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ABSTRACT

THE CRAFTING OF A STYLE: HEMINGWAY

AND THE SUN ALSO RISES

By

Frederic Joseph Svoboda

Ernest Hemingway carefully developed his aesthetic
inciples as he worked to become a writer. The beginnings
" those principles may be seen in his journalism and
rly stories; they were further developed, during the

mposition of The Sun Also Rises.

With the recent opening of materials in the Hem-
gway Collection of the John F. Kennedy Library, it has
come possible to trace Hemingway's shaping of his writ-
g--and his ideas about writing--through examinations
- unpublished works and of drafts of the stories of In

lr Time and The Sun Also Rises. In these early manu-

'ripts Hemingway reworks his writing while commenting
| writing in general and the composition of these early
rks in particular. As he revised for publication,

mingway deleted such comments, his working notes to
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himself, but now these notes can be retrieved and examined
in relationship to the works of which they once formed a
part. This examination reveals a good deal about both
Hemingway's aesthetic principles and his methods of
writing.

As his first novel, The Sun Also Rises signaled

the end to Hemingway's journeyman work, and so my study
concentrates on that novel, discussing other material
within the context of it. I first outline Hemingway's
early career, from the end of World War I to the mid-20s,

and the events which helped to inspire The Sun Also Rises.

In my second and third chapters I discuss the existing
drafts of the novel and their relationships to each other.

Little material appears to be missing, and The Sun Also

Rises is represented by a handwritten first draft, sev-
€eral revised typescripts, and a number of partial drafts
Which reveal Hemingway's trials of alternate techniques.
I next discuss the development of characteriza-
tion in the novel, a process which illustrates how Hem-
ingway distanced himself from and fictionalized the
events of several actual trips to Spain. Because Heming-
way was highly conscious of this process of fictionaliza-

tion, 1 thén trace the "submerged" foundation of the novel
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in his comments on method and in narrative elements which
he deleted before publication. Most of this deleted
material disappeared until the opening of the Kennedy
Library Collection, though some sections were adapted

in other works, most often in A Moveable Feast. In this

section, I also relate the aesthetic principles Hemingway
dAdiscusses to the aesthetics of earlier published and un-
published works. My subsequent chapter continues this
discussion of earlier works in the context of the narra-

tive development of The Sun Also Rises.

Since many of Hemingway's principles were forged
and honed in the process of revision, I consider that
Process in general and then discuss four representative
€@xamples of revision, seeking to convey a picture of Hem-
ingway, the craftsman, at work. Examined in line-by-line
detail, the four sections range in length from a several-
hundred-word exchange between Jake and Brett to the en-
tire final book of the novel. I follow with an examina-
tion of the late revisions of the novel, focusing in par-
ticular on the beginning chapters deleted at least partly
at the suggestion of F. Scott Fitzgerald. I also discuss

the titling and epigraphs of the novel.
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In The Sun Also Rises, then, Hemingway built upon

his earlier works to perfect an apparently-simple but com-
plex style which would help to shape the modern movement
of American literature. He became more than a promising
young writer as he achieved mastery in that difficult
form, the novel. In this study I show how he worked and

what he thought as he moved toward that mastery.
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REFERENCE ABBREVIATIONS

Works frequently referred to are cited in abbre-
wviated form, in parentheses within the body of the text.
Y tens in the Hemingway manuscript collection are identi-
fied by numbers corresponding to the collection's index-
ing system, explained in Chapter Two. References to
Hemingway's published books are abbreviated as follows:

iot--in our time, 1924

IOT--In Our Time, 1925

TSAR--The Sun Also Rises, 1926

MF--A Moveable Feast, 1964

NAS--The Nick Adams Stories, 1972

O+ther abbreviations:

Byline--William White's Byline: Ernest Hemingway

EH:ALS--Carlos Baker's Ernest Hemingway: A Life Story

H's Craft--Sheldon Norman Grebstein's Hemingway's

Craft

H's First War--Michael Reynolds' Hemingway's First

War: The Making of A Farewell to Arms
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PR Interview--Paris Review Interview with Hemingway

reprinted in Linda Wagner's Ernest Hemingway:

Five Decades of Criticism

Seldes--Gilbert Seldes' Dial review of The Great

Gatsby
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INTRODUCTION

By July of 1925 it was time. Over a period of five
years Ernest Miller Hemingway had already established a pro-
wisional reputation for himself as a writer of fresh, inno-
vative prose. Returning home as a decorated war hero in
1919 he had soon begun to try to shape his experiences into
Prose fiction, first producing stories which proved only the
Promise of his talent. But gradually his career had moved
forward.

While his stories were rejected by magazines ranging
from Argosy to The Dial, he had made himself a reputation as
A Jjournalist of clear and striking, though occasionally less

Tthan objective, style. He worked his way into Paris's lit-

S rxrary set, helped to edit transatlantic review, a leading

L ittle magazine, and gained the attention of some of the
Prominent figures of the literary avant garde of the day--
And the prominent figures of a new literature which was
then taking shape. Even a partial list of his friends and
Acquaintances is a roll-call of modernism: Sherwood Ander-

Son, Gertrude Stein, Ezra Pound, John Dos Passos, Ford
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Maddox Ford, F. Scott Fitzgerald. By the mid-20s, his

stories, now finely-honed, attracted comment as they

appeared in transatlantic and Contact. Small editions of

his stories and poems had been published in Paris and a

longer story collection, In Our Time, was about to appear

in America. His reputation was rising, but its establish-

ment required something more--it required that he write
with mastery in the premiere form, that of the novel.

In previous years he had twice traveled with
friends to Pamplona, in Spain's Basque hill country, to
Join in the drinking and to run with the bulls during the

Fiesta of San Fermin. But in this year, 1925, the fiesta

Was changing, becoming chic, a tourist attraction for
foreigners who were not aficionados of the corrida. And
the beautiful trout stream that had provided a valued
Sounterpoint of serenity to the frenzy of the fiesta was
T"ined, clogged by the slashings and mud left behind by
< lear-cut loggers.

His companions of 1925 had not turned out so well,

Sither--they had been too often drunk and had too often

Come into conflict over the attentions of one member of

the party, Lady Duff Twysden. 1In the end, Duff, and her

lover, Pat Guthrie, had not even been able to pay their



hotel bill, and humorist Donald Ogden Stewart, one of the
morxre amiable members of the party, had put up the money.
The disappointments cut deep, but more than disappoint-
ments came out of the fiesta. As Stewart later wrote,
"On the way from Pamplona to the [Gerald] Murphys in
Antibes it occurred to me that the events of the past
week might make interesting material for a novel. I was

right. Ernest started work on The Sun Also Rises the next

week" (Donald Ogden Stewart. "Recollections of Fitzgerald

and Hemingway," Fitzgerald/Hemingway Annual 1971, pp. 185-

86 .). Sometime around July fifteenth, Hemingway sat down
to write; by September twenty-first he had completed the
f£irst draft of his novel, then tentatively titled Fiesta.

Apparently Hemingway let the longhand manuscript
OFf Fiesta, now filling thirty-four loose sheets of paper
Angd continuing on into seven stapled, paperbound school-
<hildren's notebooks, lie fallow. During the fall, again

in a short period of time, he banged out The Torrents of

.SEring, the satiric short novel that allowed him to break
hig obligations to publisher Horace Liveright and proclaim
his artistic independence from Sherwood Anderson, the first

major figure to become interested in him, way back in

Chicago in 1920. The change in publishers necessitated



a trip to New York, but in spite of the intrusion of a
budding love-affair with his second-wife-to-be, by mid-
December Hemingway, his wife, Hadley, and their son, John,
werxre cosily installed in the Hotel Taube, in Shruns,
Austria. It was a year of avalanches, and Hemingway spent
long hours away from the ski-slopes, working over his manu-
script, first marking changes between the lines and in the
margins of the notebooks and loose sheets, sometimes can-
celling five or six pages with big ink X's, and later typ-
ing out experimental beginnings. Finally he typed out a
new draft, changing the novel to a straight chronological
Oxganization from its earlier in media beginning, removing
Mmany sections in which the novel's narrator had addressed
his reader directly, and carefully changing the names of
T hose characters who might easily be confused with their
XTeal-life prototypes.
Back in Paris a typist produced a clear transcript
Of at least half his awkwardly spaced typescript. He made
Some further emendations in difficult scenes and the novel
Went off to Scribner's, his new publisher. . Copyeditors
Worked over the typescript and then, at the suggestion of
Scott Fitzgerald, who read a copy of the typescript,

Hemingway cancelled most of the first two chapters of



the novel, which had begun, "This is a novel about a Lady."

L.ady Brett Ashley. He tried a short introduction to explain

the disappearance of those chapters but finally just began
with a line partway through the cancelled second chapter:

" Robert Cohn was once middleweight boxing champion of

Pxrinceton."

By mid-October of 1926 The Sun Also Rises had

reached the bookstores and by Christmas it was into its

third printing. Critics generally praised it as a work

Of remarkable stature; The New York Times called it "mag-

ni ficent writing, filled with that organic action which

(New York Times

givwves a compelling picture of character"

Book Review, October 31, 1926, p. 7.). Hemingway was no

longer a promising new face, but a man who had accomplished

A great deal and of whom much could yet be expected. His

T arxreer had arrived.

And a new style and technique had arrived in Amer-

In shaping The Sun Also Rises, Hemingway

ican writing.

hagd both followed and shaped a set of principles he was
to follow and elucidate for the rest of his life, princi-
Ples which could not be ignored, whether they were to be

followed or not, by any serious writer who followed him.

Recently, the manuscripts and typescripts of Hemingway's
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writing have been made available to scholars, and the de-

velopment of The Sun Also Rises can be carefully elucidated

and tracked in these materials, deposited in the Hemingway
Collection of the John F. Kennedy Library. Ernest Heming-
way solidified the principles of a new kind of fiction as

he crafted and honed the prose of The Sun Also Rises; here

are the steps he followed in reshaping the form:



Chapter One

THE MANUSCRIPTS--AN OVERVIEW

In the files of the Hemingway Manuscript Collection,
donated by Mary Hemingway to the John F. Kennedy Library,

the development of The Sun Also Rises can be traced through

some fourteen exhibits, ranging from one-page trial drafts
to the complete first and second drafts of the novel. Ma-
terials representing early stages in the novel's writing
are generally handwritten in pen, the writing sure and bold,
Perhaps becoming even bolder as the draft progresses.
Rounded and regular, Hemingway's handwriting is very easy
to read.

Later drafts are mostly in typescript, in some
Cases typists' transcripts of Hemingway originals apparently
lost over the years, in other cases in Hemingway's own dis-
tinctjve typescripts, readily identifiable as such by Heming-

way's idiosyncratic spacing before and after such punctua-

tion marks as commas and periods (Like this , or this . ).
This habitual spacing, of course, makes the separation of

Hemingway's typescripts from the typists' an easy matter.



Included in the collection are the two complete
drafts of the novel as well as a number of typed and hand-
written fragments which represents Hemingway's efforts to
deal with specific problems which arose during the compo-
sition of the book. The existing manuscripts and type-
scripts seem to have been subjected to a more-or-less-
continuous process of revision. To judge from the physi-
cal evidence, the first draft has been worked over several
times. Most of that first draft--written longhand on
thirty-four loose sheets of letter-sized typing paper and
continuing on through seven small notebooks--is written
in black ink, though in places Hemingway uses blue ink
and, in one case, pencil. Superimposed on this manuscript
are numerous additions and deletions in blue and black ink,
as well as in pencil. In addition, a number of running
changes are evident, changes that obviously were made
during the initial composition process. In such altera-
tions Hemingway stops in the middle of a sentence, can-
cels a word or two with a single stroke of the pen and
then continues writing along the notebook's ruled line.

The first draft includes most of the events of
the final version of the novel (though, of course, in

rougher form) and also a considerable body of writing



which was eventually eliminated before publication. 1In
much of this material Hemingway's narrator, Jake Barnes,
speaks directly to his reader, providing commentary upon
the actions and characters of the novel and also discuss-
ing the principles by which the book is being composed,
as well as providing information on his own life before
becoming a newspaperman in Paris.

There are considerable differences in ordering
between the first draft and the novel as published. The
most notable is a departure from the straight chronology
of the story. Following a classic technique of the short
story, Hemingway begins his first draft not with the chron-
ological beginning of the time period described in The Sun

Also Rises, in late June in Paris's Montparnasse district,

but with an event close to the climax of the novel's plot-
line and with a character central to the meaning of the
story but not present at its chronological beginning: the
matador, Pedro Romero. (In the first draft Romero is known
by the name of his real-life prototype, Cayetano Ordonez,
nicknamed "Nino de la Palma.") That centrally-important
event is the meeting of two Americans, eventually named
Jake Barnes and Bill Gorton, with Cayetano in his cramped

hotel bedroom as he dresses for his meeting with the bulls.
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Eventually, this material was worked into the center of the
novel, beginning on pages 163 and 164, then continuing with
the conversation with Montoya on published page 171 and mov-
ing on through page 178 with the cafe argument scene between
Mike Campbell and Robert Cohn which occurs after Brett
Ashley has expressed her admiration for Romero. Included
in the first draft is a considerably longer version of the
meeting with the American ambassador which we eventually
find briefly mentioned on page 171, as well as a seemingly-
autobiographical account of the funeral of an uncle and
Mrs. Hemingway/Barnes' attitudes toward such immoralities
as smoking and gambling. While these and other incidents
were omitted as Hemingway revised, they seem important in
the development of the final moral stance of the novel
against Victorian hypocrisy and in favor of a rational
moral tolerance.

Other sections existing in the first draft are also
deleted in later versions with notes that indicate Heming-
way was working hard to produce a tightly-structured work.
An entire description of the Ledoux-Kid Francis fight,
which would have appeared between Chapters VIII and IX of

The Sun Also Rises, for example, was cut with this notation

in Hemingway's typescript of the second draft: "[The fight]
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was not part of the story. I am trying to hold this pretty
tight down to the story" (198).

That second draft exists half in a typist's tran-
script of a lost Hemingway version and half in a Hemingway
typescript. The order of events in this draft is very
close to that of the published novel, with far fewer re-
visions than are evident in the manuscript first draft.

The typist's transcript begins with a section later deleted
(at least partly at the suggestion of F. Scott Fitzgerald)
and runs through the published Chapter IIX, and the second
draft is completed in a Hemingway typescript which begins
with the published Chapter IX and continues to the novel's
ending. In this draft only particularly difficult scenes,
such as the published Chapter VII love scene between Jake
and Brett, are much worked over. By this stage also the
characters have acquired the names by which they are called
in the final novel.

A number of differences do exist between this draft
and the published novel, most notably in matters of punctu-

ation included in The Sun Also Rises but not present in

the second draft. Whether these changes reflect Heming-
way's revision is difficult to discern, given the loss of

all proof sheets of the novel except the galleys of the
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cancelled beginning, which Hemingway apparently re-
tained.

A number of incomplete drafts, none longer than
five pages and some as short as a single sheet, exist to
testify to Hemingway's careful attempts to meet certain
problems of organization and point-of-view. At least
four of these partial drafts clearly fall into an inter-
mediate position between the two complete drafts I've
called "first" and "second." At least one other was
composed after the novel was set in galleys, as Hemingway
attempted to replace the early chapters cut from the proofs
at Fitzgerald's suggestion. Also included are lists of
characters' names, an introduction which was not used
(though it did contribute Gertrude Stein's "lost genera-
tion" comment used as one of the novel's two epigraphs),
lists of potential titles, and experiments in alternate
points of view.

Clearly missing from the evidence are two major
items. One is the Hemingway draft, whether longhand or
typescript we cannot know, from which the typist tran-
scribed Chapters I through VII of the novel's "second"
draft as well as the beginning chapters deleted from the

galley proofs. (In the typist's transcript these combined
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sections are labeled Chapters One through Nine.) The
second set of unavailable material includes the proofs

of the novel, excepting only three long galleys which
Hemingway apparently retained after partially accepting
Fitzgerald's suggestion that those several beginning
chapters be dropped. At this time, it seems likely that
these two sets of materials will not be discovered within
the Kennedy Library collection, given their bulk and the
fairly complete status of curator Jo August's catalog of
material. It is possible that additional fragmentary
drafts may be discovered within other classifications.
However, it now seems relatively safe to assume that most
of the materials that will be found in the Kennedy Library
are available. And these materials certainly are complete
enough to allow a searching examination of the ways in
which Hemingway composed and the problems he solved in
completing this first major novel. Close examination
tends both to support and to illuminate the several state-
ments which Hemingway made about his methods and purposes
in writing, as well as to correct the misreadings which,
at least for a number of years, skewed critical interpre-

tations of The Sun Also Rises. This is a carefully crafted

book, one which Hemingway said had to be completely
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rewritten before he was satisfied with it, yet it was also
a book which took shape rapidly, a melding of fluency and
craftsmanship, of intuition and contemplation, of the
apparent transcription of actual events and the transforma-

tion of those events into a wholly realized fiction.



Chapter Two

THE MANUSCRIPTS DESCRIBED

Manuscript/Typescript Versions of The Sun
Also Rises in the John F. Kennedy Library
(Keyed to Hemingway Collection Identifica-
tion Numbers)

The First Draft

193 & 194--THE FIRST DRAFT in Hemingway's handwritten
version, written between July 21, 1925 and Septem-
ber 21, 1925.

(193)--THE LOOSE SHEET BEGINNING of the novel on
thirty-two sheets of letter-sized paper which con-
tinues in the notebooks. (Also included with item
193 are two additional sheets Hemingway later added
to precede the draft. The first of these pages,
typed, introduces an early [misquoted] epigraph:
"Facing Page one of Chapter One: 'The grave's a
fine and secret [sic] place / But none I think do
there embrace. . . Marvell.'" The second page,
handwritten, represents Hemingway's working out

of the characters' names--not the names used in

15
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the first draft, but those which will appear in

the finished novel.)

(194) --THE NOTEBOOKS represent the balance of the
first draft. There are seven of these small
notebooks, index numbered JFK 194-1 through JFK
194-6. (While in my notes I include a 194-7
reference in discussion of the ending of the
novel, the seventh notebook includes only a few
written pages and is actually filed with notebook
six.) On the front covers of these small school-
children's notebooks, Hemingway had identified
the city in which he was working and (on the first
four) included the dates on which he wrote. The
final three notebooks each include only a single

date.

TABLE 1. The First Draft

JFK Location/Date Pages| Corresponding
Index Pages in TSAR
o s a b c
193 Beginning on loose sheets (undated ) 32 163-64, 171-78
. 4
194-1 Book I Valencia July 23-August 3 92 1-36
194-2 | Book II | Valencia August 3 80 36-72
Madrid August 5-6
San Sebastian August 8-9
Hendaya August 10-11-12
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Table 1 (cont'd.)

JFK Location/Date Pages Corresponding
Index Pages in TSAR
194-3 | Book 111°|Hendaya August 12-13-14- go | 74-116
15-16-17
Paris August 19-20
' f
194-4 Book IV |Paris August 20-21-22-23- 100 | 116-154
24-25-26-27-
28-29
194-5 Book V Paris "Finished Sept 9" 92 154-62, 164-71,
178-206
194-6 Book VIg Paris September 9 74 207-45
Book VIIh Paris September 21, 1925 5 245-47

Notes, additional included material:

aHemingway later said that he began the novel on his birthday, July
21, in an April 1, 1951 letter to Carlos Baker and in the 1958 Paris
Review interview. While Baker discounts the July 21 starting date,
given the July 23 dating of notebook I, the birthday beginning date
is perfectly reasonable in light of the number of pages completed
before Hemingway began working in the notebooks. Only the April
Fool's Day dating of the letter to Baker might lead us to suspect
Hemingway's veracity.

Two other sheets, described above, are also indexed as a part of 193,
but probably were added later in the process of composition.

c . . . .
The loose sheets are greatly altered in revision, and include a very
long version of the meeting with the American ambassador.

dA good deal of material derived from notebook I was deleted in the
galley proofs of The Sun Also Rises, at least partially at the sug-
gestion of F. Scott Fitzgerald.

e .

On its back cover, Book III includes a word count, notations of
travel expenses and an outline of the projected structure of the
rest of the novel.



18

Table 1 (cont'd.)

g

On the back cover are notes, addresses of William Groule, and a very
rough map of the Great Lakes.

On the last page is a partial draft of a letter to the editor (of The

Toronto Star?), apparently in Hadley Hemingway's handwriting. The

letter deals with receiving a bull's ear. (The section in which Duff

Brett receives the bull's ear from Romero is included in notebook V.)

h
On the last three pages of the notebook is the draft of a passage in
which Jake examines his relationship with Brett. Later cut, a

smoother version of this passage appears as the beginning of BOOK II

of the typescript version of the novel.

IT The Typescript "Second" Draft

198, 199, 200, 201--THE TYPESCRIPT DRAFT incorporates

most of the changes Hemingway made while revising
his manuscript at Schruns, Austria during "the
winter of the avalanches," 1925-26. This type-
script "draft" actually is a composite draft,
partially composed of a Hemingway typescript,
partially of a typist's transcription of a portion
of the novel not covered by Hemingway's typescript.
Also included and indexed in the Kennedy Library
collection are several carbon copies of typists'
versions. Neither of these carbon copies include

any handwritten corrections, but such corrections
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are included in both the Hemingway and typist's

originals.

(200) --The first section of the typescript draft is
represented by a 122 page TYPISTS' VERSION of the

first eight (as published) chapters of The Sun Also

Rises. This typescript begins with the first chap-
ter and a half later cut from the galley proofs

and is divided into ten chapters. It includes a
few minor corrections in Hemingway's hand, as well
as a considerable reworking of the Jake/Brett love
scene which appears on page 55 of the final novel.
The Gertrude Stein epigraph has been inserted by

hand on the title page.

(201)--A CARBON COPY of (200) without corrections or

Stein epigraph.

(198) --The typescript draft is completed by the
HEMINGWAY TYPESCRIPT of the second half of the
novel, beginning with published chapter nine. This
typescript is marked by the author's characteristic
typing style--Hemingway usually spaces both before

and after such punctuation marks as commas and
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periods. The Hemingway typescript includes a num-

ber of corrections in the author's hand. (Though

this typescript represents a later section of the

novel than that contained in the typists' version,

it carries a lower Kennedy Library index number

under curator Jo August's indexing system, which

gives priority to Hemingway's own work.)

TABLE 2. Chapter/Book Collation of Major Drafts of The Sun Also
Rises (This chart traces the divisions indicated in each

draft.)

FIRST DRAFT HEMINGWAY TYPESCRIPT TYPIST VERSION

PUBLISHED VERSION

(193 & 194) (198) (200 & 201)
---- ———- BOOK I
Chapter I Deleted in
P galley stage
through mid-
Chapter II (Not an exact correspon- Chapter II ~"" Chapter 2
dence. Typist version of 200
Chapter 2 appears several :
pages later in text than
first-draft II.)
_— o _—— CHAPTER I
[o]] ()
- [T
~ g )
Chapter IV. 3 3 &8 # 2 o Chapter III CHAPTER II
0 o L A S
g w P PP
oA A g
+ 5 o 3 94 (No Chapter IV
Ta" 2L in 200 or 201.)
g' - 0 5
i I v
Chapter Vv dgH g0 s Chapter V CHAPTER III
5E.884%
< ) o] ~
Chapter VI o587 57T Chapter VI CHAPTER IV
S oM N 0 QO
H 08 0 g .0 0O
~ Q0 Q 0¥ AN

(No Chapter VII
in 200 or 20l1.)



TABLE 2

FIRST DRAFT

(cont'd.)

HEMINGWAY DRAFT

21

TYPIST VERSION PUBLISHED VERSION

(193 & 194) (198) (200 & 201)
Chapter VII (Chapter VIII CHAPTER V
[used twice]
Chapter VIII Chapter VIII CHAPTER VI
Chapter IX Chapter IX CHAPTER VII
Chapter X (within preceding chapters)
—— Book Two BOOK ITI
Chapter XI Chapter X CHAPTER VIII
Chapter XII Chapter XI CHAPTER IX
Chapter XIII Chapter XII CHAPTER X
Chapter XIV Chapter XIII CHAPTER XI
B
Chapter XV Chapter XIV g CHAPTER XII
2w
Chapter XVI  Chapter XV 3 o CHAPTER XIII
=i
Chapter XVII Chapter XVI °cg CHAPTER XIV
[T
g ]
Chapter XVIII Chapter XVII 85 CHAPTER XV
a 6% a
-—— Chapter XVIII o g (within C. XV)
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The deleted chapter division would have come at the top of The Sun

Also Rises, p. 164.

In the Hemingway typescript, Chapter Seventeen
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ends just after Bill and Jake meet Romero, then collect field-glasses
and wine bottles from their rooms and go downstairs in the Hotel
Montoya. Chapter Eighteen begins at the bull ring, with the line,
"It was a good bull-fight."

This second deleted chapter division comes just a few pages from the
book's end, at the bottom of The Sun Also Rises p. 243. Just before
the chapter division, Brett restates her desire never to talk about

having left Romero. The new chapter begins as Jake and Brett leave

the Hotel Montana and discover Brett's bill has been paid.

IIT Trial Beginnings

195, 197, 197a, 202c & 202d--These TRIAL BEGINNINGS,
some of which the Kennedy Library indexes as "false
starts," are perhaps misrepresented by either term.
A careful examination of the names assigned charac-
ters in these short trials in comparison to the
naming in other drafts reveals that none come
earlier than JFK item 193, the "loose sheets"
beginning to the first draft. 1In his biography
of Hemingway, Carlos Baker identifies one of the
typescript trial beginnings (either 197 or 197a,
which both begin "It was half past three in the
afternoon . . ." and continue in the third person)
as preceding the loose sheet draft (EH:ALS, p. 197).
However, both such typescripts identify characters

by names not established until late in the first
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draft of the novel--and in his notes to the chap-
ter, Baker admits that "My view that these trial
drafts precede the main draft is conjectural"
(EH:ALS, p. 765).

What these trial beginnings do represent is
Hemingway's working out, at different stages in
the composition of the novel--but probably no
earlier than the completion of the first draft--
of several apparent difficulties. These begin-
nings represent alternative versions of already-
established beginnings, and are related to each
other much as are the numerous trial endings of

A Farewell to Arms, in which Hemingway explored

two possible endings in some thirty-five different

variations (H's First War, p. 49).

While far fewer variations exist in the case

of The Sun Also Rises, Hemingway explores three

essentially different points of depature--in the
first, the novel opens in Romero's room at the
Hotel Montoya; in the second, it begins with a
long expository section on the novel's characters
(as in the typescript draft). In the third be-

ginning, Hemingway cuts a good deal of that
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second-draft exposition, beginning midway with an
examination of Robert Cohn, after cutting his dis-
cussion of Jake, Brett, and others. This third
beginning, of course, is that which eventually

appeared in the published novel.

(195, 197, 197a)--These three fragments, all in type-
script, are reworkings of the novel's first begin-
ning in the loose sheets of the first draft, and
probably were composed between the notebook and
typescript drafts of the novel. Draft 195 (2pp.)
seems a relatively late version, and is headed

"The Sun Also Rises Chapter One." It is a first-

person account from Jake's point of view and in-
corporates the character names used in the pub-
lished novel.

Both draft 197 (lp.) and draft 197a (5pp.)
represent Hemingway's attempt to recast his first-
person narration into a third-person account, and
lend substance to a statement made early in the
second draft of the novel: "I did not want to tell
this story in the first person but I find that I

must" (200). Both 197 and 197a use the late
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character names; 197 is the earlier of the two--
words typed in above the lines of 197 are included
within the lines of 197a. 1In 197 only events in
Romero's bedroom are covered, while in 197a--the
later (and smoother) version--the scene in the
hotel is succeeded by a polished version of the
first-draft meeting between the revelers and the
American ambassador and party.

The longer third-person trial (197a) is written
from an omniscient viewpoint, including Jake's
analysis of his anger at being persuaded by Brett
to meet with the ambassador as well as Romero's
thoughts as he plans for his future--at the end
of the season he will either go to Mexico or buy
a motor car. While this second third-person trial
is not bad, certainly much more polished than its
predecessor, it still represents a dead end in the
composition of the novel--allowing the reader to
know what is in each character's mind, the third-
person viewpoint seems flat and without tension by
comparison to the first-person narration Hemingway

elected to retain.
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(202c, 202d)--Both these trial beginnings are related
to both the second and third points of departure
Hemingway tried. More specifically, they represent
Hemingway's attempt to replace or explain the dele-
tion of the initial chapter-and-a-half of the novel's
chronological beginning, deleted in the galley proofs
of the novel. 1In 2024, a one-page typescript, Heming-
way's narrator notes in beginning that "This is a
novel about a lady," beginning with the same sentence
that began the second draft. But he then goes on to
explain that about twenty-five pages have been cut
and that the novel will "now open with Robert Cohn
who may be a great disappointment to the reader who
has just been promised Lady Ashley."

In 202c, within yet another of his notebooks,

Hemingway began to write a forward to his novel,

which he here called The Lost Generation. He re-

counted the story of a garage owner identifying the
young men who went through World War One as un

generation perdu, in a conversation with Gertrude

Stein. Hemingway went on to maintain that "to this

generation . . . the things that are given to people
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to happen have already happened." It is unclear
whether this unused introduction was the source
for, or merely followed the "lost generation"
quotation written in on the title page of item
200, the first half of the typescript draft. The

notebook also includes a list of trial titles.

IV Fragmentary Materials

195a,

196, 202, 202a & 202b--These assorted fragments,
none more than a few pages long, represent various

leftovers from the composition of The Sun Also

Rises, elements involved in the working out of
varied problems. It is likely that other such

fragments might have existed, and may yet be found.

(195a) --A prenotebook draft of the scene in which

Jake and a waiter discuss the death of Vicente

Girones, the man gored during the running of the
bulls. This is an earlier draft than appears in
the notebooks, judging from a comparison of words
written in above the lines of 195a with the same

words within the lines of the notebook.
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(196)--A draft of the beginning of Chapter VIII of

The Sun Also Rises. Very close to the final

version published on page 69 of the novel, this
manuscript fragment included three and a half
lines at the beginning of paragraph three which

do not appear in the first draft.

(202 & 202a)--The original (202a) and a photocopy
including a few notes by Philip Young (202) of
the three long galley proofs cut from the novel's

beginning.

(202b) --Yet another of Hemingway's notebooks, this
one blank save for two pages on which Hemingway
has written seven or eight statements by Duff/
Brett. Several were worked in to her dialogue

in the finished novel.



Chapter Three

THE NOVEL'S CHARACTERS AND FICTIONALIZATION

At least a part of the early fascination The Sun

Also Rises held for the sophisticated reader as well as

a significant element in many succeeding critical readings
and interpretations is the fact that the book's characters
seem closely drawn from life. A number of essays and
books have traced the parallels between real people and
the fictional characters--Kathleen Cannell's "Scenes with
a Hero," Donald Ogden Stewart's "Recollections of Fitz-
gerald and Hemingway," James Charters' "Pat and Duff,

Some Memories," Robert McAlmon's Being Geniuses Together,

and Harold Loeb's The Way It Was, among others. A good

deal of the discussion of biographical tendencies in The

Sun Also Rises has recently been excerpted and analyzed

in Bertram Sarason's Hemingway and the Sun Set.

Each of these works, and the numerous other
articles which address the subject, makes a significant
contribution to an understanding of what Hemingway was
about. But such treatments, whether by intention or not,
also tend to lead to a significant misinterpretation of

29
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Hemingway's real achievement. In pointing out the paral-
lels between the real and the fictional, they inevitably
tend to gloss over Hemingway's process of fictionalization.
This is most understandable in the case of those who felt
they saw themselves portrayed inaccurately, even cruelly,

in the novel. Thus, Harold Loeb considered The Sun Also

Rises to be no more than a piece of skillful (and not too
honorable) journalism, a betrayal of confidence by a
trusted friend. Kitty Cannell carefully notes the many
inaccuracies in Hemingway's portrayal of the actual hap-
penings in Paris and Pamplona. Even Sarason's scholarly
work, which meticulously traces real-to-fictional charac-
ter correspondences and then anthologizes comments by
Cannell, Loeb, and others, tends somewhat to leave the
impression that Hemingway was victimizing those whom he
transformed into the characters of the novel.

Writing years later, in an unpublished draft of

his memoir of Paris, A Moveable Feast, Hemingway

acknowledged the possibility of such confusion between
fiction and reality: "When you start writing stories in
the first person if the stories are made so real that
people believe them the people reading them nearly always

think the stories really happened to you" (179). But he
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goes on to discount such confusions. Given the consistent
errors of confusion between the historical and fictional,
it is small wonder that Hemingway was so consistently
opposed to biographical study of his life and fiction, as
opposed to studies concentrating on the works themselves.
That opposition need not be read as irrational secretive-
ness or paranoia. Rather, it is an artist's concern that
attention be paid to that which is most important--the
work of art.

The evidence of the manuscripts is that The Sun

Also Rises is not a work of journalism, but superbly-

realized fiction. If a certain trip to Pamplona helped
to provide a framework for that fiction, all well and
good. But even that real-world framework was bent,
altered, as the book took shape. And one of the most
important artistic transformations which Hemingway made
in composition was the transformation of character--a
distancing of the fictional from the historical/
journalistic fact.

One of the earliest and most important distanc-
ings which Hemingway achieves is the distancing of the
fictional narrator (Jake Barnes) from the actual narrator

(Ernest Hemingway). The first step in this distancing
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process is most easily traced by the changing names given
the narrator--and other characters--in successive drafts
of the novel.

In the first-draft beginning of the novel on loose
sheets of letter-sized paper (193), the narrator is first-
person, an "I" who is addressed by -other characters as

Hem and Ernest. Other characters include Pat, Don, Bill,

Harold Loeb and Duff, who correspond quite obviously to

the real-life Pat Guthrie, Donald Ogden Stewart, Bill
Smith, Harold Loeb and Lady Duff Twysden. Also present

is an additional character not seen at all in the pub-
lished novel, Hadley, corresponding to Hemingway's first
wife, Hadley. This assortment of characters suggests that
what we are witnessing in the thirty-two pages of the
first-draft beginning is indeed something very close to
journalism, if not a completely journalistic account of
the 1925 trip to Pamplona.

Yet, by the time Hemingway has written through
those thirty-two pages and begun work in the first of the
seven lined notebooks which complete the first draft, he
has already begun the distancing from the journalistic to

the fictional which is reflected in his characters' names.
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By page 12 of the first notebook* Harold has become
Gerald and Loeb has become Leopold on page 13. All
identification of the narrator with Hemingway ceases
shortly after. 1Indeed, on only three pages of the
rough draft are there references to the narrator as
Hemingway--the third refers to him indirectly in dis-

cussing a namesake uncle, Rafael Ernest. By page 22

the narrator has been renamed Jake, and by notebook
page 39 (which corresponds to page 26 of the published
novel) that masterful and much-discussed narrative de-
vice, Jake's wound, has already become a part of the
rough draft. All mention of Hadley, and the character
so named, has been dropped before the narrative moves
into the first notebook.

And the novel's Bill is early established in the
first notebook through the generally-recognized melding
of elements of the personalities of humorous novelist
Donald Ogden Stewart and Hemingway's old fishing buddy,
Bill Smith. Both men were present on the 1925 Pamplona

trip. On the first page of the first draft it is the

*The page numbering of these notebooks is not present in
Hemingway's manuscript originals, but was added to the
working photocopies by Hemingway collection curator Jo
August. Each number in this system represents two
original notebook pages photocopied onto a single sheet.
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narrator and Bill who go up to meet the young bullfighter
as he dresses for the corrida. On page 7 Don is among
the group which tries to decide the proper attitude to
take in greeting (or ignoring) the American ambassador.

Halfway through the first notebook, Bill Grundy is

established as a synthesis of the two. He does not
become Bill Gorton until draft two.
Also within the first notebook, Lady Duff Twysden

is renamed Lady Duff Anthony, Jake's last name, Barnes,

is introduced, and Pat becomes Michael Gordon. (Mike

Gordon later becomes Mike Campbell, eliminating possible

confusion with the character Bill Gorton.)

The process of distancing and fictionalization
proceeds rapidly. Yet, elements of reporting which Hem-
ingway later dropped still exist in the first notebook.

Mention is made of Dos Passos, Bradox (Ford Maddox Ford)

and Scott Fitzgerald, although these mentions are de-

leted before the book finally goes to press. Fitzgerald
is mentioned in connection with Jake's wound, in a com-
ment which still seems to reflect the direct voice of
Ernest Hemingway: "Scott Fitzgerald told me it couldn't

be treated except as a humerous [sic] subject." And
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this first mention of Bradox (later Braddocks in the pub-
lished novel) and Dos Passos, who does not appear in any
way in the published book, was among the early sections
which Fitzgerald himself later suggested Hemingway de-
lete. (Never one to waste material, Hemingway later

used the Bradox/Dos Passos scene in his posthumously-

published manuscript, A Moveable Feast, in the chapter

entitled "Ford Maddox Ford and the Devil's Disciple,"
where Ford misidentifies diabolist Alistair Crowley as
poet Hillaire Belloc. Dos Passos is not mentioned in

the A Moveable Feast adaptation of this material.)

In this first draft a number of other names of
real people are used, particularly when these people are
only mentioned by other characters. A number of bull-

fighters are named, including Aquero, Belmonte, Marcial

Lalanda, "Joselito," "Nacional," and "Algebeno," as well

as Juanito Quintana, prototype for Montoya, the hotel

owner. The young bullfighter who served as source for
the fictional Pedro Romero appears under his real name

and his actual fighting nickname: Cayetano Ordonez,

"Nino de la Palma." (Hemingway omits the accent 6 and

i in Ordénez and nino, as he elsewhere omits and simpli-

fies punctuation in the handwritten drafts.) By the
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time Hemingway has written his way into the fifth note-

book, Ordonez has been renamed Antonio Guerra Gueritta.

In the first draft the young American novelist who critics

have identified with Glenway Wescott is named Ralph Severn,

and shares Wisconsian Wescott's affected British accent.

(In the second draft he is more transparently Roger Pres-

cott and then is renamed Roger Prentiss, the name he

appears under in The Sun Also Rises.) Other character

names early in the first draft include Duke Ozzy (later

ZiZi), Count Mippipopolous, Henry Stone (later Harvey),

and Francis Clyne.

By the end of the novel's first draft, a few pages
into Hemingway's seventh notebook, all the characters are
fictionally named--though not always with the names they

finally bear in the published The Sun Also Rises. That

is, all the characters are so named save one: Duff is
still used as the first name for the Brett character,
echoing the name of the real Duff Twysden. At this
point Hemingway seems to have reflected on the naming

of his characters. A longhand sheet listing possible
names for characters is inserted before the loose-sheet
beginning of the first draft. On it Hemingway tried out

and then crossed out a number of "Names for Duff----,"
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including Elizabeth ‘and Doris, as well as first and sur-
names for her husband--Henry or Robert; Marlowe, Lambert,

Durham and Ashley. Finally he decides on Elizabeth Neill

Brett Murray as her "Original name," Lord Robert Ashley

as her husband's name. Hemingway labels Brett Ashley as

her "Name generally used."
Without any trials, "Other characters" are listed

as Bill Gorton, Gerald Cohn, Mike Campbell, Jake Barnes,

and Harvey Stone. In many cases these revised character

names are entered onto the loose sheets and notebook pages
of the first draft, written in above earlier versions of
names. In at least one case, even Gerald is crossed out
and Cohn's final first name, Robert, is written in. But
in the majority of cases, these name alterations don't
show up until the second draft--it seems likely that
while working over the first draft Hemingway regularized
the names when he noticed deviations from his finalized
listing of character names, but didn't make a complete,
systematic effort at regularization. (The Bill Grundy
version of Bill Gorton even slipped once or twice into
early editions of the published novel and recently re-

appeared in a Scribner's paperback edition.)



38

The incomplete substitution of names probably
doesn't reflect carelessness, for in the existing type-
scripts which represent the second draft, characters are
uniformly named as in the published novel. The only ex-

ceptions: a single use of Gerald rather than Robert Cohn

and a mention of Gueritta rather than Romero in the Hem-
ingway typescript corresponding to the published chapters
IX through XIX. The only other discrepancies between
naming in the second draft and naming in the published
book are matters of omission resulting from the later
deletion of the initial chapter and a half. Characters
mentioned in the deleted section include Flossie (a whore
with a heart of gold), Alec Muhr (Dos Passos in the Ford/

Crowley/Belloc anecdote), and Bob Graham (Jake's Washing-

ton partner in the Continental Press Association, of which

Jake is European Director). Other names which appear in
the first draft but not later include William (or Larry)
Tate (the Black boxer Bill befriends in Vienna, unnamed

in The Sun Also Rises), Pancho Villa (another boxer men-

tioned in conversation) and Charley Gordon (mentioned by

Bill as a person he shared an apartment with).



Chapter Four

THE ICEBERG--HEMINGWAY'S NOTES TO HIMSELF

While much of the material Hemingway presents
early in his first draft was later altered considerably
in style, moved to other locations within the novel, or
even omitted entirely, in these beginnings, Hemingway
is clearly staking out major thematic considerations:
the ways in which experience has shaped himself and his
generation, the sorts of values which are worth uphold-
ing, and those values whi