Catherine's haircut. Though David attempts to remove them 

during intercourse, Catherine insists on wearing them, for 

they contribute to her arousal, hence signifying a fetish. 

After establishing here a relationship between this object 

and eroticism, Hemingway next links pearls with orgasms, as 

evidenced by the scene involving the cutting, bleaching, and 

shampooing of Catherine's hair. Catherine tells the barber 

to color her hair "as fair as my pearls" (80). Hemingway 

describes the process as a highly sensual experience, 

specifically evoking the idea of semen when he writes that 
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the barber was "lathering her head now with the foamy thick 

shampoo with the acrid odor" (80). Hemingway again equates 

pearls with orgasmic pleasure when later in the novel 

Catherine tells David that "all the bleaching and re-

bleaching and all of it" is so "exhausting" (143). She then 

speaks of the necessity of napping, as a result of the 

experience, and when David asks for details about the color 

of her hair she replies that it is as white as the "soap 

suds," adding, "Do you remeraber?" (143). The entire 

sequence illustrates a diffused and spherical signification, 

creating an orgasmic effect at the level of plot and 

textuality. 

Hemingway's use of the eye and olive motifs also 

reflects dispensed meaning. Garden uses the visual motif in 

a number of ways. On one hand. Garden reveals much about 

Catherine's psychosexual life, an odyssey largely 

highlighted by references to vision and sight. Throughout 

the novel Catherine reveals an obsession for mirrors, and 

her gazing largely corresponds to her erotic activity with 

the transfixion intensifying as her sexual life becomes more 

complicated. Catherine's interest in mirrors is, in fact, 

so strong that she insists on purchasing one to hang in the 

bar. Hemingway's portrayal of Catherine's relationship to 

mirrors, gazing, and the scopic drive closely resembles 

Bataille's treatment of Simone. From the outset of Story 

Bataille relates Simone's eroticism to vision or ocular 
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imagery, describing her as one who stares, fixing her 

attention on people and objects, particularly eyes. With 

the suicide of Marcelle, Simone's staring increases. 

Bataille writes that "she kept staring into space all the 

time, looking as if she belonged to something other than the 

terrestrial world, where almost everything bored here" (54). 

Hemingway, likewise, describes Catherine as psychically 

disengaged and suffering from ennui; 

When she came back to the room David was not there 
and she stood a long time and looked at the bed 
and then went to the bathroom door and opened it 
and stood and looked in the long mirror. Her face 
had no expression and she looked at herself from 
the head down to her feet with no expression on 
her face at all. (115) 

This scene occurs immediately after Catherine's first sexual 

encounter with Marita, and such a juxtaposition here of the 

bisexual activity with the distanced behavior further echoes 

Bataille's treatment of Simone. Not only does Hemingway use 

vision imagery to signify aspects of Catherine's sexuality, 

he also employs eye motifs to refer to violence, death, and 

excess, again aligning his treatment with Bataille. 

From the bass David catches at the outset of the novel 

to the slaying of the elephant at the end of the 

interpolated African tale, eye images are present. They are 

particularly relevant in the hunting scene where Hemingway 

uses the eye motif to convey the brutality and violence of 

the death of the elephant. When the animal is shot, 

Hemingway writes that it "did not move but his eye was alive 
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and looked at David. He had very long eyelashes and his eye 

was the most alive thing David had ever seen" (199). 

Further describing the brutality of the kill, Hemingway 

adds, "The eye of the elephant had opened wide on the first 

shot and then started to gaze and blood came out of the ear 

and ran in two bright streams down the wrinkled hide" (199). 

In this scene Hemingway also incorporates once again the egg 

motif when David's father refers to him as a "bloody Humpty 

Dumpty" (200). 

Before proceeding to look at the novel's use of olive 

imagery and how it works in the metonymic chain, it is 

important to explore further the theoretical significance of 

the reference to "Humpty Dumpty." Stoneback comments on the 

symbolic significance of this allusion, maintaining. 

Far from being simply the victim of a mad woman 
who has destroyed his marriage, equally far from 
being a hero who allows his "tender androgynous 
self to ascend" and to triumph, as Lawrence R. 
Broer recently argued, David is Humpty Dumpty, in 
mythic and in the strictest of etymological terms; 
he has humped and he has dumped, he is a fallen 
and a broken man, and I am not at all convinced 
that this convenient new partner, Marita, will be 
able to help put him back together again. (26) 

Stoneback's assessment here suggests a negative ontological 

condition. David as "Humpty Dumpty" or as a fragmented 

subjectivity from both a Surrealist and post-structuralist 

standpoint would be considered, however, a positive state 

due to its relationship to diffFrance, alterity, and 

heterogeneity. Essentially, diff^rance challenges notions 

of presence, fixity, or origin of meaning, preferring the 
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idea of deferment, and in psychoanalytic considerations, of 

a unified ego or gendered subjectivity. As evidenced by not 

only the various identity declarations made by Catherine 

throughout the novel but also by David's willingness to 

comply with her shifting ontological pronouncements. Garden 

frequently expresses diff6rance. From a Surrealist and 

post-structuralist perspective then, the allusion to Humpty 

Dumpty, as regarding subjectivity, represents another 

example of atomized representation in the novel. 

Much evidence is present in the novel to suggest that 

both Catherine and David reflect an ontological condition 

which is post-Cartesian, and particularly Surrealist in 

outlook, and as such prefigures treatments in much post-

structuralist criticism. As stated earlier, a number of 

couples in the Surrealist movement openly expressed their 

ideas about androgynous, fragmented, and multiple 

subjectivity by jointly signing their art works, and such 

actions demonstrate an attempt to resolve the oppositional 

subject/object or mind/body split or dualism central to 

Cartesianism. Let us not forget that the Second Manifesto 

announces Surrealism's attempt to transcend such antinomies 

as conscious/unconscious and past/future, and self/other. 

As Breton says. 

Everything tends to make us believe that there 
exists a certain point of the mind at which life 
and death, the real and the iraagined, past and 
future, the communicable and the incommunicable, 
high and low, cease to be perceived as 
contradictions. Now, search as one may one will 



167 

never find any other motivating force in the 
activities of the Surrealists than the hope of 
finding and fixing this point. (123-4) 

Breton continues, and he specifically mentions the 

application of the dialectic to questions of consciousness: 

Surrealism, although a special part of its 
function is to examine with a critical eye the 
notions of reality and unreality, reason and 
irrationality, reflection and impulse, knowledge 
and "fatal" ignorance, usefulness and uselessness 
is analogous at least in one respect with 
historical materialism in that it too tends to 
take as its point of departure the "colossal 
abortion" of the Hegelian system, it seems 
impossible to me to assign any limitations . . . 
to the exercise of a thought finally made 
tractable to negation, and to the negation of 
negation. How can one accept the fact that the 
dialectical method can only be applied to the 
solution of social problems? The entire aim of 
Surrealism is to supply it with practical 
possibilities in no way competitive in the most 
immediate realm of consciousness. (140) 

In addition to exploring a fragmented subjectivity in 

terms of one consciousness, say that of David's, Garden also 

plays with atomized subjectivity in relation to the 

self/other antinomy, and in doing so, characterization in 

Garden achieves a sort of raise en abyme or textual hall of 

mirrors. The repetition of images associated with 

characterization triggers a textual vertigo. Though not as 

fully developed as David, Catherine, and Marita, the minor 

characters (the Sheldons and Andrew Murray) in the 

manuscript version of the novel clearly signify duplication. 

That is, David, Catherine, and Marita fragment into Nick, 

Barbara, and Andrew. David and Catherine, the writers and 

couple with short hair, foil Nick and Barbara, the painters 
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and couple with the long hair. While Marita plays the third 

party in the David/Catherine relationship, Andrew 

roraantically figures into the Nick/Barbara union. Like 

David and Catherine who engage in creative competition with 

one another, Nick and Barbara struggle with a similar 

conflict. Marita and Andrew are not simply relegated to the 

role of lovers, they are also peripheral players in the 

creative processes respective of each couple. The 

characteral configuration also splits again to include 

reflecting triads consisting of Catherine, Barbara, and 

Marita. The metonymic chain linking these three evolves 

around their relation to hair, suntans, desire for 

androgynous relations with their men, lesbian attractions to 

one another, and their attempts to find their own artistic 

expression. 

The characteral mirrors are further duplicated by 

David's belief that he is brother/sister/twin to Catherine, 

Marita, and even Barbara as well as his doubling with Nick 

and Andrew. These dizzy foils spill over into the area of 

textual composition, for at one point David, when writing 

about Nick and Barbara's relationship, remembers that he is 

merely repeating what Andy witnessed first hand. He says to 

himself, ". . .he told it so well you thought it happened to 

you" ( Mss 5.422.1). As the scene continues, this kind of 

confusion intensifies; 

You were taking it from him today. You cheap 
crook. It's his story . . . If you're a writer. 
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write about your own damn girl. If you have to 
write then write that and you better write it soon 
because it's going too fast and you're going with 
it so you might as well write it. How well do you 
see it you stupid bastard that you can't even 
remember what's Andy's and what's yours. 
(5.422.1) 

Ironically, Garden's plot ultimately includes the David-

Catherine-Marita and Barbara-Nick-Andrew stories, stories 

which, of course, intersect. 

In Garden fracturing definitely occurs on several 

levels—the individual, the couple, and even along gender 

lines, signalling not only a fragmented subjectivity but a 

bisexual one as well. That the text deviates from a typical 

linear development and is invaginated and spherical is 

further reinforced by the idea that in the manuscript Marita 

begins to adopt Catherine's behavior and attitudes, hence 

signifying a repetition of plot, not to mention character. 

In keeping with the spherical textuality and theme, 

Hemingway's inclusion of the olive becomes very significant. 

In Garden Hemingway not only uses eggs and eyes in a manner 

similar to Bataille, but he also employs olives much as 

Bataille uses testicles. The oval shape of the "garlic 

olive" and its resemblance to both eyes and eggs qualify its 

position in the metaphorical chain in garden, and in 

addition to its visual properties, its contextual 

application further suggests an association with testicles. 

In Story Bataille includes a bullfight sequence where Simone 

requests the raw testicles of a bull on a plate. Bataille 
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writes, "Mais, a la place ou raon araie devait s'asseoir 

reposaient sur une assiette les deux couilles nues; ces 

glandes, de la grosseur et de la forme d'un oeuf, ^talent 

d'une blancheur nacre6, rosie de sang, analogue k celle du 

globe oculaire" (148). ("There. . .lay two peeled balls, 

glands the size and shape of eggs, and of a pearly 

whiteness, faintly bloodshot, like the globe of an eye: they 

had just been removed from the first bull. . ." [62].) 

Simone derives sexual pleasure from biting into one of the 

testicles while siraultaneously witnessing the enucleation of 

Granero, the bullfighter. Allusions to castration and 

vagina dentata are aspects of this scene which find a 

counterpart in Garden in the scene involving olives. 

After Catherine follows through with the sexual 

encounter with Marita, an act David opposes, she fears that 

she has permanently jeopardized her relationship with David. 

An ambivalent mixture of guilt and defensiveness causes 

Catherine to enact a symbolic castration scene, reflecting 

her sense that she has emasculated her husband. Picking a 

garlic olive out of the martini David makes for her, 

Catherine eats it "very carefully and handed David the pit," 

saying, "Semi-precious stone. . .Put it in your pocket" 

(118). The references to semi-precious stone and pocket 

conjure up the cliche referring to testicles as "family 

jewels," and the passage also recalls previous references to 

another serai-precious stone, the pearl. As the scene 
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develops, David eventually accepts Marita's entry into the 

relationship, and the chapter ends with a celebration, one, 

significantly, involving eggs—both caviar and egg whites 

(122). The entire sequence nicely demonstrates atomized 

signification as meaning slides from olive(egg/eye/testicle) 

to pearl and back to egg. Furthermore, the scene also 

mirrors Bataille's play with such motifs as castration and 

vagina dentata. 

While Hemingway's Garden closely resembles Bataille's 

novel in terms of textuality and motif, the novel also 

contains plot details which significantly echo those in 

Storv. Bataille's characterization of Simone and Marcelle 

seems to have informed Hemingway's portraits of not only 

Catherine and Marita but of Barbara Sheldon as well. Like 

Catherine and Marita, both Simone and Marcelle are wealthy 

and quite young. Bataille describes Marcelle as "timid and 

naively pious," emphasizing her repeated tendency to blush. 

She requires much emotional comfort and reassurance from the 

narrator and Simone. In these respects she closely 

resembles Hemingway's Marita. Hemingway emphatically 

emphasizes that Marita blushes, and David's nickname for 

her, "Haya," "the one who blushes," further accentuates her 

similarity with Marcelle. Marita also desires much 

emotional consolation and support. Repeatedly Catherine 

urges David to make Marita feel welcomed. In terms of 

physical and psychological makeup, Bataille's Marcelle 
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suggests aspects of both Catherine and Barbara's 

characterization. Marcelle sports, for instance, a coiffure 

much like Catherine's, wearing "lovely short hair, so sleek 

and so blond that it actually looked pale" (44). 

Psychically, Marcelle is very vulnerable. Suffering guilt 

and shame over her sexual activities, Marcelle eventually 

experiences a mental collapse and while institutionalized 

hangs herself. Marcelle's incarceration echoes references 

to Catherine's in the manuscript, while the idea of suicide 

parallels Barbara's fate as well. 

In addition to sharing similar settings in France and 

Spain, both novels contain numerous references to Africa. 

In Story Simone, the narrator, and another companion at the 

end of the novel head for Africa "towards new adventures 

with a crew of Negroes" (85). Importantly, the novel also 

mentions Africa in reference to the excessive aspects of 

Simone's libido, for the narrator compares her orgasms to 

the laughter of the African: 

Simone, aprfes le suicide de Marcelle, changea 
profound^ment. Elle ne fixait que la vague, on 
aurait cru qu'elle 6tait d'un autre monde. II 
semblait que tout I'ennuyat. Elle ne demeurait 
li6e k cette vie que par des orgasmes rares, mais 
beaucoup plus violents qu'auparavant. lis ne 
diff6raient pais moins des joies habituelles que 
le rire des sauvages, par exemple, ne difffere de 
celui des civilises. (142) 

(. . .if she was still attached to this world, 
then purely by way of orgasms, that were rare, but 
incomparably more violent than before. These 
orgasms were as different from normal climaxes as, 
say, the mirth of savage Africans from that of 
Occidentals. In fact, though the savages might 
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laugh as moderately as whites, they also have 
long-lasting jags, with all parts of the body in 
violent release, and they go whirling willy-nilly, 
flailing their arms about wildly, shaking their 
bellies, necks, and chests, and chortling and 
gulping horribly.) (55) 

Much like Bataille, Hemingway also uses Africa as both a 

literal device regarding the setting and as a metaphorical 

landscape describing the sexuality of his central female 

character, as evidenced by references to Catherine and 

Marita's desires to be African tribal wives for David. In 

addition, both desire to be dark in color, what Catherine 

calls "lion color." It is Catherine who first speaks of 

going to Africa, telling David, "I'm only telling you a 

story to put you to sleep because you're my good lovely 

husband and ray brother too. I love you and when we go to 

Africa I'll be your African girl too" (29). As several 

critics have noted. Garden inextricably links race and sex. 

Speaking of the novel's relationship to tanning and racial 

otherness, Carl Eby writes: 

. . . a tan isn't simply a tan. Nick is described 
repeatedly—by himself, by Barbara, by Andy, and 
by David—as looking like a "reservation Indian." 
David jokes about being a "half-assed Tahitian," 
and Catherine, who calls him a "renegade Kanaka," 
plans to make him "darker than an Indian." When 
Hemingway introduces us to the Italian heiress, 
Marita, she isn't only the "dark girl"; she is so 
dark that her skin seems almost "Javanese." (6) 

This same critic adds, "The racial transformation, like all 

aspects of the 'sea change' the characters undergo after 

seeing Rodin's statue. The Metamorphoses of Ovjd, is 

radically overdetermined, partaking of manifold cultural. 
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literary, and psychological associations and numerous— 

almost always troubling—racial stereotypes" (6). 

Eroticism, primitivism, and excess are not the only 

themes central to Bataille's Story. for he also draraatizes 

the "return of the repressed," as articulated by Freud in 

"The 'Uncanny'" (Reed). Importantly, not only was this 

essay central to Bataille's philosophy but conceptionally it 

was also a definite favorite of Breton and his band of 

Surrealists (Foster 1-17). In an attempt to associate such 

phenoraena as coincidence, repetition, doubling, and even 

telepathy with the unconscious, Freud first takes a 

linguistic approach. By tracing the etymology of unheimlich 

(uncanny), he discovers that the definition evolves into its 

opposite, heimlich (familiar), illustrating that linguistic 

usage confirms an existing relationship between the 

frightening and the familiar. Turning next to E.T.A. 

Hoffman's "The Sandman," a story Jentsch maintains expresses 

the uncanny, Freud finds that in addition to the therae of 

automatism, the therae of blindness also pervades the story, 

and Freud says that both sensations equally evoke the 

uncanny. After equating the loss of sight with castration, 

Freud concludes that the uncanny is linked with infantile 

sources, signifying the return of the repressed. Freud says 

that the "uncanny is in reality nothing new or alien, but 

something which is familiar and old-established in the mind 

and which has becorae alienated from it only through the 
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process of repression" (241). He adds, "This reference to 

the factor of repression enables us, furthermore, to 

understand Schelling's definition (p. 224) of the uncanny as 

something which ought to have remain hidden but has come to 

light" (241). 

At the close of Story the narrator reveals that his 

entire tale steramed from previously repressed phenoraena. He 

thoroughly outlines the stages in which certain images and 

memories returned and the ways in which they manifest 

themselves in the narrative. All the while, he explores 

such principles of the uncanny as repetition and 

coincidence. Continuing to probe the association existing 

between his fiction and repressed phenomena, the narrator 

discovers that an unresolved oedipal conflict is the source 

of his anxiety. He vividly begins to remember the deep 

hatred for his father, and though he offers minimal details, 

a definite portrait of the man emerges; a tortured, mad 

syphilitic who smelled of urine and feces. The narrator 

explains that the father's madness led him to falsely accuse 

his wife of infidelity, an accusation which, in turn, 

traumatized the narrator as well as contributed to the 

wife's mental collapse. The narrator also emphasizes that 

the father ultimately "died in abandonment" "in a bombarded 

town, a few miles from the German lines" in 1915 (100). The 

appendix to Storv is relevant to Garden thematically as well 

as narratologically. 
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Hemingway not only portrays David's father in a manner 

which resembles the father figure in Story. but, moreover, 

he also includes the idea of a repressed oedipal conflict 

returning and centrally manifesting itself in the narrator's 

art. Like the narrator in Story. David also reveals his 

childhood hatred of his father, describing him as cruel, 

almost invincible, and as a man with a great capacity for 

evil; 

His father had dealt so lightly with evil, giving 
it no chance ever and denying its importance so 
that it had no status and no shape nor dignity. 
He treated evil like an old friend, David thought, 
and evil, when she poxed him, never knew she'd 
scored. (146) 

The use of "poxed" here is noteworthy, given its 

etymological relationship with syphilis and its usage in 

reference to the father's demise. That the father suffered 

from syphilis is further suggested in Garden by the numerous 

references to scabs and foul smells as well as the man's 

promiscuity. David's memory of his father is usually 

associated with stench. For instance, while David attempts 

to portray his father, he imagines his identity, writing, 

"It was not him, of course, [David] who stood there. . .nor 

had he even worn the patched corduroy jacket faded almost 

white now, the armpits rotted through by sweat, that he took 

off then and handed to his Kamba servant and brother . . . 

watching hira smell the sour, vinegary smell and shake his 

head in disgust and then grin . . . " (129). 
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The juxtaposition of the father with foul odor is 

further reinforced during the tracking and killing of the 

elephant. When David recalls the tracking he thinks of the 

smell of baboon and elephant dung, and while killing the 

elephant he relates the foul stench of stomach content. The 

father's association with promiscuity, smells, and sickness 

is, again, foregrounded when Catherine responds to David's 

novel, saying that her narrative is "much more interesting 

and instructive than a lot of natives in a kraal or whatever 

you call it covered with flies and scabs in Central Africa 

with your drunken father staggering around smelling of sour 

beer and not knowing which ones of the little horrors he had 

fathered" (189). In the original manuscript, the subject of 

syphilis is even more directly discussed, for here Catherine 

strongly implies that even David has once been afflicted by 

the disease himself and consequently is infertile. 

Though Hemingway's characterization resembles 

Bataille's portrait of the father in Storv. more notably, 

the presentation of the repressed and then remembered 

oedipal conflict ultimately revealed in David's art is an 

aspect which significantly mirrors Stpry. In Story the 

narrator admits projecting repressed associations and images 

onto the narrative in general and onto his characterization 

of Simone, and in Garden David, too, appears to equate 

aspects of his oedipal history with Catherine. According to 

Steven C. Roe in "Opening Bluebeard's Closet: Writing and 
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Aggression in The Garden of Eden." "The psychological 

configuration of the elephant story, considered amid an 

array of contrapuntal image patterns, imparts a symbolic 

equivalence between the elephant and Catherine whereby the 

former functions as a 'cover figure' for the latter" (62). 

Roe also argues that the novel's references to ivory 

represent "the most obvious clue to her disguised presence 

. . ." (62). Though he does not believe that "the elephant 

is Catherine in disguise," Frank Scafella also notes an 

analogous relationship between the African tale and the 

narrative pertaining to Catherine (28). Most critics agree 

that David's writing clearly reflects a psychic interplay 

between his oedipal past and psychosexual present. 

Catherine appears to evoke that which was previously 

repressed, triggering its return. The old oedipal conflict 

is ultimately projected into David's art, illustrating the 

principles of the uncanny and done so in a manner which 

closely echoes Bataille's work. 

The narrator's comments at the close of Storv serve two 

important functions and, moreover, have relevance to Garden 

as well. In addition to explaining the purpose behind and 

intent of certain objects in his story, the narrator also, 

ironically, undermines the accuracy, reliability, even 

truthfulness of his narrative in general and of his 

observations about Simone in particular. By setting up the 

novel in this way, Bataille calls attention to a central 
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Surrealist aesthetic, namely the problematic relationship 

between author and text, biography and fiction, truth and 

play, and authorial presence and absence. With the 

incorporation of the principles of the uncanny and the 

narrator's qualifying comments, Bataille achieves a sort of 

raise en abyme or textual vertigo regarding epistoraology, 

ontology, and representation. Given Heraingway's 

longstanding aversion to strict biographical readings of his 

work, Bataille's staging of Story would appear an ideal 

model. Though Garden offers no appendix, as does Storv. it, 

nevertheless, raises similar questions about such binaries 

author/text, biography/fiction, and presence/absence. In 

addition to these factors and the spherical signification. 

Garden further achieves the effect of a mise en abvme as a 

result of characterization. All characteral configurations 

are mirrored, suggesting atomized ontological implications. 

Like Story, Garden is as much about story-telling as it 

is about telling a story. The novel not only conveys both 

David and Catherine's desire to create a story but it also 

codes the very processes, conscious or otherwise, that 

ultimately contribute to the formation of art. (This 

technique is, of course, central to most Surrealist novels— 

from Bataille's Storv to Breton's NadiaK By exploring such 

aspects of creation, even laying bare much of the process, 

Hemingway's novel takes on a post-structuralist quality. 

The novel's insights into representation and creativity 



180 

should alert critics to scrutinize David's presentation of 

Catherine more carefully. In addition, these same factors 

should also force critics to avoid assessing Hemingway from 

a hermeneutical circle which omits the possibilities of 

further gestalts—in this case one which directly pertains 

to Surrealist aesthetics. 

Due to its graphic representations. The Story of the 

Eve clearly warrants the label of pornography, and as such 

it vividly contrasts with the more subtle expressions of 

eroticism found in Garden. Hemingway's desire to see Garden 

published without legal complications would explain the 

differing degrees of representation in Story and Garden. 

Garden's raore subtle sexual representations do not, however, 

diminish the novel's spirit or intent to convey erotic 

transgression nor do they discount its many Surrealist 

motifs and themes. If Surrealism, either Bataille's brand 

or Breton's, intends to shock and to deconstruct perceptions 

and attitudes, then Garden certainly fulfills one of the 

movement's priorities, as evidenced by the critical reaction 

to its publication. 

Though the two novels may differ in their degree of 

graphic representation, they, nevertheless, have much in 

common in terms of motif, theme, characterization, and, 

above all, textuality. A comparison of garden with Story 

illuminates the scope, complexity, and diversity of 

Hemingway's aesthetic. Numerous critics have commented on 
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the profound daring expressed by Garden, and an assessment 

of the novel in relation to Story merely accentuates the 

extent to which Hemingway absorbed Surrealist aesthetics and 

subsequently pioneered new aesthetic ground for himself, 

garden not only offers bold thematic content such as its 

treatment of androgyny and eroticism, but it also 

demonstrates a progressive, even French feminist, 

sex(t)uality. Its usage of such motifs as eggs, eyes, 

pearls, and olives forms a signifying chain which 

thematically and linguistically suggests "iouissance." 

offering a signification which largely deviates from more 

traditional or phallogocentric application. Like Bataille, 

Hemingway appears to have presented a text with numerous 

post-structuralist characteristics and one which, moreover, 

should alert readers to reassess previous reading and 

interpretive strategies and assumptions concerning 

Hemingway's oeuvre. This latter consideration is important, 

given all the recent debates concerning canon revision and 

much talk, in particular, regarding Hemingway's place within 

such a canon due to his presumed misogynistic ouevre. 



CHAPTER VI 

GARDEN AND CIXOUSIAN THEORY 

. . . my new steps will have no other goal than to reinvent 
you. I shall invent you for me, since I desire to see poetry 
and life recreated perpetually—Andre Breton from Mad Love 

Though critics sympathize with the character of 

Catherine Bourne and with feminist concerns in general, 

response to The Garden of Eden still largely fails to 

acknowledge the significance of Hemingway's theoretical 

prescience in terms of a feminist hermeneutic. A close 

exaraination of the novel reveals that Garden clearly 

addresses a number of issues receiving increasing amounts of 

attention from a diverse range of perspectives, namely 

gender roles and particularly questions concerning the 

relationship between gender and creative processes such as 

authorship. The novel, seen alone or in tandem with the 

manuscript, not only serves as an exemplum of the 

debilitating anxieties which the woman author experiences, 

but also prefigures many contemporary theories concerning 

l'4criture feminine, as articulated in particular by Hel&ne 

Cixous. Hemingway's anticipation here of this brand of 

French feminist theory is a result of his contact with not 

only Surrealism but with the writings of Georges Bataille in 

particular, for a direct nexus exists between the two. As 

Margaret Cohen in Profane mumination: Walter Benjamin and 

the Paris of Surrealist Revolution says: 

182 
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When Helene Cixous calls for 1'Ecriture feminine 
in her famous manifesto, she speaks of the need 
for disruptive unchaining, identifying women with 
the unconscious forces that all manner of avant-
garde practices are to bring forth, while this 
eruption is occasionally figured in the rhetoric 
of illumination or encounter borrowed from high 
surrealism, however, the explicit debt that 
Cixous repeats throughout her manifesto is 
Bataille. (113) 

Susan Rubin Suleiman is another who notes a close 

relationship between Cixous and Surrealism. According to 

Suleiman, "in describing the process of a free-flowing 

vjriting that she associates with feminity," Cixous 

"reinvents" some Surrealist "vocabulary" (x). Much of what 

Cixous says of ferainist writing closely resembles, maintains 

Suleiman, "automatic writing, the poetic mainstay of the 

first Surrealist Manifesto" (x). Suleiman adds; 

Like automatic writing, H.C.'s practice is "at 
once a vocation and a technique," "a practice of 
the greatest passivity," which is actually "an 
active way—of getting to know things by letting 
ourselves be known by them." Cagey H.C., to 
rewrite the avant-garde by feminizing it! 
"Continuity, abundance, drift rderive, a favorite 
word of the Situationists, inherited as a concept 
from the Surrealists, and passed on to post-
structuralism via the writings of Jacques 
Derrida]—are these specifically feminine? I 
think so. And when a similar wave of writing 
surges forth from the body of a man, it's because 
in him feminity is not forbidden." (x) 

Viewed from this perspective. Garden not only contributes to 

our understanding of important gender-related issues, but 

moreover demands a revaluation of Hemingway's literary 

treatment of women, for Garden vividly calls into question 

previous critical charges of misogyny. 
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As numerous critics have pointed out, a major focus of 

both the published version of Garden and the original drafts 

pertains to artistry and creativity. Moreover, the novel 

explores the evolution of the characters' creative impulses 

from psychic or libidinal origins to practical or actual 

raanifestations. On the one hand. Garden offers access to 

the creative life of the novelist, David Bourne. Not only 

do we witness his struggle with such external obstacles as 

financial and raarital considerations, but we are also privy 

to the internal or psychological variables. It is important 

to note, though, that Bourne's struggle with authorship 

constitutes only a portion of Garden's plot, for Hemingway 

comments equally on Catherine's artistic odyssey. His 

treatment of Catherine reveals several surprising insights 

into the creative struggles of the female artist. Catherine 

clearly desires to be an artist, yet is riddled by feelings 

of inadequacy. She manifests, in fact, an attitude about 

authorship which clearly resembles the findings by Cixous 

throughout her oeuvre and by Sandra M. Gilbert and Susan 

Gubar in "Infection in the Sentence: The Woman Writer and 

the Anxiety of Authorship." Catherine's suffering and 

presumed descent into madness relate directly to her 

debilitating insecurities in the face of the patriarchal 

dominance of the arts. 

Throughout the novel Catherine struggles heroically to 

legitimate her creativity, and she does so by using her 
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physical body. Repeatedly the novel demonstrates her sense 

of inadequacy regarding the employment of language. Having 

no confidence in, nor because of her gender, full access to 

the traditionally male-controlled tool of literature, she 

turns to an alternative medium of expression—her own body. 

She literally embraces the avenue of artistic expression 

which 1'Ecriture feminine advocates. Catherine creates a 

text, not with language, but with her body, as signified by 

such actions as cutting and bleaching her hair and 

insisting, first, on a transsexxual relationship with her 

husband and, later, on a lesbian and then a manage k trois 

involving Marita. Moreover, all these actions signify what 

French feminist theorists call "iouissance." 

Catherine expects David to act like a scribe. That is, 

she wants him to transfer to paper or to translate into 

language the story that she physically creates, and she 

provides the plot by living it from moment to moment. As 

Cixous and others have claimed, women have largely been 

excluded from the traditional modes of literary expression, 

hence forced to give voice to their artistry in alternative 

sources—what Domna Stanton calls "autogynography" or 

"narratives of the self" such as journals, diaries, letters, 

and even cookbooks (quoted in Stimpson 263). Catherine's 

efforts at creative self expression clearly fall under the 

rubric of autogynography. Catherine's refusal to write the 

text herself can be explained not only by Cixous' belief 
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that the phallocentric control of letters produces 

insecurity in the female writer, but also by two other 

interrelated Cixousian positions—the idea that the female 

libido and not the written word best expresses reality, and 

the aversion to text reification. Cixous' writing has 

produced its own body of criticism, and succinct 

descriptions of her theories by Leslie W. Rabine and Morag 

Shiach show why her feminist hermeneutic seems tailor made 

for interpreting Hemingway's Catherine. According to 

Rabine, Cixous aspires to create a language which is "non

phallic" and "non-fetishistic" (42), realizing the 

contradiction if not impossibility of such a task. Cixous 

thoughtfully assesses her "'relation to the law of meaning 

in language'" and recognizes, says Rabine, the inability of 

written discourse to mirror reality accurately (38). Rabine 

argues that for Cixous, "the only reality is that spoken by 

the feminine unconsciousness and its drives" (38). As 

Cixous says, "woman's flesh speaks true" ("Sorties" 92). 

Cixous flatly rejects the mind over body hierarchy in 

Western thought and emphasizes, as Shiach says, that 

"writing is produced, and understood, in relation to the 

body" (70). Shiach adds that this concern with the relation 

between the language/body duality "leads her to an 

engagement with the unconscious, as the locus of that which 

has been repressed by the brutal severing of the corporeal 
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and the linguistic, and by the very process of sexual 

differentiation" (70). 

Although Cixous believes that the ultimate text is the 

libidinal one, she nevertheless recognizes the need to 

employ, manipulate, and sabotage the very language system 

which she knows paradoxically entraps her, for silence is 

not an acceptable option for woman. As Cixous says, woman 

has been silenced too long. Catherine's refusal to write 

the text herself could, therefore, be interpreted as a 

purist affirmation of the belief in the libido's ability, as 

opposed to the written word, to articulate truth. Catherine 

cares little for how the text actually reads, just one 

indication that she privileges a libidinal text over a 

written one. 

Cixous sees publishing as a phallocentric tool within a 

"biblicocapitalist society" (95). She understands but 

simultaneously dislikes that her work will be "transformed 

from a writerly process into a 'published text,' a book, an 

object of exchange, fetish or false phallus, that consumers 

will treat as a mirror of an objectified author" (Rabine 

42). In Garden Catherine reflects a similar point of view 

about text fetishisra and publishing. For instance, she 

objects to David's tendency to fetishize his clippings, and 

in one very telling scene says, "but what are you to do if 

you discover that the man is illiterate and practices 

solitary vice in a wastebasket full of clippings. . ." 
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development, Hemingway mirrors a central thematic concern, 

naraely the suppression of feraale creativity. To focus on 

David's narrative and point of view not only neglects 

Catherine's artistic evolution, but constitutes a failure to 

acknowledge the text's "Other" where free play, true 

innovation, and creativity exist. 

From the very outset of the novel, Hemingway places 

subtle signposts which guide us to see Catherine as a 

formidable character and a legitimate artist. In the 

opening chapter Hemingway describes the room where the 

couple resides as one which "looked like the painting of Van 

Gogh's room at Aries" (4). Hemingway uses the mad artist 

stigma commonly associated with Van Gogh and the ultimate 

and presumed insanity of Catherine to encourage us to 

acknowledge Catherine's role as an artist. The symbolic 

alignment between Catherine and Van Gogh signifies 

Hemingway's great sympathy for her aesthetic trials and 

sufferings. In Less Than a Treason. Peter Griffin says that 

as a result of reading Van Gogh's letters in 1924, Hemingway 

became so touched by the artist's trials that he made a 

"pilgrimage" to his home and to the asylum where Van Gogh 

had been institutionalized (72). Griffin suggests that 

Hemingway was moved by Van Gogh's "suffering and sacrifice 

for the truth" (72), and adds, "Ernest returned to Paris 

filled with compassion for the long-suffering artist who had 

wagered his life on his work" (72). As evidenced by his 
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(216). That she wishes to avoid reification of her own 

creative output is indicated by her resistance to writing 

her text herself and by her initial reluctance to publish 

the text. 

Catherine's attitudes towards her text by no means 

signify an indifference on her part. Upon discovering that 

David has abandoned the task of transcribing her text and 

chosen, instead, to work on a narrative of his own creation, 

she destroys his manuscripts. Without question, this act 

(as well as all others leading up to this point) is 

subversive, yet as such it fulfills the central criterion 

which Cixous insists is integral to the creation of a 

feminine text. Cixous emphatically maintains that a 

feminine text must sabotage phallocentrism, and a primary 

agenda of a feminine text is to "smash everything, to 

shatter the framework of institutions, to blow up the law, 

to break up the 'truth' with laughter" ("Laugh of the 

Medusa" 316). 

Garden unequivocally constitutes a unique and moreover, 

dual, Kunstlerroman. That it traces the development of 

David's artistic life is an idea which most critics 

enthusiastically embrace. However, Garden also portrays 

Catherine's artistic odyssey, and this becomes evident by 

analyzing the components of the novel which Hemingway 

suppresses. By submerging Catherine's artistic quest 

beneath aspects of the narrative foregrounding David's 
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treatment of Catherine, Hemingway shows a similar compassion 

for Catherine's aesthetic struggles. 

Several critics acknowledge Catherine's artistry, but 

only tentatively. In Hemingway's Ouarrel with Androgyny. 

Mark Spilka calls Catherine "the conversational artist 

. . . the talkative waitress of The Torrents of Spring (a 

teller of literary anecdotes!) come back to haunt or 'spook' 

her cruel creator" (12). Spilka notes Catherine's 

competitive nature and says that she tries "to assert some 

comparable form of creativity and self importance" (307). 

In spite of recognizing Catherine's artistry, Spilka 

ultimately fails to acknowledge that her actions comprise a 

legitimate artistic text, for he maintains that the 

character essentially serves a dual biographical function. 

On one hand she represents "an amalgam of many women in 

Heraingway's life" (305), and secondly, she symbolizes "the 

androgynous lesbian muse" within Hemingway's own psyche— 

"that secret female version of himself against whom his 

masculine artistry had always been opposed" (305). 

Although Spilka's biographical explanation here 

undermines the legitimacy of Catherine's artistry, his 

labeling of her as a conversational artist has, 

nevertheless, significant implications in terms of a 

Cixousian hermeneutic. Feminist theorists have long 

addressed the position of silence which women have occupied 

socially, politically, and linguistically. Cixous, in 
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particular, works to locate a place from which we can speak. 

Cixous believes that feminine writing provides such a site, 

and it does so, in part, by sabotaging the hierarchial 

relation between writing and speech and favoring the latter. 

In "Sorties" and elsewhere, including such fiction as 

Promethea, cixous emphatically asserts a "privileged 

relationship with voice" (93). Cixous' ideas about voice 

and the plurivocity of 1'Ecriture feminine enable us to see 

the theoretical significance of Spilka's label. 

John Raeburn and Robert Gajdusek are two other critics 

who, at least marginally, recognize Catherine as an artist. 

Gajdusek begins his article, "Elephant Hunt in Eden: A Study 

of New and Old Myths and Other Strange Beasts in Hemingway's 

Garden," by pointing out the similarities between 

Hemingway's Garden and Thurber's "Unicorn in the Garden," 

and he calls attention to both works' thematic exploration 

of sexual politics, competition, and creativity. He 

examines Catherine's dissatisfaction with the arbitrary, 

socially constructed gender roles to which she is expected 

to conform and says that she actively rebels. Moreover, 

Gajdusek recognizes the artistry inherent in her actions: 

David clearly sees, and with guilt, the source of 
Catherine's dilemma in his exclusionary art. The 
imaginary world of his art does exclude her—he is 
the creator whose creative act seems to replace 
her own biological function—and only his 
"narrative" of their life together gives her what 
she feels is a participatory role. She, in 
retaliation, becomes creator in the real, 
unnaturally manipulating life into fictive 
postures, creating drama. "I've invented you," 
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She says of David and Marita, reciprocally trying 
to control destiny. (12) 

Raeburn believes that Catherine "lacks the artistic talent," 

but, nevertheless, "possesses the artist's disposition" 

(115). He, like Gajdusek, points out Catherine's 

frustration with restrictive gender codes and "her sense of 

powerlessness in the world" (114). Raeburn says: 

Catherine has no work to do—she would like to be 
a painter or writer but knows she lacks talent— 
and thus she is forever inventing projects, 
studying Spanish or undertaking reading and self-
improvement regimens, or finally and disastrously, 
making plans for David's narrative of their lives 
together to be published. (50) 

Although these three critics recognize that Catherine 

manifests an artistic sensibility, they fail unequivocally 

to call her an artist in the strict sense of the word. As a 

result of Cixous' insight into the "feminine practice of 

writing," we can not only understand such a critical 

reaction, but can also see that a feminine text such as 

Catherine creates clearly defies a traditional or 

phallocentric definition. According to Cixous, feminine 

writing "will always surpass the discourse that regulates 

the phallocentric system; it does and will take place in 

areas other than those subordinated to philosophico-

theoretical domination" ("Laugh" 313). Cixous calls for a 

revaluation of criteria defining authorship, creativity, 

texts. She explains that writing has always been defined by 

phallocentric laws, and she encourages woraen "to write and 

thus to forge" for themselves "the antilogos weapon" (312). 
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According to Cixous a feminine text is free to define 

itself, free to refuse to comply with or conform to 

phallocentric definitions, expectations, or limitations. 

Cixous' challenge to orthodox notions about an artistry, 

works, and mediums has its origins in Surrealist philosophy, 

and by briefly examining such theory, we can better see that 

Catherine is, indeed, an artist in her own right—certainly 

by both Surrealist and Cixousian standards. 

An analysis of the Surrealist definition of artist 

illustrates that artistry is by no means limited to the 

canvas, celluloid, or text and that it emphatically includes 

the artist's lifestyle. As is the case with any aesthetic 

school. Surrealism imposes criteria upon images in order to 

warrant association with the movement; however, what largely 

differentiates this school from most others is that it makes 

equal demands on the artist. That is. Surrealism is a way 

of life, a sensibility, and not merely an aesthetic style. 

Note, for example, the first manifesto's declaration stating 

that "Swift is Surrealist in malice,/Sade . . . in 

Sadism./Chateaubriand . . . exoticism" and so on (26-7). 

The inclusion of the various names juxtaposed with behavior 

or attitude gives credence to the notion that Surrealism is 

all inclusive, concerned with every aspect of human 

activity, be it aesthetic, emotional, intellectual, or 

performative. Surrealism consists of a frame of mind, mode 
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Of behavior, and, significantly the members equate such 

factors with artistic creativity. 

Gadjusek's comment that Catherine "becomes creator in 

the real, unnaturally manipulating life into fictive 

postures, creating drama" takes on ironic significance in 

the light of Nahma Sandrow's theory on the link between 

theatricality and Surrealism. In Surrealism: Theater. Arts. 

Ideas Sandrow writes that the very essence of Surrealism is 

theatrical: 

There was a theatricality in surrealist life and 
art. One critic has observed that in retrospect 
they have "begun to look like a twenty-year mock-
heroic morality play whose structure and detail 
convey the turbulence we increasingly turn up 
around us." Even the historians who never mention 
this theatricality seem to feel it. The sur
realists' most hostile contemporaries could not 
resist watching the show; and neither can 
posterity. Dada and surrealism thought of 
themselves naturally in theatrical metaphors, as 
when a Dada manifesto proclaimed; "We . . . are 
preparing the great spectacle of disaster, arson, 
and decomposition." (16) 

In her analysis of the Surrealist artist, Sandrow offers 

much evidence to show that "at the heart of surrealist 

philosophy was the individual surrealist life experience, as 

crystallized in artistic creation" (26). Little attempt was 

made to differentiate between an art object and an artist, 

and "this made it possible," says Sandrow, "for many 

Surrealists to be esteemed by their fellows as proven 

artists without having produced anything at all but their 

own surrealist personalities" (25). As was the case with a 

number of antinomies, the subject/object binary was 
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revaluated. According to Sandrow, surrealism "demanded" 

"that every act of creation be absolutely personal; that 

creator and creation be one; and, further, that the 

conventional artificial distinction between art and life be 

dissolved" (32-3). Sandrow adds, ". . . in art as in life 

surrealists were constantly engaged in dramatizing 

themselves" (35). 

Throughout the novel Catherine overtly demonstrates a 

theatricality in her approach to every activity—from the 

mundane to the sublime. Every act, speech, entrance, and 

exit appear carefully staged, almost rehearsed, strongly 

suggesting performative art. The Dada proclamation about 

"preparing the great spectacle of disaster, arson, and 

decomposition" takes on a haunting significance when 

compared to Catherine's claim to David in Book I: "I'm the 

destructive type . . . And I am going to destroy you. 

They'll put a plaque up on the wall of the building outside 

the room" (5). Also, consider for a moment her great desire 

to go public with a coiffure radically different than the 

norm. Among Surrealists such an act is, indeed, classified 

as art, as evidenced by the case of Dora Maar. One of the 

most frequently repeated anecdotes concerning Maar involves 

her display before a group of Surrealists in a Parisian cafe 

of her invented coiffure—disheveled hair, an act which 

evoked great awe and admiration from the group and which 

still receives attention in Surrealist histories. Sandrow 
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notes that "since creation was bound up with the 

circumstances of an individual artist's momentary state of 

existence, how the artist had arrived at certain results was 

of equal interest to the results themselves" (40). (Note 

that this technique is absolutely indicative of Cixous' 

entire ouevre as well). Sandrow says this accounts for 

Breton and Eluard's numerous revelations about their 

detailed techniques in the manifestoes and other 

publications, Duchamp's explanations in Green Box concerning 

the evolution of The Bride Stripped Bare by her Bachelors. 

Even (Large Glass1 (40). This technique also informs, of 

course, much of Breton's Nadia as well. That is, much of 

the book tells how the book evolved, and while such a 

technique surfaced early in literary history with Don 

ouixote of the sixteenth century or Tristram Shandv of the 

eigtheenth, it is absolutely characteristic of Surrealism. 

As Sandrow claims, such recent creations as "novels about 

novel making" and "films about film making" have "their 

roots" in Surrealism (40). She adds; 

Not only was the role of the artist and his life 
essential to the surrealist nature of the art 
work. The surrealist artist and his role were the 
center of the art work in another sense as well. 
The twentieth-century artist had new justification 
for looking to himself as the raw material of art. 
Psychoanalysis was confirming the intuitions of 
the romantic tradition of self-expression and 
inspiration by revealing the psyche as an 
inexhaustible supply of wonders. To the 
surrealists these wonders were more real, more 
surreal, than rational thought can be . . . so 
surrealist artists tried to tap their psyches. 
(40) 
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This blurred distinction between artist and object and the 

artist's life or personality as art not only illuminates 

much about Catherine's character but, also, offers important 

insight into an aspect of Hemingway himself. As evidenced 

by such texts as Raeburn's Fame Became Of Him: Hemingway as 

Public Writer, critics have long charged that Hemingway 

deliberately constructed his celebrity: 

But recognizing the genuiness as well as the 
appeal of his literary art, we must not forget 
that Hemingway also gave his talent and energy to 
the invention and promulgation of a public 
personality; and even if it was of a lesser order 
of creation, its success was important to him, 
perhaps as important as the success of his art . . 
. . In nearly all of this nonfictional 
material he was shaping his public personality, 
and because he did this with such skillful 
repetition, he was able to make himself the 
darling of the mass media. (10) 

Inherent in the majority of the critiques of Hemingway's 

overt self-promotion or celebrity is a disparaging or 

critical tone. From a Surrealist perspective, however, the 

actions of Hemingway and such characters as Catherine are of 

elevated importance, signifying the personality as a work of 

art. Of the various critics, Jerry A. Varsava clearly 

stands apart in his ability to assess such behavior in a 

radical and refreshing departure from orthodox beliefs. 

Speaking of Catherine Bourne from a "contratextual" point of 

view, Varsava writes that Catherine questions an important 

"precept of bourgeois mores—the very sacrosanctity of art 

and the artist—a precept firmly entrenched in our cultural 

code since the Romantics" (120). Varsava adds that "while 
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David wishes to write, Catherine implies that there may be 

something even more important to do—to live" (120). 

Contrasting Catherine's "proto-existentialist" sensibility 

with David's adherence to "blind" conformity, Varsava 

maintains: 

On the one hand, we have a courageous moral 
individualist, on the other, a craven 
metaphysician. In this context, Catherine's 
assertion that she is an "inventor"—of herself, 
of David, of their marriage—takes on a new 
significance. Far from being an anti-muse, she 
becomes in this context the only genuine artist in 
the novel, though her medium is existence itself, 
and not merely language or canvas. Indeed, her 
statement that "There is nothing except through 
yourself" now serves not as a neurotic cri de 
coeur but as a succinct existential manifesto. 
(123) 

Catherine's behavior—her wanderings in the Prado, her 

public display of androgynous hair and clothing, her always 

unexpected disappearances and reappearances in the novel, 

her presumed madness, and her profound impact on the male 

protagonist—not only suggests personality as art but, 

moreover, strikingly resembles the quintessential novelistic 

character in Surrealism, naraely Breton's Nadia. 

Importantly, though, the characteristics embodied by 

Catherine are simultaneously in total congruence not only 

with Surrealist credos but with Cixousian theory as well. 

In "Coming to Writing" and Other Essays Cixous explores 

artistry and creativity, inextricably linking such processes 

with new frontiers—sexual, aesthetic, psychological. She 

says, "I call 'poet' any writer, philosopher, author of 
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plays, dreamer, producers of dreams, who uses life as a time 

'approaching'"(114). Throughout her text she defines 

"approaching" as loving, defying death, questing after the 

"second innocence," namely rejecting episteraological and 

ontological certainties as defined by the phallocentric 

traditions of the West. The poet who embarks on such a 

journey will produce unforseen "forms"—results that are 

indistinguishable from life and living: 

I don't "begin" by "writing"; I don't write. Life 
becomes text starting out frora my body. I am 
already text. History, love, violence, tirae, 
work, desire inscribe it in my body, I go where 
the "fundamental language" is spoken, the body 
language into which all the tongues of things, 
acts, and beings translate themselves . . . . (52) 

Cixous maintains that the voice of love "speaks, and I am 

what is uttered" (44). She adds; Who makes me write, moan, 

sing, dare? Who gives me the body that is never afraid of 

fear? Who writes me? Who makes my life into the carnal 

field of an uprising of texts? Life in person" (44). 

Repeatedly and emphatically Cixous also emphasizes the 

role that the physical body must play in the creation of a 

feminine text. She says, "Write your self. Your body must 

be heard" ("Laugh" 312). She points to repressed libidinal 

desires as seats of great creative strength, and she 

explains that women have been indoctrinated to deny their 

eroticism, hence have been dispossessed of a major source of 

creativity (312). Cixous says; 

In body.—More so than men who are coaxed toward 
social success, towards sublimation, women are 
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body. More body, hence more writing. For a long 
time it has been in body that women have responded 
to persecution, to the familial-conjugal 
enterprise of domination, to the repeated attempts 
at castrating them. (316) 

Throughout Garden we repeatedly witness Catherine's 

attempts to write with her body and successfully tap 

libidinal creativity. From the outset Catherine struggles 

painfully with logocentric discourse and only gradually 

realizes that the libido not only provides an effective 

raeasure of self-expression, creativity, and art, but also 

serves as the locus of her psychic, spiritual, and sexual 

liberation. In the opening chapter of the novel, for 

example, Catherine fears that her conversation strikes David 

as inadequate, uncreative. Both of their reactions here and 

in the subsequent scene are noteworthy: 

"We're not great conversationalists at meals," the 
girl said. "Do I bore you darling?" 
The young man laughed. 
"Don't laugh at me, David." 
"I wasn't. No. You don't bore me. I'd be happy 
looking at you if you never said a word." He 
poured her another glass of wine and filled his 
own. 
"I have a big surprise. I didn't tell you, did I? 

the girl said. (11) 

We learn next that the "surprise" involves changing herself. 

After making love, Catherine tells David that "it's for you. 

It's for me too. I won't pretend that it's not. But it 

will do something to you" (12). The surprise involves a 

hair style which is "cropped as short as a boy's" cut "with 

no compromises" (14-15). The haircut signifies a creative, 

sexual, and very public expression of her artistry. The 
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same holds true of all subsequent acts, from bleaching her 

hair and enticing David to change his coiffure, to engaging 

in transsexual and bisexual relations. These juxtaposed 

scenes illustrate clearly that Catherine compensates for her 

insecurities about expressing herself with language by 

asserting her creativity and ingenuity physically. 

Throughout the novel Catherine prefers physical to 

linguistic expression; moreover, she derives both self-

respect and sexual satisfaction from communicating with her 

body. For instance, upon cutting her hair for the first 

tirae, she bodly displays this physical manifestation of her 

artistry in a local cafe. She tells David that "stupid 

people will think it's strange. But we must be proud" (16). 

Besides deriving a sense of self-assurance from her bodily 

expression, she also experiences sexual gratification or 

jouissance. Each creative act of self-expression—the 

hairstyles, the bleachings, the transsexual and bisexual 

acts—manifests sexual pleasure, what Cixous calls auto-

eroticism. Catherine clearly speaks a libidinal language 

and often lets her body express her thoughts, as evidenced 

when she tells David, "I'll put on one of my tight shirts so 

you can tell what I think about things" (175-76). As this 

line indicates, Catherine's body communicates ideas while 

simultaneously manifesting sexual pleasure. 

The self-confidence Catherine feels when exercising her 

physical or libidinal form of artistic expression contrasts 
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with the stifling insecurities she experiences when trying 

to communicate with language. While David writes, Catherine 

often spends time reading books, writing letters, and, more 

notably, studying languages, as indicated by her reading of 

the "Spanish-English method book" (51). Even though such 

activities signal an active engagement with traditional 

phallogocentric discourse, she never feels that she has full 

access to or coraraand over such modes. Throughout the novel 

Catherine demonstrates her frustration with or alienation 

from language. In a very telling scene, David says that 

"bore" is "the one damned word in the language" that he 

"can't stand," and Catherine responds, "Lucky you with only 

one word like that in the language" (41). Catherine's 

inability to access language, or to enter into the Symbolic 

smoothly, in the Lacanian sense, is further reinforced by 

Catherine's obsession for gazing into mirrors. She is so 

fascinated with observing herself that she suggests 

purchasing a mirror to hang in the bar so that the three of 

them "can all see each other when we talk rot and know how 

rotty it is. You can't fool a bar mirror" (103). Cixous 

repeatedly speaks of alienation from the Symbolic as 

advantageous, and Catherine's interest in mirrors shows a 

similar satisfaction with existence in the Imaginary or pre-

Symbolic condition—what Cixous describes in utero 

metaphors. Cixous largely reappropriates Lacanian notions 

about the pre-linguistic "Imaginary" or "mirror" 
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(pre-Symbolic) phase of childhood which is the stage of 

psychic, yet illusionary, individuation or ego unification. 

Speaking of tapping into her unconscious, Cixous writes: 

I give birth. I enjoy giving births. I enjoyed 
birthings—ray mother is a midwife—I've always 
taken pleasure in watching a woman give birth. 
Giving birth "well." Leading her act, her 
passion, letting herself be led by it, pushing as 
one thinks, half carried away, half commanding the 
contraction, she merges with the uncontrollable, 
which she makes her own. . .Giving birth as one 
swims, exploiting the resistance of the flesh, of 
the sea, the work of the breath in which the 
notion of "mastery" is annulled, body after her 
own body, the woman follows herself, meets 
herself, marries herself. She is there. ("Coming" 
30) 

Cixous explains that "there" is the locus of creativity; "A 

longing for text! . . . Paper! Intoxications! I'm brimming 

over! My breasts are overflowing! Milk. Ink. Nursing time 

. . ." (31). 

While Catherine ultimately gives birth to a libidinal 

or utero mind set, her labor is long and arduous, and 

chapter six most vividly exposes her aesthetic frustrations 

and anxieties. She again expresses doubt about the quality 

of her conversation and says, "I'm sorry I'm talking so 

much. I'm sorry if I talk stupidly. I usually do" (53). 

She continues: 

"It's [wine] a different sort of talkative than 
absinthe," Catherine said. "It doesn't feel 
dangerous. I've started on my good new life and 
I'm reading now and looking outward and trying not 
to think about myself so much and I'm going to 
keep it up but we ought not to be in town this 
time of year. Maybe we'll go. The whole way here 
I saw wonderful things to paint and I can't paint 
at all and never could. But I know wonderful 
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things to write and I can't even write a letter 
that isn't stupid. I never wanted to be a painter 
or writer until I came to this country. Now it's 
just like being hungry all the time and there's 
nothing you can ever do about it." (53) 

This confessional speech reflecting her frustration with 

writing occurs when she has been struggling to control her 

creative, libidinal urges. When David tries to console her 

by telling her that "the country is here. You don't have to 

do anything about it," Catherine responds, "There's nothing 

except through yourself . . . and I don't want to die and it 

be gone" (53). As he has done here, Heraingway frequently 

juxtaposes Catherine's thoughts about artistry with ideas 

about death and raadness. In doing so, he prefigures a 

number of feminist theorists about the anxieties highly 

imaginative women face upon comteraplating an artistic 

endeavor. 

According to Cixous, the artistic woman experiences 

fear, shame, and insecurity about her ability to create; 

"Everything in rae joined forces to forbid rae to write; 

History, ray story, my origin, my sex" ("Coming" 12). She 

adds that "writing is reserved for the chosen. It surely 

took place in a realm inaccessible to the small, to the 

humble, to women" (13). Cixous writes that the artistic 

woman even doubts her own sanity, just as others also 

question her mental health. Cixous maintains that the woman 

who internalizes phallogocentric criticisms begins to accuse 

herself "of being a monster" ("Laugh 309). She writes that 
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a woman who experiences a "desire stirring inside her (to 

sing, to write, to dance, to speak, in short, to bring out 

something new)" inevitably believes that she is "sick" 

(309). She adds, "Well, her sharaeful sickness is that she 

resists death, that she makes trouble" (309). 

Cixous' insights into the effects of phallocentric 

domination of the literature and aesthetic value mirror 

Gilbert and Gubar's findings in "Infection in the Sentence." 

According to these two critics, the patriarchal control of 

literature has profoundly crippled the female psyche. Their 

thesis expands upon and revises the Bloomian notion of 

"anxiety of influence," and they argue that "in comparison 

to the 'male' tradition of strong, father-son combat, 

however, this female anxiety of authorship is profoundly 

debilitating" (293). They explain that the highly creative 

woman suffers from mental diseases or "dis-eases"; 

agoraphobia, anorexia, claustrophobia (295). 

Both the Blooraian theory and its revised feminist 

version provide paradigms applying to Hemingway. For 

instance, Hemingway's writing The Torrents of Spring in an 

attempt to invalidate Sherwood Anderson's influence confirms 

Bloora's ideas about an oedipal/literary complex, and helps 

to explain Hemingway's reaction to literary influences and 

mentors. His treatraent of Catherine in Garden also reflects 

his understanding of the anxiety of authorship felt by 

women. He exposes Catherine's insecurity, alienation, and 
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fear as well as other emotions which plague the woman 

artist. Importantly, Barbara Sheldon is rendered similarly 

in the original manuscript. When asked if she still paints, 

Barbara tells David, "No, I painted well enough for a woman 

but not well enough to interest me," adding, "How can I 

paint with Nick painting the way he does" (5. 422.1). 

Hemingway clearly shows that both women lack confidence in 

their ability to create well. Gilbert and Gubar point out 

that a woman artist experiences "a radical fear that she 

cannot create, that because she can never become a 

'precursor' the act of writing will isolate or destroy her" 

(291). They maintain that woraen believe "that if they do 

not behave like angels they must be monsters" (294). 

Cixous, of course, also points out that a woman's artistry, 

hence nonconformity, signals a sort of deviant behavior to 

all who conform to or internalize phallocentric views (309). 

David's calling Catherine "Devil" in response to her 

creative expressions manifests such an attitude. 

A great disparity exists between what David says to 

Catherine and what he actually thinks. His reactions to 

her, as well as his attitudes, should be carefully 

scrutinized. As Raeburn says, 

David complacently if regretfully seems to accept 
pathology as an accurate diagnosis [of Catherine's 
behavior] but in doing so reveals his own myopia. 
David's point of view dominates Garden of Eden, 
but a dialogic subtext undermines to some extent 
the credibility of his perception. The specific 
circumstances of the raarriage spur Catherine as 
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much or raore than any putative psychological 
trauma. (114) 

Repeatedly in the novel Hemingway reveals that 

Catherine's aesthetic insecurities are justified. Not only 

does David fail to recognize Catherine's artistry, he 

actually casts them both into traditional roles of 

domesticity, with Catherine as the passive, submissive wife 

and David as the active, aggressive professional. As 

Varsava says, David "has embraced a constellation of 

traditional values related variously to gender, marriage, 

literary celebrity, and, as we shall see, narrative fiction" 

(122). Realizing the role to which she has been assigned, 

Catherine consequently desires to perpetuate the free play 

of the honeymoon in order to delay the closure and 

restriction of the presumed marital life to come. 

When the couple sit in the cafe, David reading his 

clippings and Catherine her mail, Hemingway writes that, as 

she reads her letters, "the young man looked at her and 

thought she looked a little as though she were shelling 

peas" (54). David perceives Catherine here in an 

unartistic, even degrading manner. Moreover, as the scene 

develops, David continues to privilege traditional domestic 

roles while Catherine desperately struggles to resist them. 

The couple begin to discuss money, and her economic 

independence threatens David by subverting his role 

expectations. He responds defensively (to learning that she 

has received money), and noting his reaction, Catherine 
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says, "Don't go away like that. You always said it never 

made any difference" (25). She recognizes David's 

conventionality concerning finances and other aspects of 

marital life. In a desperate plea, she says, "Why do we 

have to do things like everyone else does?" (27). Catherine 

strongly advocates using her money to perpetuate the 

honeymoon, for its end will halt the narrative which she is 

creating. The honeymoon, as she deliberately guides it, 

provides the atmosphere, setting, and, above all, plot. 

Furthermore, upon ending the honeymoon, Catherine must 

submit to David's expectations concerning the nature of 

their future marital life, and the life style he envisions 

leaves her flat: 

"But we'll spend it [the money] and I think it's 
wonderful. You can write afterwards. That way we 
can have the fun laefore I have a baby for one 
thing. How do I know when I'll have a baby even; 
Now it's all getting dusky and dull talking about 
it. Can't we just do it and not talk about it?". 
(27) 

Catherine's resistance here to David's desire for a 

traditional marital life (one which means forsaking an 

artist's life for herself) signifies a subversive discourse 

largely submerged beneath a narrative foregrounding David's 

professional life. On the surface the scene highlights 

David's artistic productivity, his success and reviews, and 

as such it literally and figuratively suppresses Catherine's 

artistic life. She sees his reviews not from the standpoint 

of jealousy but as symbols of his fetishisra and of her own 
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aesthetic death. As she says, "I know you have to read 

them. But even in an envelope it's awful to have them with 

us. It's like bringing along somebody's ashes in a jar" 

(24). 

The motifs of money, spending, and gift giving which 

pervade Garden have great significance in terras of a 

feminist or post-structuralist hermeneutic. The novel 

contrasts Catherine and Marita's attitudes towards money and 

spending with David's, and these two disparate views 

correspond to Cixous' male and female economies, an idea 

largely appropriated from Bataille. Throughout her work, 

Cixous argues that gift-giving regulates all relations— 

political, social, economic, aesthetic, linguistic, and 

libidinal. Although both a male and feraale economy exist, 

the former dominates, and Cixous denounces its emphasis on 

return, exchange, repayment, and debt ("Castration" 48-50). 

She criticizes the male economy for associating gift-giving 

negatively with loss of power, self, and sexual potency, and 

she accuses it of leading towards psychic, social, 

philosophical death—a clear denunciation of the Hegelian 

schema (48-50). As Verena Andermatt Conley says: 

Cixous rejects the paradigm of Hegelian desire 
from The Phenomenology of Mind as it manifests 
itself in the master/slave rapport. Desire of 
death is at the same time a desire of unity and 
totality. Cixous does not go beyond the 
affirmation of a simple rejection of the paradigm, 
nor does she elaborate the notion of desire. 
(15) 
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Cixous praises female economy for its unrestricted, 

unlimited expenditure, expecting nothing in return (50). 

The feraale economy dispenses gifts freely, and rather than 

fearing loss, embraces it (54). cixous says, "[woman] 

basically takes un the challenge of loss in order to go on 

living: she lives it, gives it life, is capable of usparing 

loss" (54). Cixous believes that all symbolic structures 

and relations can be transformed by appropriating the female 

economy (53-55). 

In Garden Catherine and Marita practice female economy. 

Catherine not only wishes to support David financially, she 

repeatedly buys him gifts such as the "Dent edition" of the 

Hudson text he so desires (14). Marita also reflects a 

generous attitude towards expenditure. As Catherine says, 

"She spends money like a drunken oil-lease Indian" (111). 

When Marita enters the relationship, she brings a special 

gift—a case of 1915 Bollinger Brut (122). Both woraen give 

and spend freely, and their behavior contrasts sharply with 

David's. Despite resistance to Catherine's financial 

support, David actually possesses a very acquisitive 

attitude towards money, as evidenced in Chapter II by his 

miserly and methodical calculations of his book sales. 

Hemingway devotes two full paragraphs to describing David's 

rather obsessive assessment of the sales. David manifests 

the male econoray in other ways as well. For hira, money is a 

commodity to be possessed and a signifier of power and 
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sexual control. He equates Catherine's financial support 

with loss of pyschosexual dominance and wishes throughout 

the novel to be free of this perceived debt. 

Beginning with Marcel Mauss' study of the potlatch in 

The gift (1925), a number of French theorists have used the 

idea of the gift as a trope in discourse ranging from 

psychoanalysis to economics (Pefanis 33-5). Bataille's 

usage signified a radical departure from the more mainstream 

school of thought represented by L6vi-Strauss who in The 

Elementary Structures of Kinship suggested that women 

signify the ultimate gift in a structure which depends on 

exchange, reciprocity, and endless paymment (33-58). 

Catherine's behavior throughout the novel, her relation to 

the themes of gift giving and exchange relations, and her 

transgression of taboos signal a literary representation 

closely paralleling Bataille's interpretation of the 

potlatch, a reading largely reappropriated by Cixous and 

Catherine Clement (co-author with Cixous of The Newly Born 

Woman ) . " Cixous and element challenge the idea of woman's 

passivity which forms the matrix of L6vi-Strauss' 

interpretation of exchange relations, and both women work to 

deconstruct the assumption of passivity informing this and 

all other phallocentric structures, element points to the 

hysteric and sorceress who clearly "violate exogamous 

exchange and transgress kinship" (53), championing their 

refusal to comply with the masculine dictate demanding that 



212 

"woman mst circulate, not put in circniatinn" (53). In 

'̂ '̂=''̂ "̂ Hemingway offers a presentation of kinship relations 

and exchange which clearly deviates from phallocentric 

representations. Catherine actively puts a woman into 

circulation by offering Marita to David. Moreoever, she 

literally calls Marita "a present" (103). While some may 

see this gesture as Catherine's adoption of a male economy 

leading to the objectification of Marita, from a French 

feminist perspective, it challenges the traditional 

active/passive coupling as well as an act disrupting a 

phallocentric structure (in the manner, say, of the hysteric 

or sorceress). 

That Hemingway has, indeed, offered a revolutionary 

representation of woman is further illustrated by a 

comparison between Catherine's portrayal and Bataille's 

interpretation of the potlatch. The novel foregrounds the 

honeymoon as the setting, and Catherine's behavior during 

and attitudes toward the ritual is of great significance. 

The potlatch often evolves around marriages, occasions 

which, Bataille says, provide for the giving of gifts, the 

tremendous display of generosity, excessive and orgiastic 

behavior, and even the transgression of taboos ("Notions of 

Expenditure" 120-25). Bataille relates such rituals to 

sacred time and says, "profane time being ordinary time, the 

time of work and of respect for the taboos, and sacred time 

being that of celebrations, that is in essence the time of 



213 

transgressing taboos" (Erotism 257). Bataille valorizes the 

excess inherent in nonproductive expenditures such as the 

potlatch, for he believes that excess leads to revolution— 

dialectically, politically, economically ("Notions" 116-29). 

He includes other activites as nonproductive expenditure— 

"luxury, mourning, war, cults, the construction of sumptuary 

monuments, games, spectacles, arts, perverse sexual activity 

(i.e. deflected frora genital finality)" (118). In Garden 

Catherine spends generously, expenditures involving literal 

gifts as well as orgiastic and aesthetic energy. She 

violates both heterosexual and exchange taboos, and she 

deraonstrates an attitude towards the honeymoon which 

contrasts vividly with David's. Catherine reflects a 

reverence for the ritual of the honeymoon while David 

manifests a compulsion towards work, a desire to adhere to 

taboos, and a tendency to accumulate rather than spend. 

Catherine's behavior during the honeymoon ultimately leads 

to the transformation of sexual, social, linguistic, and 

aesthetic structures and mirrors Bataille's observations 

about excess and revolution. 

It should be noted that Catherine also perceives her 

book as a gift. When David tells her that he is "through 

with the narrative," Catherine says, "that's dirty . . . 

that was my present and our project" (188). Marita 

understands the importance of Catherine's offering and tells 

David, "You must write it" (188). Catherine's reference to 



214 

her novel as a gift is significant, for Bataille and Cixous 

both relate their theories of economy to writing. One 

central aspect to Bataille's entire oeuvre is its emphasis 

on the group over the individual, the whole instead of the 

parts. As Michael Richardson says: 

Since the sacred is a question of communication, 
it was only be giving one's work a collective 
diraension that one could have any possibility of 
gaining access to it. This served to give a 
further impetus for an engagement with the nature 
of collectives. (50) 

And "collectivity," Richardson tells us, "plays an essential 

part in the development of Bataille's own social theory" 

(50). Cixous clearly states that although her theory of 

economy applies to concerns ranging from ontology to 

economics, it above all applies to feminine writing, she 

maintains that feminine writing manifests all the 

characteristics of a feminine economy capable of initiating 

great psychic, social, lingusitic changes. Like Bataille, 

she too entertains a collective sensibility, though she 

perhaps focuses more on ontological considerations, namely 

the writing of several selves. Both of these theorists 

ideas about the collective versus the individual better 

enable us to see the significance behind Catherine's desire 

to see their narrative as a joint endeavor. 

Although Catherine persistently works on her narrative 

throughout Garden. she initially is uncomfortable about 

publishing it. Midway through Garden she asks David, "Can 

you publish it or would it be bad to?" (77). Interestingly, 
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She hasn't even read what he has written, a clear indication 

that her attitude about the text stems from a disinterest in 

logocentric discourse. She tells David that she is "proud 

of it already," adding, "we won't have any copies for sale 

and none for reviewers and then there'll never be clippings 

and you'll never be self-conscious and we'll always have it 

just for us" (77-8). She obviously does not feel vulnerable 

about her own behavior being exposed and subsequently 

criticized, for she tells David, "No matter if it's where 

I've been bad put in how much I love you" (77). Catherine's 

initial reluctance to publish stems, then, from something 

other than shame or raodesty concerning her sexual behavior. 

Cixous' analysis of the creative woraan's relationship to 

publishing helps to illurainate Catherine's attitude. Cixous 

maintains; 

publishing houses are the crafty obsequious 
relayers of imperatives handed down by an economy 
that works against us and off our backs . . . 
Smug-faced readers, managing editors, and big 
bosses don't like the true texts of women—female-
sexed texts. That kind scares them. ("Laugh" 310) 

Cixous urges women to write and publish and " . . . let no 

one hold you back, let nothing stop you"—not even phallo

centric institutions such as publishing houses, literary 

reviewers, and the like (310). 

As the novel progresses Catherine overcomes her 

timidity about publishing and becomes determined to see her 

novel realized, and her change in attitude about publishing 

co-exists with a social and psychological transformation. 
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She becomes increasingly self-assertive, independent and 

forceful in every respect, reflecting sexual, psychic, and 

artistic liberation. When David questions her about her 

publishing directives, she says, "they're straight

forward plans . . . You don't have to groan about them. 

You've been doing just whatever you wanted to do all day and 

I was pleased. But I have a right to make a few plans" 

(188). 

Despite Catherine's lucidity throughout this scene, 

David interprets her plans as a sign of madness, of 

irrationality, and he conveys a condescending attitude 

towards her plans, yet his response, ironically, indicates 

that her ideas are not unrealistic: 

"You've had a very busy day," David said. "You 
know, don't you, that you don't get manuscripts 
typed until whoever writes them has gone over them 
and has thera ready for typing?" 
"That isn't necessary because I only need a rough 
draft to show the artists." 
"I see. And if I don't want it copied yet?" 
"Don't you want it brought out? I do. And 
someone has to get started on something 
practical." 
"Who are the artists you thought up today?" 
"Different ones for different parts. Marie 
Laurencin, Pascen, Derain, Dufy and Picasso." 
"For Christ sake, Derain." (188-9) 

Catherine, of course, pursues this plan, ultimately visiting 

Picasso. In addition to having Picasso consent to do the 

illustrations for Catherine's book, the other interesting 

aspect of this section of the manuscript pertains to the 

treatraent of Picasso's wife. The reference to "Russian 

princess" signals emphatically that Hemingway is writing of 
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Olga Koklova. Though he did not begin "talking of divorce" 

from Olga until 1935, Picasso had lost interest in the 

marriage a decade earlier (O'Brian 274-298). 

While Hemingway sets the scene with Picasso during his 

marriage to Olga, thereby suggesting convention, 

subtextually we are urged to read with a bit more 

resistance. Catherine is essentially critical of Picasso's 

wife, saying "she was a bit stuffy with me," and later 

telling David more forcefully, "I didn't like her really and 

I didn't like the little boy. He looks like the mother" (5. 

422.1). By reading with or adopting Catherine's point of 

view, these references to Olga function as signposts or as 

alarms for further questioning. For instance, is Catherine 

a mouthpiece for Hemingway? Though much in this section of 

the manuscript indicates that it was my no means complete or 

up to Hemingway's final specifications, it does serve an 

important function. In addition to showing Hemingway's like 

of Picasso as well as his belief that such sentiment was 

reciprocal, the section calls into question Picasso's 

relationship with Olga, hence encourages us to look at 

another side of Picasso's life—which in this case notably 

happens to be his Surrealist period and involvement with 

Marie-Thfer6se and then later with Dora Maar. In effect, the 

section needs to be scrutinized as crucial to his theory of 

omissions. 
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In Garden we can see that Catherine's coramitment to 

publishing her narrative leads to radical measures. She 

openly and vehemently begins to criticize not only David's 

character but his writing ability as well. She subsequently 

divorces herself from the bonds of her relationships with 

David and Marita. Tired of their criticisms and resistance 

to her plans, she tells them, "You can spend the rest of 

your lives together . . . If you don't bore each other. I 

have no further need of either of you" (191). She soon 

destroys David's manuscripts in a final, radical effort to 

ensure work on her own narrative. She never backs down from 

her publishing intentions, for near the novel's 

end we learn that she has left for Paris "to do all the 

things" necessary for the illustration and publication of 

her "book" (313). 

Throughout the novel Catherine undoubtedly exhibits 

unorthodox behavior regarding both her marriage and her 

relationship with Marita. She defies old social and sexual 

taboos and initiates new parameters for relationships. In 

every respect Catherine's personal actions signify the 

larger political revolution which Cixous maintains results 

inevitably frora a woraan's liberation. She says that "her 

libido will produce far more radical effects of political 

and personal change than some might like to think," and adds 

that "her liberation" will "modify power relations" and 
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"bring about a mutation in human relations, in thought, in 

all praxis . . . » ("Laugh" 313). 

Cixous explains that integral to the "new history" 

ushered in by liberated woman is the nature of feminine 

language, the catalyst which "will wreck partitions, 

classes, and rhetoric, regulations and codes" (315). 

Feminine language promises revolution on two levels. 

Extrinsically it triggers social and political changes. 

Intrinsically it undermines phallocentric expectations and 

demands concerning syntax, grammar, linear thought, 

Aristotelian unity, and narrative teleology. Catherine's 

revolutionary use of language reflects both levels. That 

the creation of her narrative substantially alters social, 

political, and sexual codes is evident in the nature of her 

relationship with David and Marita. Catherine also employs 

a language which clearly opposes phallogocentric discourse. 

In addition to communicating with her libido, she uses 

atomized, nonlinear, unorthodox patterns of speech. Her 

speech typically includes contradictions, circumfluent 

logic, fragmented sentences, irregular syntax and 

punctuation. It is also important to note that Marita, not 

David, appreciates Catherine's mode of expression—"She 

tells things very well you know" (184). Interestingly, 

Catherine's mode of speech and behavior are precisely 

duplicated by Barbara in the manuscript. Without the 

narrator's guidelines, it would be almost impossible to 
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distinguish Catherine's voice from Barbara's. The most 

telling example exists in Book II in the Hotel Biron scene 

when Hemingway gives us a long monologue by Barbara 

regarding her and Nick's coiffures, "wicked" behavior, and 

consequently vastly improved or heightened sexual activity 

(1.422.5). 

Cixous links questions of identity with language usage, 

arguing that feminine language subverts phallocentric 

binaries and ushers in difference and open-ended 

signification. Rabine tells us, for instance, that in 

"Laugh" Cixous employs continually changing pronouns; "I, 

you, she, they, and we merge into each other, change places, 

give each other to each other, and in general deny the 

stable positionality of the phallic subject" (31). The type 

of "rhetorical play," says Rabine, "contributes to her 

inscription of feminine desire" and "plays into her strategy 

of undoing phallocentric discourses" (31). In Garden 

Catherine also attempts to project a diffused subjectivity, 

evidenced by the various declarations of identity that she 

makes throughout the novel. She has atomized her identity 

to include such labels as "sister," "brother," "husband," 

"boy," "girl," and "Peter." She adamantly despises being 

assigned a set identity, as indicated when she tells David 

that being a "girl" exclusively is "a god damned bore" (70). 

As numerous critics have pointed out, Hemingway's 

introduction in the manuscript of the Sheldons clearly foil 
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the Bourne's, hence signify further identity fragmenta

tion." 

Catherine's desire to see her text ultimately realized 

is, ironically, gratified, for it constitutes the central 

part of Hemingway's Garden of Eden. Her actions provide the 

bulk of the novel's plot. Although the interpolated African 

tale evolves exclusively around David (at least on the 

surface), it metaphorically addresses David's problems with 

Catherine, according to critics. David's perspective on 

Catherine further draws us toward Catherine's role, and his 

attitudes, responses, and thoughts raise important questions 

about his reactions to and assessments of Catherine. The 

action involving David, then, in no way diminishes 

Catherine's importance to the novel. 

Most importantly. Garden forces us to take a closer 

look at Hemingway himself. To begin with, his treatment of 

Catherine challenges numerous critical charges of 

misogynistic insensitivity, for in Garden he provides a 

sympathetic portrait of the creative woman who, contrary to 

most critical assumptions, does not victimize the male 

protagonist; rather, she enables him to see beyond 

restrictive binaries; male/feraale, homosexuality/ 

heterosexuality, passive/active. Catherine enriches David's 

life, and as Varsava makes quite clear, she "has also 

provided him an opportunity to explore sorae genuinely 

experimental material in the 'narrative'" (127). Varsava 
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believes that David "falls back on established literary 

themes, motifs, and style" when writing the African tale, 

adding that "the hunting story is not formally or 

stylistically or thematically distinctive, not for Heraingway 

and not for American literature" (126). of Catherine's 

narrative, however, Varsava writes: 

Certainly, her own attack on gender stereotyping 
and modern sexual prohibitions is revolutionary in 
the 1920s as would be their depiction in fiction. 
We can hardly forget that gender issues and 
homosexuality are not dealt with frankly in 
modernist literature generally and can cite as 
examples the suppression of Forester's Maurice and 
Lawrence's cryptic representation of homosexuality 
in Women in Love. This material will be left to 
later writers like Jean Genet, Hubert Selby, and 
William Burroughs. Paradoxically, David uses his 
struggle to achieve sensuous immediacy in the 
hunting story to avoid such immediacy in his 
quotidian affairs . . . [and the result is that] 
he effectively abandons the quest for phrenetic 
insight into his own life and forfeits all 
possibility of achieving the geniune literary 
innovation that thematic experiraentation so often 
brings. (127) 

In addition to the novel's important contribution to 

contemporary discourse on gender relations. Garden. 

according to Varsava, should be celebrated for picking "the 

apple" of "forbidden themes," for "directly and audaciously" 

confronting "such unexamined topics as anal eroticism, 

sodomy, gender role reversal, androgyny, homosexuality, and 

bisexuality" (130-1). 

While the novel does indeed do this, it does much more. 

That is, not only did Hemingway produce a daring novel and 

one, moreover, which gives insight into a heretofore 
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unexamined aesthetic, namely Surrealism, Hemingway also 

challenges the Edenic/Adamic mythology as traditionally 

interpreted by such theorists as R.W.B. Lewis, D.H. 

Lawrence, and Leslie Fiedler. Reading Garden through a 

Surrealistic hermenuetic enables us to see a strain of the 

Edenic/Adamic mythology in American literature which has far 

too long been marginalized or repressed by critics. The 

implications of Hemingway's Garden are, perhaps, best 

suggested by Nancy R. Comley and Robert Scholes who say, 

"the Heraingway you were taught about in high school is dead. 

Viva el nuevo Hemingway" (146). In short, Hemingway's 

Garden is a valuable addition to American letters and will 

continue to provide much critical and popular interest for 

some time to come. 



ENDNOTES 

-Rowley acknowledges his tendency to use the terms 
Dada and Surrealism interchangeably, saying that "two 
schools had so many doctrines and members in common that 
they are not often hard to distinguish" (154). Such 
usage is not unusual, however. Even in histories, much 
debate exists concerning the two raoveraents. Speaking 
strictly of Surrealism, for instance, Shattuck writes: 

In stricter and safer usage, surrealism refers 
to literary-artistic activity that centered in 
Paris in the Twenties and profoundly affected 
two generations of poets and painters in 
Europe. Beyond this point, any concurrence of 
opinion on the nature and significance of 
surrealism goes to pieces. (12) 

Such confusion merely intensifies when the discussion 
includes Dadaism. 

^Much ambiguity and critical debate exists concern
ing not only the Surrealists' position on male homo
sexuality but Hemingway's as well. In their chapter, 
"Toros, Cojones, y Maricones," Coraley and Scholes point, 
for instance, to numerous instances of homosexual desire 
among a niimber of male characters in Hemingway's fiction, 
arguing that "Hemingway was much more interested in these 
matters than has been supposed—and much more sensitive 
and complex in his consideration of them" (144). 

'Much evidence appears to suggest that Hemingway's A 
Moveable Feast is his response not only to Aragon's Paris 
Peasant but also Breton's Nadia. 

'Hemingway's criticism of Tzara demonstrates a Sur
realist action, for the Surrealists themselves at various 
times were at war with Tzara, frequently bashing him in 
print and at public meetings. Ironically, Hemingway's 
denunciation of Dada symbolizes a Dadaist sentiment as 
well, for as Tzara himself once said, "'The true Dadaists 
. . . are against Dada'" (quoted in Wiser 40). 

'Critics exploring Eve's role in American literature 
include Ernest Earnest in The American Eve in Fact and 
Fiction. 1775-1914 and Judith Fryer in The Faces of Eve: 
Women in the Nineteenth Century American Novel. 
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'The feminization of the American landscape is a 
central thematic concern of the critic Annette Kolodny. 
See her texts. The Lav of the Land and The Land Before 
Hgr for a detailed analysis of this trope in American 
literature. 

'In regard to Hemingway, Fiedler often contradicts 
himself. That is, on the one hand, he speaks of the male 
protagonists' flight from women and homoerotic love while 
simultaneously maintaining; "Poor things, all they wanted 
was innocent orgasm after orgasm on an island of peace in 
a world at war, lovemaking without end . . ." (317-8). 
Fiedler then notes that such relationships "can, of 
course never last"; therefore, Hemingway either kills the 
women off or reduces them to the status of "bitches" 
(318). In another instance, Fiedler points to 
Hemingway's Men Without Women, implying that the title is 
indicative of not only Heraingway but the American male 
novelist in general (316). It does not appear to Fiedler 
that perhaps this title is reportage of a world without 
women and not necessarily an endorsement, for this 
collection includes, of course, "Hills Like White 
Elephants"—a story which most Hemingway scholars have 
long acknowledged as protofeminist. 

*In addition to Reynold's piece, see J.V. Ridgely's 
"George Lippard's The Quaker Citv: The World of the 
American Porno-Gothic" and Robert E. Spiller's chapter, 
"The Discovery of Bohemia" in Literary History of the 
United States. 

'See Clair Sprague's comparison between Edgar Saltus 
and Hemingway regarding writing technique. 

'"While Fiedler acknowledges not only a similar 
spirit existing between the Gothic novel and "such 
spectacular bourgeois-baiting movements as Dada, 
Surrealism, and Pop Art" but, moreover, the surrealism 
inherent in such writers as Poe or West, he never makes 
an emphatic or overt connection between American 
literataure and surrealism, yet in many respects his 
thesis appears to inadvertently say as much. 

"Soloman says that Garden represents Hemingway's 
effort "to experiment, to move away from his early style; 
and he struggled with it frora 1946 until his death in 
1961" (31). She identifies this quotation as something 
he was "fond of saying to critics during this period" 
(31). 
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'^Comely and Scholes also address Hemingway's 
relation to exchange values, arguing that as a result of 
his upbringing, he metaphorically related emotion with 
economics (23-7). They speak of Grace Hemingway's 
tendency to compare mother and son relations with banking 
whereby the child draws upon her "'large and seeraingly 
prosperous Bank Account, seemingly inexhaustible,'" while 
the adolescent and then the man should make "'some great 
deposit . . . some good sized ones in the way of grati
tude and appreciation'" (24). These critics argue that 
her influence stuck, and one result was "Ernest's power
ful drive to pay his own way—or to convince himself and 
others that he had done so" (27). They cite Hemingway's 
paying the royalties of Sun to Hadley as an example of 
his tendency to make "eraotional and economic things ex
changeable" (27). While I agree with Comely and Scholes 
that Hemingway had tremendous sensitivity in this regard, 
I also believe that these feelings would make him all the 
more receptive to a form of exchange and econoraic 
relations as articulated by Mauss or Bataille, for they 
would provide hira with an escape or relief from the 
rather oppressive notion of gift giving and exchange 
relations promoted by his mother. 

"For a discussion on the relationship between the 
Bourne, Sheldon, and Murray plots, see Robert F. 
Fleming's "The Endings of Heraingway's Garden of Eden." J. 
Gerald Kennedy's "Life as Fiction: The Lure of 
Hemingway's Garden," J.K. Peter's "The Thematic Integrity 
of The Garden of Eden." and Mark Spilka's Hemingway's 
Ouarrel with Androgyny. 
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