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        A splendid introduction to Hemingway! With a seemingly effortless and graceful compression that Hemingway himself would have admired, Hays fits into this small package, Hemingway’s outsized life and a critical overview of his extensive body of work. Hays writes with great expertise, with a strong sense of what is most important about Hemingway, and with an appreciation for current developments in the field. Here is a brief introduction to Hemingway for our times.

        CARL EBY, PRESIDENT OF THE ERNEST HEMINGWAY FOUNDATION AND SOCIETY

      

      

      

      
        
        
        “Know how complicated it is and then state it simply.” Life-long Hemingway scholar Peter Hays follows Hemingway’s advice in this concise but thorough introduction to Hemingway’s life and work. Hays knows how complex Hemingway’s writing is and explains it simply and honestly, skillfully showing readers Hemingway’s artistry and the lasting cultural significance of the iconic American modernist’s literary legacy.

        LISA TYLER, EDITOR OF WHARTON, HEMINGWAY, AND THE ADVENT OF MODERNISM AND TEACHING HEMINGWAY’S A FAREWELL TO ARMS

      

      

      

      
        
        
        Ernest Hemingway, a giant of 20th-century Modernist literature, has another biography, one that catches the complexity of Hemingway the man and the variety in his writing, the best and the flawed, in a biography that can be read in an afternoon or an evening. Peter Hays, life-long Hemingway scholar, skilled teacher, was ideal for such a challenge.

        JOSEPH FLORA, PRESIDENT EMERITUS, THE ERNEST HEMINGWAY FOUNDATION AND SOCIETY

      

      

      

      
        
        
        Professor Hays has written a book for which I have long waited. It belongs on the Hemingway shelf of all local libraries as well as in all college and university libraries. Hays builds his book on the best in Hemingway scholarship over the years. He provides rich insight into the complexity that is both Hemingway’s life and his works. It is written with grace and reads with ease. There is nothing simple about this fine short book. It is the best single-volume introduction to Hemingway we have.

        LARRY GRIMES, COAUTHOR OF READING HEMINGWAY’S THE OLD MAN AND THE SEA AND COEDITOR OF HEMINGWAY, CUBA, AND THE CUBAN WORKS

      

      

      

      
        
        
        Fans of The Sun Also Rises, The Old Man and the Sea, and other totems of American literature have known for a half-century that Peter L. Hays is one of the secret weapons of Hemingway studies. Always exacting in his close readings yet creative in the topics he analyzes and the interpretive approaches he plies, he’s always been such a stealth team player; we’ve taken his contributions for granted. Simply Hemingway, his entry in Simply Charly’s Great Lives series, reminds us of how thoroughly Hays knows his subject and how fluidly and flawlessly he can narrate it. In essence, this concise biography goes down as easily as the Bollinger, Piper-Heidsieck, and Perrier-Jouët the writer himself loved to quaff (among many other beverages he loved to quaff). Hays does readers the great favor of giving equal attention to overlooked stories such as “The Old Man at the Bridge,” “God Rest You Merry, Gentlemen,” and “The Capital of the World,” as he does the greatest hits that get all the love. He also doesn’t commit the cardinal sin of treating the final two decades of the life as a depressing, nonstop downward spiral. It’s all here: the adventure and travel, the wars, wives, and wounds, but most of all, the brilliant writing Hemingway produced during his forty-year career. Hays tells it as succinctly and yet as dramatically as the author himself would.

        KIRK CURNUTT, CO-EDITOR (WITH SUZANNE DEL GIZZO), THE NEW HEMINGWAY STUDIES
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      Simply Charly’s Great Lives series offers concise yet deeply insightful introductions to the world’s most influential thinkers and creators—scientists, artists, writers, economists, and other extraordinary figures whose ideas and achievements continue to shape our world.

      Each book opens a window into the life and mind of its subject: their work, their inspirations, the pivotal moments that defined them, and the obstacles they overcame along the way. You’ll also find glimpses of their lesser-known sides—the quirks, contradictions, and private battles that make genius feel unmistakably human.

      Written by leading scholars and experts who have spent years studying their subjects, these volumes move far beyond the familiar timeline of “greatest hits.” They delve deeply into the thought processes, struggles, and pivotal moments that propelled these figures toward their most enduring contributions.

      The Great Lives series brings clarity and depth to complex lives, transforming historical icons into vivid, relatable individuals whose ambitions and doubts mirror our own.

      Ultimately, we hope that these books do more than inform—that they inspire. Because the best stories of extraordinary lives don’t just teach us about the past; they remind us what’s possible in our own.

      
        
        Charles Carlini

        New York City
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      My first publication on Ernest Hemingway (July 21, 1899–July 2, 1961) was in 1965 when I was still a graduate student; I also published that year on William Styron and continued to publish on other authors as well. I did not concentrate on Hemingway for 20 years until the chair of my department told me I should specialize if I wanted to be promoted further. Having just returned from a Hemingway International Conference on the sunny Adriatic Coast of Italy, with a side trip to Venice, and in the company of friendly and generous people, I decided to make Hemingway my central research interest. I appreciated his terse style, the implied but unstated, which left room for interpretation, and the essentially Existentialist philosophy, that life is a matter of choices and living up to them. I do not regret choosing this research topic. However, the more I learned, the more complex Hemingway became.

      I wish to dispel the many myths that have accrued around this great American writer, many of which he created himself. Whatever comfort he got from appearing hyper-masculine, the image also helped to sell books. He created a larger-than-life figure—boxer, lover, hunter, fisherman, writer—and when he couldn’t live up to that heroic but false image, he ended his life. However, all these myths were rooted in facts, historical and artistic.

      Hemingway came of age at the beginning of the 20th century, as America emerged from World War I and as modernism swept the art world. He took part in three wars—WWI, the Spanish Civil War, and World War II—either as a participant or as an observer; sometimes both. And he created a style that influenced later generations of writers, initially a sparse style that implied much more than it stated and depended upon engaged readers for full comprehension. After Men Without Women in 1927, his style became more relaxed, especially in his novels, telling more than had previously only been suggested. He never—in his lifetime—wrote two of the same kind of novel.

      In the Introduction, I explore Hemingway’s formative years, his home life, and the things that formed him—both inborn and acquired. Then, in subsequent chapters, I detail his life and writing accomplishments, roughly decade by decade, analyzing some of the major works. Some periods, like the 1920s and 1930s, saw enormous amounts of publication, while the 1940s saw very little—the war was only partly to blame. Another prominent American novelist of that era, F. Scott Fitzgerald, said that Hemingway needed a new woman for each book, and it largely worked out that way: Hadley Richardson for The Sun Also Rises, Pauline Pfeiffer for A Farewell to Arms, Martha Gellhorn for For Whom the Bell Tolls, Adriana Ivancich for Across the River and Into the Trees and The Old Man and the Sea, and Mary Welsh for A Moveable Feast.

      Periods of great creativity were frequently followed by less productive times, where hunting, fishing, and letter writing prevailed over the creation of fiction (but Hemingway sometimes also fictionalized his life in his letters). It’s natural to want to relax after any major effort, but bursts of energy followed by lassitude also fit a pattern of bipolar condition, although Hemingway never exhibited full mania; his life cycle, until the 1954 plane crashes, seemed more cyclothymic: milder highs and not quite as deep lows, unlike those of usual bipolar depressive disorder. However, Hemingway never received an accurate psychiatric evaluation when he was at the Mayo Clinic in 1960-61, before his suicide. Initially, his doctor felt that his depression was a side effect of a blood-pressure medication he was taking. But after stopping that medication and electric shock therapy, and a second visit to the clinic with more of the same treatment, he was still depressive and suicidal, and a better diagnosis was not reached—or never to this day announced. Nevertheless, Hemingway kept writing, struggling at the end to bring shape to numerous unfinished works that would be published, posthumously, and edited by other hands, such as Moveable Feast, The Garden of Eden, Islands in the Stream, The Dangerous Summer, and two versions of his African journal, True at First Light and Under Kilimanjaro.

      I will first focus on Hemingway, and then on each of these works, in the pages that follow.

      
        
        Peter L. Hays

        Davis, California

      

      

    

  


  
    
      
        
          
          

          
            INTRODUCTION

          

        

      

    

    
      Ernest Hemingway was a very complicated man; there was nothing simple about him. For years, he had a hypermasculine image: hard drinker, hunter, big game fisherman, lover of many women, boxer, and misogynist. But those who knew him contradict that assessment, describing him as an extremely shy person who was unsure of himself. Yet, his contemporary, American poet and writer Archibald MacLeish, said that his self-confidence was such that “no one sucked oxygen out of a room” like Hemingway, except for President Franklin Delano Roosevelt.

      In his early 20s and living in France, Hemingway convinced other literary expatriates—poet Ezra Pound and Gertrude Stein, whose Paris home was a famous meeting spot for the leading artists of the time—that he had a talent worth developing. He cheated on at least his first three wives, and physically and verbally abused his fourth; and yet women in Sun Valley, Idaho, where the writer lived intermittently later in his life, said that he organized shoots, made sure that language was clean, and that the women had first shots at the ducks or other game birds. Though at times he was a macho blusterer, Honoria Murphy, the last survivor of a famed family of American expatriates in 1920s France, remembered him as “the most gentle and loveliest man I have ever known. When he came to see Patrick [her teenage brother] as he lay dying [of tuberculosis], Hemingway wept openly. It was the first time I had ever seen a grown man cry.” At different times, for different people, he was a different man.

      OAK PARK CHILDHOOD

      Born on July 21, 1899, into a middle-class family of Clarence and Grace Hemingway, in Oak Park, a suburb of Chicago that he characterized later as having wide lawns and narrow minds, young Ernest had a largely untroubled and happy childhood. He had an elder sister, Marcelline, three younger ones (Ursula, Carol, and Madelaine), and a brother, Leicester, born when he was 15. The family spent each summer on Walloon Lake in northern Michigan, near Petoskey, where Ernest’s father taught him to hunt and fish, activities that he reveled in and that he brought home to the Des Plaines River, just west of Oak Park. The family also bought and operated a farm across Walloon Lake from their cottage, Windemere. Ernest graduated from Oak Park High School, having played cello in the orchestra, second-string guard on the football team, and served as captain of the water polo team. He also wrote for the school’s newspaper and literary magazine, contributing three short stories, two of which are an imitation of Jack London’s work. There is no record of any serious high school romances.

      Unlike Marcelline, who went to Oberlin College as had his father, Ernest joined the Kansas City Star as a cub reporter in the fall of 1917, just months after the US had joined WWI. He worked at the Star for only six and a half months, but he learned to get the facts of a story and to deliver it with evocative details. In the spring of 1918, Ernest joined the Red Cross as an ambulance driver in Italy, where, in July, he was seriously wounded. He fell in love with his nurse, Agnes von Kurowsky, seven years his senior. He went back to the States after recuperating and waited for Agnes to join him, but instead got a “Dear John” letter from her. He went back to Michigan for the summer and fall, then to Toronto in January 1920 as the companion of a crippled boy whose parents he had met in Petoskey. While in Canada, he began contributing to the Toronto Star. He returned to Oak Park briefly in May, then went back to Michigan for the summer. In June, when Ernest was 21, his actions caused a disagreement with his mother: he hosted a late-night party with some teenage girls, including his sisters. His mother threw him out. Ernest went back to Chicago to get a new job in a cooperative society publication.

      Complicating what was largely an idyllic youth was a mental illness he likely inherited from his father (who committed suicide, as did Ernest and at least two of his siblings and one granddaughter). Two of his sons had electroshock therapy, as did he, and one granddaughter is institutionalized. He was an alcoholic, and he probably suffered from Post-Traumatic Stress Disorder (PTSD) as well. He also suffered multiple injuries, which included concussions (chronic traumatic encephalopathy), starting with being blown up at 18 while serving as a Red Cross volunteer in Italy during WWI. Later, in WWII, he was driven into a water tower in London during a blackout, sustaining a head wound that required 57 stitches to close. Still later, he was in two plane crashes in two days in Africa, which may have included a fractured skull. These last injuries hastened his decline into dementia and paranoia, but he still struggled to write, working on the manuscripts that became his posthumous works.

      When Garden of Eden was published posthumously in 1986, it created a reevaluation of Hemingway’s macho image. Its characters’ gender-bending behavior and sexual experimentation added to what had been found in Hemingway’s documents and letters, housed in the John F. Kennedy Library in Boston, which opened in 1980, and in Mary Hemingway’s autobiography, How It Was (1976). Besides dyeing his hair on occasion, Ernest wrote in Mary’s diary an imagined interview: Reporter: “Mr. Hemingway, is it true that your wife is a lesbian?” Papa: “Of course not. Mrs. Hemingway is a boy.” Reporter: “What are your favorite sports, sir?” Papa: “Shooting, fishing, reading and sodomy’” (425). He also wrote there that Mary “loves me to be her girls, which I love to be” (426).

      The trove of documents in the presidential library revealed that Hemingway’s mother had twinned him with his older sister, keeping him in dresses and long curls beyond the age when most boys would start wearing pants. That led to a spate of books, including Kenneth Lynn’s 1987 biography Hemingway; Mark Spilka’s Hemingway’s Quarrel with Androgyny (1990), and later, Carl Eby’s Hemingway’s Fetishism (1999) and Debra Moddelmog’s Reading Desire (1999), that questioned whether Hemingway had developed a firm gender identity as a child. It may be that the macho pose was an attempt to be indisputably masculine and also to cover the sensitive artist within, to convince the world—and even himself—that he was, as he boasted as a child, “fraid a nothing.”

      Critics pointed out that the narrator’s portrayals of the female characters in “Up in Michigan” and “Hills Like White Elephants” are more sympathetic than his portrayal of the male characters; they noticed his discussion of homosexuality in “A Simple Enquiry,” “The Sea Change,” “A Lack of Passion,” and in To Have and Have Not. So while the macho image lingers in the popular imagination, in criticism it has been replaced by a more complicated vision, one that looks at questions of gender, race, class, and ecology, as well as at the artistic means by which he achieved his effects.

      In addition to genetics, there was his home life. His mother was a trained contralto who received a contract from the New York Metropolitan Opera Company. She declined it because the arc lights hurt her eyes. She went back to Oak Park and married physician Clarence Ed Hemingway. They lived initially with her father, Ernest Hall, and throughout her life, she used her full name, Grace Hall Hemingway, when few women did. She charged $8 an hour for voice lessons, when a laboring man might make a dollar a day, and often earned $1000 a month, while Dr. Ed initially made $50 a month; later, his practice grew, specializing in obstetrics. Ed was tall and strong, a skilled hunter and fisherman, a naturalist who formed an Agassiz Club (a society founded for the study of natural science) for youths of the neighborhood, and trained his son to be an acute observer. Ed often supplied his family with game for meals, but he also did much of the cooking at Oak Park, and most of the baking as well. Grace, with her income, felt justified in hiring housemaids, although she did cook at their vacation home at Walloon Lake. Both parents were devout. Grace directed the choir at the Congregational Church they attended. Ed was a teetotaler all his life; Grace, more artistic and social, insisted, over Ed’s objections, that all six children have music and dancing lessons and go to dances. Thus, in addition to being initially twinned with his older sister Marcelline, Ernest saw a strange dynamic in his own household: a mother who made more money than his father, a mother who overrode his father’s religious scruples, although both were pietistic and sent back to the publishers his books as obscene. He had a hunter/fisherman for a father, a physician, bearded and strong, but who also did the cooking and canning. Ed also had notoriously shifting moods: happy and joking one moment, a stern, strap-wielding disciplinarian the next—signs likely of his bipolar illness.

      ANTI-ROMANTIC CONTENT, SEEMINGLY SIMPLE STYLE

      After his family, the most impressive life-forming experience was the war—and falling in love with his nurse, Agnes, who later jilted him. Both sides of World War I had propaganda arms, furthering each side’s cause. Britain had ads of the War Secretary, Lord Kitchener, pointing a finger directly at the viewer and saying, “Your country needs you.” The United States soon followed suit with an ad of Uncle Sam pointing at the viewer, saying, “I want you for the U.S. Army.” Patriotism, romanticism, and dreams of military glory were used to convince young men (and women as nurses) to join the war machine. Wilfred Owen, an English poet who was killed in France one week before the war ended in 1918, wrote a poem titled “Dulce et Decorum Est” (sweet and fitting it is to die for one’s country). Owen concluded the poem, a blistering description of life and death in the trenches, with a searing portrait of a soldier choking to death on poison gas, “My friend, you would not tell with such high zest/ To children ardent for some desperate glory, / The old Lie: Dulce et decorum est/ Pro patria mori.”

      Hemingway tried to enlist, but his poor vision in his left eye kept him out (and he was too vain to wear glasses). After high school, he joined the Kansas City Star as a cub reporter, but after less than seven months there, he joined the Red Cross as an ambulance driver, though he was only 18 at the time. His first task in Italy, before arriving at his assigned post, was to pick up dead bodies, and scraps of bodies—many of them women—after a munitions plant blew up outside Milan. At Fossalta di Piave, a town near Venice, he was handing out chocolate and cigarettes as part of a Red Cross canteen. Two weeks before his 19th birthday, on July 8, 1918, a forward listening post he was visiting—such posts were set up to get early warnings of enemy movements—was struck by a trench mortar shell, essentially a five-gallon can filled with scrap metal. The man between him and the blast was immediately killed. Ernest sustained major injuries: at the hospital, 227 shell fragments and two machine-gun bullets were removed from his right leg, but luckily, there were no major wounds to the upper torso and only minor ones to the hands. He spent four months recuperating and regaining the use of his legs—although still limping. He went back to the front for one day, where he was diagnosed with jaundice, and finished the war in the hospital in Milan. He only spent five weeks on active duty, but he saw no glory, no fitting way to die for one’s country. As he wrote in A Farewell to Arms (1929), “I was always embarrassed by the words sacred, glory, and sacrifice…. I had seen nothing sacred, and the things that were glorious had no glory and the sacrifices were like the stockyards of Chicago if nothing was done with the meat except to bury it.”

      Hemingway was part of a movement that came back from the war, disbelieving what the propaganda machines had cranked out and what romantic nostalgia echoed. These included Wilfred Owen, Siegfried Sassoon, Robert Graves, Frederic Manning, and non-veteran D. H. Lawrence in England. In the U.S., there was poet e. e. cummings and novelist John Dos Passos, as well as Hemingway—all ambulance drivers, all harsh critics of the war. F. Scott Fitzgerald, who served but never left the United States, concluded his first novel by saying his generation had “grown up to find all Gods dead, all wars fought, all faiths in man shaken” (This Side of Paradise). Gertrude Stein called these veterans the “Lost Generation.” The writers built on the movement of realism that had begun in the late 19th century with Mark Twain and William Dean Howells. But no one went to the bathroom in these gentlemen’s novels; sexual attraction might be alluded to, but never directly mentioned. Prudery reigned, and it was felt that nothing should be published that brought a blush to a young lady’s face. The naturalists of the 1880s and 90s—including Frank Norris and Stephen Crane—attacked these restrictions, and after WWI, more disaffected authors became truth-tellers who denied such Victorian pieties as Robert Browning’s “God’s in his Heaven/All’s right with the world!” More particularly, for Hemingway, anti-Romantic that he was, there was W. E. Henley’s “Invictus,” the poem that ends with, “I am the master of my fate,/ I am the captain of my soul.”

      Hemingway, blown up while delivering chocolate, knew he wasn’t the master of his fate. Who lived and who died seemed a matter of chance, luck, accident, but certainly not personal will. How one reacted to what fate handed out, however, was within one’s control. And thus, yes, one could be the captain of one’s soul. Hemingway’s universe was dark. His characters usually lose. Yet he drew them in such a way that we are asked to admire their stoicism, their self-control, their dedication, and their dignity. In The Old Man and the Sea, Santiago is towed to sea by a huge fish he fights with for days, only to lose it to sharks on his return to port. As Hemingway wrote, “A man can be destroyed but not defeated”; he asked us to judge people by their commitment to their self-definition and to their art rather than their successes—whether it be fishing, bullfighting, boxing, or writing. They may be destroyed by fate, but they are not defeated if they maintain their integrity and dedication to their own values, as we shall see in several stories. Twenty years before French philosophers Albert Camus and Jean-Paul Sartre, Hemingway had us judge characters by the existential choices they made.

      Hemingway’s fame rests on a wonderful collection of short stories, three major novels, and one novella, and a change in the way fiction is written. Mark Twain, whose use of dialogue in The Adventures of Huckleberry Finn Hemingway admired and imitated, used lengthy sentences in other books, as this narrator’s description of Dawson’s Landing in Pudd’nhead Wilson (1893) demonstrates: “Each of these pretty homes had a garden in front. Fenced with white palings and opulently stocked with hollyhocks, marigolds, touch-me-nots, prince’s-feathers, and other old-fashioned flowers; while on the window-sills of the houses stood wooden boxes containing moss-rose plants and terra-cotta pots in which grew a breed of geranium whose spread of intensely red blossoms accented the prevailing pink tint of the rose-clad house-front like an explosion of flame”—59 words in the second sentence, which rambles on like roses. Henry James’ The Ambassadors (1903), which I have just opened at random, has sentences like these: “He was conscious of how much it was affected, this sense, by something subdued and discreet in the way she had arranged herself for her special object and her morning walk—he believed her to have come on foot; the way her slightly thicker veil was drawn—a mere touch, but everything; the composed gravity of her dress, in which, here and there, a dull winecolour seemed to gleam faintly through the black, the charming discretion of her small, compact head; the quiet note, as she sat, of her folded, gray-gloved hands.” Ninety-two words, embedded clauses, and phrases. By the time Hemingway published, automobiles were common; so were airplanes and movies. Radio was beginning as a source of entertainment. Families no longer watched stereopticon slides or sat in the parlor while father read pages from the Bible or a novel suitable for the whole family. The pace of life had quickened dramatically after WWI, with Prohibition and speakeasies, the Jazz Age and the Charleston, the shimmy, and the Black Bottom, and women’s hemlines rising off the floor. The Victorian Age had ended, and the era of mechanization had begun. Hemingway provided a shorter, more direct, more masculine style. Here is his description of a woman: “Brett was damn good-looking. She wore a slipover jersey sweater and a tweed skirt, and her hair was brushed back like a boy’s.” Five words and then 19; average: 12 words a sentence. The style of composition that is now taught in college English courses is much more Hemingway than it is Henry James, or even Mark Twain, in his descriptive passages.

      After having been told by Charles Dickens to “weep for Little Nell” (The Old Curiosity Shop), as many Victorian writers directed their readers, and having been told by propaganda to enlist in the war, Hemingway eschewed editorial comment. He presented the circumstances of his characters. What those circumstances mean, and sometimes even their feelings, are left to the reader to infer. Hemingway changed how stories are told, but more of that later. He became an iconic figure of masculinity in the 1950s, is still advertised in furniture lines, among other commercial ventures, and appears in other people’s fiction and over 120 comics. He became a cultural institution.
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This license becomes null and void if any of the above conditions are
not met.

DISCLAIMER
THE FONT SOFTWARE IS PROVIDED "AS IS", WITHOUT WARRANTY OF ANY KIND,
EXPRESS OR IMPLIED, INCLUDING BUT NOT LIMITED TO ANY WARRANTIES OF
MERCHANTABILITY, FITNESS FOR A PARTICULAR PURPOSE AND NONINFRINGEMENT
OF COPYRIGHT, PATENT, TRADEMARK, OR OTHER RIGHT. IN NO EVENT SHALL THE
COPYRIGHT HOLDER BE LIABLE FOR ANY CLAIM, DAMAGES OR OTHER LIABILITY,
INCLUDING ANY GENERAL, SPECIAL, INDIRECT, INCIDENTAL, OR CONSEQUENTIAL
DAMAGES, WHETHER IN AN ACTION OF CONTRACT, TORT OR OTHERWISE, ARISING
FROM, OUT OF THE USE OR INABILITY TO USE THE FONT SOFTWARE OR FROM
OTHER DEALINGS IN THE FONT SOFTWARE.



OEBPS/images/simply_hemingway.jpg






OEBPS/images/qr_pngx5v9koktsdd8_ce.jpg








