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Introduction
Ernest Hemingway's first novel, The Sun Also Rises, remains, as F. Scott Fitzgerald
said, "a romance and a guidebook." It also became, in the words of critic Sibbie
O'Sullivan, "a modern-day courtesy book on how to behave in the waste land Europe
had become after the Great War." The Sun Also Rises successfully portrays its
characters as survivors of a "lost generation."' In addition, the novel was the most
modern an American author had yet produced, and the ease with which it could be
read endeared it to many. But for all its apparent simplicity, the novel's innovation lay
in its ironic style that interjected complex themes without being didactic. Generally,
the novel is considered to be Hemingway's most satisfying work.
The material for the novel resulted from a journey Hemingway made with his first
wife, Hadley Richardson, and several friends to Pamplona, Spain, in 1925. Among
them was Lady Duff Twysden, a beautiful socialite with whom Hemingway was in
love (the inspiration for the novel's Lady Brett Ashley). There was also a Jewish
novelist and boxer named Harold Loeb (source of Robert Cohn) whom Hemingway
threatened after learning that he and Lady Duff had had an affair. Lady Duff's
companion was a bankrupt Briton (like Mike Campbell). The trip ended poorly when
Lady Duff and her companion left their bills unpaid. The ending of the novel is only
slightly more tragic, yet it recovers those precious values which make life livable in a
war-weaned world: friendship, stoicism, and natural grace.
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Author Biography
One of the greatest authors of American literature, Hemingway had modest beginnings
in the town of Oak Park, Illinois, where he was born to Dr. Clarence and Grace Hall
Hemingway in 1899. Young Hemingway pursued sports with his father and arts with
his mother without distinction. In 1917, after graduating from high school, he took a
junior position at the Kansas City Star where he was given a reporter's stylebook that
demanded brief, declarative, and direct sentences. Hemingway became the master of
this style and adapted it to literary demands.
In 1918 he volunteered for service in World War I and served as an ambulance driver
on the Italian front. This experience later served as the source material for A Farewell
to Arms. His legs were wounded and he was sent home. His convalescence took place
over several months at the family cabin in Michigan. When he recovered, he took a
position as companion to a disabled boy in Toronto in 1920. There, he again entered
the world of writing through the Toronto Star. After marriage to Hadley Richardson,
he became a Parisian correspondent with the paper.
He and his wife left for Paris where Hemingway associated with those known as the
"Lost Generation" (James Joyce, Ezra Pound, Gertrude Stein, and Ford Madox Ford).
His first publishing success was a short story entitled "My Old Man" in 1923. For the
next few years he continued to meet literary figures (F. Scott Fitzgerald among others)
and edited a journal with Ford Madox Ford. In 1925 he began work on The Sun Also
Rises which reflected his life in Paris among the "Lost Generation." He also wrote The
Torrents of Spring at the same time. Both were published the following year.
With the success of A Farewell to Arms in 1929, Hemingway traveled quite a bit. He
frequented Cuba, Florida, and France, contributed money for ambulance service in the
Spanish Civil war, and also covered the war for The North American Newspaper
Alliance. In 1940 he married his third wife, Martha Gellhorn, and published For
Whom the Bell Tolls. Hemingway and Gellhorn then went to China where he became a
Author Biography
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war correspondent with the United States Fourth Infantry Division. There he met
Mary Welsh, whom he married in 1945.
Hemingway continued to publish until 1952 when The Old Man and the Sea crowned
his extraordinary career. He received the Pulitzer Prize in 1953 for this story.
Unfortunately, by the mid1950s his adventurous life had taken its toll. Hemingway
became depressed and spent time in various hospitals. Finally, he returned from a stay
in the Mayo Clinic on June 30, 1961 to his home in Ketchum, Idaho. There he used a
favorite gun to commit suicide on July 2.

Author Biography

3

Plot Summary
Book I
The Sun Also Rises is set in Paris and Spain in the 1920s and depicts the lives of a
group of young American and English expatriates living in the aftermath of World
War I. Often read as a representation of the now familiar "Lost Generation,"
Hemingway's story revolves around the impossible love affair between the
war-damaged American journalist Jake Bames, the novel's narrator, and Lady Brett
Ashley, a former nurse in a hospital Jake was in during the war.
Jake begins his narrative by introducing Robert Cohn, one of his friends in Paris. A
one-time boxing champion at Princeton, Cohn, as he is generally called, is now the
author of a rather "poor novel" and is living in Europe with his fiancée, Frances.
Lamenting the fact that his life is quickly passing by and that he is not really living it,
Cohn tries to recruit Jake for a voyage to South America. Jake, however, will not join
him. He knows first-hand that traveling to another country does not make a difference
and tells his friend that "you can't get away from yourself by moving from one place
to another."
Shortly after parting from Cohn, Jake picks up a prostitute walking in front of a cafe.
He buys her a drink and takes her out to dinner. Riding in a cab to the restaurant, the
girl, Georgette, touches Jake but he pushes her away. He later explains that he was
wounded during the war. After dinner, they go to a club where several of Jake's
friends have gathered. When Brett arrives, Jake notices that Cohn cannot keep his eyes
off her. Jake and Brett soon leave the club and find a cab. As they drive, Jake kisses
Brett but she turns away. She tells him that she loves him but cannot bear to go
through "that hell again."
They proceed to the Cafe Select and are introduced to Count Mippipopolous, a man
who, Brett later confirms, is "quite one of us." Jake leaves early and returns home. As
Plot Summary
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he prepares for bed, he undresses and looks at himself in the mirror. "Of all the ways
to be wounded," he thinks. Unable to sleep, he thinks of his accident and how he
would probably never have minded had he never met Brett. He cries and finally falls
asleep.
The next day, Cohn tells Jake that he might be in love with Brett. When asked what he
knows about her, Jake tells him that Brett is a drunk and that she is engaged to Mike
Campbell, presently is Scotland. That evening, Jake receives a visit from Brett and the
Count. He is feeling "pretty rotten" and Brett sends the Count on an errand so they can
be alone. Jake asks Brett if they could live together but she tells him that she would
just "tromper" him with everyone. She then announces that she is going to San
Sebastian and that, when she returns, Mike will be back.
When the Count returns from his errand, they finish off three bottles of champagne
and go out for dinner. After some dancing at Zelli' s, Brett tells Jake that she is feeling
miserable and would like to leave. Immediately, Jake gets the feeling that he is going
through something that has happened before. They bid goodnight to the Count and
leave together. Outside her hotel, Brett tells Jake not to come up. They kiss, Brett
pushes Jake away and they kiss again. Brett then turns and enters the hotel.

Book II
Jake does not see Brett again until her return from San Sebastian. Nor does he see
Cohn, who has reportedly gone to the country for a couple of weeks. Upon Brett's
return, arrangements are made for everyone to join Jake and his friend, Bill Gorton, on
their fishing trip to Spain. Brett worries that this excursion might be rough on Cohn,
revealing that they were together in San Sebastian. Jake and Bill meet Cohn in
Bayonne and travel on to Pamplona but, at the last minute, Cohn backs out of the
fishing trip, deciding instead to meet Brett and Mike in San Sebastian. Jake and Bill
spend five days fishing, drinking and playing bridge in Burguete, then return to
Pamplona to meet Brett, Mike, and Cohn.
Book I
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After witnessing the unloading of the bulls, Cohn remarks that "It's no life being a
steer." This comment starts Mike, who is drunk and who knows of the affair with
Brett, on a long tirade against Cohn. He figures Cohn should enjoy being a steer, since
they never say anything and are always hanging about. He asks Cohn why it is that he
does not know when he is not wanted and why he follows Brett around like a steer.
That night, Jake is unable to sleep. He is jealous of what happened to Cohn. He likes
to see Mike hurt him but wishes he would not do it because he feels disgusted with
himself afterwards.
On the first day of the fiesta of San Fermin, Jake, Brett and the others are led into a
wine shop by a group of men dancing in the street. All eat, drink, sing and have a good
time, except Cohn, who passes out in a back room. The following afternoon, Jake and
Bill are introduced to Pedro Romero, a young bullfighter. Later, they see that Pedro is
a "real one"--his bullfighting gives real emotion whereas the others only fake danger.
After the bullfight, Brett says she thinks Pedro lovely and comments on his tight green
trousers.
The next morning, Montoya, owner of the hotel where the "real ones" stay, seeks
Jake's advice concerning the American ambassador's request to meet Pedro. Montoya
fears the infIuence such a meeting might have on the young bullfighter and Jake
agrees that Montoya should not pass along the message. Later that day, Jake finds
himself sitting in the dining room with Brett, his friends and Pedro. Montoya enters
the room and starts to smile at Jake but then notices Pedro sitting at a table full of
drunks. He leaves the room without even nodding.
A little while later, Brett tells Jake that she is mad about Pedro. Jake advises her not to
do anything but then agrees to help her find the young bullfighter. When Cohn finds
out that Brett and Pedro are together, he calls Jake a pimp and boxes him and Mike to
the ground. He then finds Brett and Pedro and beats the bullfighter badly. Later that
night, he apologizes to Jake and explains that he could not stand Brett's cool behavior
toward him. He tells Jake that he will be leaving in the morning. On the last day of the
fiesta, Jake and the others learn that Brett has gone off with Pedro.
Book II
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Book III
The fiesta over, Jake, Bill and Mike all leave Pamplona. They drive together as far as
Bayoune, then go their separate ways. Jake plans a quiet week in San Sebastian but a
telegram from Brett shortens his stay. He joins her in Madrid and there learns that she
has sent Pedro away. She tells Jake that she realized Pedro should not be living with
anyone and that she did not want to be "one of these bitches that ruins children." She
then tells him that she will go back to Mike. They arrange for tickets out of Madrid
and stop for drinks and dinner. Afterwards, they go for a ride in a taxi. Sitting close to
Jake, Brett says: "Oh, Jake, we could have had such a damned good time together."
Jake's response ends the novel: "Yes, isn't it pretty to think so?"

Book III
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Book 1, Chapter 1
Book 1, Chapter 1 Summary
Jake Barnes, the first-person narrator, is an American expatriate in his mid-30's. He
lives in Paris and he works as a reporter. However, instead of telling the reader much
about himself, he begins by introducing Robert Cohn another expatriate living in
Paris. Cohn is a writer who has just sold a book and, as the story begins, Jake moves
through Cohn's history.
After encountering severe anti-Semitism upon arriving at Princeton, Cohn, who is
Jewish, decides to take up boxing in order to prove his worth to his fellow students.
Though Cohn does not like boxing, he is very good in the ring and he wins Princeton's
middleweight boxing title. Unfortunately, he is so good at boxing that he is
overmatched against a much larger man and Cohn gets a severely broken, squashed
nose as a result.
Following graduation, Cohn gets married to a girl who is actually nice to him, which
is a first for Cohn, and she immediately begins telling him what to do. Though Cohn
puts up with her demanding ways for a while, he eventually tires of her and plans to
leave her. However, he is robbed of the chance to leave her when she actually leaves
him first. Thus, he finds himself alone and, with nothing better to do, he goes out to
California with some money left over from his inheritance and he starts backing an
arts review. However, the magazine folds and Cohn is alone and aimless again.
Cohn finds himself by taking up with a woman named Frances who finds Cohn
nothing special, but enjoys telling him what to do, much like his ex-wife. Therefore,
since she was educated in Europe, they travel there and she soaks up Cohn's money
while he writes. However, as Frances realizes her looks are going she becomes
determined to marry Cohn and Cohn agrees. In fact, he is happy enough with Frances,
he is happy enough to be in Europe -- though he would rather be in America -- and he
Book 1, Chapter 1
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has a nice allowance from his mother. Then, when Cohn sells his completed novel to a
publishing house in New York, Frances becomes extremely jealous and prohibits
Cohn from meeting any woman ever again.
Book 1, Chapter 1 Analysis
The narrator, Jake Barnes, is in many ways Ernest Hemingway himself. Since
Hemingway does not make any effort here, or even later in the book, to create a fully
autonomous character for Jake outside of himself, Jake becomes a sort of pseudonym
for Hemingway as he enters his own story.
The fact that Jake makes such pains to talk about Cohn's boxing skills foreshadows the
way he throws his fists around later. He is quick and skilled, so it is almost inevitable
that he will swing at someone in a moment of haste. However, it is not yet clear who
will be the recipient of Cohn's punches.
The jealousy of Frances foreshadows their breakup later. Though Cohn is not yet
attracted to any woman other than Frances, when he does become attracted to Brett,
Frances's jealousy takes hold and she destroys their relationship.
Hemingway is very fond of writing about men doing manly things and Robert Cohn is
an archetype of a certain kind of man. Cohn boxes, but does not enjoy it. He is easily
led around by women. He does not really do things, he more ends up doing them, such
as the way that he ends up editing an arts review for lack of anything better to do.
Thus, Cohn is a sort of pseudo-man who does things because men are supposed to do
them. It is as though he has read too many Hemingway novels and wants to be like
those characters instead of being his own man.

Book 1, Chapter 1
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Book 1, Chapter 2
Book 1, Chapter 2 Summary
Robert Cohn returns from New York a changed man. Instead of the shy, retiring sort
that left Paris, Cohn met several women along the way and had his novel widely
praised by publishers, giving him a newfound confidence. For perhaps the first time in
his life, Cohn does not feel like he needs to be led around anymore. In fact, he wants
to travel to South America and get into adventures all his own, though Jake tries to
talk him out of it.
Book 1, Chapter 2 Analysis
At one point in this chapter, Jake says, "Nobody lives their life all the way up except
bull-fighters." (10) This odd, offhand comment about the stellar lives of bullfighters
foreshadows the importance bullfighting and bullfighters later in the book.
The Purple Land by William Henry Hudson is a book detailing an Englishman's life in
Uruguay. This comic book is filled with the misadventures of a man stumbling his
way through one strange event after another in a land torn by civil strife. This sort of
theme is very similar to Hemingway's stories, which are full of men getting into all
sorts of adventures. Thus, Hemingway is using this book and Cohn as the pseudo-man
to show that real men do not seek out adventures like those in books -- even
Hemingway's books.

Book 1, Chapter 2
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Book 1, Chapter 3
Book 1, Chapter 3 Summary
Jake is sitting alone at an outdoor café enjoying the scenery of the city, when he
catches the eye of an intriguing young lady who invites herself to his table. Jake is,
obviously taken with this woman, whose name is Georgette, and after a few drinks,
they head out to another restaurant for a meal. However, their pleasant interlude is
interrupted when Jake's friend Braddocks calls to him.
Braddocks is at another table with his wife, Cohn and Frances and they invite Jake and
Georgette to go out dancing with them. Even though Georgette quickly tires of Mrs.
Braddocks' incessant, pointless chatter, she and Jake decide to join the party.
As everyone dances happily in the stiflingly hot bar, a crowd of young men arrives
with Lady Brett Ashley, a 34-year-old woman whom Jake knows well. Though Jake is
not happy to see all the men she is with -- they are boisterous, rather pompous young
men -- they do keep Georgette entertained, allowing Jake to talk to Brett somewhat
privately. However, as they talk, Jake notices that Cohn is quite taken with Brett and
he cannot stop staring at her.
As the drinking and dancing continue, Jake and Brett quietly slip away and get into a
cab. Then, as they are driving away, Brett admits that she has been miserable without
Jake.
Book 1, Chapter 3 Analysis
Pernod is very similar to absinthe, liquor designed to get people very drunk very fast.
This is because absinthe contains thujone, a natural nerve toxin, which gives the drink
a particularly powerful kick.
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As Jake is talking with Georgette, he mentions that he was hurt in the war. This
foreshadows the revelation of his emasculation in battle.
When Cohn sees Brett, Jake notes, "He looked a great deal as his compatriot must
have looked when he spotted the Promised Land." (22) This is an allusion to the book
of Exodus and Moses leading the Israelites to the Promised Land. Moses is Cohn's
compatriot because they are both Jewish. As well, Moses was not permitted to enter
the Promised Land in the Bible; he was only allowed to see it before returning to the
wilderness. This foreshadows Cohn's tryst with Brett, as well as the fact that she will
throw him aside.
Lady Brett Ashley is, as Jake points out, the sort of woman who wants what she
cannot have. Thus, she picks up and throws away men constantly while she harbors
her longing for Jake, the one man with whom she cannot be. In fact, it may be his
inability to do anything with her that entices Brett. She cannot have, under any
circumstances, this man in bed and she wants him for that very reason.

Book 1, Chapter 3
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Book 1, Chapter 4
Book 1, Chapter 4 Summary
Brett and Jake ride along in the taxi and Brett cannot decide what to do about her
relationship with Jake. She loves him terribly, but she cannot stand the fact that they
will never be able to be together. Likewise, Jake is torn, since he knows that he can
never be with Brett, despite his desperate love for her. Unfortunately, Jake was
castrated by enemy fire in World War I, meaning that the two of them can never
consummate their love for each other.
After the cab drives Jake and Brett around Paris, they eventually arrive at The Select,
another bar, and they find the rest of their party has already arrived and they are
drinking happily. Brett immediately enters the company of Count Mippipopolous, who
picked up with the party somewhere along the way, and Jake goes back to his
apartment.
As Jake sits in his apartment pondering the horrible twist of fate that left him without
his male organ, he hears a ruckus downstairs and walks down to investigate. There, he
finds the building's concierge dealing with a very drunk Brett. Therefore, in order to
see the woman he loves again, as well as get her out of the concierge's hair, Jake tells
the concierge to allow her entry.
Once she is in Jake's apartment, Brett rambles on about Count Mippipopolous and the
way that she has him doing whatever she wants him to do. Then, after her drunken
mutterings, she leaves Jake alone in his apartment, and he ponders his longing for this
woman that he cannot have.
Book 1, Chapter 4 Analysis

Book 1, Chapter 4
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Returning to Hemingway's theme of men doing manly things, Jake is a man who has
done manly things, but now he is not a real man. In fact, he is not physically a man at
all, now that he has had his genitalia either shot off or mangled by war. This actually
provides a symbolic link between Jake and Hemingway, who was impotent at this
point in his life. Thus, the theme of Jake as the stand-in for Hemingway continues, as
Hemingway looks at himself in this situation and says that he is not a real man
because he cannot have sex , as a real man should. However, he still has the desire to
have sex, as shown by his willingness to pick up some woman off the street and for his
continual desire for Brett.

Book 1, Chapter 4
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Book 1, Chapter 5
Book 1, Chapter 5 Summary
After a morning of article writing and sitting in on another press conference held by
the French foreign office, Jake returns to his office and sees Cohn there waiting for
him. Cohn wants to grab a bite to eat and a drink; so Jake goes out to a restaurant with
his friend and they sit and chat for bit about Cohn's second book, his plan to go to
South America, and the fact that Frances will not let him go anywhere.
However, Cohn eventually turns the conversation to the topic that is bothering him:
Brett. Cohn wants to know all about her, who she is, what she does, and just sort of
woman she is. Jake, of course, knows all about her and he explains that Brett is
divorcing her current husband, Lord Ashley, and she marrying her current beau, Mike
Campbell, a rich Scotsman. Though Cohn cannot believe that Brett would marry a
man she does not love, Jake tells Cohn that she has already done it once and is about
to do it again. Then, when Cohn continues to insist that Brett would not be so
mercenary, Jake gives up on the effort and tells Cohn, "Oh, go to hell." (39)
Hearing this, Cohn stands up menacingly, as though he is planning to teach Jake a
lesson about insulting Brett. However, he actually only wants Jake to retract his "go to
hell" (39) statement and, once Jake does so, Cohn sits back down quietly and the two
of them finish their lunch.
Book 1, Chapter 5 Analysis
Cohn's fascination with Brett foreshadows the fact that the two of them will sleep
together. However, the fact that she is engaged foreshadows the trouble that will brew
between Mike and Cohn.
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When Cohn stands up from the table as though he is about to fight Jake for telling him
to go to hell, it shows his quick temper and his willingness to use his fists, even
against his friend. This foreshadows Cohn beating up Jake and Mike while they are in
Pamplona.

Book 1, Chapter 5
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Book 1, Chapter 6
Book 1, Chapter 6 Summary
Jake spends the afternoon waiting for Brett at her hotel but when she does not show
up, he writes her some letters before going out to The Select. Once there, he meets a
very drunk Harvey Stone, another American expatriate, and the two of them share a
few drinks, which is exactly what Stone does not need. Then, when Cohn arrives in
the bar, Stone insults him and walks out rather than sit at the same table with him.
Cohn and Jake watch as Stone walks away, and Frances arrives to meet Cohn.
However, instead of warmly greeting her fiancé, she tells Jake that she needs to speak
with him. Furthermore, she is clearly angry with Cohn as, when she does allow herself
to speak with him, she is very short and she lets out veiled accusations that show that
she knows Cohn is quite in love with Brett.
As Jake and Frances walk away from the bar, Frances tells Jake that Cohn wants to
leave her. She explains that they have been fighting and Cohn has been begging her to
be reasonable, but Frances wants nothing of it. In fact, she is rather bitter about the
fact that she wasted almost three years on him when she could have had any man she
wanted. However, she chose Cohn, she chose poorly, and now she would not marry
him for anything.
They return to the table where Cohn is waiting and, once they are there, Frances
informs Jake that she is leaving for England. Furthermore, she takes the opportunity to
say that she is also leaving Cohn. As she describes it, she is leaving him before he has
a chance to leave her and, thus, another woman is leaving Cohn. Then, as Frances
begins to tear Cohn apart verbally, Jake walks away, disgusted at the way that his
friend is being treated.
Book 1, Chapter 6 Analysis
Book 1, Chapter 6
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The fact that Cohn loses both tennis games and his temper after meeting Brett shows
that he is so taken with this new woman that he cannot function as he used to function.
Though he was once perfectly willing to be nice, reserved and unremarkable, love has
transformed him into a different person. It is as though Cohn, as the pseudo-man is
moving backward from being an adult to being a sort of overgrown teenager, as
though he still needs to work out some development issues before he can truly become
a man.
His first wife left Cohn and now he is being left by his fiancée, Frances. Since he has
already been left twice, it foreshadows Brett leaving him as well, turning the tale of
Robert Cohn into a complete trilogy of loss.

Book 1, Chapter 6
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Book 1, Chapter 7
Book 1, Chapter 7 Summary
After Jake returns home and takes a quick shower, Brett and the Count arrive to begin
the evening's drinking. The Count is an enormous man who has taken quite a liking to
Brett and he spends his money freely in her presence. Thus, in order to get a little
private time with Jake, Brett sends the Count off for some champagne.
Once the Count is gone, Jake lies on the bed with Brett and he asks her if they could at
least live together, even if they cannot get married. However, Brett says that it is just
not possible because he would have to watch her sleep around with everybody.
However, the two of them agree that they are in love with each other, even if there is
not a darned thing either of them can do about it.
The Count returns and the three of them polish off three bottles of excellent
champagne in Jake's living room before going out on the town. After a very good
dinner, they head out to a club where Jake and Brett dance as the Count happily
watches Brett. However, Brett is struck with a sudden bout of melancholy out on the
dance floor, so Jake and Brett leave the Count in the bar.
Book 1, Chapter 7 Analysis
In Hemingway's representative list of men, Count Mippipopolous is a complete man.
He is happy all the time because he has lived a very tough life and has earned the right
to be happy. Though he has been through wars and revolutions and he has been
wounded in battle like a real man, he is now very pleased with himself and his life of
enjoyment for its own sake. This is thanks to the fact that he is wise enough to see
many of the serious matters of life as utterly superficial, as shown when he says that
his title is really nothing special. In many ways, he is the ideal man who has lived life
to the fullest and he has come out the other side with a smile on his face. However, he
Book 1, Chapter 7
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disappears at the end of Book I and his influence is sorely missed when Cohn loses
control in Pamplona.
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Book 2, Chapter 8
Book 2, Chapter 8 Summary
Brett leaves for San Sebastian, Cohn leaves for Spain -- though he does not say where
in Spain -- and Jake busily prepares for a fishing trip with Bill Gorton, another
expatriate writer. Though Cohn is supposed to go with them on the trip, he is nowhere
to be found and neither Jake nor Bill particularly cares where he went. After all, they
both like Cohn, but they do not miss him when he is gone.
As the two men sit down and drink Pernod in a café, a cab rolls up with Brett inside,
just returned from San Sebastian. Not one to miss a chance for a drink, Brett invites
the two men to another bistro and, once they are there, the altogether amusing Bill
charms Brett with his goofy manner.
After a dinner at a suitably quaint and crowded restaurant, Bill and Jake meet up with
Brett and Mike at The Select, where Mike is quite drunk and happy. He is happy
enough, in fact, to show off his fiancée to Bill and Jake as she attempts to rein in his
exuberance. However, Jake and Bill leave Mike and Brett at the bar so that the happy
couple can spend some time together alone.
Book 2, Chapter 8 Analysis
Brett leaves for San Sebastian at the same time that Cohn leaves for an undisclosed
location in Spain. In fact, they are having an affair in San Sebastian, though this is not
revealed until later.
Bill Gorton is a representative example of the jokester. He is fun to be around and
very likable, though he sometimes pushes his jokes on until they are no longer funny.
However, he is a pleasure to be around, as Brett notices, though he is not the sort of
person who would ever actually attract a woman, as even the promiscuous Brett is not
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interested in him other than to enjoy his friendship.
Mike Campbell is a representative of the young and rich boy playing at being a man.
He is boisterous and very happy with his wealth, but he is also rude and crude and he
spends his money frivolously. In fact, he runs up severe debts with his spending habits
and he is constantly waiting on his next allowance payment to come in. Thus, Mike
symbolizes the idea that money is really a bankrupt method of judging worth.
Furthermore, Brett seems to be attracted to Mike's money rather than Mike himself, as
shown in her continuous, frustrated attempts to make Mike act like a decent human
being.
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Book 2, Chapter 9
Book 2, Chapter 9 Summary
The next day, Jake meets Brett and Mike at another bar and Mike asks if he can join
him on his fishing trip. Hearing this, Jake agrees and they make plans to meet in
Pamplona, Spain before setting out to Burguete, their fishing destination. Then, when
Mike leaves to get a haircut, Jake and Brett have some time alone together.
Brett reveals that she was with Cohn in San Sebastian and she is not sure how things
would go if Mike, Brett and Cohn were all in the same place together. Jake agrees that
it might not be such a good idea, so Brett sends Cohn a telegram to give him a chance
to back out of the trip. However, Cohn replies that he will be more than happy to see
Brett again, even if Mike is there. Neither Jake nor Brett can believe it, but they decide
not to worry about it for the time being.
The day finally comes for the fishing trip and Bill and Jake take the morning train
from the Gare d'Orsay and ride down to Bayonne, where they meet Cohn. Then, with
Jake and Bill's travels finished for the day, they have a pleasant night in a hotel.
Book 2, Chapter 9 Analysis
Pamplona, Spain is, in fact, the same city where the famous running of the bulls is
held. In fact, Hemingway's description of the event is primarily responsible for its
present-day fame and popularity.
Cohn's willingness to see Brett, even when she is with Mike, foreshadows the way that
he follows Brett around like a lost puppy. He wants to see her and he seems to feel
that, if he sticks around long enough, Brett will feel the same love for him as he feels
for her.
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When a group of Catholics leaves the dining car, after they and their party have taken
the first five dinner services, a hungry and impatient Bill tells one of the priests, "It's
enough to make a man join the Klan." (88) He says this because the Ku Klux Klan of
the time was not only after black people; they were also vehemently anti-Catholic.
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Book 2, Chapter 10
Book 2, Chapter 10 Summary
Jake, Cohn and Bill rent a car and a driver and they are taken across the Spanish
border, then on to Pamplona. There, they take rooms at the Hotel Montoya, since Jake
knows the owner, and they have an enormous meal at the café downstairs. However,
as they eat, Jake notices that Cohn is unusually nervous, and Jake figures that it is
because Cohn thinks that no one knows about his meeting with Brett.
After a day of getting things done, Jake and Cohn wait for Brett and Mike at the train
station, but they do not arrive. In fact, it is only when they return to the hotel that they
receive a telegram telling them that Brett and Mike have stopped in San Sebastian and
will not be coming until later. So, Jake, Cohn and Bill decide to go on to their fishing
spot in Burguete and let Mike and Brett get there when they get there.
The next morning, however, Cohn has changed his plans. Instead of joining Bill and
Jake on the trip to Burguete, he will stay in Pamplona and travel on with Brett and
Mike when they arrive. In fact, he seems to think that they are expected to meet him in
San Sebastian and he feels bad about messing things up for them and missing the
fishing trip. However, Jake is merely exasperated with Cohn and cannot believe he is
waiting for two flighty characters such as Mike and Brett.
Jake goes back to Bill's hotel room and, while he is there, Bill tells Jake that Cohn and
Brett had a date in San Sebastian. Obviously, Bill cannot believe it happened, since he
would rather have been the man who slept with Brett. In fact, both men get angry with
Cohn for going off with Brett, and they decide they are better off traveling without
Cohn. After all, they are going fishing, they are going without Robert Cohn and they
are going start their trip properly by getting drunk before they leave.
Book 2, Chapter 10 Analysis
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When Cohn hears that Mike and Brett have stopped in San Sebastian instead of going
all the way through to Pamplona, he immediately decides to change plans so that he
might be able to see Brett a little more. This further foreshadows his habit of
incessantly following her around, even when she is with Mike.
Jake's concern about the tickets for the bullfights, as well as the fact that he goes to
church just to pray for them, foreshadows the primary importance of bullfights and
bullfighters later in the novel. Since Jake is so keen to pray for his favorite
bullfighters, and he is the narrator of the story, bullfighting is obviously a central
concern for him and he will want to tell the reader about it.
In this chapter, the happy-go-lucky Bill saves the fishing trip by simply being funny.
The humor that he provides puts both he and Jake in a better mood by making light of
the very frustrating situation with Cohn and Brett, and the fact that Brett slept with
Cohn instead of either of them. Bill -- as the representative jokester -- comes through
in a pinch and gets rid of anger. This foreshadows his ability to stop fights from
breaking out between Mike and Cohn.
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Book 2, Chapter 11
Book 2, Chapter 11 Summary
A bus that is overflowing with people takes Bill and Jake up to Burguete for their
fishing expedition. On the bus, they happily enjoy the camaraderie of their fellow
passengers as they talk and share skins full of wine.
Eventually, they arrive in Burguete and take a room in a hotel there. Though the
weather is frigid at high altitude, the men happily drink away the cold that comes with
the night. Then, as they turn in for the evening, Jake reflects that it is "good to be
warm and in bed." (111)
Book 2, Chapter 11 Analysis
This chapter is mostly a sort of travel journal detailing the pleasures of traveling in
Spain. His descriptions are about as flowing and flowery as the normally spare
Hemingway gets, showing that he, personally, has a distinct love of Spain. As well,
his descriptions of the friendly folks he meets along the way are also a sort of
endorsement of the country and the wonderful people that can be found there.
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Book 2, Chapter 12
Book 2, Chapter 12 Summary
Bill and Jake wake up the following morning and get some breakfast before their big
fishing adventure. Bill is, as usual, his irrepressibly humorous self and he keeps Jake
entertained with his constant banter and seemingly random commentary on altogether
bizarre issues.
After that, the two men have a successful day out on the Irati River and catch several
large trout. Then, with their fishing completed, they relax along the riverbank and take
in the beauty of the scenery before them, as well as two bottles of wine.
Book 2, Chapter 12 Analysis
When Bill tells Jake that some people think he is impotent, Jake reveals that he was
castrated in the war. This shows that Jake closely guards his rather embarrassing
secret, since even Bill, who is a good friend, does not know about it until that day.
This chapter continues the travelogue that Hemingway began in Chapter 11, but this
time it is a tale of men being men and enjoying the day of a sportsman. As well, they
also enjoy the quiet pleasures of simply appreciating the countryside and its splendors
over a few bottles of wine, showing that Spain is a country that has something for
everyone.
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Book 2, Chapter 13
Book 2, Chapter 13 Summary
After five days in Burguete, a telegram arrives for Jake, telling him that Michael and
Brett have arrived in Pamplona. Thus, with the rest of the party finally at their final
destination, he and Bill pack up and head back to Pamplona.
Jake arrives at the Hotel Montoya and Montoya, the hotel's owner, greets Jake
warmly. After ensuring that the rest of his friends have been given rooms, Jake and
Montoya talk briefly about the bulls arriving for the bullfights. In fact, bullfighting is
the thing that ties the two men together, as they are both aficionados of the sport and
real aficionados are always happy to be in the company of their fellows.
After getting ready for the evening, Bill and Jake meet up with Brett, Mike and Cohn
and everyone goes to the bullring in order to see the unloading of the bulls. Of course,
the unloading is a typically violent affair at first; the second bull unloaded attacks the
two steers in the ring, injuring one of them badly. However, the steer eventually quiets
down the two bulls in the ring, allowing the steer to corral them into a group that
quiets the other bulls at they enter the ring. Seeing this display, Jake's friends are very
impressed: particularly Brett, who seems to be developing a distinct affection for the
animals.
As the friends are discussing the unloading, Mike observes that Cohn is acting like a
steer when he follows Brett around constantly. However, Cohn is not to be cowed so
easily and he stands up angrily, ready to fight. However, when Bill quiets Cohn down
and takes him back to the hotel, Mike is ready to be friendly with him again; feeling a
little bad for insulting Cohn is such a manner. Therefore, the friends return to the
hotel, meet up with Bill and Cohn and have a very pleasant evening.
Book 2, Chapter 13 Analysis
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Mike's story about borrowing the military medals symbolizes the concept that he is not
a real man; he is an overgrown boy who plays at being a man. For instance, he did not
send away for any of his military medals, showing that he did not do anything
particularly impressive in the war. In fact, had he won an impressive decoration for
bravery, he would have been given the medal instead of having to send away for it.
Furthermore, he does not send away for his medals and he is stuck without them -- and
his symbolic manhood -- when he needs to show his worth at a state dinner. Thus,
when it happens that he does not need to wear the medals after all, he does not even
have the chance to show off his pretended manhood. This final event symbolizes the
idea that a boy's attempts to be a man will ultimately fail in the face of actual men.
The unloading of the bulls provides a symbolic parallel between the bulls and Jake and
all his friends. First off, steers are castrated bulls that are used to quiet the other bulls
in the ring. Since Jake is castrated himself, he is the symbolic steer that makes friends
with the bulls and pulls them into a group, instead of allowing them to turn against
each other. Cohn is the symbolic bull  as shown by Jake's comparison of the bull
using his horns like a boxer and by Cohn's observation, "It's no life being a steer."
(141) Thus, Cohn is dangerous and violent when left alone, as he is when he beats up
Mike and Jake. However, just like the bulls, Cohn is not dangerous when he is faced
with the entire group. Instead, he can be placated, calmed down and brought back into
the group easily, as he is in this chapter, when he comes to dinner after being insulted
by Mike.
Furthering the symbolism of the bulls, Brett acts much like a steer in that she has a
calming effect on Cohn and Mike. Mike, like Cohn, is also a bull because he is always
ready to start trouble with Cohn.
The symbolic link between the bulls and the five friends foreshadows Cohn beating up
his friends later in the book. Since Cohn is a bull, he is ready to swing at anybody,
including people who are trying to be friends with him -- just as the bulls attacked the
steers in the bullring.
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Book 2, Chapter 14
Book 2, Chapter 14 Summary
The next two days are quiet, as the city of Pamplona prepares for the fiesta. Nobody
goes out in the evening and nobody gets drunk, since there is nothing really
happening. Though Cohn continues to follow Brett around, it is not nearly as bad as
before and neither Brett nor Mike complains. Overall, it is a pleasant, serene two days
before the explosion of activity that attends the fiesta.
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Book 2, Chapter 15
Book 2, Chapter 15 Summary
Sunday, July 6, the fiesta begins with an explosion of carousing throughout Pamplona.
Peasants come pouring into the town and everyone is out in the streets and cafes
singing, dancing and getting drunk. However, not until the fireworks go off,
announcing the start of the fiesta, do things really begin. Then, it is boisterous singing,
parades, pipers and swarms of people crowding into the town square, all making as
much drunken noise as possible.
Meanwhile, Jake and all his friends are taking in as much of the scene as they can
while drinking as much wine as possible. The locals are more than happy to see these
foreigners and they pull them into their wild partying with a welcoming joy. Of
course, everyone is more than happy to join in the fun and the wild drinking and
carousing takes off with renewed vigor. Then, as afternoon turns to evening, Jake goes
back to his hotel room to sleep off the effects of the first day of the fiesta.
The next morning, Montoya introduces Jake to Pedro Romero, a talented, 19-year-old
bullfighter who has only just begun his career in the ring. After meeting this young
man, Jake is duly impressed with his demeanor and good looks. However, neither Jake
nor Montoya has ever seen him in the bullring and they decide to withhold judgment
until they have seen his skills for themselves.
In the bullring, Romero proves to be an excellent bullfighter. He is skilled and willing
to take more risks that the other two men bullfighting that day. In fact, Montoya looks
over at Jake at one point and they both nod at each other, indicating that they are
seeing something exceptionally rare, a "real one" (164). Even Mike and Brett, who
have never seen a bullfight before, are impressed with this stellar young man and his
grace and skill in the ring.
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The next day's bullfights are better, thanks to Romero. Once again, he steals the show
with his spectacular skill and his ability to endanger his body in ways that the other
bullfighters are not willing to risk. His purity of line and graceful movements leave
everyone utterly awed and Brett and Mike, who join Jake in the lower seats, are
thoroughly impressed with the good-looking young man who moves both himself and
the bull with absolute assurance.
However, the next day's bullfights are dull, since Romero is not scheduled. The day
after that, there are no fights at all, but the fiesta just keeps going on in all its rowdy
glory.
Book 2, Chapter 15 Analysis
The fact that the Spaniards at the fiesta are so willing to adore Brett shows that she has
a magnetic ability to draw people in and make them love her. This underscores the
idea that sex is not the only thing that makes people so devoted to her; Brett simply
possesses this quality.
Throughout the book, various characters frequently make insulting remarks about
Cohn's Jewishness. This is because anti-Semitism, and all racism, was once much
more accepted than it is in modern times. In reality, it was not until the horrors of the
Holocaust became known that anti-Semitism became socially unacceptable. Thus,
Hemingway is not so much making a statement about Jews as he is reflecting the
general sentiment of the time.
Brett frequently comments on how attractive Romero is. As well, Mike also comments
on how she seems to be falling in love with him. This foreshadows Brett sleeping with
Romero later in the novel.
Pedro Romero is like a younger version of Count Mippipopolous and is, therefore, a
man who is on his way to becoming a complete man. Romero is a bullfighter that lives
life on the edge, just as the Count did in his earlier days. As well, since he is a
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bullfighter, he satisfies Jake's statement from earlier in the book, "Nobody lives their
life all the way up except bull-fighters." (10) Though he is still young, he lives a life of
adventure and excitement, much as the Count did, and Brett is, of course, attracted to
that that. Thus, Hemingway is showing that the men who live life on the edge are the
ones who women idealize and desire.
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Book 2, Chapter 16
Book 2, Chapter 16 Summary
Two days after Romero's second bullfight, the fiesta continues, though it turns out to
be a foggy, raining, dull day in Pamplona and the bullfights are canceled. As Jake
shaves in his room, preparing for another day of drinking, Montoya comes in to talk to
him about the fact that the American ambassador wants Romero to meet him for
coffee. However, Jake tells Montoya not to send along the message, which is exactly
what Montoya hoped he would say. As Montoya notes, meeting people and being
flattered by the rich only spoils good, young bullfighters, and makes them lazy.
Neither Montoya nor Jake want Romero to be ruined at 19 years old, so they both
agree that he should be kept safe from open wallets and flattering words.
After his conversation with Montoya, Jake goes downstairs and finds that Mike and
Bill are already wildly drunk and obnoxious. Of course, since Jake is way behind
them, he looks for some way to get away from them and he finds it when he sees
Romero at the table next to them. Of course, Jake is more than happy to talk with the
young man whom he admires so much and they happily talk about the bulls for
tomorrow's fight.
However, as Jake and Romero talk, Brett arrives -- with Cohn in tow -- and she is
eager to meet Romero. Unfortunately, this brings Bill and Mike into the conversation
and Mike repeatedly yells that, "bull have no balls," (175) in an attempt to insult
Romero and his skills. However, Romero does not seem to understand what Mike
means, so Jake is mostly saved the embarrassment of Mike's words. However, Mike
feels like insulting somebody, so he turns to insulting Cohn instead.
At first, Cohn seems to take the insults in stride, as though he is suffering Mike in
order to prove his love for Brett. However, Mike is not happy with merely insulting
Cohn and he actually stands up to take a swing at him. Of course, Cohn is not one to
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back down, and stands up to prepare himself for the assault. However, Jake manages
to haul Mike away before the fight has a chance to start and he drags Mike outside for
some fresh air.
After finding another pub to continue their drinking escapade, Mike and Bill leave
Jake and Brett to go insult some Englishmen. This leaves Jake, Brett and Cohn, who
had joined them at some unspecified point, but Brett sends Cohn away so that she and
Jake can talk.
As Jake and Brett sit quietly, Brett finally says that Cohn is driving her crazy with his
habit of constantly following her around. Meanwhile, Mike is acting like "a swine"
(181), which annoys Brett terribly. Though Jake tries to make her understand how
hard everything has been on Mike, especially with Cohn's persistent presence, Brett
does not want to hear it. She merely wants to complain about her fiancé and his
piggish behavior.
However, as Jake and Brett walk the streets and byways of Pamplona, Brett's talk
finally turns to Romero and she admits that she may be falling in love with him. She
wants him terribly, but she hates the fact that she feels that way. Jake, of course, does
not want her to act on her impulses, but Brett refuses. Instead, she merely says that she
cannot control them and she will end up acting on them no matter what. Therefore, she
and Jake go out to find Romero so that she can sleep with him.
They finally locate him in a café and wait for him to come over. Of course, he does,
and Brett immediately turns her charms on to him and he falls under her spell. Jake,
not willing to be part of the scene, leaves them, only to come back 20 minutes later
and find that Brett and Romero had gone off to spend the night together.
Book 2, Chapter 16 Analysis
When Jake pulls Mike outside, there is a man out there attempting to shoot off
fireworks, but the wind is pushing all the rockets down to earth, where they explode
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amidst the spectators. This symbolizes that fact that everything is about to come
crashing to earth and, once it does, everything will explode.
Cohn follows Brett everywhere in order to be with her, but Brett wants nothing to do
with him anymore, underscoring her desire for anything she cannot have and
disinterest in anything that she can have. This also symbolizes the idea that mere
devotion is not the key to a woman's heart; instead, one must be inaccessible and
dangerous, like Romero, who is very young, yet routinely tempts death in the bullring.
Romero must not show the fact that he can speak English because he is supposed to
belong only to the Spaniards. By being able to speak English, he shows that he is a
man of the world, not just Spain. Thus, since he needs to keep the love of the
Spaniards, he must conceal his English-speaking in order to keep his countrymen
under the impression that he belongs to them and them alone.
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Book 2, Chapter 17
Book 2, Chapter 17 Summary
Jake returns to the bar where Bill and Mike left him and he finds them standing around
outside, since they were kicked out for trying to start fights with the English.
Therefore, since they cannot go back into that bar, Mike and Jake wander off to find
another bar with Edna, a woman that Bill met. However, Bill disappears somewhere
along the way and nobody has any plan to go look for him.
As the men continue drinking at the next bar, Cohn arrives and angrily asks where
Brett is. Though Jake tells him that he does not know, Cohn is not convinced and
continues to demand an answer. Mike, who is still obnoxiously drunk, says that Brett
has gone off with Romero. Hearing this, Cohn is infuriated. In fact, Cohn is so
enraged that he punches Jake unconscious and goes on to knock Mike down before
storming off.
As Jake returns to sensibility, he leaves the café and returns to the hotel to find Bill
waiting for him. Bill tells Jake that Cohn has been asking for him and he should really
go up and see him. Even though Jake is angry and not in any condition to see Cohn, he
goes up anyway and visits his friend.
Cohn is lying on the bed crying and he begs for Jake's forgiveness. He explains that he
has been utterly alone and frustrated with losing Brett and now he has gone and gotten
into a fight with his only friend and now he feels terrible about it. Of course, Jake is
still furious at Cohn, but he finally relents and offhandedly forgives his friend.
The next morning, Jake awakes with a terrible headache, but his mind is finally clear
and he goes out to the bullfights. Along the way, he sees the crowd running ahead of
the bulls and catches sight of one man who is gored badly on the runway entering the
bullring and he eventually dies from his wounds.
Book 2, Chapter 17

38

Jake returns to his hotel room to lie down for a while, but Mike and Bill enter and fill
Jake in on everything that happened the night before. As Bill tells the story, he
explains that Cohn came from the bar where he beat up Mike and Jake, and then
stormed into Brett's room, where he beat up Romero. However, when Cohn offered to
take Brett away as if he was some knight in shining armor, Brett told him off for the
last time. Then, as Cohn began weeping, he apologized to Romero. Romero, however,
would have none of it and he socked Cohn a couple of times, even though he was in
such bad shape, he could hardly stand.
By this time, Mike is rather tired of Brett and her constant sleeping around, so he
informs Jake that he sent her away to "go about with Jews and bull-fighters and such
people" (203) without him. Thus, it seems that Brett and Mike are no longer engaged.
Book 2, Chapter 17 Analysis
Cohn, the bull, finally shows himself in this chapter by taking out his anger on Jake
and Mike. This happens when Bill, another symbolic steer who had calmed Cohn a
couple of times before, was not there to calm him this time and everything finally fell
apart. As well, since the group was too small to bring Cohn under control and bring
him into the herd, Cohn lashed out. In fact, it was only Romero, the manly bullfighter,
who managed to stop Cohn the bull.
Count Mippipopolous is missed the most in this chapter. Since he is, in a way, the
ultimate man, he could have taken care of Cohn, the imitation man. Instead, it was left
to the younger version of the Count, Romero, to put Cohn into his place. Had the
Count been there for the fight, however, he could have at least controlled Cohn. After
all, the Count is a very big man who was been wounded several times in war, so Cohn
might have met his match against another large man who would not be menaced by a
mere boxer.
Romero later kills the bull that kills the man outside on the runway. As the tradition
goes, they cut the ear off the dead bull and they give it to the bullfighter when he has
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had a particularly impressive fight. After receiving the ear, Romero gives the ear to
Brett, who casually throws it into a drawer. This shows that Brett really cares nothing
for anyone, since she so easily throws away this symbolic piece of life and death itself.
This casual indifference to even life and death foreshadows Brett's willingness to
throw Romero away, as well.
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Book 2, Chapter 18
Book 2, Chapter 18 Summary
The next morning, Bill, Mike and Jake are sitting at the bar drinking when Brett
arrives after her night with Romero. She sits down with them and informs Jake that
Cohn beat Romero pretty badly. Though he will be okay, Cohn's fists seriously hurt
him and he will not even leave the room. However, he will be bullfighting later that
day.
After Brett pulls Jake aside for a walk around town, they return to the hotel and Brett
goes back to Romero as Jake visits Mike. However, Mike is not in any condition to
receive guests. He has not slept in quite a while, he is bitter and he is drunk, so Jake
lets him sleep.
When the time comes for the day's bullfights, Brett, Jake and Bill are sitting together
near the bullring, waiting for the final day at the bullring. Finally, the time comes for
the matadors to enter the ring and Romero walks out with Marcial, an unremarkable
bullfighter and Belmonte, a distinguished old bullfighter who had come out of
retirement to show the younger bullfighters how to do things.
As the bullfights start, Belmonte is good, but unremarkable. A shadow of his former
self, he works against a bull that is none too good and the crowd is less than happy
with him. Marcial actually has a good day and the crowd applauds him. However,
when the last of the bulls comes out, Romero shows his brilliance.
Working against the bull that killed the man on the runway, Romero is brilliant.
Against an excellent bull, Romero forgets the pain from the beating he received from
Cohn and he is in his element. Every movement is fluid and crisp and he works him
with an expertise that leaves the crowd in ecstasy. In fact, when Romero is ready the
kill the bull, the crowd makes him go on. They simply do not want to see such
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brilliance end. It is as though they would watch this young man in the ring forever.
However, it does finally end when Romero downs the bull with an unhurried grace
that the sends the crowd into absolute rapture. Then, after Romero gives the ear of the
bull to Brett, the crowd rushes him and carries him off on their shoulders.
Bill, Jake and Brett return to the hotel, but only Bill and Jake sit at the café downstairs,
watching the fiesta's last hours. However, neither of the two men is very lively after an
entire week of drinking capped off by the exhausting spectacle of the bullfight.
Though Bill is ready to have some more fun, Jake is beat and, after a few absinthes, he
goes upstairs.
Instead of going straight to bed, Jake pops his head into Brett's room, but only finds
Mike sitting there, drinking. Mike tells Jake that Brett has run off with Romero on the
7 o'clock train. With this final piece of bad news in his ears, Jake drags himself to bed,
though he does not sleep. In fact, he goes down the café later that night to meet Mike
and Bill. However, with Cohn and Brett gone, it seems horribly empty at the table.
Book 2, Chapter 18 Analysis
In this chapter, Brett is shown to be a selfish woman who will not pay attention to
anything that anyone else says, and will often take offense at the mere hint of someone
or something that might not agree with her. When Mike gets angry at her for sleeping
with Romero, she is offended by Mike's temper. As well, when she and Jake leave the
church and she actually asks Jake if he is religious, she takes offense when he says
yes. Thus, she is utterly unaware of the fact that there are other people in the world
and she only wants to hear people talk when they making her feel good. If anything
comes in to ruin that illusion, she will stop it before it has a chance to actually affect
her or possibly change her.
This chapter shows Hemingway's concept of the perfect bullfight. It is fluid,
unhurried, and a bullfighter should work so close to the bull that he is in danger. Thus,
Romero's brilliant display of prowess is Hemingway's lyrical tribute to the glory of
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bullfighting and its potential for beauty even in the face of death.
The proper method for drinking absinthe is to mix it with sugar in order to make it
taste bearable. Thus, when Jake is at the bar, drinking absinthe without sugar, he is
essentially torturing himself by downing the bitter liquor. More than likely, he is
torturing himself for helping Brett take up with Romero.
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Book 3, Chapter 19
Book 3, Chapter 19 Summary
The fiesta is over and the streets are empty as Bill, Mike and Jake leave Pamplona.
Bill is returning to Paris, Mike is sailing to Saint Jean de Luz, and Jake is going to San
Sebastian to spend a week enjoying some peace and quiet. Thus, after renting a car up
to Bayonne, the friends say their goodbyes and part ways.
Jake goes on to San Sebastian and enjoys the simple pleasure of having no place to be
and nothing to do. He sits in cafés, reads the newspapers, walks the streets and swims
in the Mediterranean, perfectly content to simply be by himself and sober for the first
time in well over a week.
Unfortunately, his contentment is interrupted when he receives a telegram from Brett,
asking him to come to Madrid. It seems that she is in trouble and she needs his help,
and she needs it in Madrid. Therefore, with San Sebastian ruined, Jake makes plans to
go to help Brett out of another jam.
Once Jake arrives at Brett's hotel, she greets Jake warmly and informs him that she
sent Romero away. As she tells the story, Romero wanted Brett to grow her hair out
and become "more womanly" (242), but Brett refused, since she likes her short hair.
Then Romero wanted to marry her, but Brett refused because she cannot even marry
Mike. In fact, Brett knows that she cannot even live with Romero, since she knows she
is bad for him. She sent him away, despite the fact that she was very happy with him,
and she says that she feels good about it. However, Jake notices that Brett is actually
crying.
Brett and Jake spend their afternoon together and enjoy each other's company, as they
always do. In fact, after a fine meal and several drinks, they decide to take a carriage
ride through Madrid to see the sights. Then, as they curl up next to each other in the
Book 3, Chapter 19
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back of the carriage, Brett says that the two of them could have a very good life
together. However, Jake merely says that it would nice to think so.
Book 3, Chapter 19 Analysis
This chapter is largely given to another travelogue, this time about the pleasures of
San Sebastian. Though the previous travelogues of Spain included friendly people and
excellent fishing and other such social and active pursuits, Hemingway is more
interested in the solitude of San Sebastian in this chapter. Thus, he describes the
simply joys of traveling alone to this city and enjoying quintessentially manly act of
being alone and doing nothing. Compare this with Brett, who needs to have a man
around at all times, if she wants to enjoy herself.
In this chapter, Brett fulfills her role as the stereotypically 'bad' woman. Once again,
she is selfish, but this time she is only interested in having men at her disposal at all
times. When she sends Romero away like an unwelcome toy, she immediately sends a
telegram to Jake in order to have another man doing what she tells him to do. As well,
she plans to go back to Mike, despite the fact that Mike wants nothing to do with her
anymore and, in fact, he sent her away, not vice-versa. As well, she toys with Jake's
feelings by talking about what a wonderful life they could have together. However,
Jake is no longer as vulnerable to Brett's charms as he once was. This is shown when
he merely admits that it is nice to think that they could have a life together, where he
once thought about whether they could live together. Thus, Jake has changed from a
man under the control of Brett to a man who has come into his own released himself
from her control.
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Characters
Lady Brett Ashley
Lady Brett Ashley best encapsulates the beauty of being "lost." She represents the
dead aristocracy and constantly fends off the long-dead notions of romance best
captured in the melancholy of Robert Cohn. Yet she also represents the future and the
new feminism of the 1920s; she is an amoral socialite who lost her first love and
husband to dysentery in the War, divorced her second because he was abusive but
gave her a title, and is working on a third. She is the interesting woman of intelligence
from the nineteenth century that Henry James would want to make into a portrait.
Lastly, she is an inspiration to otherwise impotent writers because she "was damned
good-looking [and] built like the hull of a racing yacht." Consequent to all these
ingredients and the fact that she is in love with Jake, Brett is the moving force of the
novel's action. She is also Hemingway's denunciation of all bohemians.

Jake Barnes
The narrator of the story is Jake Barnes. Like his Biblical namesake Jacob, Jake has
trouble sleeping because he wrestles nightly with his fate. He is an American living in
Paris as a newspaper correspondent. He was rendered impotent by a World War I
wound and is thus unable to consummate his love with Brett. Both his physical
condition and his terse manner embody the sterility of the age. Jake forgets the war by
immersing himself in the meticulous details of life. He has a calculated view of the
events in the story and is sure to relate minutiae, such as how much things cost, who
owes whom, how to bait the hook, and what is in the packed lunch. His method for
living and being at ease with the world is not unlike the Count's. He states his
philosophy, which is the new moral for a world disillusioned by war, as "you paid
some way for everything that was any good. I paid my way into enough things that I
liked, so that I had a good time. Either you paid by learning about them, or by
Characters
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experience, or by taking chances, or by money. Enjoying living was learning to get
your money's worth and knowing when you had it."
Jake Barnes is Hemingway's first and best attempt to explain to others the mannerisms
which enable constructive living with an accompanying disillusionment. Exaggerating
this position, Jake is a man to whom things happen. Through no fault of his own, he
was a victim of war; he suffers a wound that prevents a normal life. His story is an
effort, not so much to react to the world, but to sort out in a visible manner an
explanation for his life and a solution to his quandary. He discovers a coded style of
"hardboiledness" which he uses to pull off the appearance of living with the war.
Along with this, he turns to the relational exchanges embodied in money as his
emotional salve. Consequently, his meticulous record of what is spent and how is a
reassurance. He grows less and less troubled as he perfects his code among those who
are more lost, get less for their money, and are not wounded. Only the Count (who
also has physical scars) has an understanding of this and, therefore, he is the only
other character who does not appear troubled.

Belmonte
An historical figure, Belmonte was one of the greatest matadors of all time. He is
shown in the story as aging and past his prime. This is ironic in the extreme since it is
the matador who fulfills the ideal of the hero. Yet, showing a hero in decline makes
him all the more human. Belmonte, despite his pain, maintains his dignified poise and
provides yet another example of the novel's moral: no matter how you choose to live
in this senseless world, live with style.

Mrs. Braddocks
Mrs. Braddocks "was a Canadian and had all their easy social graces." She is
attempting to revive pre-war dancing events. At the moment she simply gathers people
about her for dinner before they go on their nightly clubbing.
Jake Barnes
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Brett
See Lady Brett Ashley

Michael Campbell
A bankrupt Scotsman who is engaged to Brett, Mike Campbell grows weary of Cohn
always banging around Bren. He takes advantage of Cohn's inferiority complex to
needle him. He is made painfully aware that Bren does not love him when she goes off
with the matador.

Frances Clyne
Frances believes that she is in love with Cohn. She is ready to sacrifice anything to be
with him. Cohn, in his new success as a novelist, would rather seek adventure.
Realizing that Cohn has no intention of marrying her, she insults him and leaves for
England.

Robert Cohn
The novel opens with Robert Cohn, a mediocre writer and middleweight boxing
champion at Princeton with a "hard, Jewish, stubborn streak." He is the representation
of all that was supposedly destroyed in the war. Therefore, he must be exiled from the
group that is busily reshaping the world.
He is a friend and tennis partner to Jake. Born rich and married rich, he was unhappy
until his wife left him. Now free, he decides to pursue happiness in the form of editing
a magazine. But when that fails, he moves to Paris with his assistant, Frances, and
writes. The success of his first novel goes straight to his head as he lives out his
dreams of chivalry and romance; Frances becomes his mistress. From this point, his
Brett
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role is one of decline in the eyes of his associates for, as Brett says, he is not "one of
us." From the moment of Brett's Judgment, the other men seek ways of being rid of
him. Jake succeeds by letting Cohn exile himself.
Cohn's love for Brett and his expression of that love is meant as criticism of the
romantic. He represents the American values of love, idealism, and naive bliss that
were soundly exploded in World War I. Therefore, Cohn is Hemingway's satirical
portrait of the last knight who would defend the old faith and ideals. This knight
absurdly undergoes overt humiliation under the guise of a love for a lady and brings
upon himself verbal wrath and abuse. Cohn's actions are the last gasp of those values
yet his survival is a bitter reminder of their beauty in not too dissimilar ways from
Jake's more physical reminder in the form of his wound.

Bill Gorton
One of the few positive characters in the novel arrives in Paris at the start of Book II.
Bill Gorton has come to accompany Jake on a fishing expedition but finds he must
also buoy his friend's spirits. Bill believes in "a simple exchange of values" and living
for the moment. This philosophy prompts him to say, in sight of something that would
bring ease, "let's utilize It."

Georgette Hobin
See Georgette Leblanc

Georgette Leblanc
A prostitute, Georgette Leblanc is very cynical and does her utmost to hide her
defect--her teeth. She shares a knowledge with Jake that everyone is "sick" in their
way but she is not brought into the group.

Robert Cohn

49

Count Mippipopolous
The Count has a very simple philosophy of life--get your money's worth and know
when you have. He owns a chain of sweet shops and is charmed by Lady Brett, who
thinks he is one of them. The Count knows through experience and age what the
others are trying to figure out--how to live well.

Montoya
Montoya is the owner of a hotel in Pamplona where Jake habitually stays while in
town for the fiesta. He recognizes that Jake is a fellow aficionado--one who is capable
of appreciating the ritual bullfight. He is the truest devotee of bullfighting and all the
matadors try to stay in his hotel. Montoya does what he can for those matadors who
show promise as the "real thing".

Pedro Romero
The stock hero of the tale, Romero is handsome and brave. His beating at the hands of
the annoying boxer, Cohn, shows him to be just a man who has a talent for
bullfighting.

Count Mippipopolous
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Themes
Morals and Morality
Reflecting on his friends and especially on Robert Cohn, who is becoming a major
annoyance, Jake reflects on his moral code, "That was morality; things that made you
disgusted afterward. No, that must be immorality". Jake is more interested in his own
concerns and, secondarily, Brett's. Cohn was fortunate enough to have a holiday with
Brett but he is not smart enough to accept that it meant nothing. Because Cohn cannot
create his own version of the group's code, he becomes the subject of persecution. Jake
is bothered by it but he is more disgusted when he knowingly violates the code of
aficionado by setting up Brett with Romero. This disrupts his friendship with Montoya
and with Cohn. Respect is betrayed and lost. The garbage that is visible at the end of
the fiesta only compounds his self-disgust. However, instead of leading to an epiphany
he simply decides to develop his own code of style more thoroughly. That style is a
hard-boiled self-centeredness.
Brett is lost throughout the novel. She is disgusted with herself and those around her,
especially Jake--through no fault of his own. The only moment she exerts herself in
terms of morality is to get rid of Romero. Throughout the novel, Brett defies
conventional morality by having short, meaningless affairs. Because of her
self-centeredness and unhappiness, she is unable to stop this self-destructive behavior
and is often passive to events.
The affairs are meant to escape her unsatisfactory relationship with Jake, whom she
truly loves but who is unable to physically consummate their relationship.

Meaning of Life
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The theme of life's meaning turns from the question of essence, "what it was all
about," to existence, "how to live in it." However, the reason for this polarity is the
inability of the main characters to rise above that mediocrity. They must reject the life
of the hero as impossible for themselves. "Nobody ever lives their life all the way up
except bullfighters." To which Cohn replies, "1 am not interested in bullfighters.
That's an abnormal life." Cohn's idea of life is romantic--a life of literary fame and
adventure with a beautiful mistress who happens to have a title. But the group despises
Cohn's notions and Brett finally judges that he is "not one of us." Instead, the key to
life is a development of one's ability to wisely utilize the full worth of one's money.
This can take many forms but only Jake, the Count, and to a certain extent Bill
Gorton, are able to do this. Brett, and especially Mike Campbell (who is ever an
"undischarged bankrupt"), will never be happy even if they become rich because they
are incapable of utilizing money well.
Bill relies on exchange value and use. When he first enters the narrative he wishes to
buy Jake a stuffed dog, "Simple exchange of values. You give them money. They give
you a stuffed dog." Bill's philosophy is to use money to buy moments as well as to
show one's stature. His motto is "Never be daunted." Possibilities for bliss, such as a
pub or a bottle, must be utilized to their full potential.
Jake, meanwhile, is developing a more sophisticated attitude full of tabulating
expenses which keeps his mind off his main problem of impotence. "I paid my way
into things that 1 liked, so that 1 had a good time. Either you paid by learning about
them or by experience, or by taking chances, or by money. Enjoying living was
learning to get your money's worth and knowing when you had it. You could get your
money's worth. The world was a good place to buy in." Then he adds that he might
change his mind in five years. In other words, "the lost generation" can get their kicks
by a wise expenditure of money (even if they are not rich) until a semblance of reality
has been reconstructed and the war is in the past. A possible future philosophy is
hinted at when Jake reads Turgenieff and knows he will remember what he reads as if
it was his experience. That is, Turgenieff writes truthfully about experience in a way
Hemingway agreed with. "That was another good thing you paid for and then had."
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But payment here is the effort of reading literature which you can then use to recover
from war.
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Style
Narrative
The first-person narration of Jake Barnes is sometimes referred to as a "roman a clef."
A roman a clef is a story understandable only to those who have a "key" for
deciphering the real persons and places behind the story. The story of Jake Barnes
resembles the real events of the summer of 1925 in the life of Hemingway and his
friends. Still there is enough difference that no "key" is needed for understanding. That
is to say, the novel stands on its own whether or not the reader knows on whom the
character Lady Brett Ashley is based. In addition, Jake Barnes is not Hemingway
because in real life Hemingway was married when he went to Pamplona. Jake is a
blending of several real people as well as a fruition of Hemingway's theoretic
code-hero. There is enough similarity for comparisons but the novel is in no way an
autobiographical event. It is a story attempting to speak truths to the present
generation.

Dialogue
Hemingway's dependence on dialogue is just one mark of his modernity. Henry
James, for example, felt dialogue was the climax of a scene and was to be used
sparingly Hemingway creates whole scenes solely from dialogue. However,
Hemingway's dialogue made the story an easy and fast read with effects similar to
news writing. The author seems to disappear as the narrator allows his contact with
others to balance out the story. It becomes a group conversation rather than a
narration.
Hemingway's ability with this feature delighted many critics. Conrad Aiken remarked,
"More than any other talk I can call to mind, it is alive with the rhythms and idioms,
the pauses and suspensions and innuendoes and shorthands, of living speech. It is in
Style
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the dialogue, almost entirely, that Mr. Hemingway tells his story and makes the people
live and act." The use of dialogue is one of the key features of Hemingway's style.

Hero
Hemingway's solution to the ennui, or disillusioned nausea, that marked his "lost
generation" was the encouragement of each person in their path to being a hero.
However, as is clear in the novel, his theory did not include bravery in war or sport but
insisted that the individual create a moral code. One must "never be daunted."
Jake Barnes and friends are the best examples of Hemingway pursuing his theories
Succeeding Hemingway heroes do have the humanity to inspire our sympathy and
imitation. This code-hero was defined eloquently by Robert Penn Warren and Cleanth
Brooks while discussing Hemingway's "The Killers". They said that the code-hero "is
the tough man, .. the disciplined man, who actually is aware of pathos or tragedy."'
Lacking spontaneous emotion, the code-hero "sheathes [his sensibility] in the code of
toughness" because "he has learned that the only way to hold on to 'honor,' to
individuality, to, even, the human order... is to live by his code." Romero provides the
clearest example not through his bullfighting but through his ability to ignore the
bruises Cohn gives him in order to perform as he is capable. The success of the fiesta
depends on his ability to do so. Brett and Jake also satisfy this definition. Brett decides
she cannot corrupt the young bullfighter but will continue to live in style hiding her
frustrated love. Jake decides he has to live according to his own code with the help of
his stoicism.

Idiom
The heavy use of dialogue, the terse, staccato sentences, and the minimalist tightness
that characterizes descriptions and emotional expenditure are the marks of the style or
idiom that Hemingway made his own. According to this idiom, carefully chosen
language can relate fictional authenticity in such a way that it will never ring false, the
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goal being to carefully construct a world that has certitude and leave the uncertain
unsaid. Thus the language appears often to refer to ideas beyond what is actually
Written. However, only the written words are to be trusted and only they are true. The
effect of this new style is similar to Biblical genesis: reconstruct from the rubble of
war a civilization of beauty and simplicity.
The bareness of the intention is best revealed on the fishing expedition "Once in the
night I woke and heard the wind blowing. It felt good to be warm and in bed."' Two
sentences were used where previous writers would have expended chapters.
Furthermore, it is an incredibly simple and stark contrast to the sleepless nights of
Paris and it directly calls to mind the howls of the "Waste Land."
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Historical Context
The Lost Generation
Writers, horrified by the stranglehold of business and the uselessness of Prohibition,
expatriated to Paris where the favorable exchange rate enabled them to work for a
newspaper or magazine. Yet these writers usually spent most of their time sitting in
cafes lost in the aftermath of a war for which they refused responsibility.
Disillusioned, they discussed their inherited nineteenth-century values and the
provincial and emotional barrenness of America. Fortunately, they found comfort in
an older generation. Hemingway, armed with letters of introduction by Sherwood
Anderson, joined this group who flocked to Gertrude Stein's Salon. Sylvia Beach's
Shakespeare and Company bookstore, the apartment of James Joyce, the transatlantic
review offices of Ford Madox Ford, or Samuel Putnam's office. The older writers
cultivated the members of what Stein labeled, after overbearing her mechanic, as "the
lost generation."
Of the elders Stein, who was the bridge between past and present, and Ezra Pound,
whom Hemingway tried to teach boxing in return for tutelage, were the most
important influences on Hemingway.
"The Lost Generation" succeeded in poking through the rubble of civilization and
manufacturing art anew. From war's negation comes affirmation as a means to live
with disillusionment. T.S. Eliot wove the old myths together into a poem of epic
influence. "The Waste Land" A new poetry was created by E.E. Cummings. F. Scott
Fitzgerald, John Dos Passos, Hart Crane, and Glenway Westcott were members of this
generation who helped rejuvenate the arts. The most important contribution of "The
Lost Generation" was to prove the resiliency of culture and set it moving again with
the hopeful idealism that would mark American literature in the 1930s.
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The Roaring Twenties
In the Europe of the mid-1920s, life was returning to normal and cities were being
reconstructed after the devastation of World War I. Tensions, which still existed
between France and Germany over border issues, were quiet, as France became
isolated. The French war effort had depended on American loans and their repayment
depended on reparations from Germany. These reparations were recovered with
difficulty because Britain and the United States were hesitant to force matters. Still,
Germany was potentially the most powerful nation in Europe and was quietly being
given favorable loan terms by the United States. The French economy worsened when
the franc was stabilized at 20% of its pre-war value. This had the effect of making
France a collector of gold and brought adventure-seeking Americans, with moderate
sums of dollars, to take advantage of exchange rates.

New Leaders
Though a long way off, the leaders who would playa large role in World War II came
to power. Josef Stalin assumed his 27-year dictatorship in the Soviet Union. He
de-emphasized world revolution in favor of repressing and terrorizing Soviet citizens
and Russian neighbors. The Politburo, meanwhile, expelled Leon Trotsky and Grigori
Zinoviev. In Italy, Benito Mussolini assumed control of the country and the Fascist
party became the party of state without opposition. Chiang Kai-shek succeeded Sun
Yat-Sen and began to unify China. In Japan, Yoshihito died and his son became
Emperor Hirohito (a role which he retained until his death in 1989).

Economics
For members of the upper middle class or the rich, the twenties were indeed the era of
prosperity, debauchery, and bootlegging. For the rest of humanity, life was still a
struggle. The 1921 musical "Ain't We Got Fun" encapsulates the period saying, "The
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rich get richer, and the poor get children." Coal miners in America stretched their
meager 75-cents-per-hour wages (roughly $7.50 in 1995 dollars) to feed their families.
Public-school teachers made slightly less at $1000 a year. Labor movements were met
with brutal force but there were few improvements. The Ford Motor Company
introduced an 8-hour day and a 5-day week. The picture for blacks in America was
especially hard with 85% of blacks living in the segregated south and 23% of them
illiterate. Great numbers of blacks began migrating north to the cities with lasting
demographic effects.
Meanwhile, labor relations in Britain were tantamount to class war. A general strike
crippled the nation as coal miners belonging to the Trade Union Congress demanded,
"Not a penny off the pay; not a minute on the day." Many workers sympathetic to the
miners (railwaymen, printers, dockworkers, construction workers, and others) went on
strike as well. At the root of the problem was the decision by Chancellor of the
Exchequer Winston Churchill to return to the gold standard. That decision had the
effect of cheapening import prices and thus forcing mine operators to cut wages so as
to compete with German and Polish imports. Economist John Maynard Keynes
considered Churchill's decision "silly." Matters nearly erupted in violence as the Royal
Navy trained its guns on strikers who tried to prevent the off-loading of ships at the
docks.
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Critical Overview
Already prepared for his style by the short story collection In Our Time and the
subject matter by a short story, "The Undefeated," Hemingway's readers asserted that
The Sun Also Rises more than satisfied expectations. The novel was appreciated for its
modern "ease" and quickly became the novel of the "lost generation." More recently,
the novel has helped rejuvenate Hemingway's reputation. Critical attention to the
novel can be categorized as follows: early surprise and discussion of plot (focusing on
the bullfighting, Europe, or "the lost generation"); the alternative morality Hemingway
provides in the face of disillusionment; the facts of impotency and gender in the novel;
and finally, where the novel fits into Hemingway's reputation.
Except for Allen Tate's, the first reviews were glowing, congratulatory, and painfully
aware of the ubiquitous war fatigue. Conrad Aiken, in the New York Herald Tribune,
was struck first and foremost by the bullfighting which he compared to "half a course
of psycho-analysis." "One is thrilled and horrified; but one is also fascinated, and one
cannot have enough". Aiken observes that the novel "works up to, and in a sense is
built around, a bullfight." In addition, he is unaware of anyone using dialogue better
than Hemingway does. A reviewer for the New York Times Book Review said, "It is a
truly gripping story, told in a lean, hard, athletic narrative prose that puts mere literary
English to shame. Hemingway knows how... to arrange a collection of words which
shall betray a great deal more than is to be found in the individual parts." Lawrence S.
Morris, in The New Republic, saw the novel as "one stride toward that objectification"
which the current generation needed after rejecting its inherited myths. Tate wrote
negatively, in The Nation, that the significance of Hemingway's subject matter "is
mixed or incomplete." Furthermore, the habit of throwing stones at the great "is
disconcerting in the present novel; it strains the context; and one suspects that Mr.
Hemingway protests too much. The point he seems to be making is that he is morally
superior... [to] Mr. Mencken, but it is not yet clear just why."
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James T. Farrell wrote a 1943 reaction, in the New York Times, to a novel that was
supposedly "the definite account of a war-wearied lost generation." He explained the
novel's popularity as a result of the pacifism of the post-war generation ready to
challenge those values that had brought that war. Hemingway's novel, therefore, was
right on time. "He arrived on the literary scene the absolute master of the style he has
made his own; his attitudes were firmly fixed at that time, and he said pretty much
what he had to say with his first stories, and his first two novels." Philip Young was
more succinct, saying the novel is "still Hemingway's Waste Land and Jake is
Hemingway's Fisher King".
Criticism became more analytical through the 1950s and gradually dissected
Hemingway the man. Mark Spilka, in Twelve Original Essays, tried to find the moral
of the story by focusing on its love theme. He concluded that Pedro is the hero of the
story. Therefore, the lesson is that a hero is someone "whose code gives meaning to a
world where love and religion are defunct." Carlos Baker focused on the geography
because "place and the sense of fact ... [as well as the] operation of the sense of scene"
is Hemingway's style, nothing more. Earl H. Rovit felt otherwise, in Landmarks of
American Writing. He likened the novel to a "Newtonian world-machine" which
rendered the metaphor of our age--which is explosion-conscious for the first time. For
this reason the novel continues to "provoke our thought." Terrence Doody, in The
Journal of Narrative Technique, was moved to say Hemingway did not know what he
was doing with his narrator Jake Barnes. He added that the "naive contact with the
world" the Hemingway style enables is clearly not sufficient since Faulkner and
Fitzgerald are now preferred.
Sam S. Baskett picked up on the debate over Jake Barnes for his review in The
Centennial Review, asking what sort of moral center Hemingway, spokesman for a
generation, had come up with. Baskett answered this question by noting the value that
characters have for themselves is a function of their regard for Brett--their godhead.
Thus, Jake is the hero because he understands how to "live as a moral being" through
writing his story and ignoring Brett. Andrew Hook's review, in Ernest Hemingway:
New Critical Essays, is also interested in the moral center which is imposed, contrary
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to the novels that follow where the hero makes the choice, on Jake. Hook found that in
this novel Hemingway "risks challenging the very codes and values" of the rest of his
fiction and his life.
Criticism of the 1980s summed up Hemingway or discussed issues of gender. Nina
Schwartz, in Criticism, analyzed the novel as an attempt to return "man to the center
of a humanistic universe" by allowing Jake to control the signifiers. The crucial act
here is Jake's displacement of his own desire to his favorite hero, Romero. Woman, or
Brett as love object, assumes the most powerful position as castrator of "the very
mythos of castration." The woman becomes the author of the men and the Bull of their
ritual. Sukrita Paul Kumar more simply declared woman as the hero of the novel, not
Jake or Romero. Kumar said the novel "paves the way for complete androgynous
relationships through an acceptance and absorption of the new values as well as the
new female ideal." Sibbie O'Sullivan's article, in Arizona Quarterly, defended
Hemingway against charges of misogyny: he respected the new woman being created
in the 1920s. O' Sullivan took inspiration from Jake's idea that you had to love a
woman to befriend her and showed that Brett "is a positive force... who makes an
attempt to live honestly."
Lastly, John W. Aldridge summarized up Hemingway's modern reputation in The
Sewanee Review. The dark side of the author is forgiven and his first novel is held up
as a continuing inspiration for us not to "give up [our] hold on the basic sanities."
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Criticism
• Critical Essay #1
• Critical Essay #2
• Critical Essay #3
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Critical Essay #1
Jeffrey M. Lilburn, M.A. (The University of Western Ontario) is the author of a study
guide on Margaret Atwood's The Edible Woman and of numerous educational essays.
In the following essay, he discusses the mutually destructive nature of Jake and Brett's
relationship as well as the characters who, critics contend, might provide Jake with a
model of behavior.
Set in Paris and Spain shortly after the end of World War I, The Sun Also Rises, for
many the finest of Hemingway's longer works, is frequently described as a novel that
captures the mood of an age. Its publication in 1926 forever identified the author with
a generation and, even today, it is difficult, if not impossible for many readers and
critics to consider Hemingway's works without drawing on the wealth of biographical
information available on the now-famous expatriate artists of the 1920s. Centered
around Jake and Brett's doomed love affair, the novel portrays the disillusionment and
shift in values that resulted from the wartime experiences shared by a generation. In an
essay emphasizing the historical context of the novel, Michael S. Reynolds explains
that the end of the war signaled the end of a 20-year period during which the stable
values of 1900 had eroded "home, family, church, and country no longer gave the
moral support that Hemingway's generation grew up with. The old values--honor,
duty, love--no longer rang... true". According to Linda Wagner-Martin, this loss of
promise after the war led to the wasteland atmosphere evident in the works of Eliot
and Dreiser. Similarly, The Sun Also Rises is frequently read as a record of the "Lost
Generation," a term attributed to Gertrude Stein that refers to the aimless and damaged
youth who survived the war. Although many critics have recognized that such an
interpretation is limiting and that to read Hemingway's novel as a "paean to the lost
generation" is, as Reynolds argues, to miss the point badly, Stein's epigraph continues
to influence many readers' imaginations. A frequently discussed aspect of Hemingway'
s work is his suggestive writing style. When The Sun Also Rises first appeared, it was,
Wagner-Martin explains, considered a "new manifesto of modernist style and was
praised for its dialogue and its terse, objective presentation of characters." The
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modernist method was understatement, "a seemingly objective way of presenting the
hard scene or image." There was, Wagner-Martin continues, "no sentiment, no
didactism, no leading the reader." This understated style, and the narrator's apparent
toughness of attitude, can sometimes conceal pain, emotion, and desire. A typical
example of this understated style is Jake's attempt, late in the novel, to justify Mike's
drunken and, at times, vicious behavior towards Robert Cohn. Jake tells Brett that
Cohn's presence in Pamplona has been hard on Mike, suggesting but leaving unsaid
what is equally obvious: that Cohn's presence, not to mention Mike's and Pedro's, has
also been very hard on him. According to James Nagel, Jake's love for Brett and the
pain of their having to be apart "underscores everything he relates."
Early in the novel, Cohn tells Jake that he longs to get away, to travel to South
America, to be elsewhere. Presenting himself as someone who knows that "you can't
get away from yourself by moving from one place to another," Jake advises Cohn to
start living his life now, in Paris. However, as Jake's narrative unfolds, it becomes
evident that he has not yet learned to live according to his own advice. Tormented by
thoughts of his injury and by his love for Brett, Jake spends many sleepless hours
inhabiting the elsewhere of an imaginary past--the past he and Brett could have had,
the past that continues to be a source of pain and frustration every time they are
together. Evidence of this ongoing frustration is easy to find. In response to Jake's
attempt at intimacy in the cab, for example, Brett turns away and tells him that she
does not "want to go through that hell again." Likewise, when Brett tells Jake that she
is "so miserable," he immediately gets the feeling that he is about to go through a
nightmare that he has been through before and must now go through again.
The mutually destructive nature of Jake and Brett's relationship has led several critics
to point to the scene in which Jake acknowledges that all he really wants is to know
"how to live in it"--it referring to the world, to the new and ever-changing post-war
reality and, as Kathleen Nichols suggests, to the world of emotional relationships,
Consequently, critics have also Identified characters in the novel who might provide
Jake with a model of behavior. Robert FIeming, for example, suggests that Count
Mippipopolous is an early prototype of the character type known as the "code hero" or
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"tutor"--a type whose minor flaws "are outweighed by his strict observation of a
code." The Count illustrates courage and grace under pressure, maintains his
self-respect in relation to Brett and, Fleming argues, imparts to Jake lessons "that will
help [him] toward a philosophy of life." Another critic, Scott Donaldson, proposes that
it is Bill Gorton, through humor directed at ideas and institutions, not human beings,
who provides a model of behavior that can be emulated. Jane E. Wilson looks to yet
another character, discussing the significance of the Englishman, Wilson-Harris, in
association with the regenerative fishing trip to Burguete She believes that Jake's
relationships with Harris is "one of the keys to the meaning of the fishing episode and
its beneficial aspects."
The character most often identified as a model of behavior is the young bullfighter,
Pedro Romero. Early in the novel, Jake tells Cohn that "nobody ever lives their life all
the way up except bullfighters". The appearance of an actual bullfighter later in the
novel thus commands attention. Pedro is described as a "real one"--a bullfighter who
does always "smoothly, calmly, and beautifully" what others could do only
sometimes. Allen Josephs, who has explored how the art of toreo (the bullfight) lies at
the heart of The Sun Also Rises, cites the work of H.R. Stoneback who is himself
citing Hemingway's Death in the Afternoon, to show that "the bullfight is meant to
convey an emblem of moral behaviour." To be moral, conduct must be "rooted in
courage, honour, passion, and it must exhibit grace under pressure". "Josephs believes
that all of the characters who make the pilgrimage to Pamplona "are
measured--morally or spiritually around the axis of the art of toreo." He identifies
Pedro, the creator of the art, as the character closest to perfection.
Robert Cohn, by contrast, is rarely included in discussions about models of behavior.
On the contrary, Cohn's behavior continually sets him apart from the rest of the group.
The recipient of insults and abuse from several characters in the novel, Cohn is also
frequently mistreated by critics. Josephs, for instance, has accused Cohn of being a
"moral bankrupt who is completely out of place at the fiesta." It is important to
remember, however, that Jake may not be providing an accurate picture of the man
who spent a week in Spain with Brett. Jake even acknowledges this possibility, noting
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that he may not have "shown Robert Cohn clearly" He tries, briefly, to improve his
incomplete portrait but continues to highlight moments and events that cast Cohn in a
negative light. From the very beginning of the novel, Jake's depiction of Cohn seems
partial. He mentions that Cohn was once middleweight boxing champion of Princeton,
but then strips the achievement of any value by noting that he is not "very much
impressed" by this title. Similarly, on the first day of the fiesta, Jake notes that, while
everyone else is drinking and having a good time, Cohn is passed out alone in a back
room, sleeping on wine casks Jake also pokes fun at Cohn's lack of acumen when the
latter fails to understand a banner bearing the slogan "Hurray for the Foreigners'" As a
result, when Mike verbally attacks Cohn, accusing him of following Brett around like
a steer and of not knowing when he is not wanted, the accusations seem justified.
Sibbie O'Sullivan has described Cohn as a character who "lives in the waste land but
does not adhere to its values." Jake's portrayal of Cohn appears to suggest that Cohn's
values are out of date and out of place. However, Cohn's negative depiction is
complicated by the frequent references to the fact that he is Jewish. Comments such as
Mike's, who tells Jake that "Brett has gone off with men, but they weren't ever Jews,"
have led several critics to address the Issue of anti-Semitism in the novel. Michael
Reynolds believes that the depiction of Cohn does betray Hemingway's anti-Semitism
but argues that to fault him "for his prejudice is to read the novel anachronistically."
He believes that the novel's anti-Semitism "tells us little about its author but a good
deal about America in 1926." Barry Gross, on the other hand, dismisses Critics who
dismiss Cohn's treatment in the novel as commonplace and wonders whether we
should not expect our great writers "to rise above the regrettably commonplace of their
society, especially writers who made careers out of being critics of .. all that they
considered regrettably commonplace in American society."
Like other characters in the novel, Brett Ashley has also been identified as a model of
behavior--but not for Jake. Instead, Brett's daring and unconventional lifestyle has led
several critics to identify her as a new kind of woman. Although she is not, as James
Nagel has pointed out, the first representation of "a sexually liberated, free-thinking
woman in American literature," she is, Reynolds explains, "on the leading edge of the
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sexual revolution that produced two types of the 'new woman': the educated
professional woman who was active in formerly all male areas and the stylish,
uninhibited young woman who drank and smoked [and] devalued sexual
innocence...". But more than a model of behavior or a representation of something
new, she is, like Jake, an individual trying to learn how to live her life She is, like
Jake, trying to get over what could have been.
Whether or not Jake and Brett do successfully overcome their attachment to the past
they could have shared remains a topic of debate. The fact that Jake travels to Madrid
to meet Brett is, for some, a sign that their relationship has not changed. James Nagel
argues that the journey is evidence of Jake's continued love for Brett and that he "is
resigned to the pain that continued association with her is likely to bring." But the
continuation of their relationship, or at least, the continuation of their relationship as it
has existed until now, becomes questionable in light of Jake's response to Brett's
lament about the good time they could have had together: "Isn't it pretty to think so?"
The novel's famous last words can be read as signaling a change in Jake's outlook.
Donald Daiker reads them as the "coup de grace which effectively and permanently
destroys all possibilities for the continuation of a romantic liaison between them." To
Kathleen Nichols, the response shows that, instead of lamenting what could have
been, Jake can now "calmly and ironically comment on how 'pretty' it is to think [his
relationship with Brett] would have been so good." By no means a happy or even
compensatory ending, Jake's response does suggest the possibility of a relationship
with Brett that is not burdened by unrealistic ideas about an imaginary past.
Source: Jeffrey M. Lilburn, in an essay for Novels for Students, Gale, 1999.
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Critical Essay #2
This excerpt explores Jake's fractured male identity and the ways in which he relates
to homosexual men in the novel.
My project is to consider the ways in which Jake Barnes's male identity is called into
question by the genital wound he suffered during the First World War, and the ways in
which his fractured sense of self functions in relation to homosexuality and the
homosexual men he observes at a bal musette in the company of Brett Ashley. Jake's
attitude toward the homosexuals--the way he degrades them and casts them as his
rivals--will, I believe, reveal the extent to which sexual categories and gender roles are
cultural constructions. Close readings of several key passages in the novel will at the
same time uncover the reasons behind Jake's own inability to openly accept, if not
fully endorse, the potentialities of gender/sexual mutability.
I take as my starting point the recent work of theorist Judith Butler, whose influential
book Gender Trouble maintains that "the heterosexualization of desire requires and
institutes the production of discrete and asymmetrical oppositions between 'feminine'
and 'masculine,' where these are understood as expressive of 'male' and 'female.'"
[Gender Trouble: Feminism and the Subversion of Identity, 1990.] This process
suggests that "the gendered body is performative," and, in fact, "has no ontological
status apart from the various acts which constitute reality." Insofar as "the inner truth
of gender is a fabrication," "genders can be neither true nor false, but are only
produced as the truth effects of a discourse of primary and stable identity." The notion
of a "primary and interior gendered self' is, therefore, a cultural construction which
creates the "illusion" of such a disguised self. That gender is itself a kind of
"performance of drag reveals the imitative structure of gender itself--as well as its
contingency" (Butler's em phasis). [Butler, 1990.]
With respect to the "crowd of young men, some in jerseys and some in their
shirt-sleeves" that Jake encounters at the bal musette, external signs--that is,
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behavioral or performative acts--lead Jake to "read" the men as homosexual. The
various signs by which their homosexuality is made known are these: their "jerseys"
and "shirt-sleeves," their "newly washed, wavy hair," their "white hands" and "white
faces," their "grimacing, gesturing, talking." While it may be argued that the idea of
performativity ("grimacing, gesturing, talking") is here conflated with the notion of the
homosexual as a morphological "type" ("newly washed, wavy hair"; "white hands"
and "white faces") created by a congenital condition, I maintain that what may at first
seem to be morphological is in fact performative: these men are "types" not owing to
natural physical features, but rather because they have created themselves as a "type"
in order to enact (perform) the role of homosexual.
Their casual dress and careful grooming suggest a "feminine" preoccupation with
physical appearance. Their hair appears to be styled ("wavy"), like a woman's, while
their "white hands" suggest delicacy, their "white faces," makeup or powder. Just as
the feminized Jew of the novel, Robert Cohn, is mocked for his excessive barbering,
the homosexuals are scorned for their obvious concern with appearance. Rather than
exhibiting the reticence and rigidity associated with masculinity, they are overly and
overtly expressive, uninhibited in the use of their bodies and voices. Jake's "diagnosis"
is confirmed, his own masculinity momentarily consolidated, by the policeman near
the door of the bar, who, in a gesture that bonds the two "real" men and marginalizes
the homosexuals as "other," looks at Jake and smiles.
But what is it, really, that Jake "reads"? It is not the sexual orientation of the men but
rather a set of signs, a visual (and aural) field--the body upon which is inscribed, and
through which is enacted, their otherwise concealed sexuality. The young men have
their homosexuality "written" on their faces and on their bodies. They "perform" their
sexuality through facial expressions and physical gestures. Just as Jake's wound
remains unnamed, so, too, homosexuality is never mentioned; both are instead
disclosed through, in the words of Arnold and Cathy Davidson, "sexual and textual
absences." The reader, like Jake, "must read the ostensible sexual preference of the
young men from the various signs provided and thereby decode covert private
sexuality from overt public sociability." ["Decoding the Hemingway Hero in The Sun
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Also Rises" in New Essays on The Sun Also Rises, edited by Arnold E. and Cathy N.
Davidson, 1987.] Homosexuality is therefore not simply a matter of erotic object
choice and same-gender sex. It is also a way of being, for the performativity of the
young men indicates--is, in fact, predictive of--their bedroom behavior....
Jake objects not so much to homosexual behavior (which is unseen) but to
"femininity" expressed through the "wrong" body. Gender-crossing is what troubles
Jake; the rupture between a culturally-determined signifier (the male body) and
Signified (the female gender) disrupts the male/female binary. But what if the young
men had not crossed the gender line, if their behavior were "in accord" with their sex,
if they, in short, acted the way Jake expects men to act? He would then have no
"signs" of their homosexuality.
The perception that the young men are enacting the "wrong" gender leads to the
conclusion that they are inauthentic, that the projection of a "feminine" persona is a
parody, a send-up of the female's "proper" role. Just as their presumed sexual
deviation is a "deviation from the truth," a behavioral "error," so the way they act in
public is a deliberate "deviation" from the "truth" of their gender. Although one could
argue that the men are "camping" in order to destabilize the notion of fixed
(naturalized) gender characteristics--that theirs is a conscious deployment of gender
for strategic political ends--Jake cannot allow for the possibility that they might truly
be the way they act He cannot believe that these men are really like that ("feminine")
because they are male....
Jake's inability to perform sexually corresponds to the homosexual's inability to
perform his "correct" gender. Jake's sexual inadequacy and the homosexual's gender
transgression are therefore conjoined: neither can properly signify "masculinity." .
It is also notable that "It is not Brett who elicits Jake's obvious and immediate
attraction" [Davidson and Davidson, 1987] when she enters the bar, but rather her
homosexual companions. "I was very angry. Somehow they always made me angry. I
know they are supposed to be amusing, and you should be tolerant, but I wanted to
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swing on one, anyone, anything to shatter that superior, simpering composure." The
urge to physically assault the homosexual man--what we now call "gay bashing,"
which many theorists argue constitutes an attack on the "feminine" rooted in misogyny
quite clearly derives from Jake's anger; but what, precisely, is he so angry about? The
source of his rage is in part his frustration at being unable to categorize the
homosexual within the male/female binary. That these men represent and enact gender
nonconformity violates the cultural boundaries established to demarcate appropriate
social and sexual behavior. Any attempted remapping of these culturally agreed upon
borders exposes the arbitrariness of their frontiers, which in turn calls for a rethinking
of the ontological groundwork of sex/gender itself. At the same time, his anger is
self-hatred displaced onto the homosexual, for Jake has lost (physically and
psychologically) his signifying phallus. What's more, the tolerance he knows he
should have for the homosexuals may also be the same tolerance he hopes Brett will
have for him and his sexual failing.
In a cultural system that authorizes a single mode of self-presentation for each gender,
transgressing the binary law of male/female constitutes a crime. Just as homosexuality
is often constructed as "a crime against nature," so, too, this crime, or sin, against
naturalized gender performance must be punished: Jake wishes "to shatter that
superior, simpering composure" which he sees as a homosexual or "feminine" trait.
Robert Cohn's manner is also described as "superior." To whom or what the
homosexual is "superior" is not expressed, but Jake apparently believes that they are,
or think that they are, "superior" to him. He is also disturbed by their "simpering
composure," though one may wonder whether it is their composure itself which
troubles Jake, or its simpering nature. In either case, the ostensibly heterosexual man
here feels threatened by the homosexual's acceptance and assertion of his presumably
"incorrect" gender behavior. If he is superior to Jake, then it is axiomatic that Jake is
inferior to him, for Jake himself hopes that he signifies what he is not, namely, the
potent and powerful heterosexual male.
What Jake is unable or unwilling to acknowledge (disclose) is that his relationship to
women resembles that of the homosexual. Though for different reasons, both Jake and
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the homosexual man do not relate to women in accordance with the demands of a
heterosexual/heterosexist culture. What Jake desires but cannot do is to perform
sexually with women, the same performance rejected by the homosexual. While the
homosexual rejects heterosexual performance, he does so in favor of an alternative.
Jake, on the other hand, is bound by a "masculine" signification and desire which is
"untrue"--he cannot do what his appearance suggests he can. The homosexual signifies
differently, Jake not at all, and so the homosexual is seen as "superior."
Jake's body stands, as it were, between himself and his desires; the homosexual's
"perverse" desire, however, circumvents the "natural" physical act. It is therefore not
the homosexual's denial or disinterest in women which offends Jake but the
renunciation of naturalized male desire. When he looks at the homosexual man, what
Jake sees is the body of a male that does not perform as a "man"; when he regards
himself what he sees is the body of a male that lacks the sign of "manliness." This
tends to support Jonathan Dollimore's observation [in his Sexual Dissidence:
Augustine to Wilde, Freud to Foucault, 1991] that "the most extreme threat to the true
form of something comes not so much from its absolute opposite or its direct negation,
but in the form of its perversion.... [which is] very often perceived as at once utterly
alien to what it threatens, and yet, mysteriously inherent within it."...
In the following chapter (4), Jake's affiliation with the homosexual and with gender
reversal is even more pronounced. While undressing for bed, he sees himself in the
mirror: "Undressing, I looked at myself in the mirror of the big armoire beside the bed.
That was a typically French way to furnish a room. Practical, too, I suppose of all the
ways to be wounded. I suppose it was funny. I put my pajamas on and got into bed."
While the digression concerning the armoire might at first appear to be an attempt to
avoid seeing himself or talking about what he sees, it is actually a symbolic corollary
of Jake's wound. Just as the armoire represents "a typically French way to furnish a
room," so the penis is "typical" of the male body. Whereas the armoire is "practical,"
however, Jake's member is not (at least in relation to his sex life), rather, it is all
"furnishing." In relation to the female, the homosexual's sex is similarly "furnishing."
That Jake regards his wound as "funny" recalls his earlier observation that homosexual
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men "are supposed to be amusing," though clearly neither are a source of much
humor. Both are instead ironic objects of derision. That which is present signifies
absence--not of desire but of ability. The mirror reflects appearance; it does not reveal
essence. At the same time, the "external signs" which it presents can, if "read"
correctly, provide the clues necessary to apprehend "inner truth." In Jake's case, that
"truth" is his fractured sense of masculine identity. In holding the mirror up to himself,
what Jake discovers is his close affiliation with the homosexual men.
Inasmuch as Jake considers himself to be heterosexual, the novel posits the site of
sexuality in gendered desire rather than sexual behavior. What distinguishes Jake from
the homosexual men is gender performance and erotic object choice. By this logic, it
follows that sexuality is determined by gender identification rather than sexual
activity. Jake's sex can no longer penetrate a woman (and so all sexual relations are
apparently ruled out), but he remains heterosexual by virtue of his desire. If the men
from the bar discontinued same-gender sex, they would presumably remain
homosexual. Sexual identity issues not from the sex act but from covert desire or overt
social behavior....
It remains unclear, however, whether Jake's masculinity is in question because of the
lost body part (morphology) or because of his inability to express what is regarded as
masculine--that is, heterosexual performativity. This loss is later seen in relation to
homosexuality itself, when Jake's wound is directly linked to homosexual Identity.
This linkage occurs about midway through the novel, during the fishing trip Jake takes
with his friend Bill Gorton before the fiesta. The fishing episode is one of what Wendy
Martin calls Hemingway's "pastoral interludes, in which his male characters seek
relief from social tensions," part of a tradition in American fiction "that begins with
Cooper and Brackenridge and extends through Hawthorne, Melville, and Twain."
["Brett Ashley as New Woman in The Sun Also Rises "]. This "pastoral interlude" is
also a "set piece" profoundly colored by the homoerotic element.... In The Sun Also
Rises the physical battle between male rivals is most overtly expressed in the bullfight,
where two such signifiers are the man and the bull And just as Jake is a spectator at
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the bullfight rather than a participant, so, too, he can only look on as other men
(Robert Cohn, Mike Campbell, Pedro Romero) compete for the affections of Brett
Ashley. The arena where "real" men compete--whether the bullring or the bedroom--is
for Jake a foreclosed area of emotional and psychic involvement.
Whether "greenwood," bullring, or battlefield, these episodes are intense moments of
male bonding, which for Mano Mieli (and I concur) is always an expression of a
"paralysed and unspoken homosexuality, which can be grasped, in the negative, in the
denial of women." [ Homosexuality and Liberation" Elements of a Gay Critique,
1980.] While alone and apart from the world, Bill teases Jake by asking him if he
knows what his real "trouble" is: "You're an expatriate [Bill explains]. One of the
worst type. You've lost touch with the soil. You get precious. Fake European
standards have mined you. You drink yourself to death. You become obsessed by sex.
You spend all your time talking, not working. You are an expatriate, see? You hang
around cafes." Jake's association with the old world places him within the shadow of
European decadence, which is seen as a performance, a role unbecoming to him. That
he has "lost touch with the soil" suggests that Jake is estranged from enduring values,
for "the earth abideth forever". Jake has become "precious," "ruined" by "fake
European standards," so that his very identity has been compromised, if not corrupted,
by foreign influences. Similarly, Jake's body has been corrupted by a foreign object,
perhaps a mortar shell. This has in turn transformed his corporeal existence into
something foreign or other--not quite a "whole" man but certainly not a woman. Jake
has come to inhabit the demi-monde, the world of the outcast, the lost, the
homosexual--the decadent other par excellence. What's more, like Lawrence's,
Hemingway's "anxieties about homosexuality were conjoined with class antagonism"
[Dollimore, 1991]--his antipathy for the rich, the "mincing gentry."
Jake, like the homosexual, is a habitué of cafes, where one "does" very little except
talk, and the homosexual, the female, and the Jew are constructed as overly discursive.
(Another of Hemingway's fears was that writing-talking was unmanly, for it is not
"doing.") The gay man, however, is like a woman in that he "hangs around" and
doesn't work much. His only "work" is nightwork related to sex, just as the "proper"
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work for a woman is to serve her man. Even Brett, the independent Modern Woman,
exists only in relation to men--Jake, Mike, Robert, Pedro, Count Mippipopolous, the
homosexuals.
Bill goes on to say that Jake doesn't work, after all, and that while some claim he is
supported by women, others insist that he's impotent. A man who is supported by
women is of course not a "real" man, but what Bill means by "impotent" is ambiguous.
He may believe that Jake is sexually impotent or that as a decadent American who has
adopted "fake" European standards he is psychically impotent. In either case, the link
between non-normative sexuality and decadence is clear. Jake responds to Bill by
saying, "I just had an accident."
But Bill tells Jake, "Never mention that. That's the sort of thing that can't be spoken of.
That's what you ought to work up into a mystery. Like Henry's bicycle." Once again,
just as homosexuality is the love that dare not speak its name, so Jake's "accident"
should not be discussed. "Henry's bicycle" is a reference to Henry James and the
"obscure hurt" he suffered while a teenager--either a physical wound which rendered
him incapable of sexual performance or a psychic "hurt," the realization of his
homosexuality. [R. W. B. Lewis, The Jameses: A Family Narrative, 1991.] The failure
to perform in the culturally prescribed way (hetero sexually) is therefore figured as
"de-masculinizing."
Jake and Bill then banter about whether Henry's wound was suffered while riding a
bicycle or a horse, with attendant puns on "joy-stick" and "pedal." When Jake "stands
up" for the tricycle, Bill replies, "I think he's a good writer, too." He adds that Jake is
"a hell of a good guy":
Listen you're a hell of a good guy, and I'm fonder of you than anybody on
earth. I couldn't tell you that in New York. It'd mean I was a faggot. That
was what the Civil War was about. Abraham Lincoln was a faggot. He
was in love with General Grant. So was Jefferson Davis. Lincoln just
freed the slaves on a bet. The Dred Scott case was framed by the
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Anti-Saloon League. Sex explains it all. The Colonel's Lady and Judy
O'Grady are Lesbians under the skin.
That Jake opts for the tricycle over the horse as the instrument of Henry's
"unmanning" implies that the modern world of the machine has had a negative,
disruptive effect on traditional male/female roles. When Bill acknowledges that
Henry, in spite of his wound, was "a good writer" (could still perform as an artist), he
is also reassuring Jake that he can still perform as a good friend and "proper"
man--fishing, eating, drinking. Jake will not be banished from the homosocial realm
where all "good guys" go to escape from the debilitating influence of women.
While Jake may now occupy an uncertain place between the genders, Bill continues to
be "fonder" of him than anybody. Defending himself from any potential "charge" of
homosexuality, Bill quickly adds that had they been in New York, he wouldn't be able
to voice his affection for Jake without being a "faggot"; European decadence makes it
possible to speak the unspeakable. Without belaboring Bill's mock history of the Civil
War, we should remark that "sex explains it all." The "truth" of the self is revealed,
after all, in sex; and homosexuality (in this instance, lesbianism) is inscribed in the
body, concealed "under the skin". If we recall that male homosexuality may be "read"
in external signs, It appears here that lesbian sexuality is not similarly marked by
gender nonconformity, that concealed lesbian identity cannot be discerned through
observing performance but only by unmasking what is hidden in the body, under the
skin. This seems to suggest that lesbianism is congenital, while male homosexuality is
performative.
The novel concludes with the justly famous scene of Jake and Brett together in a cab:
"'Oh, Jake,' Brett said, 'we could have had such a damned good time together.' Ahead
was a mounted policeman in khaki directing traffic. He raised his baton. The car
slowed suddenly pressing Brett against me. 'Yes,' I said. 'Isn't it pretty to think so?'"
Earlier in the novel, Georgette pressed against Jake while in a cab, and now Brett is
thrown against the body of a man who desires more than he can do; he wants not just
"pressing" but penetration. Once again the symbolic policeman is present, but this
Critical Essay #2

77

time he isn't smiling; he and Jake are no longer members of the same "club." This time
his raised baton is a rebuke. The policeman, a "manly" authority figure, is not only
"mounted" (and perhaps "well-mounted") on a horse (suggesting a "stud" or "stallion"
while recalling Henry's "accident"), but also a uniformed presence whose "raised"
baton is suggestive not only of an erect phallus but also of the baton of a conductor or
military officer, two whose role is to orchestrate the performance of others, though
Jake can no longer perform.
The sun, almost always figured as "male" (and in most Indo-European languages
grammatically of the "male gender"), "ariseth" and "goeth down," as does a male. The
earth, a female/maternal signifier, "abideth forever," and "the soil," it will be recalled,
is what Jake has "lost touch" with. As Arnold and Cathy Davidson note, "Jake's last
words readily devolve into an endless series of counter-statements that continue the
same discourse: 'Isn't it pretty to think so?' / 'Isn't it pretty to think isn't it pretty to
think so?'" This "negation," as the Davidsons call it, closes the novel and returns us to
its title, for "only the earth--not heroes, not their successes or their failures--abideth
forever." [Davidson and Davidson, 1993.] The use of so "feminine" a word as "pretty"
further underscores Jake's mixed gender identification as well as the "feminine"
qualities of life which abide forever.
Source: Ira Elliott, "Performance Art: Jake Barnes and 'Masculine' Signification in The
Sun Also Rises, " in American Literature, Vol. 67, No 1, March, 1995, pp. 77-91.
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Critical Essay #3
In this excerpt, Cochran disagrees with the body of criticism which finds The Sun
Also Rises overtly cynical, focusing instead on the circularity of the human condition.
Emphasis in the considerable body of criticism in print on The Sun Also Rises rests
with the cynicism and world-weariness to be found in the novel. Although Lionel
Trilling in 1939 afforded his readers a salutary, corrective view, most commentators
have found the meaning inherent in the pattern of the work despairing. Perhaps most
outspoken is E. M. Halliday, who sees Jake Barnes as adopting "a kind of desperate
caution" as his modus vivendi. Halliday concludes that the movement of the novel is a
movement of progressive "emotional insularity" and that the novel's theme is one of
"moral atrophy." ["Hemingway's Narrative Perspective," in Sewanee Review, 1952.] In
his "The Death of Love in The Sun Also Rises," Mark Spilka finds a similarly negative
meaning in the novel. Thus Spilka arrives at the position that in naming "the abiding
earth" as the hero of the novel, Hemingway was "perhaps wrong... or at least
misleading." [ Twelve Original Essays on Great American Novels, 1958.]
But if Hemingway was misleading in so identifying the novel's hero, he was
misleading in a fashion consistent with his "misleading" choice of epigraph from
Ecclesiastes and consistent with the "misleading" pattern he incorporated in the text of
his novel. Far from indicating insularity and moral atrophy, the novel evidences
circularity and moral retrenching. Much Hemingway criticism--always excepting
Trilling's--demonstrates the reaction of conventional wisdom to healthy subversion of
that brand of wisdom. Hence the often truly sad gulf which Trilling laments between
the pronouncements of Hemingway "the man" and the artistically indirect
achievement of Hemingway "the artist" ["Hemingway and His Critics," Partisan
Review, 1939.] Jake Barnes, to deal with the central character of but one of
Hemingway's novels, is far more than the "desperately cautious" mover through life
which Halliday calls him. Like the Biblical Preacher, Jake is a worldly wise accepter
of the nature of the human condition. That condition is, to be sure, a predicament, for
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as Hemingway more than once baldly stated, life is tragic. But recognition of the
tragic nature of life is by no means necessarily a cause for despair. If any readers of
The Sun Also Rises become misdirected, they are certainly not misled by Hemingway.
The opening verses of the Book of Ecclesiastes are ambiguous, and the individual
reader's responses to these and subsequent verses are varied. One must assume that
Hemingway found the dominant tone of Ecclesiastes right for his artistic purposes, but
one hastens to recognize the distinct possibility that that overall tone is not one of
world-weariness (although the temptation to think so is great at many junctures) but of
worldly wisdom. In reading the epigraph from Ecclesiastes which Hemingway
provides, one is struck by the omission of all occurrences of "Vanity of Vanities."
Most Hemingway critics appear to regard these omissions as ironically absent, as
evidence, that is, of Hemingway's application of his celebrated "iceberg" principle--in
this instance of a knowledge shared between the author and reader of the bulk of the
iceberg which floats beneath the surface. But is it not just as likely that the omissions
are made not in the service of irony, but quite simply in the service of exclusion? The
so-called "Hemingway Code" is designed, I suggest, not to provide a means of
survival in a life which is a vain endeavor to discover meaning, but rather to provide a
means of survival which itself is meaning. This I take to be the import of that passage
in the novel, so readily identified as important, but so potentially "misleading," in
which Jake thinks,
You paid some way for everything that was any good. I paid my way into
enough things that I like, so that I had a good time. Either you paid by
learning about them, or by experience, or by taking chances, or by
money. Enjoying living was learning to get your money's worth and
knowing when you had it. You could get your money's worth. The world
was a good place to buy in. It seemed like a fine philosophy. In five
years, I thought, it will seem just as silly as all the other fine philosophies
I've had.
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Perhaps that wasn't true, though perhaps as you went along you did learn
something. I did not care what it was all about. All I wanted to know was
how to live in it. Maybe If you found out how to live in it you learned
from that what it was all about.
Certainly Jake is not rejecting life, any more than Count Mippipopolous (" 'one of us,'"
Brett insists) is "dead." Nor is love dead in The Sun Also Rises; it is, rather,
unattainable--or better, never to be consummated. All of which is to say that The Sun
Also Rises is a far less bitter and a far more mature book than is A Farewell to Arms.
In any event, nothing in the passage actually chosen and printed as the second of the
two epigraphs for The Sun Also Rises is in contradiction to Hemingway's assertion that
the abiding earth is the hero of his novel. There can be no denying, however, that
circularity such as that contained in the epigraph may be employed by an author to
suggest meaninglessness. Perhaps it may even be said that our usual response to
circularity is that it suggests meaninglessness. But when in a literary work circularity
is demonstrated to be the pattern of life, the response of the reader is to be governed
by the artist's presentation; whether the author is complaining about what he regards as
an inescapable fact of life or whether he is stating what he regards as an unalterable
fact must emerge from the work itself.
And so to the text of The Sun Also Rises. To begin with, let us not forget that, as John
Rouch says, "Jake Barnes is telling the story in retrospect. Because Jake has lived
through these events, he is well aware of what is going to happen." And let us further
agree with Rouch that "... Jake knows that the essential story is contained between the
two cab drives of Jake and Brett." ["Jake Barnes as Narrator," Modem Fiction Studies,
1965-66.] Let us add to these observations of Rouch, the second of which so clearly
intimates a coming full circle, Jake's thoughts after he has framed his telegram to
Brett, who awaits his aid in the Hotel Montana in Madrid. "That seemed to handle it.
That was it. Send a girl off with one man. Introduce her to another to go off with him.
Now go and bring her back. And sign the wire with love. That was it all right. I went
in to lunch." Echoing Rouch, I would point out that here Jake is not only "well aware"
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but perfectly aware of the position he is in. The ironic tone of Jake's words is equal to
the irony of his situation, and his going in to lunch is a simple demonstration of his
ability to function rather than to dwell morbidly on the cruelty of Fate's dealings with
him.
Rouch speaks further of a change in Jake, but what can that change be? Not only does
Jake tell the story in retrospect, knowing all along "what is going to happen," but at no
point in the novel does Jake announce that he has undergone a change. One must
concede, however, that after he has been hit by Cohn, Jake does experience a change
in perspective, a change which provides emotional preparation, Since it falls between
the passage "The fiesta was really started... The things that happened could only have
happened during a fiesta. Everything became quite unreal finally and it seemed as
though nothing could have any consequences. It seemed out of place to think of
consequences during the fiesta" and the sentence early in Book III, "The fiesta was
over." This change in perspective, this new light of unfamiliarity and objectivity, is
explained by reference to a "phantom suitcase." Mark Spilka has seriously battered
that suitcase in a totally unconvincing attempt to equate Jake and his suitcase with
Robert Cohn and his Princeton polo-shirt; in an attempt to make Jake, like Cohn, "a
case of arrested development." But Jake is emphatically not a case of arrested
development; as he says in another connection, he "'just had an accident.'" Cohn
wishes he could "'play football again with what I know about handling myself, now.'"
Can it be seriously proposed that Jake too wishes to play another football game, so
that he may once more enjoy such a sobering experience as being "kicked in the head
early in the game"?
Jake's thoughts after he has sent the telegram to Brett at the Hotel Montana do not
support Rouch's contention that Jake undergoes a change. Indeed, Jake's advice to
Cohn to give up the romantic notion that he can further his experience of "life" by
taking a trip to South America is placed very early in the novel precisely to establish
that Jake the character, like Jake the narrator, has long since learned in a broad and
fundamental way "how to be": "'Listen, Robert, going to another country doesn't make
any difference. I've tried all that. You can't get away from yourself by moving from
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one place to another. There's nothing to that.'"...
Jake Barnes is especially privileged, both as narrator and as character: even before the
events reported in the novel took place, he understood what was acceptable and
supportable in life in the post-World War I era.
As Trilling so admirably explained in his corrective essay of 1939,
Everyone in that time had feelings, as they called them, just as everyone
has "feelings" now And it seems to me that what Hemingway wanted first
to do was to get rid of the "feelings," the comfortable liberal humanitarian
feelings, and to replace them with the truth.
Not cynicism, I think, not despair, as so often is said, but this admirable
desire shaped his famous style and his notorious set of admirations and
contempts. The trick of understatement or tangential statement sprang
from this desire. Men had made so many utterances in such fine language
that it had become time to shut up. Hemingway's people, as everyone
knows, are afraid of words and ashamed of them and the line from his
stories which has become famous is the one that begins "Won't you
please," goes on through its innumerable "pleases," and ends, "stop
talking" Not only slain men but slain words made up the mortality of the
war ["Hemingway and His Critics"].
The Sun Also Rises serves a corrective function, then, or better, several corrective
functions, among them that articulated by Trilling and that implicit in Bill Gorton's
parody of editorials of the 'Twenties on the nature of American expatriates in Paris.
But, as Malcolm Cowley has stated, "In 1926 one felt that he was making exactly the
right rejoinder to dozens of newspaper editorials then fresh in the public mind; in the
1960's these have been forgotten." [Introduction to The Sun Also Rises, 1954.]
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In addition to the corrective functions underlined by Trilling and Cowley, The Sun
Also Rises contains a positive and timeless message with respect to the value of some
kind of religious observance. If traditional religion no longer seems to apply to human
problems, within the world of the novel the values of fishing and of bull-fighting
remain. Such a statement smacks of the hysterically obvious in a discussion of
Hemingway's work, of course, and unquestionably no further discussion of the
experience of Jake, BIll, and the Englishman Harris on the Irati is required. Nor need
one pursue the general value of the bull-ring as the place of experiencing the moment
of truth. But what seem to me the most important uses of circularity in the novel
revolve about the symbolic distinction drawn between France and Spain, first in the
opening three paragraphs of Chapter X, and finally in the last chapter of the novel:
The waiter seemed a little offended about th e flowers of the Pyrenees, so
I over-tipped him That made him happy. It felt comfortable to be in a
country where it is so simple to make people happy. You can never tell
whether a Spanish waiter will thank you.
Everything is on such a clear financial basis in France. It is the simplest
country to live in. No one makes things complicated by becoming your
friend for any obscure reason. If you want people to like you, you have
only to spend a little money. I spent a little money and the waiter liked
me. He would be glad to see me back. I would dine there again some time
and he would be glad to see me, and would want me at his table. It would
be a sincere liking because it would have a sound basis. I was back in
France.
Next morning I upped every one a little too much at the hotel to make
more friends, and left on the morning train for San Sebastian At the
station I did not tip the porter more than I should because I did not think I
would ever see him again I only wanted a few good French friends in
Bayonne to make me welcome in case. I should come back there again. I
knew that if they remembered me their friendship would be loyal.
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At Irun we had to change trains and show passports. I hated to leave
France. Life was so simple in France. I felt I was a fool to be going back
into Spain. In Spain you could not tell about anything.
In Spain, one of course "could not tell about anything" because in Spain one
encounters a Montoya. But, important as Montoya is to Hemingway's establishing that
Jake has aficion and that Pedro Romero's greatness must be nourished and protected
for the rare phenomenon it is, the fiesta at Pamplona and the total religious realm of
bullfighting is described in such a way as to stress its elemental force in providing the
integrity, the unity, the never-ending cyclical pattern at the heart of Spanish life.
The Spanish waiter who is so contemptuous of the "sport" of running before the bulls
is not unlike the American editorial writers who fail to understand expatriates. The
waiter may be said to be Hemingway's spokesman for the uninitiated reader, the reader
who views bull-fighting as a bloody, inhumane, pagan slaughter of a brute victim in
service of a brutal, "inhuman" human desire. And Jake's nearly complete lack of
interest in the Tour de France is another telling instruction by indirection that in
Hemingway fishing and bull-fighting are to be regarded as far more than the mere
"outdoor sports" which Spilka wishes to dismiss them as.
Therefore, like the monastery at Roncevalles, which Bill and Harris agree is
"remarkable" but not "the Saine as" the fishing on the Irati, traditional religious values
are "nice" but no longer viable as the values inherent in bull-fighting are viable--for
spectator as well as participant. With respect to the observance of religious practices
within a church, Jake and Brett are in the position of Matthew Arnold in his poem
"The Grande Chartreuse," a position of respectful alienation.
With respect to bull-fighting, Brett has had no initiation prior to the Pamplona festival
of the novel. It is she, then, and not the aficionado Jake who must represent the
in-group in being put to the test. Desperately in need of some meaning for her life,
Brett reaches a kind of nadir of promiscuity in going off to San Sebastian with Robert
Cohn. Labelled a "Circe" by Cohn, Brett is, within one page of text of the novel, first
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debarred from a church during the San Femin religious procession and then kept from
participating in a dance, so that she may serve as "an image to dance around." Wishing
to enter the church and wishing to dance, Brett is denied the privilege of entering into
either ritualistic activity. In concert with her wearing her hair in a mannish bob, these
details symbolize Brett's lack of spiritual fulfillment.
Because she is unfulfilled, when the handsome young Romero captures her fancy
Brett is in grave danger of becoming the bitch she feels herself to be, but more
significantly she may destroy for a time the entire meaningful cycle of life and death
which is bull-fighting in Spain. In the novel, particular definition of this cycle begins
not with announcement of the death of an as yet unnamed runner before the bulls and
not with the waiter's contemptuous judgment following the runner's death, but rather
with that remarkable paragraph immediately following the conversation between Jake
and the waiter. A notable example of the bare Hemingway style, the paragraph is not,
as it may at first blush appear to be, ironic in tone. Rather, the style complements the
ritualistic activities it reports, investing the death of Vicente Girones with a dignity
which this simple farmer could not possibly have achieved through some other manner
of dying.
And the succeeding paragraph provides the tension which builds the basic conflict of
the novel, for in this paragraph we are immediately informed that the bull "who [not
"which"] killed Vicente Girones ... was killed by Pedro Romero as the third bull of
that same afternoon." We are also told that Pedro presented the ear of Bocanegra to
Brett, and that Brett "left both ear and handkerchief, along with a number of Muratti
cigarette-stubs, shoved far back in the drawer of the bed-table that stood beside her
bed in the Hotel Montoya, in Pamplona." By her callous indifference to the cycle of
life and death into which Romero has permitted her to intrude, Brett has broken the
circle, has momentarily robbed Vicente Girones of the significance of his death. The
Hotel Montoya is, for the moment at least, corrupted.
Hemingway's having Jake identify the bull and report what became of the bull's ear
before he has him describe the bull-fight in which the ear is taken is a master stroke.
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When the moment of the kill is described, the classic moment of perfection--that of
the tableau on the Grecian Urn or of the scene at the death of Old Ben in Faulkner's
The Bear is conveyed as a moment of supernal, eternal beauty. The viewing of that
divine spectacle is an utterly spiritual, a fully religious experience.
What remains, then, is for Brett to prove herself sensitive to this religious meaning. By
thoughtlessly discarding the bull's ear in a drawer full of cigarette butts, Brett has
profaned a religious structure; she has been guilty of sacrilege. To be worthy of Jake,
to provide the measure of the moral worth of the group, she must atone for the sin of
sacrilege. Her promiscuity is not her sin; it is her search. And her affair with Romero
is not her sin: so long as the encounter is brief, Brett has been, as Jake suggests,
"'probably damn good for him.'" By giving Romero back to bull-fighting, his
seriousness and discipline intact, Brett in effect removes the bull's ear from the
bed-table drawer and restores it to its rightful place in the religious ritual of which it is
a part.
Brett's famous words describing her satisfaction in being strong enough to give Pedro
his freedom are therefore neither extravagant, nor, in the total context of the novel,
small compensation for what the Lost Generation has lost. Brett indeed is not" 'one of
these bitches who ruins children,'" and the capacity for moral discrimination required
to make such a decision indeed is "'sort of what we have instead of God.'" At this point
of development in Hemingway's novel one is reminded of the brilliant insight
provided by William Styron's Peyton Loftis: "'Those people back in the Lost
Generation... They thought they were lost. They were crazy. They weren't lost. What
they were doing was losing us.'" [ Lie Down in Darkness, 1957.]
Still, in the flush of her considerable moral victory, Brett is swept on to her final--and
this is extravagant--lamentation: "'Oh, Jake,' Brett said, 'we could have had such a
damned good time together.'" Giving "them" "irony," if not "pity," Jake responds,
"'Yes. Isn't it pretty to think so?'" In this truly concluding line, Hemingway cuts the
sweetness of self-pity and avoids the curse of an up-beat ending (a curse very clearly
drawn down upon Tyrone Power and Ava Gardner in the final scene of the movie
Critical Essay #3

87

version of the novel) by having Jake remain steady in his realistic, anti-romantic
conception of life as it is.
Life can be made worse by human beings who "behave badly." Robert Cohn
characteristically behaves badly: he wonders if one might bet on the bull-fights, he
falls asleep in the midst of gaiety; his tennis game falls apart when he is a moonsick
calf in a world of bulls and matadors; he does not fight when he is insulted, then later
hits Jake, his "best friend." And Brett begins to behave badly, for the integrity of
bull-fighting as a religious ritual is dependent upon a valuing of the bull's ear as a
symbol of significant victory in a direct confrontation of life with death.
Phillip Young writes of the novel's ending, "Soon it is all gone, he is returned to Brett
as before, and we discover that we have come full circle, like all the rivers, the winds,
and the sun, to the place where we began. This is motion which goes no place." [
Ernest Hemingway, 1952.] But Geoffrey Moore is surely correct in speaking of the
"queer, twisted but nonetheless real sense of standards in Brett." [ Review of English
Literature,1963.] Life and the bull-fight go on, and Jake will be welcome at the Hotel
Montoya, as before, for Brett's release of Pedro Romero guarantees that Vicente
Girones will not have died in vain.
Explicitly termed "values" in The Sun Also Rises are understated, but they are not
undermined. Traditional values are scrutinized and found inadequate, but the values of
the group are tested and found adequate to the demands made on those values by life.
The ending of the novel is of course not beamingly optimistic, but neither is it bleakly
pessimistic. Life has not, as Young says, "become mostly meaningless." The moral
success of Brett and the comprehensive worldly wisdom of Jake have upheld and
enhanced life's meaning in a (war-torn--"The soldier had only one arm") world which
is otherwise mostly meaningless.
Source: Robert W. Cochran, "Circularity in The Sun Also Rises," in Modern Fiction
Studies, Vol XIV, No.3, Autumn, 1968, pp 297-305.
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Media Adaptations
Using a screenplay by Peter Viertel, Twentieth Century-Fox adapted The Sun Also
Rises to the big screen. The movie was released in 1957 and was directed by Harry
King. The film stars Tyrone Power, Ava Gardner, and Errol Flynn.
Directed by James Goldstone and starring Elisabeth Borgnine, The Sun Also Rises was
adapted for television in 1985.
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Topics for Further Study
After doing some research on bullfighting and its surrounding festival, explain the
novel according to your findings discussing whether or not the British title of Fiesta
was more or less appropriate. Is the bullfight the focus of the novel? Back up your
claims by examining each character's reaction to the spectacle.
Thinking about the role that the matador plays in the novel, what is the role of a hero
in a world disillusioned by war? Would you agree with cultural anthropologist Joseph
Campbell that his role (and Joseph Campbell does emphasize the need for
rejuvenating masculine heroic ritual) is to reconnect people into a "coordinated soul"?
As he says in The Hero with a Thousand Faces, "It is not society that is to guide and
save the creative hero, but precisely the reverse." Lastly, do you think Hemingway
was working with this idea in mind?
Compare The Sun Also Rises with Jack Kerouac's On the Road. How does the
spokesman for the "lost generation" compare with that of the "beat generation"?
Given the conditions of agrarian life in the dust bowl of the early part of this century,
what arguments can you make for linking the "greats" of the "lost generation" to their
birth-region? Except for Ezra Pound (Idalho), they are all from the Midwest-F. Scott
Fitzgerald (MN), Ernest Hemingway (IL), Sherwood Anderson (OH), Sinclair Lewis
(MN), and T.S. Eliot (MO).
Would Hemingway, or any character in his novel, approve of a female matador?
Provide evidence from the novel or from other Hemingway novels or short fiction to
support your assertion.
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Compare & Contrast
1920s: Thomas Hunt Morgan proves his theory of hereditary transmission through
experiments with fruit flies and publishes The Theory of the Gene in 1926.
Coincidentally, Herman Joseph Mullar proves that X-rays can produce genetic
mutations.
Today: It is no longer speculation that genes provide the source code for life and can
be mutated by radiation. In fact, Morgan's groundbreaking experiment is now an
exercise in college biology rooms. Moreover, armed with lessons in genetic
engineering, biotechnology firms are literally changing the fabric of nature by gene
manipulation and the techniques of cloning.
1920s: The "Noble Experiment" of Prohibition is in full swing. Backers hope It will
make America better by forcing its people to be sober. Instead, average citizens flout
the law by patronizing illegal establishments run by the Mafia. Bootlegging is a
billion-dollar industry.
Today: The "War on Drugs" is mounted to stop the sale of hard drugs and urban
deterioration in the United States.
1920s: The tuna industry is in a crisis as albacore disappears off the California coast.
The industry begins harvesting the lower quality yellow-fin tuna.
Today: The entire fishing industry is in a crisis with vast areas of the oceans fished
out. Whole strata of the aquatic food chain have disappeared with lower-level fish,
like jellyfish, producing record numbers for lack of predators. The situation is so bad
that normally friendly nations (like Great Britain, Canada, Spain, and Portugal) have
almost come to blows over fishing rights.
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1920s: The Spanish ritual of bullfighting is confined to Spain and parts of Latin
America. It is purely a male domain.
Today: The popularity of bullfighting continues to rise and many Americans venture
to Pamplona for the bull run. There have been several female matadors and recently a
female champion.
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What Do I Read Next?
Bullfighting often disgusts people as cruel treatment of animals. Whether or not you
feel that way, it is worth learning more about the sport or art form. Try reading "The
Spanish Fiesta Brava: Historical Perspective" by former matador Mano Carrion on his
homepage at http://coloquio.com/toros.html.
"La Historia de las Plazas de Toros en Espana--Research Paper," by Jason Westrope,
is a very good historical discussion of bullfighting. It is in English and can be found at
http://www.arch.usf.edu/people/students/westrope/portfoli/D5doc.htm.
"The Undefeated" is Hemingway's first short story about bullfighting and can be found
in his collection of 1925 entitled In Our Time.
Hemingway's posthumously published love letter to the Paris of the 1920s is entitled A
Moveable Feast (1954). The book is full of Parisian scenes as well as character
sketches of his famous friends: Gertrude Stein, James Joyce, Ezra Pound, Ford Madox
Ford, and F. Scott Fitzgerald.
Set far away from Hemingway's stage, Sinclair Lewis' Babbitt (1922) has a similar
satirical bent. Rather than strike at the aristocrats, Lewis was after the normalcy of
business that America seemed to prefer in reaction to the disruption of the war. The
name Babbitt has become J synonymous with impoverished cultural spirit. While
many despise Babbitt, many aspire to his wealth.
The Great Gatsby (1925), by F. Scott Fitzgerald, another Midwesterner, is second to
The Sun Also Rises as manifesto for the 1920s. It is the story of a young stockbroker
named Nick Carraway who watches his neighbor, Jay Gatsby, become betrayed by his
own dreams. The novel reveals the disillusionment of the time but offers little, beyond
the character of Carraway, in the way of solution.
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For Further Study
Donald A Daiker, "The Affirmative Conclusion of The Sun Also Rises," in Modern
American Fiction' Form and Func tion, edited by Thomas Daniel Young, Louisiana
State University Press, 1989, pp 39-56.
Daiker asserts that a close reading of Book III reveals that The Sun Also Rises is an
affirmative book.
Scott Donaldson, "Humor in The Sun Also Rises," in New Essays on The Sun Also
Rises, edited by Linda Wagner-Martin, Cambridge University Press, 1987, pp. 19-41.
Revealing that Hemingway started his writing career trying to be funny, Donaldson
discusses the author's use of humor in The Sun Also Rises.
Barry Gross, "Dealing with Robert Cohn," in Hemingway in Italy and Other Essays,
edited by Robert W. Lewis, Praeger, 1990, pp 123.30.
Gross discusses the depiction of Robert Cohn and the issue of anti-Semitism in The
Sun Also Rises.
Robert E. Flemming, "The Importance of Count Mippipopolous: Creating the Code
Hero,"' in Arizona Quarterly, Vol 44, No.2, Summer, 1988, pp 69-75.
Flemming contends that the Count may be an early prototype in Hemingway's fiction
of the character type known as the "code hero".
Ernest Hemingway, in Death in the Afternoon, Touchstone Books, 1996.
Contains Hemingway's own discussion of his favorite sport-bullfighting. The book
explains the ritual and provides pictures.
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Allen, Josephs, "Toreo' The Moral Axis of The Sun Also Rises," in Critical Essays on
Ernest Hemingway's The Sun Also Rises, edited by James Nagel, G.K. Hall & Co.,
1995, pp. 126-40.
Josephs explores how and why the art of toreo lies at the heart of The Sun Also Rises.
Albert Kwan, "The Sun Also Rises and On the Road," at http.//www
atlantic.net/-gagne/pol/ontheroad.html, 1998.
World War II created a group of artists with similar disillusions to those of the Lost
Generation. This group came to be know as the Beat Generation and in Albert Kwan's
essay Ernest Hemingway and Jack Keronac are compared.
Kenneth S. Lynn, in Hemingway, Fawcett Books, 1988.
In an attempt to be objective about Hemingway, Kenneth Lynn is seen by some fans
as a bit harsh in this biographical account. It is an unusually balanced work for a
Hemingway biography and it is not afraid to reveal some of the darker things about
the famous writer.
James Nagel, "Brett and the Other Women in 'The Sun Also Rises'," in The
Cambridge Companion to Hemingway, edited by Scott Donaldson, Cambridge
University Press, 1996, pp. 87-108.
In this discussion of the women in The Sun Also Rises, Nagel agues that, in order to
come to terms with his emotional devastation, Jake tells his story -a cathartic
reiteration that focuses on Brett and the women who surround her.
Kathleen Nichols, "The Morality of Asceticism in The Sun Also Rises: A Structural
Reinterpretation," in Fitzgerald/Hemingway Annual, edited by Matthew J. Bruccoli
and Richard Layman, 1978, pp. 321-30.
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Nichols contends that the solution Jake finds to his problems might be called a
secularized morality based on the Catholic ideal of asceticism.
Sibbie O'Sullivan, "Love and Friendship/Man and Woman in The Sun Also Rises," in
Arizona Quarterly, Vol 44, 1988, pp. 76-97.
O'Sullivan proposes that the novel may be read as a story about the cautious belief in
the survival of the two most basic components of any human relationship: love and
friendship
Michael S Reynolds, "The Sun in its Time Recovering the Historical Context," in New
Essays on The Sun Also Rises, edited by Linda Wagner-Martin, Cambridge
University Press, 1987, pp. 43-64.
Arguing that The Sun Also Rises is "anchored in time," Reynolds places the novel in
its historical context.
--,in The Sun Also Rises A Novel of the Twenties, Twayne Publishers, 1988.
A book-length study of the themes, characters, and symbolism of the novel.
Linda Wagner-Martin, "Introduction," in New Essays on 'The Sun Also Rises', edited
by Linda Wagner-Martin, Cambridge University Press, 1987, pp 1-18.
Wagner-Martin discusses various biographical, historical and textual issues in this
introduction to a volume of essays on The Sun Also Rises.
Jane E. Wilson, "Good Old Harris in The Sun Also Rises," in Critical Essays on Ernest
Hemingway's The Sun Also Rises, edited by James Nagel, G.K Hall & Co, 1995, pp
185-90.
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Wilson discusses the fishing trip to Burguete and argues that Jake's relationship with
Harris is the key to understanding the meaning of the episode.
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Introduction
Purpose of the Book
The purpose of Novels for Students (NfS) is to provide readers with a guide to
understanding, enjoying, and studying novels by giving them easy access to
Copyright Information

102

information about the work. Part of Gale'sFor Students Literature line, NfS is
specifically designed to meet the curricular needs of high school and undergraduate
college students and their teachers, as well as the interests of general readers and
researchers considering specific novels. While each volume contains entries on
classic novels frequently studied in classrooms, there are also entries containing
hard-to-find information on contemporary novels, including works by multicultural,
international, and women novelists.
The information covered in each entry includes an introduction to the novel and the
novel's author; a plot summary, to help readers unravel and understand the events in a
novel; descriptions of important characters, including explanation of a given
character's role in the novel as well as discussion about that character's relationship to
other characters in the novel; analysis of important themes in the novel; and an
explanation of important literary techniques and movements as they are demonstrated
in the novel.
In addition to this material, which helps the readers analyze the novel itself, students
are also provided with important information on the literary and historical background
informing each work. This includes a historical context essay, a box comparing the
time or place the novel was written to modern Western culture, a critical overview
essay, and excerpts from critical essays on the novel. A unique feature of NfS is a
specially commissioned critical essay on each novel, targeted toward the student
reader.
To further aid the student in studying and enjoying each novel, information on media
adaptations is provided, as well as reading suggestions for works of fiction and
nonfiction on similar themes and topics. Classroom aids include ideas for research
papers and lists of critical sources that provide additional material on the novel.
Selection Criteria
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The titles for each volume of NfS were selected by surveying numerous sources on
teaching literature and analyzing course curricula for various school districts. Some of
the sources surveyed included: literature anthologies; Reading Lists for
College-Bound Students: The Books Most Recommended by America's Top Colleges;
textbooks on teaching the novel; a College Board survey of novels commonly studied
in high schools; a National Council of Teachers of English (NCTE) survey of novels
commonly studied in high schools; the NCTE's Teaching Literature in High School:
The Novel;and the Young Adult Library Services Association (YALSA) list of best
books for young adults of the past twenty-five years. Input was also solicited from our
advisory board, as well as educators from various areas. From these discussions, it was
determined that each volume should have a mix of classic novels (those works
commonly taught in literature classes) and contemporary novels for which information
is often hard to find. Because of the interest in expanding the canon of literature, an
emphasis was also placed on including works by international, multicultural, and
women authors. Our advisory board memberseducational professionals helped pare
down the list for each volume. If a work was not selected for the present volume, it
was often noted as a possibility for a future volume. As always, the editor welcomes
suggestions for titles to be included in future volumes.
How Each Entry Is Organized
Each entry, or chapter, in NfS focuses on one novel. Each entry heading lists the full
name of the novel, the author's name, and the date of the novel's publication. The
following elements are contained in each entry:
• Introduction: a brief overview of the novel which provides information about its
first appearance, its literary standing, any controversies surrounding the work,
and major conflicts or themes within the work.
• Author Biography: this section includes basic facts about the author's life, and
focuses on events and times in the author's life that inspired the novel in
question.
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• Plot Summary: a factual description of the major events in the novel. Lengthy
summaries are broken down with subheads.
• Characters: an alphabetical listing of major characters in the novel. Each
character name is followed by a brief to an extensive description of the
character's role in the novel, as well as discussion of the character's actions,
relationships, and possible motivation. Characters are listed alphabetically by
last name. If a character is unnamedfor instance, the narrator in Invisible
Man-the character is listed as The Narrator and alphabetized as Narrator.
If a character's first name is the only one given, the name will appear
alphabetically by that name.  Variant names are also included for each
character. Thus, the full name Jean Louise Finch would head the listing for
the narrator of To Kill a Mockingbird, but listed in a separate cross-reference
would be the nickname Scout Finch.
• Themes: a thorough overview of how the major topics, themes, and issues are
addressed within the novel. Each theme discussed appears in a separate
subhead, and is easily accessed through the boldface entries in the
Subject/Theme Index.
• Style: this section addresses important style elements of the novel, such as
setting, point of view, and narration; important literary devices used, such as
imagery, foreshadowing, symbolism; and, if applicable, genres to which the
work might have belonged, such as Gothicism or Romanticism. Literary terms
are explained within the entry, but can also be found in the Glossary.
• Historical Context: This section outlines the social, political, and cultural
climate in which the author lived and the novel was created. This section may
include descriptions of related historical events, pertinent aspects of daily life in
the culture, and the artistic and literary sensibilities of the time in which the
work was written. If the novel is a historical work, information regarding the
time in which the novel is set is also included. Each section is broken down
with helpful subheads.
• Critical Overview: this section provides background on the critical reputation of
the novel, including bannings or any other public controversies surrounding the
work. For older works, this section includes a history of how the novel was first
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received and how perceptions of it may have changed over the years; for more
recent novels, direct quotes from early reviews may also be included.
• Criticism: an essay commissioned by NfS which specifically deals with the
novel and is written specifically for the student audience, as well as excerpts
from previously published criticism on the work (if available).
• Sources: an alphabetical list of critical material quoted in the entry, with full
bibliographical information.
• Further Reading: an alphabetical list of other critical sources which may prove
useful for the student. Includes full bibliographical information and a brief
annotation.
In addition, each entry contains the following highlighted sections, set apart from the
main text as sidebars:
• Media Adaptations: a list of important film and television adaptations of the
novel, including source information. The list also includes stage adaptations,
audio recordings, musical adaptations, etc.
• Topics for Further Study: a list of potential study questions or research topics
dealing with the novel. This section includes questions related to other
disciplines the student may be studying, such as American history, world
history, science, math, government, business, geography, economics,
psychology, etc.
• Compare and Contrast Box: an at-a-glance comparison of the cultural and
historical differences between the author's time and culture and late twentieth
century/early twenty-first century Western culture. This box includes pertinent
parallels between the major scientific, political, and cultural movements of the
time or place the novel was written, the time or place the novel was set (if a
historical work), and modern Western culture. Works written after 1990 may
not have this box.
• What Do I Read Next?: a list of works that might complement the featured
novel or serve as a contrast to it. This includes works by the same author and
others, works of fiction and nonfiction, and works from various genres, cultures,
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and eras.
Other Features
NfS includes The Informed Dialogue: Interacting with Literature, a foreword by
Anne Devereaux Jordan, Senior Editor for Teaching and Learning Literature (TALL),
and a founder of the Children's Literature Association. This essay provides an
enlightening look at how readers interact with literature and how Novels for Students
can help teachers show students how to enrich their own reading experiences.
A Cumulative Author/Title Index lists the authors and titles covered in each volume of
the NfS series.
A Cumulative Nationality/Ethnicity Index breaks down the authors and titles covered
in each volume of the NfS series by nationality and ethnicity.
A Subject/Theme Index, specific to each volume, provides easy reference for users
who may be studying a particular subject or theme rather than a single work.
Significant subjects from events to broad themes are included, and the entries pointing
to the specific theme discussions in each entry are indicated in boldface.
Each entry has several illustrations, including photos of the author, stills from film
adaptations (if available), maps, and/or photos of key historical events.
Citing Novels for Students
When writing papers, students who quote directly from any volume of Novels for
Students may use the following general forms. These examples are based on MLA
style; teachers may request that students adhere to a different style, so the following
examples may be adapted as needed. When citing text from NfS that is not attributed
to a particular author (i.e., the Themes, Style, Historical Context sections, etc.), the
following format should be used in the bibliography section:
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Night. Novels for Students. Ed. Marie Rose Napierkowski. Vol. 4.
Detroit: Gale, 1998. 234-35.
When quoting the specially commissioned essay from NfS (usually the first piece
under the Criticism subhead), the following format should be used:
Miller, Tyrus. Critical Essay on Winesburg, Ohio. Novels for
Students. Ed. Marie Rose Napierkowski. Vol. 4. Detroit: Gale, 1998.
335-39.
When quoting a journal or newspaper essay that is reprinted in a volume of NfS, the
following form may be used:
Malak, Amin. Margaret Atwood's The Handmaid's Tale and the
Dystopian Tradition, Canadian Literature No. 112 (Spring, 1987), 9-16;
excerpted and reprinted in Novels for Students, Vol. 4, ed. Marie Rose
Napierkowski (Detroit: Gale, 1998), pp. 133-36.
When quoting material reprinted from a book that appears in a volume of NfS, the
following form may be used:
Adams, Timothy Dow. Richard Wright: Wearing the Mask, in
Telling Lies in Modern American Autobiography (University of North
Carolina Press, 1990), 69-83; excerpted and reprinted in Novels for
Students, Vol. 1, ed. Diane Telgen (Detroit: Gale, 1997), pp. 59-61.
We Welcome Your Suggestions
The editor of Novels for Students welcomes your comments and ideas. Readers who
wish to suggest novels to appear in future volumes, or who have other suggestions, are
cordially invited to contact the editor. You may contact the editor via email at:
ForStudentsEditors@gale.com. Or write to the editor at:
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Editor, Novels for Students
Gale Group
27500 Drake Road
Farmington Hills, MI 48331-3535
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