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remain confined to sports and Prize fights alone. He was evincing equally an ardent 

interest in professional writing, which was to become later the dominant passion of his 

life. He showed his determination to be a writer and articulated it first in 1915. When 

his sister Marcelline’s manuscript was adjudged the best in the tryouts for the story 

club, Hemingway wrote to her: “Hey, how in the name of all things just and unjust did 

you get in the story club? If I couldn’t write a better story than you, I'd consign myself 

to purgatory. Congratulations."(Sanford 36) 

Charles A. Fenton points out that Hemingway’s “high school fiction demonstrates that 

he was blessed with an acute interest in all new experience, a ready narrative style and 

a sound training in clear self- expression” (Fenton 7). In the high school magazine 

Trapeze Hemingway wrote some humorous sketches imitating Ring Lardner. On 4 

May 1917 he wrote a column in it, addressed to Dear Marce, when his sister, 

Marcelline, was its editor. 

Hemingway graduated from Oak Park High School in June 1917, when war 

was uppermost in the minds of young boys. Keeping Hemingway’s interest in 

journalism in mind, his father decided to get him a summer job on the Kansas City 

Star. But there was no opening till the fall of 1917 and Hemingway chose to wait till 

he finally got the promised assignment and left for Kansas City as cub reporter for the 

paper. Ernest found the city and his association with the Kansas City Star, a 

stimulating engagement. The experience of the people and places in that capacity was 

imperceptibly building up within him the reserves which were to feed his Nick Adam 

stories a few years hence. The period of seven months that he spent on the staff of the 
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Star was marked by intense activity, movement and discipline. He was a reporter with 

difference. 

Hemingway was learning the rules of writing under the strict guidance of Pete 

Wallington, the editor of the paper, for whom he had a genuine admiration. Later in 

life, the novelist acknowledged his gratefulness to Wellington, who was among the 

first to teach Hemingway the art of writing “stories straight off the cuff.” In 1940 

Hemingway recalled some lines for Pete Wellington and Star’s Style Sheet, “Those 

were the best rules I ever learned for the business of writing. I have never forgotten 

them. No man with any talent who feels and writes truly about a thing he is trying to 

say can fail to write well if he abides by them.”(S. Baker 10) 

His early training in journalism was an important factor in his development as 

a writer because it was there that he learnt the art of writing simple sentences and 

avoiding ornamentation. He himself said that he started writing with “the truest 

sentence” that he knew, and that; 

If I started to write elaborately, or like someone introducing or presenting 

something, I found that I could cut that scroll-work or ornament out and throw it 

away and start with the first true simple declarative sentences I had written. 

(Hemingway, AMF 15) 

As Carlos Baker rightly remarks: “He learned how to get the most from the least, how 

to prune language and avoid waste motion, how to multiply intensities, and how to tell 

nothing but the truth in a way that always allowed for telling more than the truth" (C. 
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Baker 117). In many of his stories, for instance, Hills Like White Elephants,  
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After disappointment in love Ernest Hemingway married Hadley Richardson in 

September 1921. And soon he returned to Europe for study. He was also a 

correspondent for Toronto Star with headquarters in Paris. It was here that he met 

the contemporary literary personalities and became intimate with them. Among these 

famous persons were James Joyce, Gertrude Stein, Ford Maddox Ford, Ezra Pound, 

etc. During this period he wrote much but despite the encouragement of his illustrious 

friends and acquaintances he could not sell. His manuscripts kept coming back from 

one editor after another. Ernest, quite naturally became greatly disappointed. 

Once he complained for his ill-luck to a friend in Paris. His friend suggested 

that perhaps Ernest had not suffered much. This made Ernest bitter and he narrated to  
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him his experience of war and disappointment in love. Later he made these 

very experiences the theme of his novel. Surprisingly his novel became an instant 

success. Ernest Hemingway became famous while he was still in his twenties. This 

novel was A Farewell to Arms, published in 1927. 1922 through 1928 is considered 

as the most fruitful period of Hemingway’s life for its creative output. Three Stories 

and Ten Poems was published in mid-August 1923 by Robert McAlmon (Contact 

publishing Company), Paris and Dijon. Up in Michigan was the first story in it. 

William Bird of the Three Mountains Press, Paris, published Hemingway’s 

second collection of short stories under the title in our time in January 1924. But a 

year later an American edition was printed with capitalized letters In Our Time. It 

covers all the miniatures from in our time along with other stories. Up in Michigan 

and My Old Man, the two stories, in these editions seem to have on them the impress 

of Sherwood Anderson. Out of Season must by all standards be considered a typical 

Hemingway story which lays the foundation of most of his future work, “a remarkably 

subtle blend of statement and implication and probably . ….. The best short story in 

English to be published during 1923.”(C. Baker 15) 

In Our Time is a significant, forward looking work in the sense that the entire 

pattern of Hemingway’s fiction emerges from this collection. The major themes of 

violence and responses to it to be developed in his later fiction, from The Sun Also 

Rises on the one extreme and The Old Man and the Sea on the other are all 

covered in the sketches contained in In Our Time. The passage of the Hemingway 

hero from innocence to experience, the uneasiness that accompanies the process of 

growing up, the ephemeral sex pleasures, the dirty war, the shell or trauma, a separate 
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peace, a search for meanings or escape, the escapist activities, all of a primitive kind 

like fishing, bull fighting, hunting and, through these, the cultivation of some sort of 

inner discipline known as the Hemingway code: all these are hinted at in In Our 

Time. The stories evoke Hemingway’s characteristic mood and project the generic 

image of Hemingway hero. The Hemingway hero seeking his refuge in a creed 

outworn is out to have a glimpse of a different world that would alleviate his 

loneliness and keep him busy so that he avoids thinking. Judged in terms of his 

activities, the Hemingway hero does not give one the impression of being a mindless 

primitive, as suggested by Wyndham Lewis, but appears, on the contrary, a sensitive, 

bruised man, carrying within him infernal nightmares which he is trying to escape. 

During his stay in Paris he brought out In Our Time and The Sun Also Rises. In 

Our Time was later published in the United States in 1925 and his second book The 

Torrents of Spring was rejected by his first publisher because it parodied their 

popular author, the author of Winesburg Ohio, Sherwood Anderson, and then he took 

his The Sun Also Rises to Scribner’s who published all his subsequent books. The 

Sun Also Rises (1926), published by Scribner’s, created a stir in the literary world of 

the day. It was soon recognized as the best critique on the lost generation of the 

twenties and found its way into all parts of the world through translations in many 

languages. Its author was equated with Mark Twain for his irony, Sinclair Lewis for 

his openness, Upton Sinclair for his strength, Walt Whitman for his vividness and 

Edgar Allan Poe for the death theme. A little later The Sun Also Rises was filmed 
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by producer Darryl Zanuck and brought Hemingway $ 80,000. With the publication of 
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. Here I could shoot and fish. That, and writing and reading and seeing pictures, was 

al! I cared about doing…………..” 

The third phase of his short fiction covers the period 1932 - 1933. Between the 

second and the third phase, however, he published a novel about the World War I, A 

Farewell to Arms (1929) and a book on bullfighting’s, Death in the Afternoon  

(1932). The bullfighter, like hunting, boxing and deep sea fishing is important as an 

avenue where the Hemingway protagonist can put to test his courage and heroism 

after being disillusioned by modern mechanized warfare which denied him this 

opportunity. It is through these sports that Hemingway dramatizes the cherished 

values of courage, and endurance with dignity. 

To this decade also belong two of Hemingway’s immensely powerful stories, Short 

arid Happy Life of Francis Macomber  and The Snows of Kilimanjaro, both 

products of the year 1936. Immediately the next year he wrote The Spanish Earth, a 

documentary film and To Have and Have Not, not a great book but important in so 

far as it celebrates the return of the Prodigal. From his long exile and alienation, he 

comes back to embrace the society he had renounced in the twenties. Through this 

book Hemingway stood in line with the writers of the thirties, the depression years. 

For Alfred Kazin the Hemingway of the To Have and Have Not, “was an angry and 

confused writer who had been too profoundly disturbed by the social and economic 

crisis to be indifferent.” (Kazin 200) 

The Spanish Civil War started in July 1936. Hemingway’s sympathies were with the 

Loyalists i.e., the Republicans who were fighting against the Fascists led by Franco. In 
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January 1937, he became chairman of the Ambulance Committee, Medical Bureau, 
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The war which, according to Hemingway, was the “most colossal, murderous, 

mismanaged butchery that has ever taken place on earth,” (Hemingway, MAW xiv-

xv) had a great impact on Hemingway. He had thought of war as a romantic enterprise 

where one could put to test his personal courage and heroism, but his experiences in 

the war, let to disillusionment as he discovered that in modern warfare the scope of 

individual heroism is non - existent and he himself had not been able to do anything 

heroic. This made him create, and develop in his writing, a hero, who was an 
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imaginative extension of himself; a fictive persona Hemingway wished people to 

believe was largely autobiographical. 

Hemingway was probably the most wounded man of the United States. Like his own 

Cantwell, he was bruised from head to toe. The history of his serious wounding began 

on 8 July 1918, when the Austrian trench mortar had hit his leg. The surgeons 

discovered more than 237 steel shrapnel splinters in his body. As a writer, 

Hemingway stands in the front rank of renowned world writers, devoted passionately 

to his vocation. A strong advocate of originality in writing “. . . He writes a book like 

an exploring expedition, setting out into unknown territory,” wrote Malcolm Cowley 

in his A Portrait of Mister Papa. 

A large number of his stories are all symbolic quest stories. Cowley said, 

“Hemingway’s fictions seem rooted in his journeys into himself much more clearly 

and obsessively than is usually the case with major fictional writers.” In the light of 

this observation, Earl Rovit’s comments that “Hemingway’s aesthetic concerns are not 

with the depiction of objective reality but with the fantasy projections of his inner 

consciousness” are understandable. Every quest is a journey into the introspective 

depths of one’s being: every quest or confrontation is an exploration of self, “a 

solitary excursion of the psyche into the last enigmas and shadows of life,” as put by 

Maxwell Geismar. 
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marlin which is attacked by the sharks, the critics. In endurance and fortitude he is 

unique like Christ with his sympathy and fellow-feeling for other creatures, fish, the 

bird vultures and sharks. 

The dominant theme of the novels and stories of the fifth phase was war, and 

they were all set in Spain during the Civil War, which Hemingway had then recently 

covered as a journalist. The Spanish Civil War was a crucial event in Hemingway’s 

life. For almost two years it absorbed his whole attention and it led to some of his 

finest work as a writer. Several different things combined to make that war so 

important to him: his love for Spain and the Spanish people, his fear and hatred of 

Fascism, his interest in war itself, the attraction of a big story for a former 

newspaperman, and, as a product of all these things, the impact of his experiences in 

Spain on his creative imagination as a writer. 

The Spanish Civil War stories, like the stories resulting from his experiences in 

the World War I, again reflect Hemingway's anti-war sentiments, but there is a 

difference. The World War I seemed senseless while in the Spanish Civil War, 

Hemingway championed the cause of the Republicans. This is only faintly apparent in 

the stories but comes out prominently in his novel about the Spanish Civil War For 

Whom the Bell Tolls (1940). In this novel, the Hemingway protagonist rises to the 

call of duty and has a passionate commitment to the cause of liberty, but the artist in 

him almost always recoils at the horrors and sufferings of war. 
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and repels many readers. One wishes that he admired something beyond the capacity 

of a professional gladiator. It was the new factor of belief in For Whom the Bell 

Tolls, which gave that magnificent novel its unquestioned rank as his finest book. For 

the first time in this novel, he found a cause worthy of his allegiance, the cause of 

freedom in arms against Fascism. 

His short stories offer instances of verbal tension. Hemingway anticipates the more 

methodical and comprehensive use of the same in a mature novel like For Whom the 

Bell Tolls or Across the River and Into the Trees.  In For Whom the Bell 

Tolls, Jordan gets only four days to act and the fourth brings the action to a 

conclusion, definitive and irrevocable. He is fully conscious of the supreme 

significance of what man is able to do within an allotted time. The inner violence of 

those people seeking to find some meaning in the business of fighting comes to 

surface in words rather than in actions. 

Concentration on moments of violence and attempts to interpret them from usual and 

unusual viewpoints is a distinctive feature of For Whom the Bell Tolls.  As critic 

comments: 

A new emphasis is placed on the moments of violence in this novel. The desire to 

suffer violence rather than to inflict it, the aspiration to remain innocent even in 

conflict by playing the role of the raped rather than the rapist, the Jew as opposed to 

the Cossack, is a new turn in Hemingway’s investigation. (Rosen 96) 

Hemingway stresses on three basic traits in his protagonist: tenacity, the capacity to 

keep the stoic poise and the power to confront death without morbid pessimism or 
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specious piety. In A Farewell to Arms, Frederic is the victim of a mortar shell blast 
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CHAPTER – II 

Literature Review and Research Methodology 

 

          The early decades of the twentieth century were an era of experimentation and 

search for new values, and a quest for the meaning of life. It was an epoch of change 

and reform, of youth and promise. America by this time emerged as a world power 

and the novelists who published their works in 1920 grew up in an atmosphere of 

national confidence and maturity the first world sense of well being. American 

isolation was no longer possible and the nation swept into the horror and ugliness of 

war and when the young men experienced the horrors of war and when they returned 

they found themselves ill at ease in their home country. They resented the self 

satisfied attitude of their nations because the war had drastically altered the picture. 

The young writers were thoroughly disillusioned and disgusted in America. Some of 

them even settled outside America. The wide spread feeling of disillusionment and 

isolation in post war era was variously described as “'the wasteland” or “'the lost 

generation”'. The term “'lost generation” was coined by Gertrude stein for the work of 
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Hemingway who in his novels articulated the fallings, longings and frustration of the 

lost generation. 

 

           All study of Hemingway's Works is more or less a study of Hemingway’s 

tragic vision, his inner tensions. From his early career in school nobody could foresee 

the tragic intensity that he explored in his subsequent life. The themes he wrote on or 

talked about at Oak Park were mostly humours so that one might have vaticinator in 

him the makings of a writer of humour. But his buoyancy, as later years were to 

reveal, was only a facade, a mask to disguise inner upheavals and ambivalences giving 

rise thus to “the legend of a turbulent youth,” rocked by inexplicable kind of 

restlessness, In Hemingway’s own words “the best training for a writer was an 

unhappy boyhood.” 

As the critics on Hemingway have usually analyzed the themes of war and 
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Fiedler remarks that Hemingway includes love and sex in a great part of his work. 

Nevertheless, the critic calls attention to the fact that despite Hemingway's insistence 

on describing sex, 
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never completely recover from his wounds as long as Hemingway lived and recorded 

his adventures. 

             According to S.K. Gill (2011), as a stylist, Hemingway commands great 

respect. His prose style has been most imitated. His prose is colloquial, simple, 

precise, crisp, clean, clear and fresh. His style is communicative of the inextricable 

part of the content. Hemingway is the apostle of the lost faith, the faith that had 

already begun to erode by the middle of the nineteenth century. 

            Alfred Kazin, Lionel Trilling, and W.M. Frohock, (2011) who gave more 

importance to technique than to theme, saw in Hemingway’s later works a serious 

decline from his earlier masterly craftsmanship. They thought that Hemingway had 

moved from the earlier art of indirection and implication to the direct and obvious 

parading of ideas. Hemingway’s later work, in their view, was an imitation, even a 

parody, of his earlier tight-lipped philosophy and his famous style of the twenties. 

 

            J. S. Guler (2012) suggested that Hemingway’s literary kinship was not so 

much with the naturalists as with the symbolists like Hawthorne and Melville. This  
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Many critics have hunted for the source of Hemingway’s use of the mountain 

and the leopard symbolism While Douglas Orrok names Victor Hugo and Revelation 

“as Hemingway’s source”; William B. Bache argues that it is Conrad’s Nostromo, 

Robert O. Stephens asserts that Hemingway took a suggestion for his symbols from 

Hans Meyer’s account of the African mountains in his Across East African Glaciers 

(London 1891). But Young accepts Dante and Flaubert as the sources of 

Hemingway’s symbols without any attempt to look into any particular use that each of 

these writers makes of these symbols. 

Dr. Bhim S. Dahiya (2013) has compared Hemingway with Shakespeare. He 

writes: 

Both Shakespeare and Hemingway appeared on their respective literary scenes 

to confront the dominant literary tradition of their times 

……………. If Shakespeare trained himself in the art of drama from his 

experience in the theater and self-schooling, Hemingway learned his prose style 

from his experience in reporting and self reading. Both learned to write as well  
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as to think from experience rather books; they contemplated life, not words, and 

wrote about what they saw, not what they learnt. 

           Like Shakespeare, Hemingway had to face adverse criticism from his own 

contemporaries, including even close friends like Ezra Pound and Gertrude Stein, the 

latter calling him and his generation that grew up during World War I as “the lost 

generation”. Besides calling Hemingway a “dumb Ox”, a “man without art” 

Wyndham Lewis described “Hemingway’s art. ..an art of surface” (M.W.A, 19). 

Lewis insinuates that, like Shakespeare, Hemingway is a simple writer catering to the 

taste & leaning of the simpletons. What is being implied in both cases is the absence 

in both Shakespeare and Hemingway of the referential art that showcases the writer’s 

own vast knowledge. Like Jonson’s neoclassical wit, thriving on indirection and 

implication, we know, Eliot and Joyce, too, relied on myth and allusion, which like 

Shakespeare, Hemingway rejected. And, like Shakespeare., Hemingway willfully 

departed from the dominant style and invented his own as observed by Carlos Baker 

in Hemingway: The Writer As Artist. 

Although the Hemingway criticism has almost assumed the proportions of an 

industry it has largely remained focused on either the technical aspects of his fiction 

such as symbolism, style, or his narrative technique. It has been based on such non-

literary disciplines as psychology, philosophy, and religion. Above all, most studies of 

Hemingway's thematic concerns have been so much dominated by the writer's 

biography that the merits of his work as literature and of his genius as an artist have 

not received the highly deserved critical attention. Robert P. Weeks sums up this 

tendency when he observes that Hemingway and his work “exist in a synergetic 
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relationship, re-enforcing and fulfilling each other; he has created a personal legend 

which serves as an ambience in which we read him.” The legend which emerged 

during the twenties, and has continued thereafter without showing any sign of its 

disappearance is that “of Hemingway the blowhard, of Hemingway posturing with 

movie queens, bull-fighters, and big fish, or of Hemingway the hard drinker who 

made pompous male pronouncements in men's magazines.” This larger than life 

image, which Hemingway so assiduously cultivated, has hampered the proper 

understanding and evaluation of his fiction. A brief survey of the Hemingway 

criticism shows how the critics' excessive concerns with the artist’s life and their 

frequent tendency to interpret his fiction with the aid of extra-literary schemata have 

led to serious distortions of the novelist's art. Consequently, many aspects of the 

writer's versatile genius unrelated to his biography or unsuited to extra constructs have 

remained almost unacknowledged. Hemingway's cultural aspect reflected in his 

various works is one which has received very scanty recognition from the writer's 

interpreters. 

There are of course, some writers like Richard K. Peterson, Chaman Nahal, 

Linda Welshimer Wagner, and Sheldon Norman Grebstein who have consciously 

deviated from the major critical streams outlined above, and have focused their 

attention on the hitherto neglected aspects of Hemingway's fiction such as, style and 

narrative technique. Nahal's study is concerned with Hemingway's Method of telling a 

story. 
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M.M. Morya (2014) says Hemingway captured the theme of “the age's man,” 

and in writing the book he finally objectified his own youthful traumatic experiences. 
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only about his life. For example, V. K. Jain postulates that Hemingway used 

his experiences and drew them out further with “What if” Scenario’ “What if were 

wounded in such a way that I could not sleep at night? What if I were wounded and 

made crazy, what would happen if I were sent back to the front?” for example he 

describes Hemingway’s experiences in the world war Second  battle of the Battle of 

Herten forest succinctly as “ passchendacle with tree bursts.” 

According to M.G. Rosthas (2016) Hemingway practised at least two styles, 

moving from an early economy of language and objectivity of presentation to a much 

longer, more discursive, and for most all observers, less successful later style. It was 

the first style that became famous and much imitated: the wiry short sentences based 

“on cablese and the King James Bible” (as John Dos Passos thought) that Hemingway 

struggled to perfect during his young manhood in Paris. This was the style whose 

words, “Ford Madox Ford remarked, “strike you, each one, as if they were pebbles 

fetched fresh from a brook.” 

Like any great writer, Hemingway is concerned not only with the immediate 

interests on the cultural and historical planes, but also with the universal problems of 

human nature and life. His vision of life is healthy rather than sick, and his concerns 

are humanistic rather than existentialist. While his comedies reflect his healthy 

outlook on life, and embody the humanistic ideal of striking a balance between the 

contraries of human nature and life, his tragedies reveal the ironic vision which 

acknowledges the inherent gap between man's aspirations and his achievements, 

between man's desires on the one hand and life's denial on the other. Hemingway to be 

sure, subscribes to the Renaissance concept of the balanced personality projected 
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through his central characters. Hemingway, in fact, manifests a more balanced outlook 

on life than is done by any of his contemporaries. 

2.2  Background of the Study   
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2.5  Scope of the Study 

The present study has been confined to an examination of only the thematic 

aspect of Hemingway’s work; those novels have been taken up for study and analysis 

which are based on love and war, wilderness and loss. The novel ‘The Sun also Rises’, 
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‘A Farewell to Arms’, ‘For whom the Bell Tolls’ and ‘The Old man and The Sea’ only 

has been discussed at length and in depth. The study does not have the unreal 

ambitious plan to say everything that can be said on the subject. 

Even with the ever emerging bulk of critical evaluation of the creative writer 

however original, no study can claim to have pronounced the last word. Even while 

focusing on the same aspect, the perspectives will vary. These perspectives again have 

so many formative perspectives behind – some individual, some related to class & 

groups–social, economical, political, historical, geographical, religious and ethical – 

that the analysis cannot but be partial and limited. The researcher has limits his 

analysis into a narrow scope in order to avoid misinterpretation or misunderstanding 

and also to make his thesis more specific. That is why the researcher will limit his 

analysis only to discuss one element of the novels that is theme and motif. 

The researcher has also find out the answers of such questions: 

  Is Hemingway fascinated by what it is and as it is?  

  Does this fascination have an American frame of reference?  

  Which concept of culture is he adhering to or formulating? 

 

The present study is an attempt at seeking and not pronouncing definitive 

answers to these queries. Any answers emerging in the process will be gainful 

knowledge. It is not proposed to seek confirmation of any existing theories of culture 

or to subscribe to the list. 
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CHAPTER III 

THE SUN ALSO RISES 
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lovers. He makes a pathetic figure at Pamplona when he learns the Brett has gone off 

with the bull-fighter. He seems to delight in Cohn’s discomfiture. He advises Jake, “... 

Get tight. Get over your damn depression” (197). He knows it was a bad thing to do 

and Brett should not have done it; still he cannot do a thing about it. 

Pedro Romero has caught Brett’s fancy and he becomes a tool in her hands. She 

knows she is doing something wrong; still she cannot help it. “I can’t help it. I’ve 

never been able to help anything” (161). She has drowned her sorrow in drink in the 

past but now she “can’t just stay tight all the time” (162). She knows that she is a bitch 

and still she continues being a bitch. Hers is the feminine version of male impotence. 

Pedro Romero is a victim to her insidious designs. He becomes a laughing stock of the 

bull-fighters and their hangerson. Yet he elopes to Madrid with her. He wants to marry 

her, Brett reports to Jake. If this marriage had come off there would not have been 

much room for pessimism. But as it is Brett sends him away and he is equally helpless 

in her hands. Brett reports to Jake: 

 

The newly emancipated woman has become the new goddess of the Twenties and all 

her votaries pay obeisance to her. The dominance of Brett is a symbol of male 



60 
 

impotence. All these lovers have failed to register their manhood on the 

nymphomaniac Brett. 

Even the romantic lover Cohn has no real manhood in him. He is led by the 

outward symbols of power and virility rather than real manliness. “He likes the idea of 

a mistress more than he likes his actual mistress; or he likes the authority of ending 

and the prestige of ending, though he is a bad editor and poor novelist.” Cohn wanted 

to get away from Paris mostly because he wanted to get rid of Frances. Before his 

project to go to South America could materialize he was over head and ears in love 

with Lady Brett Ashley. He wanted to know from Jake Barnes something about Lady 

Brett Ashley. He disclosed Jake, “I shouldn’t wonder if I were in love with her” (33). 

Cohn succeeded in persuading Brett to go with him to San Sebastian for a week. This 

was the peak of his happiness because he did not believe that a lady with a title would 

do that much for him. For Brett this was just another episode in her life. It did not 

mean a thing to her but Cohn could not realize this. He could not let his romantic 

dream slip out of his fingers. Throughout the fiesta he kept on looking at her with an 

appeal in his eyes that he be treated with kindness by her. She understood Cohn’s state 

of mind but she had already discarded him. When Cohn realized that she was deeply 

in love with Pedro Romero he beat him black and blue. Cohn had become a Knight-at-

arms and was going to fight against practically everybody who in one way or other 

had made him conscious of his rejection by Brett. He was crying without making any 

noise when Jake went to see him in his room: 

‘I just couldn’t stand it about Brett. I’ve been through hell, Jake. It’s been simply hell. 

When I met her down here Brett treated me as though I were a perfect stranger. I just 
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couldn’t stand it. We lived together at San Sebastian. I suppose you know it. I can’t 

stand it any more.’ (171) 

Cohn’s life internal strength has no real place; he would rather go by the 

outward signs. He is like the last chivalric hero belonging to an age that has come to 

an end. The absurdity of his behaviour represents that romantic love is dead and the 

old chivalric code is no longer valid. 

If any code is to be found it is in the conduct and performance of Pedro 

Romero, who as stated earlier, is a failure in love. The novel does not narrate Pedro’s 

feelings on leaving Brett but it is quite obvious that genuine conjugal love or even 

romantic love has come to an end. “..., the war, which has unmanned Barnes and his 

contemporaries, has turned Brett into the freewheeling equal of any man.” Brett’s 

conduct is a representative of the dangerous state of shock from which the post-war 

generation is suffering and they let themselves be lost in drink and promiscuity. 

Count Mippipopolous, one of Brett’s admirers, is equally unsuccessful to carry 

out his amorous designs with Brett because Brett tells him that she is in love with Jake 

Barnes. He has been through the experience of the war and therefore is “one of us” 

(53). Since he has developed a hierarchy of values he bears himself well among the 

post-war ruins. But it does not mean that he is not a cripple. He has alienated himself 

from his conventional society and made Paris his home. Life is intolerable arid only a 

stoic endurance of one’s misfortunes and sufferings is the way out. 

Besides Pedro Romero the only character who has achieved any measure of 

success is Bill Gorton. He is a successful novelist and has developed a love for sports 
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and outdoor life. He accompanies Jake Barnes on the fishing trip, which is highly 
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Lost generation marks a sense of revolt against firmly established American 

traditions and manners, a disillusionment with and a distaste for the insipid puritanical 

values of pre-war America. But Hemingway set out to expostulate that The Sun Also 

Rises was not just “an expose of loose living expatriates” and that Gertrude Stein’s 

phrase lost generation did not communicate any adequate idea of them. The novel 

communicates the young expatriates’ belief that the inherited attitudes and 

conventional morality prevalent in the states were all hollow and ought to be, 

therefore, rejected. The members of the so-called lost generation, the rebels at large, 

were called upon to start from scratch and evolve a new sense of experience and a 

code of behaviour and thus change the face of America. Theirs was more or less a 
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newer hunt, a newer exploration of “the great good place”. They could he a lost 

generation if this new search for meaning were abortive. 

 

In terms of the Biblical text, The Sun Also Rises, in the words of Earl Rovit, 

“combines in one radical metaphor the two antithetical halves of the broad humanistic 

tradition that goes back to Ecclesiastes. It documents in full, unsparing detail the 

meaningless ...” (Rovit 161) and futile struggle the poor things make in a joyless 

world. This struggle, the first antithetical half, projected by the first half of the 

quotation, is illustrated amply by the meaningless movement of the characters in Book 

I of the novel where the action consists mainly in haunting around the cafes, boozing, 

carousing and self-indulgence. The movement of the novel in book I is eddylike, 

conveying the impression of vanity in all our enterprises, and one might ask, “What 

profit hath a man of all his labour which he taketh under the sun?”(Rovit 161) This 

entire profitless whirlpool into which the characters are caught up presents a really 

hopeless situation out of which, it appears, there is no escape. 
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The real point of the book lies in the second half of the epigraph, which 

concerns itself with the permanence of the mother earth and with the sunrise as a 

recurrent phenomenon. Men may come and men may go, but the earth, like 

Tennyson’s brook, “abideth for ever”. The fascinating beauty of the earth, a 

manifestation of nature is evoked in Book II. In the pivotal position of the earth and 

the cyclical movement of generations, one passing away and the other coming up to 

replace the one gone, is implied a foil between “two sets of moral and emotional 
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atmospheres” that characterize the novel. “The sun also ariseth,"(1) and “the sun goeth 
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Mike Campbell is a bankrupt. His drunkenness is a public scandal. One cannot 

understand what sort of life he is going to lead with a woman like Brett Brett’s lack of 

fidelity makes him go to pieces and tie takes it out in either drinks or with Robert 

Cohn who unfortunately becomes a scapegoat. He has no manhood left in him because 

unlike Robert Cohn he does not challenge the bull-fighter, Pedro Romero. He is 

pathetic in his reaction when he learns that Brett has gone off with the bull-fighter. 

The life in Paris in which these expatriates have found a congenial place is 

rotten to the core. Robert Cohn, as soon as he has tasted success, wants to discard his 

mistress, Frances. Georgette, a prostitute, is sick of her life in Paris. Brett, when she 

makes her appearance in the dancing hall, is in the company of some homosexuals. 

The homosexuals in turn having discovered Georgette decide to dance with her one by 

one. The whole city seems to be infested with moral and sexual perversity. It is a 

reflection on their existential condition and they wish to fill the void in their hearts by 

being tight all the time. When some of these characters move over to Pamplona they 

carry their immorality with them. 

In the starting of the novel, when we meet Jake Barnes first and glimpse into 

his private tensions, he gives us the impression of being a Hemingway hero, as 

distinct from the code hero. Like Nick Adams of In Our Time, he is wounded, 

sleepless, nervy, afraid and haunted by the horrors of war, with his mind as hysterical 

as that of the protagonist of the story A Way You'll Never Be. His head keeps racing 

like a flywheel and he cries in the night: 

My head started to work. The old grievance. Well, it was a rotten way to be 

wounded and flying on a Joke front like the Italian . . . 
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I lay awake thinking and my mind jumping around. Then I couldn’t keep away 

from it, and I started to think about Brett and all the rest of it went away. I was 

thinking about Brett and my mind stopped jumping around and started to go in 

sort of smooth waves. Then all of a sudden I started to cry. Then after a while it 

was better and I lay in bed and listened to the heavy trams go by and way down 

the street, and then I went to sleep. (27) 

But Jake, by persistent effort, gets over a state like this and adjusts himself to his 

present lot. That does not amount to saying that Hemingway’s code heroes are 

insensitive. Even the best of his code heroes have their moments of sorrow. Since the 

code is a cultivated one, it remains at best a stance, assumed as a painful necessity, a 

kind of working alliance with the wound. The code enables the hero toward off the 

grimness of life temporarily but it cannot completely obliterate it. That is why, left to 

himself, alone at night, he finds his anguish unbearable. “It is awfully easy to be hard 

boiled about everything in the daytime, but at night it is another thing”(30) ruminates 

Jake when alone. 
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after-the war strays running up and down France and Spain in wistful 

wildness’. 'That’s a book, he told Maxwell Perkins “you shouldn’t miss” (Lee 53). 

Hemingway offered his most famous comment on the book's central meaning in 

defense of himself ; “The point of the book to me was that the earth abideth forever ... 

I didn’t mean the book to be a hollow or bitter satire but a damn tragedy with the earth 

abiding for ever as the hero”.(Lee 53) 

It is possible that the real hero of the novel is neither Jake nor Robert Cohn nor Pedro 

Romero but the earth itself because it “abideth forever” (1). And the sun shall also 

continue to rise- irrespective of what happens to human beings. In the context of the 

revolution of the earth round the sun, human dilemmas seem petty indeed; and so do 

human concepts of right and wrong. 
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The Sun Also Rises is, in the words of its author Ernest Hemingway, a “damn 

tragedy,” of “the slice-of life” kind. The characters, many of them are neurotics and 

their world is that of desperate gaiety and the atmosphere is gloomy, filled with 

futility and lostness. There is a total denial of values and in this mood of nihilism and 

utter gloom there is a will to survive and ultimately to prevail. 
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These comments sum up perceptively the characteristic preoccupations of 

Hemingway’s fiction and of the heroic code of behaviour, which it explores. The 

novel is having a universal validity of its own and offers a percipient portrayal of the 

human condition. An all-time classic, The Sun Also Rises is an outstanding 

achievement in highlighting post-war strains and stresses. 
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Chapter –IV 

A Farewell to Arms 

            Ernest Hemingway’s A Farewell to Arms has been acclaimed as one of the 

finest novels of love and war. It has been placed in the same category as Leo Tolstoy’s 

War and Peace and Henri Beyle Stendhal’s Le Rouge et le Noir. A Farewell to 

Arms was first published in 1929 and instantly marked Hemingway’s most distinctive 

development as a literary artist. Begun in Paris in early 1928, ten years after the 

novelist’s return from World War I, the novel was rounded off in six months’ time. 

Hemingway kept working on it all through his sojourn in Key West, Havana, 

Arkansas, Kansas City and Wyoming. To begin with, the book appeared serialized 

every month in Scribner's magazine. After innumerable rewritings and revisions, it 

was published in the final form by Scribner’s on 27 September 1929. 

           The story A Farewell to Arms is about love and war - war is as much a 

character as background and the story is more of love than of war. The story was 

anticipated in A Very Short Story  published in In Our Time. It was used in A 

Farewell to Arms but the original novel was lost and so the revised and rewritten A 

Farewell to Arms was the second, and not the first, as it should have been novel of 

Hemingway. The first being The Sun Also Rises. 

          Ernest Hemingway is an accomplished literary artist and his art is manifest in 

the conception and execution of this novel A Farewell to Arms, a literary 

masterpiece of Post War American fiction. Undeniably the novel is not only one of the 

masterpieces of Ernest Hemingway but also of the Post War American fiction. 
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A Farewell to Arms written in the first person singular, the novel is intimately 

personal and largely autobiographical, like In Our Time. For years together 

Hemingway had been carrying within himself the excruciating memories of war, and 

here in this book, as in his earlier novel, The Sun Also Rises, stands out the 

novelist’s effort at flushing them out of his system. The scenes and situations, the 

themes and thoughts relate, by and large, to Hemingway’s experiences on the war 

front. There is as such a sense of immediacy in the composition of details in the novel 

so that Hemingway could say as Walt Whitman had said earlier of his experiences in 

the American Civil War: “I am the man, I suffered, I was there.” 

Once Ernest Hemingway complained for his ill- luck to a friend in Paris. His friend 

suggested that perhaps Ernest had not suffered much. This made Ernest bitter and he 

narrated to him his experience of war and disappointment in love. Later he made these 

very experiences the theme of his novel. 
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Surprisingly his novel became an instant success. Ernest Hemingway became famous 

while he was still in his twenties. This novel was A Farewell to Arms.  

Many of the views expressed by Ernest Hemingway- heroes and other 

characters are author’s own views. Almost all themes touched by Hemingway in 

relation to his generic hero, Nick Adams, in his short stories collected under the title 

In Our Time (1925) are brought together to a focal point in A Farewell to Arms. 

The Nick Adams’ sketches had touched, for instance, the theme of the war wound and 

its consequent traumatic neurosis, necessitating a complete secession from the social 

framework and societal responsibility, a separate peace as it is phrased. It is in the 

Nick Adams’ sketches that we first study the theme of the Hemingway hero’s 

confrontation with the harsh and meaningless world. In this confrontation, the 

protagonist gets bruised invariably, both physically and psychically. He feels the need 

for the code, a certain inbuilt security, and insulation against his sordid, hallucinatory 

predicament. All these germinal ideas passed into the body of A Farewell to Arms. 

Not only themes, but also characters in the novel are the same we met earlier 

in the Nick Adams’ sketches. The Nick of the stories, wounded in the spine, becomes 

the Henry of the novel, wounded on the leg, precisely where Hemingway was hit on 

the Italian front. Rinaldi, a friend of Nick Adams, appears under the same name. Both 

think alike and both make a separate peace. In Our Time, a mini novel had in it the 

making of this work. 
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 different stages of their developing the philosophy. Hemingway had joined the Italian 

Army as driver of the Red Cross Ambulance Unit. He actually fell in love with a nurse 

when he was receiving treatment at the hospital. All these and many other incidents 

related in A Farewell to Aims are Hemingway’s own experiences. 

The story relates Hemingway’s own experiences of war in Italy. As a soldier he 

was wounded and was admitted to an American Hospital where he fell in love with a 

Red Cross nurse. The name of the nurse was Agnes Von Kurowsky. Hemingway 

admitted that the love affair was a fact. But the course the events took was vastly 

different from the ones described in the novel. The nurse in actual life married 

someone else and informed Hemingway. This event shattered the novelist. 

The plot of the story of A Farewell to Arms is very simple. It is based on 

two basic themes: the theme of War, of arms and the theme of Love, again arms. The 

pun on the word “arms” is interesting and significant. The two themes of love arid war 

are artistically blended-the two seem irreconcilable and incompatible. But it does not 

credit to Hemingway’s art and craftsmanship that he manages his themes with such 

dexterity that the result is a literary masterpiece of abiding merit and grandeur. The 

love develops from a casual and perfunctory association into a pure and passionate 

relationship, the hero’s separate peace, his bedrock on which he envisages to build his 

edifice of domestic bliss. The theme of war is represented through Frederic Henry's 

participation as an ambulance driver, his wound, removal to a military hospital for 

treatment (where the theme of love is introduced), recovery from the wound and 

return to the front where he participates in the retreat when the circumstances compel 

him to desert the army. 
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The beginning of A Farewell to Arms, certainly one of the most pregnant 

opening paragraphs in the history of the modem American novel, conveys the idea of 

a war in progress. The time covered by the chapter is late summer, the autumn, and 

the coming of the winter. The time covered and the frequent movement of troops, 

weaponry, and the king with the Army Generals give the idea about the gravity of the 

situation caused by the long war. This chapter introduces the reader to the facts and 

realities of the story. The scene is laid in a village and Hemingway mentions the 

artillery fire in the mountains, the troop-movement in the rain, even during the night. 

The changing seasons bring about the changes in the landscape and the winter rains  
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cause havoc with soldiers dying of cholera. As we find in the last lines of the 

first chapter; “At the start of the winter came the permanent rain and with the rain 

came the cholera. But it was checked and in the end only seven thousand died of it in 

the army.” (Hemingway, FT A 142) 

We also note that the coming of rains brings misery and disaster. The winter 

rains bring cholera, which claims the lives of seven thousand soldiers. It points to the 

mismanagement arid callousness rampant among the managers of war. Human lives 

have no values. Hemingway is introduced to the callousness and destruction caused by 

war. 

In Book One, war is the dominant theme. In the famous opening chapters we 

are immediately taken into its atmosphere. The seasonal cycle represents the 

emotional shifts in the novel. Summer is the season of victory but with the change of 

season the luck also changes. At the time of Henry and Catherine’s escape to 

Switzerland it is clouding and the lake is darkening. It is ominous. When the seasons 

move from the summer to the winter the story also moves from happiness to misery, 

to gloom and doom. And this theme of doom is symbolically reinforced by rain. There 

is rain, too much of it, in the novel and it is invariably linked with disaster. In the 

autumn rain makes the landscape dismal and bleak. And this bleakness of rain is 

associated with death and disaster. In the opening chapter the rain brings death by 

cholera. 
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Frederic Henry is a typical Hemingway hero, hard bitten, sleepless and sensitive. He is 

an American serving with an Italian Ambulance unit, essentially a rootless character, 

“an unrooted American disguised in an Italian uniform” (319). He appears to be 

rootless because he has no stake in the war in which the Italian army is engaged, and 

neither does he seem to have any roots in America, because he is very nearly out of 

touch with his family. And he is a sensitive young American who has drifted into the 

war with no specific aim or design in mind and with no understandable attachment to 

the cause, as his dialogue with Catherine Barkley reveals: 

What an odd thing - to be in the Italian army. 

“It’s not really the army. It’s only the ambulance.” 

“it’s very odd though. Why did you do it?” 

“I don’t know,” I said. “There isn’t always an explanation for everything.” (152) 
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Catherine Barkley, British by nationality, has also drifted into war by its 

exigencies. Book one is introductory and book one builds up the atmosphere of war 

and has a perfect setting. A Farewell to Arms “portrays the cumulative degeneration 

of the human temperament under the conditions of war . . . records a series of human 

defeats within one continuous and terrible sequence.” (Geismer 133) 

Frederic Henry goes to the front where he witnesses heavy artillery shelling by 

the enemy. He has a close encounter with death when the army shells explode quite 

near him when he was returning after survey the front lines. The chapter in which this 

incident happens also gives a very vivid account conveying the clear idea about the 

dangers to which the front-line soldiers are exposed. The narrator escapes from the 

artillery shelling to emphasize the gravity of threat to human life in war and more 

especially on the front. The reaction of the ambulance drivers working under Henry to 

the war is also clearly conveyed to us. When Passini said: 

 

Henry gets hit by an enemy mortar shell and is seriously injured. He goes to the 

front with his companions. When they eat, a mortar-shell land closes by and explodes. 

It is followed by yet another. A heavy mortar-shell explodes in their trench and Henry 
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is buried under the debris. There is confusion, moaning and screaming all around. The 

firing and shelling from across the river continues. The trench receives many shells. 

Henry looks around to find Passim, one of his drivers, badly wounded. As he turns to 

help him Passini succumbs to his wounds. Henry and his companions are all wounded. 

Henry and his companion-drivers are rescued. Henry is very badly wounded in the 

legs. He is taken to the dressing station where his leg wounds are dressed. The 

reaction of Henry’s companion to war is significant. The views expressed by them are 

representative of the views of those who are involved in war in one way or the other. 

All consider war to be a great evil. Everybody hates war and everybody is helpless to 

do anything to stop it. The horror of the war, the violence and destruction are vividly 

depicted in the description of the conditions at the dressing camp after the offensive 

starts. The death of the soldier in the van is also significant. Ernest Hemingway's 

views on war, death, and violence are: 

          At the beginning of A Farewell to Arms Frederic Henry seems to be marked 

by total unawareness and unknowingness, quite like the uninitiated protagonists of 

Hemingway’s early short stories. He joined the Italian ambulance corps, but does not 

know why? He thinks of love as mere courtship game, even as it later becomes the 

sole motivating force of his life. In the same way, he thinks of war as war in the 

movies and as something, which has nothing to do with him although, a little later, it 

seriously injures him. When he proceeds on leave he wants to go to Abruzzi, the 
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mountain town of the priest, but doesn't do so and doesn't know why

: 
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         Frederic Henry, when seriously wounded, realizes, again quite like Nick, that 

war may or may not be a picturesque front. But it certainly wounds you and can kill 

you, and too often turns irrational, stupid and savage. When Henry lay wounded in the 

hospital at Gorizia, before being removed to the American hospital at Milan, the priest 

visits Henry. And here during the course of their conversation the priest expresses his 

abhorrence of the war. The priest is not happy with the war. He wished that it would 

end soon. Henry tells him that he also does not like it and hopes that it will end soon. 

And he said to priest: 

“. . . I feel very low”. 

“You have the war disgust”. 

“No. But I hate the war.” 

“I don’t enjoy it”, I said. 

“You do not mind it. You do not see it ...I know you are wounded.” (191) 

The First World War (1914-1918) was different from the wars fought before it in 

many ways. But the most significant distinctive feature of this war was not so much in  
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its vastness and destruction as was in its impact on the minds of those who 

participated in it and suffered as a consequence. The destruction and devastation were 

no doubt great and unprecedented but the disenchantment that ensued was much 

greater. More and more people of all nations and social and economic strata became 

convinced of its stupidity and futility. The war dealt staggering and stunning, if not 

fatal, blow to the hopes and aspirations of the young generation. And here Frederic 

Henry represents the futility and mental condition of whole generation of war time. 

          After a brief stay in the base hospital at Gorizia he is sent for treatment to the 

newly established American Hospital in Milan. He convalescences there after 

recovery. After recovering from war wound he returns to his duty and is sent to the 

front where he is caught in the great retreat of Caporetto where all is panic and 

confusion. Hemingway described the World War I as "the most colossal, murderous, 

mismanaged butchery that has ever taken place on earth.’’(Hemingway, MAW xiv-

xv) 

It was this First World War that had a most terrible and life long impact on 

Hemingway as well as on the writers of that generation, and it was from this shock 

that the Hemingway protagonist never fully recovered. 

During retreat Henry is captured by the Italian Army Police at a bridge. He 

escapes certain death by shooting by jumping into the cold swift current of the 

Tagliamento river. He thus bids farewell to war (arms, the weaponry). Henry’s 

desertion from the army, an unheroic act in itself, has been judged a bit strongly by 

some critics. But Henry’s desertion, for Philip Young, “epitomized the contemporary 

feeling of a whole nation.” (Young 163) 
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The chapter thirty has graphic description of the great retreat as though Henry 

said, “I had not realized how gigantic the retreat was. The whole country was moving, 

as well as the army” (300). The experiences of Henry, Piani, Bonello and Aymo are 

the experiences, which may be of any retreating soldier or officer. This chapter 

highlights the confusions, the mismanagement, the general demoralization and 

debasement of human nature. The devastated villagers, the deserted farm houses, 

abandoned trucks and other vehicles, all help in conveying the panic caused by the 

devastation of war. The entire country seems to be engulfed in gloom. The baser and 

evil instincts come to the surface, the sergeant’s killing and Aymo’s killing underlines 

these. The sergeant’s selfishness leads to his shooting and Aymo falls a victim to 

panic- stricken Italian soldiers. Bonello is also seized by a feeling of desperation and 

deserts the company of Piani and Henry. Aymo’s death shook him so much that he 

could not think properly. Then there are all sorts of rumours, which are common 

during war feel days. There is also feeling of revulsion for war among the retreating 

soldiers and also a feeling against the officers. Many soldiers believe the war to be 

over and throw away their weapons. As we see in these lines when Piani said to 

Henry, “You see if the war went on they would make bad trouble for his family”. 

“The war won't go on,” a soldier said. “We’re going home. The war is over.” (300-1) 

The inhumanity of this proceeding of war time is shielded behind patriotic 

fervour. Henry refuses to be liquidated and takes a bold decision to save his life. And 

he escapes, jumps into the river. And then Frederic felt that he was losing everything 
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including his life. His slow reclaiming of confidence, composure, and life is subtly 
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Frederic Henry is never clear about the role he is playing. After deserting from the 

Italian army he feels the twinges of conscience. “I feel like a criminal”, he tells 

Catherine, “I’ve deserted from the army” (323). It is Catherine, the purified mother 

figure who comforts him with the words: “Darling, please be sensible. It’s not 

deserting from the army. It’s only the Italian army.” (323) 

Frederic Henry’s desertion, “a separate peace,” (317) as he calls it, is, at best, a 

conscious act; given a peculiar temperament, given the degree of sensibility, it is in 

character in the case of Frederic Henry. And Henry’s disgust with war is similar to 

John Andrews in Dos Passos’ Three Soldiers. 

Book III is devoted chiefly to the theme of war. Henry is back in Gorizia where 

Rinaldi is showing the strain of his duties as surgeon having too many wounded 

soldiers to operate upon. Even the priest is feeling fed up and depressed because the 
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war shows no sign of ending. Henry says that he believes only in sleep now, meaning 

 

War was simply outrageous for the American youth, a big hoax perpetrated 

by cunning politicians. Dos Passes’ novels, for instance, refer to the destruction of 

art, thought and culture. He had a definite viewpoint of the kind Hemingway has 
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put forth in A Farewell to Arms; there was something stupid about the war, it 

caused the collapse of not only Cathedrals but of the faith in the fine achievements 

of the past. For Dos Passes in particular the destruction of art and civilization was 

an awful aspect of post-war reality. 

 

Thus the experience of war has led Henry to a denial of the usual values and a 

rejection of the customary ideals. Then comes the retreat. Hemingway's account of the 

Caporetto retreat is by general consent the finest piece of writing connected with war. 

“I had not realized how gigantic the retreat was. The whole country was moving as 

well as the army” (300). Henry finds it necessary to shoot one of the two sergeants. 

One of his drivers is shot dead and another deserts him. Then comes the confrontation 

with the military police and Henry’s plunge into the flooded Tagliamento. Henry is 

now out of war. He has no more obligations. Anger is washed away in the river along 

with any obligation. Rejecting the war he thinks of Catherine: “I was not made to 

think. I was made to eat. My God, yes. Eat and drink and sleep with Catherine” (311). 

These are not admirable thoughts, but they are true and authentic. And in fact, we 
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would recognize them as our own thoughts if we had gone through the same war-

experiences as Henry. 

The novel is dominated by violence, death, destruction and despair. The 

disintegrating impact of war is in evidence from the beginning of the novel. Frederic 

Henry comes in contact with Catherine Barkley. Catherine, a nurse, is emotionally 

wounded - her previous lover, to whom she was devoted passionately and was going 

to marry, was killed in war the previous year. Almost every character in the novel is 

fed up with war. Everybody thinks war to be absurd and futile. Henry has the first 

hand experience of the violence of war. The incident at the bridge which ultimately 

led to his deserting the army brought him face to face with the callousness and 

barbarity of war Henry became disgusted with war and he strives to make his 

“separate peace” (317) which effort also was frustrated by forces beyond his control. 

Hemingway clearly establishes the boredom with which Frederic looks at life around 

him. Unlike a man of action, he is not only indifferent to the fighting at the front, but 

he is also indifferent to the fate of the combatants. Frederic Henry in A Farewell to 

Arms formulates a philosophy of life in the light of his bitter experiences including a 

brush with death. He sadly but with conviction says: 

If people bring so much courage to this world the world has to kill them to break 

them, so of course it kills them. The world breaks every one and afterward many 

are strong at the broken places. But those that will not break it kills. It kills the 

very good arid the very gentle and the very brave impartially. If you are none of 

these you can be sure it will kill you too but there will be no special hurry. (321-

22) 
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This statement would seem to make it beholden for man to learn how to be broken that 

he may mend himself for his savage encounter with the world. This also suggests that 

there are some rules that guide the contest, ruthless and unjust as it may be, “you did 

not know what it was about. You never had time to learn. They threw you in and told 

you the rules and the first time they caught you off base they killed you”. (380) 

The picture of suffering is rendered all the more grim by the lack of human effort to 

forestall things and a passive acceptance of brutal facts of war on the part of a large 

number of Hemingway’s characters. There are, of course, a few of them who try to 

ward off their inner tensions by constructing islands of peace in a world at war, to be 

frustrated in the end like Frederic Henry in A Farewell to Arms. 

As Book one has war for its theme, it is love which is thematically central to 

Book two. It opens with the transference of Frederic Henry from front to the Milan 

hospital, with his legs “full of trench-mortar fragments, old screws and bed-springs 

and things” (202). Though away from the scene of war, Henry is still in touch with the 

front through newspapers. Haunted by the nightmares of front line action, he tries to 

keep his nerves stable by drinking secretly, contrary to the hospital discipline. 

Hemingway in A Farewell to Arms “portrays the cumulative degeneration of the 

human temperament under the conditions of war……… records a series of human 

defeats within one continuous and terrible sequence.”(Baker 289) 

In A Farewell to Arms, we are provided a glimpse into Hemingway’s vision, 

which was essentially tragic. Any efforts made by his characters to escape life’s 

burden and its nightmarish reality is marked by a temporariness as is connoted by the 
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word interlude. In the midst of their enjoyment there is always present something 

spooky to remind them of the ultimate catastrophe, which is their fate. 

In the whole novel love, war, and death gripped Frederic’s imagination. His 

commitment to Catherine, especially in the times of war, leads to disaster. There is no 

explanation or justification for it. It is only that if Frederic Henry “and Catherine seem 

star-crossed, it is only because Catherine is biologically double-crossed, Europe is 

war-crossed and life is death-crossed.”(Baker 101) 

A Farewell to Arms  is a story of love and war. The two themes have been 

dexterously interwoven into a tragic texture. It is love, which is thematically central to 

Book two. Hemingway once called A Farewell to Arms “my Romeo and Juliet.” 

(Williams 1) 

Miss Catherine Barkley is a young and very beautiful British nurse at the 

Gorizia hospital. The novel has love for its theme against the backdrop of war. The 

attitude of Henry and Catherine towards their love is another angle from which love in 

A Farewell to Arms can be viewed and discussed. For Catherine Barkley, the British 

nurse serving with the Italian Army, love is something pure and divine. Initially it was 

Rinaldi, Henry’s friend who introduces Henry to Catherine and withdraws himself. 

Both Henry and Catherine begin the affair as a casual flirtation. Catherine Barkley is 

different initially. She has already lost her lover in war. Henry is not at all serious 

about it. To him Catherine is just another girl to be enjoyed and forgotten. But this 

casual affair develops into a serious affair and ultimately turns into a passionate love 

Love becomes the sole reason of Catherine’s existence. Her faith in love of Henry is 

religious. She does not see anything immoral in their physical intimacy. She loves and 
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seeks the acceptance and assurance of love, nothing more and nothing else. She knows 

only to give, not to demand an extract. She loves Frederic Henry and she surrenders 

herself, body and soul, to the will and command of her lover. The completeness of her 

surrender is clear from the following sentences that she speaks to him in the course of 

their conversation: 

“I’ll say just what you wish and I’ll do what you wish and then 

you will never want any other girls, will you?”. . “I’ll do what you want and say 

what you want and then I’ll be a great success, won’t I?” 

“You see,” she said. “I do anything you want.” 

“1 want what you want. There isn’t any me any more. Just what you want.” 

“You see? I’m good. I do what you want.” (217) 

She identifies herself with Henry and as the story progresses she wishes and tries to be 

like him, to be him ultimately. 

Catherine adores and worships her lover and is at his disposal at all times, 

obeying every wish and every whim of his. She has merged herself in him. “There 

isn’t any me. I’m you. Don’t make up a separate me.” She says to him, and again, 

“You’re my religion. You’re ail I’ve got” (223). Catherine Barkley does not feel 

morally disturbed or upset in being pregnant without getting married. But she has a 

personal religion higher than the social or formal religion and she cannot be faulted on 

that count. She is, that way, very innocent and pure. She believes in the immortality of 

love. It seems that love was the only relationship and religion for Catherine and 

Frederic Henry was her God. 



105 
 

 

I thought she was probably a little crazy. It was all right if she was. I did not care 

what I was getting into. This was better than going every evening to the house for 

officers where the girls climbed all over you and put your cap on backward as a 

sign of affection between their trips upstairs with brother officers. I knew I did not 

love Catherine Barkley nor had any idea of loving her. This was a game, like 

bridge, in which you said things instead of playing cards. Like bridge you had to 

pretend you were playing for money or playing for some stakes. Nobody had 

mentioned what the stakes were. It was all right with me. (161-62) 

 



106 
 

muses, “God knows I had not wanted to fall in love with her. I had not wanted to fall 

in love with any one. But God knows I had and I lay on the bed in the room of the 

hospital in Milan and all sorts of things went through my head but I felt wonderful . . 

.” (2008) 

When love starts again in the Milan hospital, it is no longer a game. Following 

Frederic’s wounding at the front not for from Isonzo, the casual affair becomes an 

honourable though unpriested marriage. Their relationship is no longer a matter of 

empty words or calculated moves Love sweeps them into immediate fulfillment, and 

the world of make-believe is exchanged for reality. Thus, Catherine moves into ideas 

of home, love and happiness, because she can make a “home” (252) of any room she 

occupies. Even the red plush hotel room in Milan (which for several minutes makes 

her feel like a whore) is changed by her presence, until she herself can feel at home in 

it. After some time Frederic says, “We felt very happy and in a little time the room felt 

like our own home. My room at the hospital had been our own home and this room 

was our home in the same way” (252). Finally Catherine reaches the centre of the 

mountain image when the lovers depart to Switzerland. Catherine is first to go and 

Henry follows her there. And soon the lovers are settled in a supremely happy life in 

the little chalet on the mountain above Montreux. 

Frederic Henry, who begins the affair casually, cannot save himself from catching the 

contagion of Catherine’s sincerity and ultimately he is also converted to her creed of 

true and faithful love. Her innocence and religious faith in love transforms him. He 

seeks his “separate peace” (317) with her after deserting the Italian Army. But 

Frederic Henry does not believe in the immortality of love as Catherine does. They 
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escape to Switzerland to avoid Henry’s arrest for desertion. The period of confinement 

in the natural mountainous country is of great happiness, contentment and peace. They 

love each other with a consuming passion. Love provides Henry with an anchor in 

life; it fills the void in his heart; it gives meaning and significance to his existence. 
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Frederic Henry’s desertion and return to his beloved therefore, simply prove his 

lack of commitment to the war. He is purged of the evils of war as he dives into the 

river and returns to the idyll of love. Thus Henry’s action is “an act of purgation 

symbolizing the death of the war and the beginning of a new life of love” (Aldridge 

9). Frederic Henry sets himself free of all obligations to the war as he reasons with 

himself: “You had lost yours cars and your men as a floorwalker loses the stock of his 

department in a fire. There was, however, no insurance. You were out of it now. You 

had no more obligation”. (310) 

The novel falls naturally into two parts. The first part is mainly a description of 

the war atmosphere, the attitude of the participants, the hospitals, the officers’ mess, 

the horror, the agony and the immense sense of waste. The climax of this part is 

reached with the description of the retreating Italian army, its morale shattered, and its 

men suffering from war fatigue. The retreat is: 

epic in sweep in spite of its vivid concentration. And it catches not only the 

physical collapse of an army but its emotional upheaval, its hysteria and its panic 

To achieve such power and completeness through the limited vocabulary and 

essentially childlike mind of Frederic Henry without doing violence to his 

character is a triumph of language to be set beside that in Huckleberry Finn. 

(Hatcher 231) 

The other part of the novel is the love story. It temporarily overcomes the 

horror, frustrations and fragmentation of the war environment to form a new world 

full of love, hope, sincerity and dreams, all so intensely fragile, but much more real to 

the lovers than the reality of war outside their bedroom window. Frederic and 



112 
 

Catherine are not given more than life-size statures in the novel. Hemingway takes 

special care to treat his characters without heroics. Frederic and Catherine are just a 

man and a woman who meet and fall in love in a peculiar environment. Nevertheless, 

when these two characters draw close to each other, their union generates an idyllic 

atmosphere of great beauty, power and courage. The courage that the lovers show in 

life seems vulnerable in the face of death. 

In A Farewell to Arms the priest in It. Henry’s army had once defined the 

feeling of true love to Henry, “When you love you wish to do things for. You wish to 

sacrifice for. You wish to serve" (193). And it is precisely this feeling of selfless 

devotion that Frederic Henry experiences when he meets Catherine once again at the 

hospital in Milan. Being in love, a new life of hope, beauty, courage and 

understanding opens before Catherine and Henry. Yet, because of the peculiarity of 

the war environment in which their love grows they are always dogged by a feeling 

that time is limited. They must wrest out of the intimidating circumstances as much 

time as possible in order to experience the wonder of love. Two lines of Andrew 

Marvell’s poem To His Coy Mistress are recited by Frederic Henry, supporting the 

fact that his is now a battle against time. The quoted lines together with the following 

two lines are deeply significant in this context: 

But at my back I always hear 

Time’s winged chariot hurrying near: 

And younder all before as lye 

Deserts of vast Eternity. (Gardner 251) 
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Though death and the ‘deserts of vast eternity’ are inevitable all is not lost. So, before 

the nothingness of eternity sets in for Catherine and Henry, the hospital room becomes 

for the lovers “our own home.” (252) 

However, in A Farewell to Arms love seems to be of some solace but as love 

begins, tragic overtones echo and re-echo through the fabric of the novel. The lovers 

become aware that they have to make most of the time at hand. The novel concludes 

with an impression of unredeemed doom. 

A visit to hospital reveals that Catherine’s anatomical abnormality may lead to 

difficulty in childbirth. But Catherine is happy and ignorant (and indifferent to) of the 

impending catastrophe. But Henry became very upset and Catherine Barkley lies 

dying in the hospital ward to the utter bewilderment of Frederic Henry whose word is 

being reduced to shambles right before his helpless eyes: 

 

After giving birth to a still-born child, a son, Catherine dies of internal 

haemorrhage leaving Henry heart broken, lonely and disappointed. This is Henry’s 

farewell to the arms of love, hope and happiness. 
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After Catherine’s death in child-birth Henry goes into the room in the hospital 

where Catherine’s body is lying. He does not look upon Catherine as a goddess of 

love but only as a statue, a down to earth realistic attitude. Henry finds himself 

“saying good-bye to a statue” (384). Frederic Henry does not believe in the 

immortality of love as Catherine does. For him love is temporary, evanescent and, 

ephemeral. Hemingway held that if two people loved each other truly and passionately 

and lived together happily for some time the ending, for them, can never be a happy 

one. It is bound to be tragic for the survivor. 

In the novel even nature, a veritable part of the world-order, becomes an 

accomplice and portends evil for the lovers. Thus the rain symbolism used in the 

novel is startlingly effective. Whenever there is rain it brings in its wake bad news or 

parting for the lovers. Even the characters in the novel are afraid of the rain. Catherine 

confesses, “I’m afraid of the rain because sometimes I see me dead in it” (232). Rain 

imagery recurs in all the vital parts of the novel. It rains steadily as the Italian army 

retreats, wet and sullen. As the doctors get ready to operate on Catherine the rain starts 

falling without intermission. Each reference to rain right up to the final chapter of the 

novel leaves a shudder of premonition in our mind. Ultimately Catherine dies. And 

Frederic returns to the hotel “in the rain” (384). Thus rain may be identified as an 

accomplice of the hostile world-order. And in addition to the love and war, Resalath 

Sultana finds many uses of symbols in A Farewell to Arms. Sultana says: 

The novel beautifully interweaves love and war. We find the hero involved with 

both love and war. Hemingway uses a lot of symbols here. But one symbol, rain, 

which indicates misery, is a matter of surprise to me. It differs with other writers. 
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For example Coleridge symbolizes rain as a blessing of God or purification. But it 

is really a heart-breaking novel. 

At the end of A Farewell to Arms Catherine lies dying in the Lausanne 

Hospital, but she is not afraid of her death, and accepts it as a “dirty trick” (383) 

played on her. She accepts the trap with brave stoicism. Catherine does not become 

admirable in her dying, but she remains admirable according to the values, which she 

emerges from Hemingway’s work, i.e. she puts a good face to death and she does not 

take it as pessimistically as does her lover, Frederic Henry. Henry does not accept 

death. He thinks there is a life beyond death. When Henry was in a dugout with his 

companions, a trench-mortar hit him. And he was suffocated with the rushing wind 

and mud and then he said: 

 

So, Frederic Henry’s belief was that after death there was a life. But this belief 

of his is shattered at the time of Catherine’s death. When he has sent out the two 

nurses and shut himself up alone in the room where Catherine lies dead, he finds that 

everything has come to an end, and feels as if “It was like saying good-by to a statue” 

(384). The dead Catherine appears to him in this way. Here we get a view of 

Hemingway’s pessimism portrayed through Frederic Henry in the form of Catherine’s 

death and Henry’s farewell to the arms of love and devotion. 
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Henry is wounded physically as well as psychologically in the war. Running 

away from the cruel facet of life, he seeks refuge in the arms of Catherine. He once 

remarks speaking to Catherine; “You always feel trapped biologically” (241). The 

same is the case with him. He also is trapped biologically. He was trapped first by 

war. He escapes from this trap-as he thinks-finding refuge in Catherine’s love. But he 

is mistaken, for here also he finds himself as well as Catherine caught up in the trap of 

their love. Catherine, unable to come out of this trap, dies stoically of a Caesarean 

operation, while Frederic is left a lonely man bereft of his partner. It is now that 

Frederic Henry reaches the height of his character, for he has learnt how to face the 

blows of life. This last scene, when Frederic Henry comes out of the Lausanne 

Hospital after Catherine’s death, was of great importance to Hemingway. This scene 

shows the enormous courage and reserve with which Frederic Henry faces the death 

of Catherine. Not a word escapes from his lips. There are no emotional or dramatic 

words gushing through the mouth of Henry. Because now, he was helpless and 

emotionally wounded. 

In interview, Imrana Islam, member of Stamford University in Dhaka, states A 

Farewell to Arms as a novel of psychological realism. And he says: 

A Farewell to Arms is a tale of the love between ambulance driver Lt. Frederic 

Henry and Nurse Catherine Barkley during World War I. The action takes place 

in Italy and the two fall in love during the war and will stop at nothing to be 

together. It also analyzes Lt. Henry’s feelings on war the purpose of fighting. 

Thus it is a novel of psychological realism. Through the character of Frederic 
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Henry, Hemingway eloquently argues against war. Henry accepts what life hands 
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A Farewell to Arms terminates in tragedy with the characters accepting the 

inevitable fact of death. Facing such hostile and tragic circumstances with courage and 

wresting out of it little moments of love and happiness seem to be a significant feature 

of Hemingway's novels. The external world comprising the war backgrbund retains its 

impersonal, callous and hostile characteristics and the final impression of the novel is 

one of tragedy and disappointment. 

The only moments to be cherished are the courageous togetherness of the lovers, 

though ironically, love achieves nothing, and ultimately, so much love is simply 

annihilated. “The novel is a great study in doom. Also, defying some of the most 

cherished views of what tragedy ought to be, it is one of fiction’s purest tragedies” 

(Williams 88) 

Frederic Henry, when seriously wounded, realizes, again quite like Nick, that war may 

or may not be a picturesque front. But it certainly wounds you and can kill you, and 

too often turns irrational, stupid and savage. His love for Catherine deepens and he 

muses: “God knows I had not wanted to fall in love with her. I had not wanted to fall 

in the love with any one. But God knows I had and I lay on the bed in the room of the 

hospital in Milan and all sorts of things went through my head but I felt wonderful”. 

(208) 
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In A Farewell to Arms the lovers, Henry and Catherine try to be away from the 

world of war and evil and they build up a private world, steeped in love, separate from 

everything and everybody else. Frederic actually attempts to cure the war wound by 

intense love. But it doesn’t work for long. If two persons love each other in 

Hemingway’s books, there can be no happy end to it. Death is a necessary condition 

of life, and overtakes us all: but it overtakes lovers sooner than others in A Farewell 

to Arms. 

We get the impression that these themes are an unlikely or unpromising mixture. But 

in A Farewell to Arms the fusion of the two themes has successfully and skillfully 

been effected so that the novel produces the impression that one story has been 

narrated, not two. The development of the two themes runs exactly parallel. The 

themes of love and war are really an unlikely pair, if not quit incompatible. 

Hemingway has very artistically and subtly blended the themes of love and 

war. The fusion is so perfect that it is not easy to separate one from the other without 

damaging the texture of the story. It is for this reason that A Farewell to Arms is 

called a masterpiece of American fiction, a great love and war story. 
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CHAPTER V 

FOR WHOM THE BELL TOLLS 

 

     For Whom the Bell Tolls is one of the most intimately autobiographical of 

Hemingway’s works. The Spanish Civil War was a crucial event in Hemingway's life. 

For almost two years it absorbed his whole attention and it led to some of his finest 

work as a writer. Several different things combined to make that war so important to 

him: his love for Spain and the Spanish people, his fear and hatred of Fascism, his 



121 
 

interest in war itself, the attraction of a big story for a former newspaperman, and, as a 
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themselves, but by their own leaders and by their own human kind everywhere. This 

would be a novel that was to heap praise on the courage and dignity of the Spanish 

people. It would show the power and value of freedom, and it would suggest how this 

freedom might be achieved in united political action. So deeply involved was 

Hemingway that he wrote the new novel, For Whom the Bell Tolls, in the 

remarkably short time of eighteen months. Its sense of urgency, the sweep and scope 

of its idealism, and the purity and fervor of its prose clearly reveal the extent of 

Hemingway’s involvement and make the novel different from anything he had written 

before. Michael Reynolds, in his assessment of the novel for the Virginia Quarterly 

Review, notes that a reviewer in the New York Times insisted that it was “the best 

book Ernest Hemingway has written the fullest, the deepest, the truest. It will be one 

of the major novels in American literature.” (Reynolds 1-18) 

Malcolm Cowley, critic of Hemingway’s work, wrote that For Whom the 

Bell Tolls was the best, of Hemingway’s novels. And Alfred Kazin wrote that it was 

among the least good. They do agree that the novel represents a departure from 

anything Hemingway had written before 1940 or wrote thereafter. 

Hemingway’s earlier novels were narrated in the first person, and thus 

enclosed within a single point of view. In For Whom the Bell Tolls,  however, 

several different narrative techniques are employed. Long internal monologues 

alternate with objective author description, and the shift from one technique to another 

is often strained. Very often sentiment replaces emotion, and individual motivations 

are blurred. The style For Whom the Bell Tolls does indeed represent a new 
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departure for Hemingway. Not only is it platonic in its poetic sweep but it relies upon 

Spanish idiom, Biblical phrasing and Elizabethan cadences. 
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Love and war are probably the conflicting keys in For Whom the Bell Tolls;  

though a case can be made for love and duty, duty is probably a component of the key 

area of war. And though the dominant war key is the inevitable physical victor, 

Jordan’s act of abnegation at his death is a transcendental triumph for himself and for 

home key (opposition). 
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 monologue that lasts several pages, he affirms awareness, reconciliation, and 

transcendence: 

 

In For Whom the Bell Tolls, as in almost all Hemingway's works, tragedy 

proceeds more from a prior situation than from a conflict within the protagonist. 

Robert Jordan at the time of joining the action is in full grasp of himself, with his 

mind singularly free from any ambivalence. Unlike Frederic Henry, who had just 

drifted into the whirlpool war, Jordan dives into it with full understanding as to his 

responsibilities and the ideals he cherishes. It is the situation here that accounts for the 

tragedy in the novel. Jordan is destined to die because the barbarous, insincere arid 

inefficient milieu with which his destiny is linked will stand in the end as the fated 

barriers he will not be able to cross. The ideals, laudable in themselves, are 

complicated, for no fault of his own, by the immoral society so that the noble cause he 

is espousing becomes a hopeless predicament. 
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Having clarified Jordan's ideological position Hemingway develops the 

themes in terms of human relations and interaction. The theme that has haunted 

Hemingway all his life-violence-is no longer in minor key. It is the main theme, for 

in war as Jordan and Anselmo have realized, man must kill man. Hemingway has 

progressed catching from grasshoppers and trout fishing to killing men. 
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we have worked in the fields and as we work in the mountains with the timber, 

all of the rest of their lives. So they would see what man is born to”. (44- 45) 

Anselmo thinks that, with or without God, it is a sin to kill, and says that he 

will kill whenever necessary, but not with pleasure and declares that he has very rare 

ideas. 

This long insert sheds light on the entire ethos of a country passing through 

the agonizing travail of a Civil War with the air filled with hatred and cruelty and 

how that experience affects a sensitive man like Anselmo. The humanistic base of 

the novel, anchored to the Donnean doctrine “I am involved in mankind”, (2) is 

effectively expressed here. 

In For Whom the Bell Tolls, there is an ambiguity of attitude. In only one 

instance did Robert Jordan identify himself, partially at least, with the desire to kill. 

This took place at the scene when Robert Jordan and Agustin, tense and still behind 

their guns, were watching the enemy cavalry depart Agustin, speaking of the 

necessity to kill that was on him like “on a mare in heat,” (296) said that there was 

no stronger thing in life. Jordon, in silent thought, called it the Spanish “extra 

sacrament” (297) thal, repressed by Christianity, had welled forth in wars and 

inquisitions; and Jordan admitted that he too and “all who are soldiers by choice 

have enjoyed it at some time whether they lie about it or not” (297). Yet throughout 

the story Jordan never killed with pleasure but always with reluctance. He could not 

bring himself to assassinate Pablo, he shot the sentry with sadness and his defensive 

killing of the cavalryman initiated a long searching of his conscience in which he 

questioned his right to kill. Jordan's position seems to lie between that of Anselmo 
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and Pablo. Although Agustin had spoken of killing as an instinct, only with Pablo 

had this instinct become an inordinate lust, revealed in the brutally sadistic 

executions and the blood-drunken slaughter initiated by Pablo during the taking of 

his town. Part of Robert Jordan-the greater part, it would seem was in accord with 

Anselmo, who felt that “in those who like it there is always a rottenness” (206). 

Hating to Kill, Anselmo is a foil to Pablo in other respect, manifesting loyalty as 

against treachery, coverage as against fear, gentleness as against cruelty. Something 

of the quality of the old man in Old Man at the Bridge invests Anselmo. 
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Robert Jordan’s motives for fighting in the Spanish Civil War cannot be 

defined by any verbal assertion of democratic ideals, and Jordan realizes this. Each 

time he does begin to examine the justification for action, the justification for killing, 

he succeeds in eliminating the need for examination. He tells himself not to think, he 

takes refuge in the arms of Maria, or he concentrates on the refreshing clarity and 

precision of a specific job to be done. Never does he follow through on his self-

analysis. 
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For Robert Jordan, as for all Hemingway heroes, thinking must be avoided at all costs, 

because thinking may make doing impossible, and without something to act upon, the 

Hemingway hero faces the chaos of futility. It is not so much a political crusade that 

Robert Jordan has embarked upon, but an adventure that is the only means available to 

him of proving his manhood. This; finally, is his only cause: a personal need for 

violence that lends a certain irony to the very title of Hemingway’s novel. Wendy 

Perkins writes: 

  

 

 



136 
 

 



137 
 

 

‘Not to die,’ he said truly.’ 

‘But other fears?’ 

‘Only of not doing my duty as I should.’  

‘You are a very cold boy.’ 

“No”, he said 1 do not think so.’ 

‘No. In the head you are very cold.’ 

‘It is that I am very preoccupied with my work.’ 

‘But you do not like the things of life?’ 

‘Yes. Very much. But not to interfere with my work ’ 

‘You like to drink, I know. I have seen.’ 

‘Yes. Very much. But not to interfere with my work.’ 
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 His reflections on his political position are brought out by his reflections on his 

love for Maria. And here the question is whether he is under an illusion in supposing 

that his love for her is something more than a purely sexual phenomenon. He asks 

himself whether it is light for him, a soldier of the Republic, to love Maria: 

Is it all right for me to love Maria? 

Yes, himself said. 

Even if there isn’t supposed to be any such thing as love in a purely materialistic 

conception of society? (315) 

And at once he answers himself: 

Since when did you ever have any such conception? himself asked. Never. And 

you never could have. You’re not a real Marxist and you know it. You believe in 

Liberty, Equality and Fraternity. You believe in Life, Liberty and the Pursuit of 
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I would be thee because I love thee so. 

‘I do not wish to change. It is better to be one and each one to be the one he is.’ 

‘But we will be one now and there will never be a separate one.’ Then she said, 

‘I will be thee when thou art not there. Oh, I love thee so and I must care well 

for thee.’ (272) 

          Maria is made to say this thought early in the novel. And Robert Jordan 

apparently accepts this, for at the end of the novel, when he is wounded and when the 

only possibility of the party's escaping lies in their leaving him behind, he talks with 

her. 

‘Listen. We will not go to Madrid now but I go always with thee wherever thou 

goest. Understand?’ 

‘Listen to this well, rabbit,’ he said. 

He knew there was a great hurry and he was sweating very much, but this had to 

be said and understood. Thou wilt go now, rabbit. But I go with thee. As long as 

there is one of us there is both of us. Do you understand?’ 



144 
 

 



145 
 

 



146 
 

 



147 
 

 

Robert Jordan had to face up to his ordeal with courage and dignity in the novel, 

like all the Hemingway heroes who live by the code, the reason for this code is now 

made clear in the novel Submerged in the back of Jordan’s mind was the guilt of his 

father's suicide, which compelled Jordan to live in such a manner as to annual his 

father’s cowardice. 

In the whole novel whenever he needed moral courage he thought of his 

grandfather who had fought in the American Civil War and had comported himself 

creditably. His grandfather had permitted him to handle his pistol and it was the same 

pistol with which his father had shot himself later. He had been ashamed of his 

father's suicide and later Jordan had dropped that pistol in a pond, perhaps, to 

obliterate the memory of that shame from his mind. Or may be he was scared that 

Jordan might be tempted to commit suicide with the same weapon. He wished in the 

novel again and again, he had his grandfather with him here to talk to and consult him 

regarding what he should have done in a situation like this He realized that “It’s a 

shame there is such a jump in time between ones like us” (350). Because of the 
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identity that he imaginatively established between himself and his grandfather he felt 

that they would have been embarrassed by the presence of his father. He had not 

approved of his father’s action at any stage because he considered his father a coward. 

He said: 

 

           Jordan is ashamed of his father as Hemingway was. Jordan also suffers from a 

subconscious fear that haunted his creator, Hemingway all his life that is he might be 

tempted to commit suicide like his father. Although Jordan must die to make the code 

live, to wipe out the stain of his father’s cowrdice, and may there not be another 

explanation for his pain and death? Jordan, after all, is but part of a pattern into which 

all the Hemingway protagonists fall. 

       Hemingway's works do not reflect any true belief in the glory of martyrdom; 

they reflect only the tendency to see on self as victim arid life as Nor do they manifest 

any true desire for brotherhood, for the Hemingway protagonist is always an island, 

separated by his pain and despair and in the : resort, by death. In a life that is pain, 

death may come to represent the final sleep that knits up souls. 



149 
 

 



150 
 

Despite the fact that Robert Jordan is an idealistic crusader, both the nature of 

his idealism and the nature of his crusade become increasingly ambiguous as the novel 

progresses. We see, Jordan had been looking for a war to be involved in ever since he 

had been a little boy, when he had played with his grandfather’s guns. And his life had 

been meaningless until the war came along. Certainly, the motivations of Robert 

Jordan are not easy to determine. Because one might say, however, that there remains 

considerable question as to whether Jordan’s ideals lead him to go to war or whether 

his need for war, for sacrificial action, leads him into a commitment to those ideals 

that would make the war virtuous, and therefore permissible. 

 

Jordan struggles with this philosophy throughout the novel as he plans the 

destruction of the bridge, assuming that the mission will fail, and as he considers 

suicide while facing death at the hands of the Fascists. At one point, near the end 

of the novel, he tries to convince himself, “why wouldn’t it be all right to just do 
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 appreciates the physical pleasures of this world- food, drink, sex, and so on without 

obsessing over them. 

Hemingway’s protagonist rises to the call of duty and has a passionate commitment to 

the cause of liberty, but the artist in him almost always recoils at the horrors and 

sufferings of war. And in For Whom the Bell Tolls, we see Robert Jordan’s horrors 

and suffering through the themes of divination, political ideology and bigotry. 

The theme of betrayal, which is one of the most recurrent themes in Hemingway's 

fiction, is also present in For Whom the Bell Tolls, and it heightens the irony in the 

novel. Pablo is certain that Jordan’s arrival is a bad omen. He opposes him as much as 

he can but Jordan remains adamant. And once Jordan had let Pablo live but now he 

has to pay a heavy price for the latter steals his detonators and the fuse and the 

exploder to add to the danger of the operation And Jordan felt hollow and empty. If 

Jordan had all his equipment in tact there was a chance of his blowing up the bridge 

without much waste of time and he could have escaped to the Gredos with the band 

and later to Madrid with Maria. Much of the tragic emotion that we experience is due 

to the role played by chance whether in the form of snow of May, or in the desertion 

of Pablo. 
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And when he questions her true abilities, she replies, “Because thou art a miracle of 

deafness ... It is not that thou art stupid. Thou art simply deaf One who is deaf cannot 

hear music. Neither can he hear the radio. So he might say, never having heard them, 

that such things do not exist.” (260) 

 

We find the lovers in their passionate unions with all their senses participating 

in the physical madness of the moment. But at the same time their idyll is threatened 

by something ominous in the imagery, “a hawk hunting across the meadow and the 

big afternoon clouds over the mountains” (123). These images trigger the thought of 

death in Jordan’s mind. Robert Jordan thinks of the bridge, the stages in its operation. 

He knows the end but advices himself not to worry, particularly now, after he had 

loved Maria. The soldier in him, detached yet devoted, thinks of a hundred things. But 

most of all he thinks of the Spaniards, “If the Republic is lost, it would be impossible 

for its believers to live in Spain” (170). And also he thinks of Maria, and he would 

prefer Maria to all this, if at all he survives the bridge. We find Robert in a gloomy 

frame of mind; “Now you will never have two whole nights with her. Not a life time 
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... No sir . . .” (175). But he consoles himself saying, “it is possible to live as full a life 

in seventy hours as in seventy years ... a good life is not measured by any Biblical 

span.” (177) 

Every time Jordan and Maria meet together, there is something ominous to 

remind them of the utmost futility of things. Every time the planes appear they 

indicate certain and pointless death. And unusual snow that begins to fall in June also 

heightens the weird, uncanny atmosphere of mystery and awe. 

There is the use of ominous “three”, made a little too frequently in the novel. 

The action of the story is of three day duration. The planes move in “threes and threes 

and threes” (337). When Maria describes the orgasmic moment of a woman by stating 

that “the earth moved”, (182) Pilar comments that the earth cannot move more than 

three times “in a lifetime” (182). Number “three”, (182) as in black art and witchcraft, 

has a portentous ring about it so that Jordan is forced to ask Pilar; “What is this 

nonsense about three times ... is it wizardry like the palms of the hands?” (182) 

Nature, a ruthless force and a mindless mechanism, has always been employed 

as an agent of destruction in deterministic tragedy. Unseasonal snowfall in the month 

of June, for instance, is nature’s contribution to the catastrophe in the lives of the 

Republicans. 

            The theme of mysticism is prevalent in the whole novel in the form of 

foreshadow of death. And all these things build up the atmosphere of tragedy in the 

novel. And when For Whom the Bell Tolls was completed, Hemingway’s own 

assessment of the novel was that it attempted three things: “a credible love story, a 
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unified action sequence, and the willingness of men and women to die for a cause.” 

(Baker, EHLS 371) 

The cause for which Robert Jordan lays down his life is doomed and so is the 

sacrifice he makes for that cause. And what we meet in Jordan in the end is 

Hemingway’s winner who takes nothing. While riding back after his successful 

operation, Robert Jordan’s horse is hit by enemy’s machine gun fire and Jordan has 

his leg smashed under the weight of his horse. We find him again lying finally on the 

fine needle floor as in the beginning and the middle portion of the novel, confronting 

his destiny alone and thinking of a thousand things, waiting for the final minute. And 

Agustin said to Jordan about war; “War is a bitchery”. (484) 

Chaman Nahal objects that there are three stories in the novel- as-epic that have 

no relation to one another: that of Jordan, Pablo and Pilar, and of the Russians in 

Madrid; Linda Wagner answers that the unity of the three parts- which she 

names as the love affair, the operations of war, and the life of Spain-make a 

unity that is sealed at the bridge. (Williams 145) 

Jordan’s going to his mission is a must, as in the case of all Hemingway’s code 

heroes. Their end too is a foregone conclusion. There are no earthly rewards in 

Hemingway’s world where all die gratuitously and the only inescapable reality is 

death. What is therefore, the most significant thing is how his hero meets his end. Man 

in the act of dying, as always, is here thematically central to the narrative (suggested 

by his lying on the pine needle floor in the forest in supine posture in the beginning, 

the middle and the end of tragedy). 
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Hemingway’s great literary skill turns the adventure of Santiago into a brilliant 

and remarkable work of art through his innate genius and the power of narrative. The 

novel represents different themes and has different strata of meaning. Various critics 

have endeavoured to fathom the depth of the underlying meaning and have expressed 

different interpretations. One critic remarks that with the recurrent theme is 

connected the artistic structure of the novel. The novel highlights the greatness of 

human spirit. The old Santiago is old and alone but is not meant for defeat. Many 
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times during his long and tiring duel with the huge marline does Santiago realise the 

need of the boy Mandolin but that does not make him weak. He perseveres and wins 

although the sharks throw his gain still he does not break. He is a great fighter. He is 

destroyed (deprived of his prize, physically) but he is not defeated. In his sequestered 

existence on the land and fishing expedition on the Ocean he experiences kinship with 

the Sea, the birds, the fishes and memories of youth. 

 

The story of The Old Man and the Sea is based on a real incident reported 

by the author himself some sixteen years before the publication of the novel; it does 

generate great interest in the novel. Hemingway, who was a keen amateur fisherman 

himself, lends interest and significance to the novel and accounts for the realistic 

portrayal of the novel. Santiago might as well be Hemingway’s self portrait for which 

enough of evidence is available. “I am a strange old man,” Hemingway told Lillian 
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Ross. So does Santiago say of himself to Manolin, “I am a strange old man” 

(Hemingway, OMS 721). Hemingway also suffered, like Santiago, from “the 

benevolent skin cancer the sun brings” (693). Like Santiago, Hemingway was an 

expert fisherman and had actually landed a huge leviathan though not of the size of 

Santiago's marlin. 

The Old Mari and the Sea is a simple realistic story of a Cuban fisherman 

identified as Anselmo Hernandez. The details of the novel have been gleaned from the 

author's long experience of fishing in the Gulf Stream, a warm place noted for schools 

of various types of fish. Much of it is based on an article On the Blue Water (A Gulf 

Stream Letter) published in Esquire for April 1936. And in The Old Mari and the 

Sea, Hemingway writes; “I tried to make a real old man, a real boy, a real sea and a 

real fish and real sharks. But if I made them good and true enough they would mean 

many things."(Hemingway, AST 72) 
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Hemingway’s central concern, as that of Santiago, was with courage. Dr. 

Anders Osterling, Permanent Secretary of the Swedish Academy, Stockholm, 

observed while awarding Nobel Prize to Hemingway: “Courage is Hemingway’s 

central theme . . . the bearing of one who is up to the test and steels himself to meet 

the solid cruelty without so doing repudiating the great and generous moment.” 

The Old Mari and the Sea is a compact, neatly organized novel. The story 

has the sea for its background. And the sea is very personal to hero, Santiago. The 

story is smoothly and swiftly told, without interruptions or digressions. There is 

nothing surplus, and every detail tells. Although not divided into chapters, the book 

naturally falls into four distinct parts- the prologue, which introduces to the old man 

and the boy, the central portion, r which describes the old man’s struggle with this 

giant marlin and his victory, the subsequent fight of the old man with the fierce sharks 

and his defeat, and the epilogue describing the old man’s return and his talk with the 

boy The novel tells the story of a fisherman’s adventure with the marlin and the 

sharks, a story that is exciting and thrilling with a lot of suspense and verve. In 

symbolic terms the novel deals with the theme of the undefeated man, or the man 

facing the heavy odds of life and winning a moral victory even though defeated in a 

physical or material sense. There is a deft use of symbols in the story-the boy, the 

lions, DiMaggio, the baseball champion. The imagery of the Crucifixion is used to 

lend force to the account of the old man’s suffering and to bring out his heroic quality. 

Indeed, in the writing of tins novel Hemingway shows himself a superb craftsman. 

In his presentation of an Old man, Hemingway tries to display Santiago’s 

inner strength in the description of his body and eyes: 
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 heroes of Hemingway. He is a perfectionist, a man believing in the observance 

of utmost exactness and precision in his appointed task. When he fights the prestigious 

battle with the marlin, he is in the full maturity of his life armed with all the tricks and 

skills of his profession. The chief point about him at this crucial juncture is that lie 

behaves perfectly and honourably and with utmost courage and endurance. He neither 

wavers nor does he show any sign of weakness anywhere because he has gleaned 

through trial and error a sheaf of wisdom and cultivated an art of living in the world 

torn by violence and bloodshed. Santiago said: 

 

Hemingway’s admiration for such a perfectionist is brought to the pitch of religious 

fervour because the protagonist is not convincingly weak at any point. If he has the 

weakness of his left hand, “It is an example of the stylized human frailty that he must 

overcome.”(Benson 179) 

Hemingway's literary masterpiece, The Old Man and the Sea admits of myriad 

allegorical interpretations. These themes add to literary excellence and significance of 

this work, which has been called a “novelette” and a long short story by many critics 

and reviewers. The novel is a multi faceted allegory and may be studied and discussed 

on various levels. 
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In the words of Earl Rovit: 

The Old Man and the Sea  should be approached, then, as a kind of open-ended 

allegory in which the ultimate meanings recede beyond reach; and we must retain 

the critical humility to let them go. This does not rid us of the obligation to catch 

what we can, of course; but it reminds us that a real fable will change its shape as the 

needs and experience of its readers change. (Rovit 87) 

The allegorical meaning of the novel provides a new sphere of interest. It seems that 

everything in the novel is of allegorical significance: DiMaggio, the old man, the sea, 

the giant marlin, the sharks, the lions, the boy Manolin, all have an allegorical status 

in the structure of the novel. The old man’s struggle first with the fish and later with 

the sharks is grand in itself but it attains a new degree of sublimity when we delve a 

little deeper. The old man, Santiago, represents the entire human kind His struggle to 

bait, hook and harpoon the giant marlin is the general human pursuit of greatness. 
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        Innumerable critics have traced in the story of Santiago a religious experience 

suggested by a conscious use of Christian symbology. The Christiant virtues of love, 

pity, humility and charity stand out prominently throughout the tale, and, in addition, 

there are pinpointed allusions to Crucifixion. Santiago, it has been suggested, is a 

Christ figure. At the sight of the first of the two sharks, lie speaks out ‘Ay’(741) 

loudly, and “there is no translation for this word and perhaps it is just a noise such as a 

man might make, involuntarily feeling the nail go through his hands and into the 

wood” (742). Again Santiago carrying the mast is a clear image of Jesus bearing the 
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cross. And later, after his long travail, he goes to sleep, down on his face, “with his 

 



167 
 

 despite his humility and basic piety, is not strictly a religious man. He admits, 

“I am not religious” (721). On the brown walls of his shanty there was the picture in 

colour of the sacred heart of Jesus and another of the Virgin of cobre; but not his, 

these were the relics of his late wife. His attitude similarly towards Hail Marys and 

Our Fathers is rather casual.” “I’ll say a hundred our Fathers and a hundred Hail 

Marys. But I cannot say them now”, Consider them said, he thought. I’ll say them 

later” (732). He promises to make pilgrimage to the virgin de cobre but, there is the 

proviso; if he catches the fish. He gets even a little irreverent when he thinks ‘Hail 

Marys’ (721) are easier to say than our Fathers and when he says, “Blessed Virgin, 

pray for the death of this fish. Wonderful though he is,” (721). When too tired lie 

forgets his prayers and then starts repeating them casually, mechanically. 

Hemingway’s The Old Man and the Sea can be interpreted in many ways. 

One important interpretation may be: Man’s struggle with nature. Carlos Baker 

remarks that “Hemingway is more interested in human nature than in external nature” 

(Tripathi 46). A man’s life is a struggle against the unconquerable natural forces. In 

such a struggle a man can win a kind of victory, through dignity, even in defeat. The 

ordeal of the old fisherman on the high seas is the case in point. Santiago is engaged in 

an unceasing struggle with the forces of nature. It is an unequal battle still Santiago 

does not admit defeat He is without a fish for eighty days. He is called a ‘Salao’ (693) 

by his fellow fishermen. ‘Salao’ (693) means worst form of unlucky. When he does 

not catch a fish for forty days the boy, Manolin, who fished with him is withdrawn. 

The dry spell continues. He fishes alone for the next forty-four days. His mast is 

patched and when unfurled looks like “the flag of permanent defeat” (693). Though 
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we may understand the meaning of going without fish for eighty four days Santiago 

does not admit defeat or give up. He has faith in himself. “But man is not made for 

defeat,” he said. “A man can be destroyed hut not defeated” (740). Earl Rovit 

comments: 
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of that awareness. The limited pursuit of the old man is the hunt of the fish. 

Without that he can make no living and would soon starve to death. And according to 

Earl Rovit, “Santiago determinedly bends all his strength and accrued experience in 

his craft to the task of playing the fish well.” (Rovit 86) 

The novel, The Old Man and the Sea  depicts the epic battle of an 

unfortunate and lonely fisherman, old Santiago, against first the great marlin, and then 

the sharks. Despite this the story underlines the theme of interdependence of men. The 

boy Manolin is a great admirer of the old man He fishes with the old man on his skiff. 

But when the old fisherman goes without a fish for forty days at a stretch, he is termed 

a “Salao”, (693) the worst form of unlucky, and Manolin’s parents withdraw him from 

the old man and send him to another old man leaving old Santiago all alone But 

Santiago does not give up. He continues all alone and the unlucky spell continues for 

another forty-four days but he never gives up completely. During these hard days 

Manolin though not the old man’s companion and apprentice on the fishing boat 

remains his most faithful friend and supporter. It goes without saying that it is through 

Manolin that Santiago manages to retain his faith in humanity. When the old 

fisherman is engaged in the epic struggle first with the marlin and then with the sharks 

on many occasions, then, Santiago is reminded of Manolin and he wishes how fine it 

would be if Manolin were with him. “I wish I had the boy. To help me and to see this” 

(712). Similarly, the thought of the baseball players, more particularly DiMaggio, the 

memory of his contest with the negro, give him strength, give him confidence. 

Santiago realizes that in his own chosen field, i.e., in deep-sea fishing he too is 

great, as great DiMaggio is in baseball. This encourages him, inspires him to greater 
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effort and he ultimately succeeds in putting up an epic struggle and losing with grace 

and dignity. He also at that time realises the significance of the interdependence of 

men. The old man again and again tells himself: “I wish the boy was here,” (713) the 

boy is a kind of spiritual reinforcement The theme is again underlined when the old 

man says “no one should be alone in their old age.” (713) 

Although Santiago put up that brave fight single handedly it was Manolin who 

helped him with the equipment and bait, the local restaurant owner Martin provided 

him with food and coffee occasionally. He was also helped by Pedrico, the owner of 

the local wine shop, who lent his paper from which Santiago reads about baseball. All 

these and many more sustained Santiago and thus reinforce the theme of 

interdependence of men. 

Santiago’s eighty-four days on the sea are a period of trial and travail. For 

eighty-four days, he came back without a catch. But on the eighty-fifth day, the day of 

days, when he opted out for the unknown arid the “Far out”, (703) he came across the 

biggest prize of his life. He rises to those heights where he transcends his former 

existence and becomes different. Here is no ordinary fisherman and his prize is no 

ordinary marlin. The marlin too had a choice and: 

His choice had been to stay in the deep dark water for out beyond all snares and 

traps and treacheries. My choice was to go there to find him beyond ail people. 

Beyond all people in the world. Now we are joined together. . . And no one to 

help either one of us. (713-14) 
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Santiago’s devotion to something outside the sphere of normal men does set 

him apart as a “high voltage” character. The old Man admires the behaviour and the 
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DiMaggio, the idol of his adolescent fantasy and a standard of reference. His 

experience on the sea is an experience of a loner of solitaire; it has to be so because an 

intense experience that enables one to achieve one’s being is, of necessity, bound to be 

a solo performance, in keeping with Hemingway’s belief that man has to work out his 

salvation alone, with his inner resources to rely upon. 

About this thought Earl Rovit comments: 

As he fights the fish-a solitary old man with a straw hat desolate on the great 

sea-he is not in any real sense alone at all. A literal cord joins him to his 

“brother”, the fish. Other equally strong cords bind him to the “things” of nature 

- the sun, the moon, and the stars; the sea life and the birds; his town, his 

neighbors, the boy, and his past. It is as “whole" man that he meets the fish and 

brings him back; and it must be as Man, not fisherman, that his experience be 

measured. (Rovit 88) 

At one level there is the theme of man’s oneness with nature. The hero of the novel, 

The Old Man and the Sea,  Santiago identifies himself with the sea, which is very 

close and personal to him. He knows it intimately. He thinks of the sea as “la mar” 

(703). When the old Santiago felt lonely at the sea he felt comforted by the sight of a 

flight of wild ducks that “no man was ever alone on the sea” (719). Like in his earlier 

novels, in The Old Man and the Sea also Hemingway stresses upon the fact that the 

natural world is better than the social world in all respects. In his first novel, The Sun 

Also Rises, the only moments of unalloyed happiness for Jake and Bill occur when 

they are on a fishing trip in the countryside, outside Burguete. Catherine and Henry of 

A Farewell to Arms enjoy idyllic bliss when they abscond in the Swiss mountains. 
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Hemingway wrote: “I tried to make a real man, a real boy, a real Sea and a real fish 

and real Sharks. But if I made them good and true enough they would mean many 

things.” (Hemingway, AST 72) 

 

. . . we may interpret the book as a double allegory of the nature of man’s struggle 

with life and of the artist’s with his art. By a strange paradox, Hemingway has never 

written more universally or meaningfully of himself than in this most externalized of 

all his stories, like Santiago's determining to justify his reputation as a skilled 

fisherman: “The thousand times that he had proved it meant nothing. Now he was 
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proving it again. Each time was a new time and he never thought about the past when 

he was doing it.” 

The old Man and the Sea is an allegory of the author, Hemingway, with his art and 

craft. Like Santiago, Ernest Hemingway also struggles with his art and craft, all alone. 

The author knows, only too well, that the struggle is not easy and the prize though 

coveted is hard to win. To win the prize catch Santiago goes far out on the sea. 

Similarly, Hemingway too had to go a long way to create his own style and for that he 

had to strive very hard. He was criticized for lack of intellectualism and reason of 

being primitive, glorifying instinctive urges. But with persistent effort and manly art 

and distinctive and compelling craft of an inimitable style and technique he achieved 

what he desired to achieve. Hemingway’s quest for his marlin was as hard and 

exacting as Santiago’s, and like Santiago, again, his battle was honourable and 

dignified. 

When Santiago sees his giant marlin reduced to a skelton he plans for the future. After 

struggling to his lonely shack he dreams of the lion he had seen on the African shores 

in his younger days. Forgetting his ordeal the fisherman and the boy Manolin talk of 

replacing the knife and the harpoon. The old man has lost but lost with dignity and 

with hope of future struggle alive. The fact that a simple man is capable of this 

courage, endurance, dignity and heroism makes Hemingway’s novel, The Old Man 

and the Sea remarkably outstanding. Santiago gains nothing in his struggle against 

nature- the great fish and the marauding sharks are the manifestations of inexorable 

forces of nature; still he has the triumphant sense of having fought well and lost nobly. 

Santiago fought valiantly to the limits of his endurance and strength. Santiago’s 
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victory lies in the fact that he has endured suffering without impairment of his belief 

in the worth of what he has been doing. He seems to say: “Say not the struggle naught 

availeth. The labour and the wounds are vain . . . The enemy faints not, nor faileth. 

And as things have been, things remain.” So this is the theme of triumph through 

suffering. 

 

 The problem of vice and virtue, right and wrong seems paltry before the great thing 

that is struggle. What matters in life is not victory or defeat but the way in which the 

battle is conducted and fought, the spirit of endurance and the determination for a 

sustained battle. In the novel Santiago said: 

You are killing me, fish, the old man thought. But you have a right to. Never 

have I seen a greater, or more beautiful, or a calmer or more noble thing than 

you, brother. Come on and kill me. I do not care who kills who. Now you are 

getting confused in the head, he thought. You must keep your head clear. Keep 

your head clear and know how to suffer like a man. Or a fish, he thought. (734) 

This is the final requisite for success in the quest. In this moment Santiago loses 

himself, and merges into his struggle with the fish, merges info the fish and the 

universal struggle of life, and becomes elemental man and quest hero. In the words of 



179 
 

Philip Young; “What counts is how you conduct yourself while you are being 

destroyed.” (Young 8) 

 

Santiago is the epitome of all the other code heroes Hemingway has created. In 

Santiago there are all those outstanding qualities Hemingway most admires, such as 

courage, nobility, confidence, tricks, and a remarkable personality. Santiago 

demonstrates stronger will power and nobler dignity due to his physical limits. 

     Paul West Said: 

………..Santiago is a representative of suffering humanity which finds no 

purpose in its plan, no prize for its efforts, and experiences destruction of the 

thing long sought for. The good is not in the fish’s skeleton, but in the man. 

Hemingway’s novel celebrates man’s power to endure what appear the 

inexorable ways of an impersonal nature. 
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       The major themes which have been investigated in the novels of Ernest 

Hemingway are love, war, alienation, death, courage, resignation and affirmation. 

Hemingway deals with these themes in the majority of his short fiction. These themes 

may be described as major because they are the themes, which have also been 

explored more intensively and at length in his short stories. 

Hemingway depicts the horror and inhuman nature of modern warfare, which results 

in widespread destruction and brings unimaginable suffering and misery to the 

combatants and non-combatants alike; and to the soldiers, the exposure to brutalities  
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during war results in callousness, leading to psychic disintegration. The World War I 

in fact, brought in its wake such widespread feeling of insecurity and collapse of 

values that the decades following it are today widely recognized as a period of 

unparalleled spiritual desolation and a decay of civilization as a whole. It was a period 

of intense soul-searching amongst the writers and artists, dismayed by a world, which 

has lost its sense of purpose. This reality of war presents a contrast to the romantic 

notion of war as providing an opportunity for the august display of man’s courage, 

nobility and forbearance with which a young man goes to participate in it. This theme 

of war has received a more comprehensive treatment in Hemingway’s novels, notably 

A Farewell to Arms  (1929), his novel about the World War I. Hemingway’s belief 

was that “A writer’s job is to tell the truth.” (Hemingway, MAW xv) 

It was not the single event of being wounded in war that helped him to 

formulate his views on life and writing but it was perception of a man, to what 

happened around him, from his early childhood. It was the attitude of a sensitive man 

to the ways of this world. He formulated his own rules for writing. His conception of 

good writing was that: 

All good books have one thing in common, they are truer than if they had really 

happened, and after you have read one of them. You will feel that all that 

happened happened to you and then it belongs to you forever: the happiness and 

unhappiness, good and evil, ecstasy and sorrow, the food, wine, beds, people and 

the weather. If you can give that to readers, then you are a writer. (Hotcher 144) 

The world that Hemingway’s novels unfold is a world of trouble and turmoil’s, 

death and nada. A sense of despair and nothingness is always there. His characters led 
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a life which is a journey from nothingness to nothingness. They are the soldiers in this 

battle of life, fighting on their fronts in their own way. Some are lost in the selfish 

pursuits but some struggle successfully and skillfully for the good of all. Hemingway 

examines the human situation from various points of view. He gives the voice to the 

cry of man in the post-war era. His war time novel suggests the futility of war and 

Hemingway’s disgust with violence. That’s why he is generally regarded as a 

mournful singer of an empty age and spokesman of the Lost-Generation. 

The psycho-sociological aftermath of the World War I resulted in a 

widespread sense of insecurity and chaos and man found himself rootless everywhere 

looking with dismay at the wholesale disintegration of all the values he had hitherto 

cherished and valued. The Post-World War I artists and writers have portrayed in their 

work something of that trauma, which human civilization suffered, especially 

European civilization, in the background of unprecedented spectacle of inhumanity for 

which the World War I, became the gruesome theatre. 
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One of the most persistent themes of the twenties was the death of love in 

World War I All the major writers recorded it, often in piecemeal fashion, as 

part of the larger postwar scene; but only Hemingway seems to have caught it 

whole and delivered it in lasting fictional form. His intellectual grasp of the 

theme might account for this. Where DPI Lawrence settles for the shock of war 

on the Phallic Consciousness, or where Eliot presents assorted glimpses of 

sterility, Hemingway seems to design an extensive parable. Thus, in The Sun 

Also Rises, his protagonists are deliberately shaped as allegorical figures: Jake 

Barnes and Brett Ashley are two lovers desexed by the war, . . . Of course, these 

characters are not abstractions in the text; they are realized through the most 

concrete style in American fiction, and their larger meaning is implied only by 

their response to immediate situations. (Charles 238-39) 



185 
 

 



186 
 

    The novel, A Farewell to Arms is dominated by violence, death, destruction, and 

despair. The disintegration impact of war is in evidence from the very beginning of 

the novel. Frederic Henry comes in contact with Catherine Barkley, the nurse with an 

emotionally wounded heart- she has lost, in war, the man whom she loved 

passionately and whom she was going to marry. Almost every character in the novel is 

fed up with war. Everybody thinks war to be futile and absurd. When Frederic is hit 

and wounded by a mortar shell he realizes the reality, the painful reality of the war. 

The incident at the bridge, during the retreat, brings Frederic face to face with the 

callousness and barbarity of it and the incident culminates in Frederic’s desertion from 

the army on account of his disgust of war - his disenchantment urges him to make his 

separate peace, which effort also is ultimately by forces beyond his control. 

Another characteristic quality of the novel is the fusion of romance and 

realism. The novel is highly romantic but beneath all romance there is the solid 

foundation of realism based on the author’s personal experiences and observations of 

love and war. The descriptions of love and war are highly romanticized. There is 

plenty of leisure for love-making, drinking and good food. The rigour of war is simply 

not there in the life of Frederic Henry. Mostly the novel, which has been divided in 

five Books is concerned with love and only the last parts of the first Book and most of  
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Like almost all Hemingway’s works, the novel concerns itself with 

philosophical and metaphysical issues. In this novel, Hemingway has been stressing 

the fact that to attain the proper relationship with violence and death is the most 

difficult and the ultimate test. If one could reconcile oneself with it in some way or 

other one gains immortality while one is still alive. He suggests it in Frederic's case 

and heightens it in the more arduous and committed life of Jordan in For Whom the 

Bell Tolls.  

When Jordan is wounded at the end of the novel, he said to Maria: “...if thou goest 

then I go with thee. It is in that way that I go too. Thou wilt go now, I know. For thou 

art good and kind Thou wilt go now for us both'" (Hemingway, FWBT 482). Here we 

find Hemingway hero, who learns that love is not merely service and sacrifice but a 

merger of two souls between which a break is impossible so that even when one of the 

lovers is absent-he or she is present in the other. 

We find, Maria becomes a symbol of the cause, which alone can give sanction to 

Robert Jordan’s search for a good war Because, Maria seems to be a symbolic 

representation of Spain itself-innocent, weak and violated. She represents all 

humanity. And Robert’s love for her is love for all humanity. 

In For Whom the Bell Tolls the end is just as tragic and once again love is 

destroyed. In this novel Hemingway is clearly aware of the need for human solidarity. 

And one of the lessons to be drawn from the book is that we, as human beings, are 

involved in mankind and that we are diminished by the death of people like Robert 

Jordan. According to Wirt Williams: 
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Apart from this sense of spiritual triumph, the novel simultaneously expresses an 

awareness of the individual’s link with the human community. “This is the first 

occasion that obligation to the human community has been developed into an 

important theme in a Hemingway novel, though it has been dimly foreshadowed 

in To Have and Have Not. Its corollary is the view that all men share a 

common unity and identity, whatever their transient differences.” (Williams 142-

43) 

Robert Jordan is a man of action and he is duty-minded. He enjoys performing his 

duty as a true karma yogi and this enjoyment of life strengthens his faith in life and 

contributes to a larger cause of humanity. He evidently acts with an idealistic purpose 

and dies for a noble cause freedom for all-one of the ideals of democracy. And 

Dorothy Parker claimed that For Whom the Bell rolls was “beyond all comparison, 

Ernest Hemingway’s finest book”. 

Unlike early Hemingway heroes, Nick Adams, Jake Barnes and Frederic Henry, 

Robert Jordan has mastered his fear of death. “Because everyone has to die and once 

you understand death as a reality, all your fear disappears. . .” (Hemingway, 

FWBT480), thinks he. Through his attitudes and commitments, Jordan shows a 

marked capacity for life, a complete acceptance of and a love for the world. His 

intellectual interest in death and a love of life, despite its poignant brevity, accounts 

surely for the positivistic philosophy of For Whom the Bell Tolls.  

For Hemingway, it is not the outcome, but the manner in which a man faces a 

situation that is important and from the manner of the struggle emerge the values that 

Hemingway cherished namely courage, endurance, discipline, skill and dignity. In a 
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world that has become irreparably fragmented the effectiveness of human community 

in meaningful action becomes totally damaged. It is the lone individual who may 

occasionally redeem himself in isolated action by a force of will that temporarily, at 

least, seems of offset the suffocating grip of an uncongenial environment. Hemingway 

protagonists emerge as men of heroic stature, like Santiago in The Old Man and the 

Sea. Santiago said, “Only I have no luck any more. But who knows? May be today. 

Every day is a new day” (Hemingway, OMS 705). These two themes resignation and 

affirmation are in fact, two sides of the same coin, because they represent two ways of 

dealing with situations and the manner in which the protagonist faces the situation in 

either case exemplifies the value of courage and dignity. 

 

 

Time may show it to be the best single piece of any of us ... I mean his and my 

contemporaries. This time, he discovered God, a Creator. Until now, his men and 

women had made themselves, shaped themselves out of their own clay, thetr 

victories and defeats were at the hands of each other; just to prove to themselves 
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The Hemingway protagonist seeks his salvation by trying again and again, and 

in the face of tremendous odds, to reassert his individuality through rash and desperate 

acts of courage, and by his refusal to give in. His attitudes and responses are tinctured 

by the weight of a decaying world so that during the war, or away from it, he is no 

longer the person he used to be or could be in any other context of situation. The 

conflict between the individual as mirrored in Hemingway’s fiction lies in man’s 

commitment to himself and the vast dehumanizing forces which have made of him an 

altogether different person. It is therefore, not difficult to say that the alienation, which 

Hemingway portrays, was the direct consequences ot disillusionment
1
 generated by 

war, which led to a loss of faith in the established values resulting in a spiritual 

vacuum. Hemingway has dealt with the theme of alienation in a number of miniatures 

and stories, and it became the central theme in his first novel, The Sun Also Rises, 
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set in the post world war I, and also to some extent in other novels, such as A 

Farewell to Arms. 

 

Hemingway’s world is narrow and limited. It is a world peopled by 

Hemingway himself, his experiences, perceptions and conceptions. Hemingway has 

gained considerable mastery in depicting and delineating this world and for this 

purpose he has created and cultivated his open distinctive style, which is direct, clear, 

simple and forceful, eminently suited to his purpose. He has blended naturalism and 

symbolism. 

Hemingway is a powerful creator of the world of action, adventure, brutality, 

courage, endurance, the things he has known and has the first hand experience of. In  
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