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PREFACE

The novels of Ernest Hemingway have always held a

great appeal for me, especially For Whom the Bzsll Tolls,

The simplicity of the emotions and universality of the
themes of this novel have interested me sinee the first
reading. I was curious as to how this novel was formed
and how the technique was reached, and decided to do
research in this direction for this thesis,

I wish to express my appreciation to Dr, Green
'Wyrick fbr his suggestion that I approach this problem
from the standpoint of point of view, Dr, Wyrick'!s gssist~-
ance as my first reader has been enthusiastic and rewarding.
I would also like to thank Dr, Brian Byrd for his

encouraging observations as my second reader,

L. R, Brooks
Kansas State Teachers College
August 11, 1969



- CHAPTER ONE

The Point of View

The one characteristic that makes an suthor'!s books
intrinsicelly his own is his style. It tskes years of
intensive work to develop a style that is distinct from
all other writing styles. There are as many ways of
presenting material as there are men on the earth, and very
seldom does an author create g style that is unique and new
enough to gein world recognition, Ernest Hemingway, however,
is such an author,

The Hemingway method of narrative writing is unique
because of its effaced gquality, or the distance he puts
between himself and his narrator, This so-called "distance"
is the point of view., The purpose of this thesis is to
examine the works of Ernest Hemingway between the years of
1930 and 1940, in respect to his use of point of view, and
to show that there is a progression towards a more objective

method from Death in the Afternoon to For Whom the Bell

Hemingway had established himself as an American euthor
of the best quality by 1930, The most outstanding of his
works prior to Desth in fhe Afterncon are as follows: In Qur
Time (1925), Torrents of Spring (1925), The Sun Also Rises

(1926), Men Withont Women(1927), and A Farewell to Amms (2929).
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These works will not be dealt with in this study, because

with the writing of Death in the Afternoon, s non-fiction

book, and the first of its kind by Hemingway, there is a new
development in his writing technique, a development which csn
be explicated through a study of the point of view in the
works after 1930,

Between the years of 1930 and 19h0,>however, Eriicst
Hémingway conducted experiments in point of view., It is a
period of transition; of reassessment of his writing style,
and of an gttempt to extend his range in the writing of

fiction. It begen with the writing of Death in the Afternoon,

a "non-fiction" book about bullfighting in Spsin, in 1932,

and concluded with the publication of For Whom the Bell Tolls

in 190, The writing he produced in the interval between
these books is, frankly, an experiment in point of view,

Hemingway followed Death in the Afternoon by &nother

non-fiction work called Green Hills of Africa, published in

1935, In an interview with George Plimpton, Hemingway
refers to the two short stories, "The Snows of Kilimanjaro"
and "The Short Happy Life of Francis Macomber," that followed

Green Hills of Africa as having been "invented."! He wrots

several other shor® stories during this period, but these

tvo are the longest and best during the.period, and are the

leeorge Plimpton, "A Interview with Ernest Hemingway,™
Hemingway and His Cpitica, Carlos Baker, ed., p. 32,
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bridge between the non-fiction and the novels.? "The Snowus
of Kilimanjaro" was published in Esquire magazine, August,
1936, and "The Short Happy Life of Francis Macomber" was

published in Cosmopolitan, September, 1936.3 In 1937, he

published his first novel since A Fgrewell to Arms (1929).

This novel is titled To Have and Have Not, and, interestingly

enough, had its beginning as & short story. Finally, in

1940, he published For Whom the Bell Tolls, which many critics

egree 1s perhaps his most artistic novel,

This third decade in the life of Ernest Hemingway is a
'very productive one in volume, then, if not in quelity. 1In
order to write knowingly on the subjects he chose, he had
to travel across two continents and study two of the oldest
sports in existence, big game hunting, and bullfighting. The
bullfighting came first, as did the bullfighting book., In

the opening pages of Death in the Afternocon, he writes:

So I went to Spain to see bullfights and to
try to write about them for myself, « o I found the
definite action; but the bullfight was so far from
simple and I liked it so much that it was much
too complicated for ny then equipment for writing
to degl with, o o end I was not able to write any-
thing about it for five years~~and I wish I had
waited ten.lt

The lack of "equipment" he speaks of wazs not completed by the

time he wrote about hunting in Africa, either, because George

Plimpton reports that Hemingway told him the Green Hills of

rremare

2Carlos Baker, Erncst Hemingway: A Life Story, ppe 601-629,
3Ibid., p. 616,

Lirnest Hemingway, Death in the Afternoon, po 3.
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Africa is not a novel, but is intended to be a "true" book

"To see whether the shape of a country and the pattern of a
month!s actions could compete with & work of the imaginatiom."s
This is only a reiteration of the foreward of the book, but

it indicates that Hemingway was not certein of his genre,

and that he was still, in 1935, experimenting.6 It was five
more years, years spent primarily in Cubs and Spain, before

he had the "equipment" he needed, |

In Green Hills of Africa, Hemingway wanted to see if he

could write a "true" book, and to see if it could compete with
a work of the imagination; that is, & novel or a short story.
There are two ways 1t could compete: by selling, and by
critical evaluation. It has competed very well on the book=
stands, but most critics do not consider it is a work to

stand alone, They immediately compare it with the other

non-fiction work, Death in the Afternoon. The two books

are worlds apart in content; yet, in artistic approach they

are relative, The autobiographical elements in them are

obvious, and will not be deelt with in this examination, but

what is not so obvious to the casual reader is the similgrities

in the points of view in both of these "non-fiction" works,
Percy Lubbock maintains that the subject dictates the

method, and that the method of producing drama (and theat

5Plimpton, loc. cit.

6Ernest Hemingway, Green Hillsg of Africa, Foreward,
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is whet Hemingway is most interested in) is the point of
view,! If one accepts this premise, then perhaps the reason
Hemingway'attempted to write g non-fiction book on bull-
fighting rather than a fictionel work, is that he fell that
the material should be expressed best by not involving

fictional techniques. In Green Hills of Africa, however,

he makes a complicated attempt at binding the two forms,
non~-fiction end fiction, yet here the point of view is more

consistent than in Death ig‘the Afternoon, even though the

subjects of both books are similar, A study of the
intracacies of the point of view in these two books could
clear up what he was attempting to accomplish.,

These four books and these two short stories were written
in the ten-year period from 1930 to 1940, but before any
epplication or analysis of point of view on Hemingway can be
méde, one must first define one's terms, and point of view
presents a real and dengerous problem, It is a rcsl problem
because very little has been done with Hemingway's works
in this respect, and it is dangerous because every literate
person has his or her own ideas on what point of view ise

What is point of view? In general-~that is, as a means
of defining end classifying points of view for all literature--
one may say that there are two primary kinds of point of view;
(1) the point of view which concerns theme, such as that which

concerns love or war; philosophy, such as that which concerns

TPercy Lubbock, The Creft of Fiction, p. 253.
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existentialism or naturelism; or history, such as that of
the Puritans or the Elizabethans; and (2) the point of view
which concerns the personality orbcharacter through whose
eyes one receives or views a story. The first category
will not be discussed at this time, because it involves
something other than what a mere sfudy of techniques in
fictlon could eveluates The second category is most impor-
tent when one is making a critical study of the.téchniques
of fiction, or as Norman Friedman wrltes of it, "'!'Point of
View! 1s becoming one of the most useful critical distinct~
fons aveilable to the student of fiction today."® Richard
M, Eastman states in snother recent study, "Point of view
is one of the novelists! chief means for shaping the reader's
judgement of the action presented."? It is obvious, there-
fore, since Hemingway is such an importesnt American author,
that serious treatment should now be given to the point of
view in one of his most developmentel periods,

The novelist can tell a story from three genersl points
~of view: (1) he can tell the story in his own words, from
his own point of view, and taken from his own opinion; or
(2) he cen tell it from a character!s point of view, as that
chéracter observes it; or (3) he can tell the story throuzh

iyl sl

a character in the first person, and meke that character

SNorman Friedmsn, "Point of View in Fiction," The
Theory of the Novel, Philip Stevick, ed., p. 109,

9Richard M, Esstman, A Guide to the Novel, p. 3l.
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his narrator.l0 This basic breakdown in point of view,
however 1is nqt sufficient to spply to a work of fiction when
more detailed snalysis is requireds These basic points of
view can be broken into nine distinet points of view that can
be applied to specific works of Hemingway, and they are as
followss (1) editorial ommiscience, (2) focal character,
(3) neutral omniscience, (u) "I" gs witness, (5) "I" as
protagonist, (6) multiple selective omniscience, (7) selective
omniscience, (8) dramatic mode, and (9) camera., All nine
of these points of view are used by Hemingway at least once
during the ten-year period from 1930 to 1940, A further
qualification of these terms is necessary, however, before
" these points of view can be applied critically to the works
themselves, The following definitions are a combination of
several author's opinions on point of view, and explained
in relationship to how they apply to Hemingway's works.

Point of view is generally classified on a scale from
the most subjective to the most objective, In fiction, the
more subjective a work is, the more one is aware of the
author's presence., Yet, whencver details of time, place,
and action begin to eppear, that ié, "scene," there begins
to emerge some degree of objectivity, and the work takes on
a form of its own. The most subjJective point of view is
editorial omaiscience, for there is very little scene in

this point of view, and the guthor can view things from any

10Leon surmelien, Techuigues of Writing Fiction, pe L0s
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angle at his will, He has a godlike vantage point beyond

time and place, He may view things from the front, center,
or periphery, changing whenever he feels like it, In using
editorial omniscience, the author may choose any time, or
place he wishes, and change it at will, This point of view
is characterized by vast generaliéations and many suthorial
Intrusions in the first person, generally about philosophy,
politics, religion, or any aspect of human life, lWith this
kind of econtrol the author becomes the subject, and the story
is quite secondary.ll Hemingwsy uses editorial omniscience

in the non-fiction works, Death in the Afternoon and Green

Hills of Africa, yet there are places in the fictional works

where suthorial intrusions occur that are similar to this
point of view,

There 1s a limited field of econsciousness in any
narration, The point of view is the author!s restrictions
upon that field, and in thls way he shapes the reader!s
judgment of the action in the story. Generally, there is
one main character that the story, or episode, is centered
around. This character is not always the protagonist, but
he is the character whom the author hss focused his narrative
upon, A good definition of just what & focal character is,
is "a witness whereby the reader learns what is going on,"12

The testimony of the focal character must be jJjudged by the

11priednan, op. cite, p. 121,

L2Eastman, op. cite, Ppe 30-35.
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standards and the mofals he reveals, and 1n this way the
reader can determine the reslibility of the narrative.
Neutral omniscience is the seme as editorial omniscience
in every respect but one. There is no direct authorial
intrusion in neutral omniscience, This point of view is more
objective, and the authior must stick to & tighter form, He
Is still free to view from any angle, and can change focal
characters at will; but he is not capabie of breaking into
the narrative and commenting in the first person in his own
voice, The main characteristic of omniscience is still
"that the asuthor is always resdy to intervene himself between
the reader and the story."l3 When the neutral omniscient
author describes a charscter, or sets a scene, he will do
it as he sees it, in the third person, rather than as the
charecters view it., This is true of gll omniscient narrstorse.

Hemingway uses this point of view in Death in the Afternoon,

end places in some of the fiection, specifically in To Have

and Have Not. This point of view regquires a third person

narrator, with the suthor having the cepablliity of intruding

in the first person, In Death in the Afternocon, Hemingway

does this, but in To Heve and Have Not he intrudes in second

person, end achieves the same effect,
When the narrator is denied eny direct voice in the
process of the story, and when it ig written in the first

person, then the "I" of the story can either be the "witness"

13Fricdman, op. cit., po 12L.



10

or the "protagonist." If the "I" is the witness, then some-
one else in the story is the focal charactero The noteworthy
characteristic of this point of view is that the author has
given up all omniscience, and has allowed the witness to tell
the story to the reader. The witness tells the story as he
observes it, or as he discovers it, but sbout some other
charecter, The witness is neither the protagonist, nor the
focal character, and can therefore observe from far or near,
end from the left, right, periphery and center, et his own
will, The first major use of this point of view by Hemingway

is in the non-fiction work, Death in the Afternoon, where it

permits him to observe meterial in the position of an uncon-

cerned observer, Of course, in Death in the Afternocn the

guthor intrudes in his own voice, which destorys asny con-
sistent use of the point of view. He uses the "I" gs witness

point of view in To Have and Have Not, but in g very limited

degree,

In the "I" as protegonist point of view the "I" is also
the focal charscter, It is similar to the witness narrator
in that the author hes given up his omniscience., The "I"
as protagonist is limited entirely to his own thoughts. The
resder never seeos the feelings and perceptions of other
‘characters except through their actions and the dialogue,
unless the protagonist wishes to reveel it in his own mind.
The meneuverability of this point of view is the same as the
"yitness" point of view, but is more cobjective in techuique.

The limitetions of this method ere various, and will be
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discussed in detail leter. The only time Hemingway uses

this point of view is in To Have and Have MNot, and then'only

in the first part of the book., He uses it extensively in his

earlier novels, however, and in To Have snd Have Not he

seems to hsve become convinced that it wses not the best
point of view to use under the circumstences of the novel,
Multiple selective omniscience is a simple point of
view, despite its title., One simply removes the "I" from
the "I" as protegonist point of view, and inserts the third
person, This gives the author back his power of control,
in that he can shift from character to character as the
focal point, The reader listens to no one directly, because
the story comes entirely through the minds of the charactefs

Ngs it lesvos its merk there,":l

It is a more objective
approach in writing fiction, because the reader can receive
several points of view on any one situation, for he can
read the thoughts of several charscters in any one scene,
The first major use of this point of view by Hemingway is

in the short story "The Short Happy Life of Francis Macomber,"

He later applies it effectively in For Whom the Bell Tolls,

after having experimented with it in To Have and Have Not,

Selective omniscience requires s minor, but very important
change by the narrstor. In %this point of view, the reader
{3 limited entirely to the mind of only one character,

"Central consciousness" and "stresm of consciousness" methods

-

Uitpia,., p. 127.
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fall under this technique. It is objective to the extent that

one can trust the reliability of the focal cheracter's
ability of observetions, and of his morsals gnd biases .15
Hemingway uses this point of view in "The Snows of

Kilimenjaro" and in sections of To Have and Have Not, but

he applies it most consistently and effectively in For Whom

the Bell Tolls.,

In all the common fiction, the dramatic mode is probably
the most objective point of view. All mentel ststes are
inferred. What the characters say and do is all the resader
gets, Action is described in the third person with no one
narrating, and no focel charscter evident, The author exlsts
only as a stege director, and the dialogue is spontancous,
sounding sgs close to real life as possible, An extensive
smount of conversstion between the characters, with no
emotional states denoted, and no thoughts revesled, is the
main characteristic of this point of view. Hemingway uses

it in almost all of his dislogue, especially in Green Hills

of Africa and To Hsve and Have Not. The dialogue in For

Whom the Bell Tolls is not as effaced as in the preceding
works, and is not truly in the dramatic mode,

The ultimate in cbjectivity in narrative expression is
the point of view of the camera., Authorial intrusions sre
completely excluded, This point of view is a piece of life

presented like a photograph, or s scene on a television show,

15Ibid., p. 128,
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No one 1is commenting at all; no author, no character, no god,
One has no insights into the minds of the charscters, and
there is no focal character or protagonist, and the action

is primarily scenic, rather than panoramic,l6 Hemingway

never uses this point of view as a consistent way of present-

ing any of his material, but he does oceassionally apply
it at the conclusion of a sceney for example, some of the

description in Death in the Afternoon, the flashbacks in

"The Snows of Kilimenjaro," and the final statement in To

Have and Have Noto,

These points of view cen be applied to the works of

Hemingway during the period between Death in the Afternoon

and For Whom the Bell Tolls. There is a progressive

tendency by Hemingway to make his writing more objective,
end, therefore, more consistent in form. It took him eight

years after he héd written Death in the Afternoon to discover

the right technique for his last major work of fiction in

this ten-~year period., The works are almost self-arranged

for an snalysis of this kind, First, he wrote two non-fiction
works, the second being an'improvement in point of view over
the first; second, two long short stories, the second being

en improvement in point of view over the first; third, two
novels, the first a total chsos in point of view, and the
second the triumph in all he had been striving to achieve in

point of view for the past eight years., It is logicsl to

161b1d., p. 130,
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begin this study with the first work of this period, Death in

the Afternoon,




CHAPTER TWO

Point of View in the Non-Fiction

Point of view is as importasnt in non-fiction as 1t 1is
in fiction, and since Hemingway is primarily s writer of

fiction, the point of view in Death in the Afternoon and

Green Hills of Africe, his two non-fiction works, are impor-

tant es a8 means of comparison with the works of fiction.
These two books being written when they were--~that is,
between two periods of productive work in fiction--1is enough
to warrant considering them as trensitional works, but

in respect to point of view they are particularly interest-
ing because of Hemingwey's attempts to make them (especially

Green Hills of Africa) compete with the works of fiction.

The points of view used in these two non-fiction works lay
"the foundation for the points of view used in the later
fiction, Therefore, a detailed explicetion of the points
of view used in the non~fiction is a necessary prerequisite
for sny equivelent study in the fictionel works, These two
books will be analysed chronologicelly according to date of

publication,

Degth in the Afternéon, the first non-fiction book, is

& very personal book, and it is much more than just an
introduction to bullfighting, It is g book which, although

not origionally intended to be fictional, concerns some of
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the tools of fiction.l7 It has dialogue, story, and point

of view, all of which are more closely associated with fiction
rather than with non-fiction.

Non-fiction is concerned with things that exist in the
tangible world, objects and people that are, or were, alive,
or standing, Fiction, on the other hand, desals with the
imaginary side of life, or the things that could happen, or

could exist. Death in the Afternoon contains some of both,

non-fictional and fictional elements., It certeinly desals
with tangible objects, such ss the history of bullfighting
and bullfighters, The fictionsgl elements--dialogue, story,
gand point of view--can, of course, appear in non-fiction works
and not meke it & fictional piece, but when there is a degree
of artificiality in the work, then the genre is debatsable,

The question is: is it possible to write a fictional material
Into 8 non-fiction work without destorying the form?

When Hemingway wrote anth in the Afternoon, he subjected

himself to a steady discipline of writing that was deliberete
and "passively artificial,"18  The best way to exasmine the
artificial aspects of this book is to look closely at the
points of view used in it, what they are, when they change,
end, if possible, why they change., After all, the reason for
discusging point of view is to find out how it relates, adds

7

17Lincoln Kirstein, "The Canon of Deeth," Hound and
Horn, VI (1933), 336.

181vid., p. 340.



17
to, or detracts from the total literary effect,1?

The fictional writer is a "maker," or & "creator," in
that he makes something that does not exist, or has at
least never existed before, This is a direct contrast to
the reporter, or the editor, who is merely describing or
telling about something that already exists, The difference
1s between resl experiences and invented experiences, real
persons and invented persons, and real places and invented
places, The writer of fiction must take the invented part
of life end give it the‘illusion of reelity: "he does not,
es the reporter does, attempt to present & copy of real
1ife,"20% When one presents a copy, or reports an incident,
one does not select some facts to include in the report, and
reject others, He includes them all as a pert of the whole.
In fiction, however, the author does select only certain
pleces of information to include in the narrative., He also
selects the point of view,

Death in the Afternoon is supposedly written in the

first person, as were his first two novels, The Sun Also

Rises, and A Fprewell to Arms. Hemingway seys that '"the
first person gives you greet intimacy in attempting to give

e complete sense of experience to the reeder, It is limited

1% ayne C. Booth, "Distance and the Point-of-View,"
The Theory of the Novel, Philip Stevick, ed., p. 100,

20Robert C, Hart, "Hemingway on Writing," College
English, XVIT (March, 1957), 315,
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however.,"2l The main reason the first peréon is limited is
that the author 1s too obviously in control. Another reason
is that the "I" of the story does not slways have adaquate
access to necessary informétion, and may be biased, Also,
suthoriel intrusions cause the reader to distrust part‘of the
empirical narrative. Too much of the suthor's volce mskes
the ﬁork unartistic, and even unpoetic 22

Death in the Afternoon is not written merely in the

first person, however, It is a new development, or an
experiment, with Hemingway; this time he writes "in & first
person in his own charscter as Hemingwey, and the results are
disconcerting."23 Hemingway the character in Desth in the
Afternoon is somewhat like a persona, not exactly like the
author in 8ll respects, but "a projection of the suthor's
virtues,"24 |

Chapter One in Deeth in the Afternoon has all the

charactéristics‘of ean editorisl omniséience point of view
written in the first person, The part that keeps it from
being "I" &s witness or protagonist is the authorial
Intrusions. The person who is telling the story has no

scruples sbout changing (1) time:

21lJohn Atkins, Ernest Hemingway; His Work and Person-
elity, p. 73,

22Booth, op. c¢it., p. 90,

23Edmund Wilson, "Hemingway: Gauge of Morals," Hemingway :
the Man and Hjs Works, John K, M, McCaffery, ed., De. 22

24Robert Scholes and Robert Kellogg, The Nature of
Narrative, pp. 565-566,
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To do this [ﬁell eabout bullfightiné] I must
be sltogether frank, or try to be, and if those
who read this decide with disgust that it is
written by someone who lacks their, the readerst?,
fineness of feeling I cen only plead that this
may be true, Bubt whoever reads this can only
truly maske such a judgment when he, or she, has
seen the things that are spoken of and knows truly
what their resctions to them would be,

Once I remember Gertrude Stein talking of
bullfights spoke of her admiration for Joselito
and showed me some pictures of him in the ring and
of herself and Alice Toklas sitting in the first

row of the wooden berreras at the bull ring at
Valencia, . .2

and (2) subject;

Also it might be good to have a book sbout
bullfighting in English and a serious book on
such asn unmoral subject may have some value,

So far, about morels, I know only that what
is moral is what you feel good after and, what is
immoral is what you feel bad after, . .2

end (3) place;

e o othe ones thet I remember best being Man
of War, Exterminator, . . Epinard, Kzar, Heros
XII, Master Bob, and a half~bred horse, a steeple-
chaser like the last two, named Uncas., I had great
admiration for all of those animals, but how much
of my affection was due to the sums staked I do
not know. Uncas, when he won a classic steeple-
chase race at Auteull at odds of better than ten
to one, carrying mg money on him, I felt profound
affection for. . .27

All of this rambling about is the power that an editorial
author has over the control of his narrative., Hemlngway

says whatever he feels like saying, on any subject, and at

eny time,

25Hemingway, Death in the Afternoon, p. lo

26Ibid., Po lo

27Ipid., pPe 5.
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The first change in point of view occurs at the end of
Chapter One, whefe there is no longer any evidence of the
first person narrator, aend Hemingway as a character dis-
appears for s few paragraphs. The last two paragfaphs are
straight reporting of facts in the third person, or a neutral
omniscient point of view in the third persont

The spectator going to a bullfight for the
Tirst time cannot expect to see the combination
of the ideal bull and the idesal fighter for that
bull which may occur not more than twenty times
in all Spain in a season gnd it would be wrong
for him to see that the first time. He would be
so confused, visually, by the many things his eyes,
and something which he might never see agsin in
his 1life would mean no more to him than & regular
performance,

The two points of view used in Chapter One are both
closely assoclated with a journalistic style of writing.
This method is effective if it is consistent throughout the
book; that is, beginning with the first person editorial
omniscience with its generalizations, and concluding with
streight reporting. However, Chapter Two is more confusing
in point of view than Chapter One is., Hemingway begins with
neutral omniscience, no intrusions, in the third person:

It should be a good thing for him to see a
novillada first anyway if he wants to learn about
technique, since the employment of knowledge that
we call by thet bastard neme is always most visible
in its imperfection. At a novillada the spectator
may see the mistakes of the bullfighters, and the
penalties that these mistekes cerry., He will learn
something too about the state of training or lack

of training of the men and the effect this has on
thelr courage.®

281bid., p. lio

291bidey pe 17
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and then returns in his own voice to tell s short, divergent
story:

One time in Madrid I remember we went to

@ novillsda in the middle of the summer on a

very hot Sundasy when everyone...had left the

city for the beaches. . .30
At this point he begins to editorislize as he did at the
beginmming of Chapter One.

AChepter Two ends in & different point of view entirely.
Hemingway tells a short story about the death of a bull.

He is not & witness to this death; yet he tells it as if he
is. it is written in the third person, and resembles the
dramatic mode in point of view. The editor is completely
gone, and the reader 1s limited to what the characters in

the story say end do, with no mental stetes directly revesaled,
end no dialogue31 The story 1s obviously supposed to be
ironic enough to justify its use here, but it disrupts the
flow of the narrstive, and makes it difficult to tell where
the author is heading.

There is no new point of view introduced in Chapter
Three, and there are not as many editorial intrusions. The
first person narretor only sppears twice--on paze thirty--
eand in the concluding paragraph32 This chapter is primarily

straight reporting of facts about bullfighting. In the last

peragraph, Hemingway returns with his personal opinions and

30bid., p. 17.
31bid., pp. 2h-25.
32bid., o. 3.
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selected empirical material:
Maybe they were queer. There wes never

anything wrong with them. They elweys left.

That wes until bullfights became respectegble.

In nineteen thirty-one I did not see one leave

within range and now 1t looks &s though the

good days of the barreras at San Sebastian are

over. . .

Chapter Four seems to follow the same pettern as Chapter
Three, streight Jounsglism, with occesionel intrusions in the
first person., At the end of thils chapter, Hemingway msakes
a varietion in point of view gz;gin., He tells the story
sbout Chaves in the first person "I" ss witness point of
view:

We had to watch him all through one feria.

We saw him in five fights, if I remember correct-

ly, &and once of Chaves is enough for anyone who

is not his neighbor. . .34
The lsst remark 1s enother sttempt et editorializing,
and clashes with the polnt he is trying to establish for
the telling of the story.

In the span of four chspters, Hemingway uses four
different points of view, end mixes them up in esch new
chepter. In chapter Five he introduces even one more point
of view, end this one is more disconcerting and out of
place in e book which is supposedly gbout bullfighting.

He returns to the first person editorisl omniscience in the

first pert of chapter Five, with 211l of its privileges

3roc. cit.

3uIbid., p. L45.
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and leck of form.35 Then 1n the middle of this chapter, he

returns to straight journeslism, sticking to the facts and
not interrupting for & few peges. He does an interesting
thing at the end of this chapter, however, when he intro-
duces 8 person called "Dr. Hemingstein": "Now there has
or had srisen in America 8 school of writers who (this is
old Dr., Hemingstein the grest psychiatrist deducing)..."36
In rélation to the point of view in this book, who is Dr.
Hemingstein? It is not Hemingway es writer, or Hemingway
as & character like one sees. in the egrlier chapters going
to bullfights and reporting human interest stories about
Spain. No, it is not any of these, but another aspect of
Hemingway's invention. Dr. Hemingstein is not as eye wit-
ness to anything, nor is he reporting eny facts; he is

merely giving the resder his opinion on & school of writing.37

He is & persone, in other wofds, invented to permit
Hemingway the writer to express some esoteric literary
thoughts. Dr. Hemingstein is not the suthor himself, but -
8 projection of one aspect of the suthor's self, or of

his experiences znd opinions. This is not editorisli-
zation, exactly, for the resder reslizes the touch of
ironic humor intended by the invention, and does not take
at all seriously wnst Dr. Hemingstein says. Then why put

it in & book about bullfighting? The effect was confusing,

351pid., o. L7T.
361pi4., p. 3.

37Loc. cit.
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for it broke into a stream of narrative with a new point
of view and a new subject, and thus destroyed any chance
of artistic cohesion in the entirelehapter. Therefore,
Hemingway was experimenting with this persona to see what
effect it could have,

There is no sign of Dr, Hemingstein in the succeeding
chapters after he first appears., He is gone as suddenly as
he arrives, Chapter Six opens in the pattern set in chap-
ter One, in the first person editorial omniscience, As
this chapter proceeds, however, the amount of editorializ-
ing decreases, until towards the end of the point of view
is almost the thrid person neutral omniscience again, The
narrator 1s concentrating on the fine details of the arrivel
of the matador and other bullfighting material., The point
of view in this chapter is about the closest Hemingway ever
gets to any consistency.38

Hemingway experiments with several new points of view
in Chapter Seven. The point of view beginning the chapter
seems the same, except that now the reader is being referred
to in the second person "you": M"At this point it is
necessary that you see a bullfight, If I were to describe one
it would not be the one that you would sce., . »"39 Hemingway
essumes that the reeder has already been to a bullfight

and begins to talk to the reader in an artificial conversation.bro

381bid,, pp. 57-61.
39Ibid., Do 63

hOLoc, eit.
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The strange thing is that someone enswers him! The scene
is in a Spanish caf€, and supposedly Hemingway is holding
gaudience to find out who liked and who disliked the bullfizht:
"Didn't anybody like the btullfizht? Didn't anybody like the
bullfight et all? No answer. Did you like it sir? I did
not. Did you like it mademe? Decidedly not..."41l Hemingwey
the aficionado is asking the questions. Who is answering? -
Obviously, some tourists in the café. What about the two
words "no answer"? Whose point of view are these two words?
There is an ommniscient nerrator at work in this narrative,
He is an observer, end permits the resder brief glimpses of
what 1is goiﬁg on, but for the most pert ne is not involved,
end one must deduce the progress of the sacticn entirely from
the dielogue.

Hemingway goes on with this dislogue until he finds
someone wao likes the bullfight:

An old ledy in the back of the room: Whet
is he saying? What is that young men asking?

Someone near her: He's asking if anyone
liked the bullfight.

0l1d lsady: Oh I thought he wes asking 1if
eny of us wented to be bullflchters.

Did you like the bullflcht madame?

0ld ledy: I liked it very much.b=

With the introduction of 0ld Lady, Hemingway found
e means of CDntinuihg with his nerrative about bullfighting.
He wes looking for & different way of approaching his

material, of keeping it from becoming monotonous, snd of

bl1pia., p. 6l.
uZLoc. cit.
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presenting it to the reader iIn a new and illuminating wayo
The method he chose was a form of dialogue, in which
Hemingway the aficionado explains all the famifications and
the history of bullfighting to a little old lady who liked
to watch the bulls hitting the horses:

The bullfight book progressed very slowly

until Ernest conceived a character called the

01d Lady. o ewith such a one to talk to, Ernest's

~progress accelerated. o o
The important thing is that Hemingway "conceived" the 0l1d
Lady, He created her,ili She is a fictionsl charscter, to
fill a need he saw in a non-fiction book. The character
that Hemingway himself gssumes for as long as he is talking
to the 0ld Lady is not to be confused with the editorial
author in the earlier chapters, The author no longer has
to bfeak into the narrative to insert an opinion or =
generalization about something; the character can do that
whenever he chooses, In other words, this is not Hemingway
the author speéking here, nor is 1t Dr. Hemingstein, but
it is again, a persona invented to sxpress one aspect of
the author's experience. After this character is introduced,
the aficionado lectures to her for g few pages on the fine
points of bullfighting, and then he permits her to spesak

again.us Thus, in almost a dramatic mode point of view

resembling an extract from a play, Hemingway ends the most

L3Baker, A Life Story, p°.21uo

Wirobert Coates, New Yorker (1932), 61,

uSHemingway, Death in the Afternoon, p. 70.
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confusing chapter of the book.

Chepter Eight begins with the nerrator continuing his
lecture on bullfighting to the 0ld Lady. The nsrretor
occasionally enters his own oninicns in the first person.u6
The chapter offers ncothing new in point of view, except that
in the snecdote about Meerz there is & conversstion in the

third person.h7

With this technique, Hemingway can have
stories within stories and never reelly chenge the primesry
pnint of view, which is the editorisl omniscience. However,
within the freme of his point of view--thet is, es a lecturer
to the 0l1d Lsdy--he can heve veriocus chsnges in distence.
For instence, in one plsce he becomes an eye witness reporter
in the first person once egsin:
The next time I saw him he had been gored

in the neck in Barcelcena. The wound wes closed

with eight stitches end he wag fighting, his neck

bandezed, the dey efter. . .
At the conclusion of the chapter, the 0ld Ledy szein asks
some questions about bullfighting. The reeder is never
permitted to see her thoughts, so she 1is merely s éonvention
througzh which Heringwey releys his meteriesl., She is
importent only in thst respect. One cen form & mental
imegze of whet she must look like, but it is a stereotype
of ell old ladies. She hes no reel personality of her own,

end is the personificstion of the idesgl sudience for the

gficicnedo to lecture to.

Lo1pid., p. 7.
471pid., pp. 75-79.
uBIbid., p. 79.



28
Under the disguise of still reportinz to the 0l1d Lady

sbout bullfighting, Hemingway opens Cheoter Nine by referring
to the general second person "you" egain. The 01d Ledy
is still listening, but now Hemingwey 1s telling about e

bullfight that the 0ld Ledy has already seen.H9 The last

few peges of Chapter Nine end in the pattern set up for the
01d Ledy chepters, with the rapid, stichometrical dielogue
that is cherscteristic of Hemlingway's ficticn. The only
chenge is that each speaker is designated by name, &s in a
pley. Hemingway is now referring to himself ss the "author."50
The 01d Lady eccuses the "eauthor" of being prejudiced, end
the "esuthor" replies:
Madame, rarely will you meet & more prejudiced

man nor one who tells himself he keeps his mind more

open. But cannot thet be because one pesrt of our

minds, thet which we act with, becomes prejudiced

throuszh experience and still we keep gnothgr pert

comnletely open to observe end judge with?5l
This 1s the key to the meny personas end points of view used
in Desth in the Afternnon, for Hemingwsy the "euthor" does
feel prejudiced, and he needs & more hconest end objective
vehicle to express his observetions and experiences. He
wants his nerretive to be objective so that the reader cen
judge it for what 1t 1s, and not for how it is presented.

One is never more eware of the controlling author than at

this moment in the book. Hemingway 1is trying to keep the

49Tvid., pp. 8L-87.

501pid., p. 93.

51lrvic., p. 93,
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book objective by changing the point of view in every chapter.
The guthor telking to the 01d Ledy is en invented aspect of
Hemingwey the suthor, and becsuse of this grtificislity one
is tempted to distrust most of whet he says. As the "author"
seys, however, there is one pert of his mind thst he keéps
completely open to observe end to judge with., The part is
not Dr. Hemingstein, or the "author" or Hemingwey the
aficionado, but the psrt is the reel Hemingway who is writing
the entire book, and even though he rerely spesks directly

te the reeder, one is alwsys. sware of him., If this is true,
how can one trust anything that is seid by sny of the other
personas when one knows thset they ere not what they seem, tut
thet they ere ertificiel snd subject to the many prejudices
of their cherscter? The illusion of reelity that a point

of view is supposed to substentiste is then destroyed by

its inconsistency, end then the point of view cannot be
trusted. 1If one can not trust the reliability of the
cherscter's informetion, then eny esttempt at verisimilitude
Is gone, snd the book is 8 failure ss sn ertistic expression

of reality. It is the cese in Desth in the Afternoon.

Chepters Ten and Eleven follow the pettern set up in
Chaepter Nine, beginning with the first person editoriel
omniscience, yet still reporting directly to the 01d Ledy

' and inadvertently to the resder. The

end the "author,'
point of view is still from the eyes of the zuthor; yet the
idesa thet he is speeking to en ertificial cherscter renders

his informatirn somewhet dubinus. One cen not trust every-
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thing he ssys. At the end of this chepter, Hemingway drops
the dremetic designation of spesakers completely, but the
lest few pages resemble the dremetic mode, with the 0Old Lady
béing the focel character instead of the suthor.52

When Hemingway finished his lecturing in Chapter Twelve,
he tells the 01d Lady. "There is not e word of conversation
in the chapter, medame, yet we hsve reached the end. I'm
very sorry."53 Thé 01d Lédy says she is tired of heering
gbout snimals (as bthe averege reasder is by this time), and
wents to hear something "amusing yet instructive."54 1In
response to her request, he tells the story about how men
die in war, cslled "A Neturel History of the Dead," written
for the most pert in the first person "I" as & witness.

Yet the esuthor is still comnletely in control ss an editor,
for there sre frequent interruptions by the 0ld Ledy. This
story has no conversstion in it, ss he hsd promised; so the
guthor tells another story, not ehout bullfighting et 211,
but asbout humane trestment of the wounded. Once the conver-
setion starts, the story is told in dramatic mode, with no
euthorisl intrusions, or the first person of any kind:

The stretcher-besrers came in.

"Ceptein Doctor," one of them ssid.

"Get out of here," ssid the doctor.

They went out.

"I will shoot the poor fellow," the artillery

officer sazid. "I am & humane men. I will not let
him suffer."

- |
521bid., pp. 120-123.
531bid., o. 132.
SUTbid., p. 133.
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"Shoot him then," said the doctor. "Shoot him.

Assume the responsibility. I will make e report.

Wou?ded shot by 1ieut§nantmof ertillery in.fiﬁﬁg

curing post. Shoot him. Go ahead shoot him.
It is not cleer whet all of this has to do with bullfighting
in Spsin, or what it has to with Hemingwey. One thing is
clesr, gnd thet is thet the point of view 1s completely
different from whet it is in the rest of the chapter. There
is no reel focel character, unless 1t would be the doctor,
- end the nerrator is omniscient to t he point of obscurity.
This point of view is on the opposite end of the objectivity
scale from the editorisl omniscient point of view used else-
where in the chepter. It is only one more disconcerting
element in the boonk., It is interesting mesterisl, but does
not belong in & book which is suoposed to be a non-Tiction
book on bullfizhting. Hemingway was obviously experimenting
to see whet the effect would be by inserting such meterisl.

Chepter Thirteen is fifteen pezes of straight bullfight
stuff, the first person editorial omniscience, no 0ld Lady
at 8ll, end little intrusions for the purpose of telling
something thet is the seme method used in the first chapters;
that is, many intrusions end opinions on subjects not really
releted to the bullfighting. The comments directed to the
01d Lady st the endbof the chapter sound like Dr, Hemingstein
| 56

szein, but there is no designation of the speaker.

55

*®bis., ». 173.

Ibid., p. 2.
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The point of view in Chapter Fifteen becomes more
complicated, Hemingway starts by telling about bullfights
to the Old Lady, the same as usual,57T The story at the end
of the chapter is told in a freme, the first person "I" as
witness telling the 0ld Lady the story in the third person
selective omniscience, We only see the thoughts of one
character in this story, that of the newspaperman.SB The
chapter concludesAwith a discussion of how to end a short
stofyo ‘-

In Chapter Sixteen, the. 0l1d Lady does not appear; she
has served her purpose, &s belated as it is, and the rest
of the book must be devoted to information about bulls
and their human killers: "What about the 0ld Lady? She's
gone, We ﬁhrew her out of the book, finally. A little
late you say. Yes, perhaps a little late,"59 The
point of view has changed again, of eourse, in this chapter,
especially in the section quoted above, but changed only
in a shift in distance between the author and the reaaer,
ganother utilization of his power, Who is the "we" in the
section quoted above? This is not just the author speaking
here, but a combination of the author and Hemingway himself,
The two of them have agreed that the 01d Lady is no longer
needed, so they threw her out. This is a convention like
eny other writing device, and perhaps in this kind of work,

Death in the Afternoon, it would be better left unused.

57Ibid., p. 180, |
581bid,, op. 180-181.

59Ibid., ». 190,
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Once the 0l1d Lady is gone there is no longer a vehicle
aveilable to continue the narrative. The reader is left
henging with the feeling thet he is no better off than

the author. With no 01d Lady to talk to, the éuthor must
devote his letters to the reader only, and he does precisely
that for the rest of the book,.

Chapters Seventeen thrcugh Twenty cover eighty peages;
they consist of bullfizht meteriel written in first person
editorial omniscience, with freqguent intrusions by the suthor
gs he did in Chepter One, and meinly biogrephy about famous

bullfighters.

The point of view in Desth in the Afternoon is the

element which mekes 1t confusing end distrecting. Obviously
Hemingway was trying various boints of Qiew to see what
effect it would have on the entire book. He admitted later
thet: "I prepered mySelf‘for writing in the third person

by the discipline of writing Desth in the Afterncon. . 160

Death in the Afternoon, however, is written primarily in

the first person, but there are & zreet many different
points of view used, in which Hemingway was most likely
experimenting for use in later works. The points of view

used in Death in the Afternoon run the complete scale in

objectivity, from the editoriagl omniscience to the use of

the cegmera. Perhaps the reel worth of Desth in the Afternoon

should not be passed until the subsequent works have been

appraised in the ssme megnner.

©0ptkins, loc. cit.
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The material for Green Hills of Africas was gained when:

Hemingway took & hunting trip to Africa in November, 1933.
He returned in March, 193, after having been sway for five
months; the tfip provided him.enough subject mstter to
write another non-fiction book end seversl short stories.6l

Green Hills of Africa wes published on October 25, 1935,
62

only six months efter his return from Africa.

The point of view in Green Hills of Africa is more

consistent than the point of view in Death 1in the Afternoon.
Hemingway's admission thet the book was an attempt to hake
non—fiction‘compete with a work of fiction is sufficient
evidence thet he wss still exploring & new gzenre. Some

critics believe Green Hills of Africa is a failure because

of the autobiographicel content: "Green Hills of Africa

is 2 feilure to--Falling between the two genres of

persongl exhibitionism &nd fiction..."63 The technigue

of trying to disguise fiction under the mask of & non-fiction
work makes it appear too artificial. The sctusl things

which occur in Green Hills of Africa did ectuslly héppen

while Hemingway wsas in Africe on his hunting trip. What

Hemingway did wes select the experiences, and then arrange
them into s form which he thought would be close to 8 work
of fiction. Selection--the selection of things that could

happen, not things that did hapoen--is the key to good

61Baker, A Life Story, pp. 2L7-256.

621v14., p. 625,

63Wilson, op. cit., p. 245,
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fiction., A work of fiction should reveal & world created
by an suthor, with its srtistic "values and attitudes by
the controlling medium offered by the device of point of
view."éLL The author cen filter out the prejudices thet
might hinder the relationship between the resder gnd the
author. That prejudice, however, is not filtered out in

Green Hills of Afpica. If anything, it is masde more plain.

The relationship between the reeder snd the author wes

severely tested in Desgth in the Afternoon, with the experi-

mentation in point of view. 1In Green Hills of Africa the

point of view is nore consistent, end there is & definite

improvement in form over Decath in the Afternoon, but still

the relastionship 1s not as objective &s it is in fiction,

The reader is still eware in Green Hills of Africa that the
guthor is in complete control of the narrstive, and that the
experieunces releted are reported, selected, and ore-judged

before the writing ever begen.

In form, Green Hills of Africa is better arranged than

Death in the Afternoon. Green Hills of Africa is & diary

—

in form, but 8 diary which has been redected.65 A diary
is a8 form of confession, end conteins only the point of view
of ohe person, the person who 1s doing the writing.

Hemingway isolates himself in:Green Hills of Africa. The

reader is only sware of what the nsrrator is doing, end by

6uFriedman, op. cit., p. 117.

65John Killinger, Hemingway end the Deasd Gods, p. 7h.
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this method the prose, the truthful nerrastive, is more

objective and much closer to drame then Desth in the

Afternoon., Yet, it is not dreme, for the cheracters sre not
invented characters &s ere seen in Hemingway's later works.

The scope of humen drema in Green Hills of Africa, when

compared with e work such gs For Whom the Bell Tolls, is

eesily inferior and a lower status as & work of art, 66

In Chepter One of Green Tills of Africae the point of

view of "I" as protagonist. The diszlogue is the most
objective of the narretive, because very little editor-
iglizing is done when the orincionasl charascters ere svegking.
The point of view is consistent throuzhout the chapter. The
dialogue, or conversation, 1s the most significant chénge

over Death in the Afternoon. There is more diaslogue, and

eny zenerelizations es personel opinions ere volced here
rather then in the prose. Discussions on subjects sside
from hunting teke place in the dialqgué:
"Merk Twegin is & humorist. The others I
do not know."

"All modern Americen litersture comes from 6
one book by Merk Twein czlled Huckleberry Finn..." 7

Things happen to the protegonist in Green Hills of

Africa the same way they would happen to the protagonist
in a8 work of the imsgzination. Sometimes, however, these

reactions in Green Hills of Africa are not directly relsted

66Car'los Baker, Frnest Hemingwey: the Writer as Artist,
P. 167. ! o

6TErnest Hemingway, Green Hills of Africs, p. 22.
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to the theme of the book, but by the use of & consistent

point of view, the nerrative is not disrupted and neither
is the illusion of reality. Whaet does disrupt the illusion
is the fact that the resder knows that the characters 1in

Green Hills of Africe ere resl veoole, gnd reasl people do

not telk as the cheracters in the book talk., If they were
invented chatacters then one might be gble to suspend his
“disbelief enough to estsblish & true reoport with the book.

In Green Hills of Africa, Hemingway keeps the point of view

9ery consistent through Chapter Two, but in Chspter Three,
where the long flashback begins, he slips into a quite
different one. The point of view is more like the first
person editorial omniscience, the ssme as in Death in the
Afternoon, but with fewer generalizetions:

Droopy asked for the knife. Now he was going
to show me something. Skilfully he slit open the
stomach and turned it inside, tripe side, out,
emptying the gress in it on the ground. . .then he
cut the pole end put the bag on the end of it. . .

It wes & good trick end I thought how I would show

it to John Steib in Wyoming some time end he would

smile his deefl men's smile (you hed to throw pebbles

at him to mzke him sto» when you heard e bull bugle),

end I knew what John would sgy. He would say, "By

Godd, Urnust, dot'!'s smardt."

This kind of intrusion into the nzrrative is less
effective than the eesrlier chapters which were primarily
dialogue, except for the scenes where they sre tracking the

snimals, which is described in the admirable Hemingway way.

Intrusions like the sbove, however, are less dramatic and

’

681nid., p. 54.
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tend to interrupt the smooth flow of the story.

With the introduction of Kerl, e2nd the effsced narrative
wnen talking to him st the end of Chapter Three, other fic-
tional elements begin to sppear. One sees very few mental
stetes revesled in this point of view, even though the
protezonist is still in the first person narrator. This

method is similer to what Hemingway does in The Sun Also

Rises and A Fsrewell to Arms, with the exception that the

charecters in Green Hills of Africe are resl people, and,

as fer as one knows, &s the dialogue is supposed to heve
been. In the early novels "each of nis characters has his

own perticuler speech,"” but in Green Hills of Africa there

is really no difference in sny of them, snd no a2llusion theat
there is more than that one way of talking.69 In The Sun

Also Rises snd A Ferewell to Arms the point of view is "I"

es protazonist, and things sre done to the focsl character,
gs opvoosed to those who think with intelligence ss Hemingway

does in Green Hills of Africs.’0 This intelligent awareness

of whet is to come to the book i1s whet maskes the 1llusion
less believeble for the resder than it would be in & work
6f fiction.

The point of view in Chepter Four of Green Hills of

Africa is relstively the same, except for some instances in

69J. P. Bishoo, "Homage to Hemingway," New Republic,
LXXXIX(1936), L1.

70Wyndlan'Lewis, "The Dumb 0x," Americsn Review, III,

iii(193L), 312.
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the flashbacks. The itelicized sections sre not the same
gs in the rest of the nsrrative:

and the sudden whine of the saw, the smell of
- sawdust and the chestnut tree over the roof with

8 mad woman downsteirs). . .[(water sheen rappling

‘on the bronze of horses menes, bronze obreasts

and shoulders, green under thin-Tlowing Water). . .l

There is no evidence of 8 nerrator in these flashes of
description, &nd certainly no evideace of Hemingway &s the
‘man, or ss the protazgonist in the hunt. Yet, one knows thet
these tiny pictures were once observed by him. The point

of view is aporoaching that of the cemera. These are pieces
of life presented like & photograph. There is no one
commenting on the descrintions, end no one's internal
consciousness is reveeled. Hemingway is obviously experi-
menting to see what effect such objectivity could have., It
is very effective in & drametic sense, but has very little
to do with hunting in Africe.

Chapters Five, Six, snd Seven continue with the method
established in the first fcur chapters, with the seme point
of view, scenic descriptions of the esction, much dialogue,
eand very little editorializing by the suthor. By Chapter
Eight there'is only occasionel reference to the fsct that
there is the first person narrstor as protagonist:

It was s ﬁew country to us but it hed the

merks of the oldest countries. The road was a

treck over shelves of Eolid rock, worn by the
feet of ceravens. . .7

"emingwey, Green Hills, pp. 70-7L.

721pid., p. 1L46.
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At times, the nerrator resds eglmost as 8 neutrzl omniscient

point of view, while actually the nerretor is cumulative

|luS .ll

The dialogue is completely effeced, with no mental
states revesled. The focsl cheracter, however, is still
Hemlngway the sutho-hunter, egnd ell the sction is filtered
through his consciousness. The reeder is never sware of
what 1is going on outside the 2uthor's: immedizte surround-
ings:
"Did you cut in on his country?" Pop asked
me. '
"Hell, no," I seid.
"He'll get one where we're going," Pop ssid.
"He'll probably get a fifty-incher."
"All the better,” I said. "But by God, I
want to get one too."73
Chepter Nine is the same as Chapter Eight, but in this
chapter the ecticn is back in the present ezgain. The long
flashback which tskes up the center of the book is over.

The form of Green Hills of Africs is very evidently plenned

at this polnt. There is no sttempt to give the illusion that
the ection is happening sponteneously. When compered with

the hephezsard, unplenned chapters in Desth in the Afternoon,

the improvement is quite rewsrding. 1In Chspter Ten of Green

Hills of Africas there ere no mental states revesled directly.

The form is like the dislogue in some of his short stories.
In "The Snows of Kilimanjero" end "The Short Happy Life of
Francis Macomber" one can see the similerities in this
respect. Hemingwaey lesrned & lct about point of view in

Green Hills of Africa that he applied in these two short

73Ibid., p. 153.
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stories., This reletionship will be discussed in detsil in
Chepter Three of this work.,
The only digression from the point of view esteblished

in the beginning of Green Hills of Africe occurs in Cheapter

Thirteen:

You &sk how this wes discussed, worked out,

understood withthe bar of lsnguaze, end I say it

was as freely discussed end cleerly understood as
though we were & calvery patrol gll svesking the

same languege. We were ell hunters except, possibly,
Garrick, and the whole thing could e worked out,
understood, and agreed to without using anything

but & forefinger to signal and a hand to caution. . .7u

This is the only time the author speeks directly to the

reader. It is like sections of Desth in the Afternoon, and

there does not seem to be eny reeson for doing it. It 1is
probably csrelessness more than anything else. It makes
the rezder more awerec of the ccntrolling consclcusness of
the euthor, and one loses some sense of the reality of the
situation. The conclusion of the chapter reads much like
the fiction does. The dielogue is some of Hemingway's best;
it is quick, witty, end very objective. There are no
thoughts reveeled except those inferred in the words them-
selves. The short piece et the very end is eglmost like e
postscript, as if it were added months lester, which it may
heve been. The point of view is the ssme es the rest of
the bdok, but one wonders why it wes included et all.
Hémingway wanted to give a truthful sccount of a month's

hunting action in Green Hills of Africa. One cannot deny

Th1pia., p. 251.
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that the principal events recorded in the book sctually
occurred., As for the "truth" of the recording there may be
some doubt, beceause of the point of view in the book. The
three espects of Hemingway, the artist, the nesrrator, end the

protagonist ere gll united in Green Hills of Africa, and it

is herd to distinguish one from the other; whereas, in Desth

in the Afternoon they ere deeslt with separetely. The point

of view in Green Hills of Africe is moré consistent then the

point of view in Deeth in the Afternoon; yet the limitetions

of a first person nerretor makes the total picture not sas
gertistic as it could be. This is merely to ssy tnat the

more sn suthor surrenders his identity the more privileges

he gives up in the narrative, and the more effectively he
renders the illusion of his story, which, efter 211, "constit-
utes ertistic truth in fiction."75 1If this is the truth thet

Hemingway wes seeking to express in Green Hills of Africa,

then he did not qguite succeed.

Green Hills of Africe wes slso an esttempt by Hémingway
to voice 2 belief in e fifth dimension in prose.76 Any good
prose has four dimensions; it is e solid subject méving
through time. A fifth dimension must be a "mysticeal,..

figure of speech," 77T Whet Hemingway meant by a fifth

,75Friedman, cp. cit.,, p. 137.

76Harry A. Levin, "Observations on the Style of
Hemingway," Hemingway end His Critics, Carlos Baker,
ed., p. 109.

7TCcarlos Basker, "Hemingway et Midnight," New Republic,
CXXVII(1952), 192.
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dimension, however, is not essily expléined. F. I. Carpenter
interprets it es mezning en attempt to express "the perpetuzl

now,"78 The present tense is not used in Green Hills of

Africe, eand the flesnbecks remind one thet the suthor is in
control of the errangement of the time element in the book.
A more accurate expression of this mysticel fifth dimension
needs g third person narrstor that would provide the omni-

science and the naturelness needed. [lreen Hills of Africa

does not fulfill these needs, but the experiment paves the
way for & work which does.
'The choice of a nerretor is s critical one. Whenever
the reader gets the euthor's version of the aétion, then
the account is prejudiced. When the writer is in the story he

is writing ebout uimself, 8s in Green Hills of Africa. When

the cheracters ere invented the story must come from one of
them, end the guthor removes himself to a grester distance; yet
he can still control the nesrretive.’? The failure to sccomplish

this is the greetest failure in Green Hills of Africa.

Since 8ll methods of telling & story ere only con-
ventions whereby the story can be told, why must there be
~a consistency in point of view? Every point of view is
restricted to itself, and must be consistent with itself to
meintein verisimilitude., When ever the point of view 1s not

consistent with itself, then there is a danger of

78, 1. Cesrpenter, "Hemingway Achieves the Fifth Dimension,"
Hemingway and His Crities, Carlos Bsker, ed., p. 193.

79urmelisn, ov. cit., p. LO.
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impeiring the illusion, or the creative posture, which is
the 81l importent purpose of the ert.80 In both of the
non-fiction works of Hemingway, the point of view is not
glweys consistent with itself, and the feilure to maintein
it is the greatest fault of the book. |

In the non-fiction works there is also the reporter
to degl with when discussing point of view. There is more

reporting in Death in the Afternoon than in Green Hills of

Africa, for exemple, because the letter is not an instructive
book , but is only en experiment with & genre., The distance
between the reporter and the reasder is slight, and the more

editoriglizing there is, the closer the relationship becomes.

In Death in the Afternoon the distence is very close, 8t times

bordering on an assumed comradeship, while in Green Hills of

Africa, where the ertificiel nerretive is predominant, there
is 8 much greeter distance. Hemingway believed that:
Objectivity also requires that the suthor's
personal ideals be kept out of the story--thet is
the author's notions of whet stould or should not
happen, in contrediction to whet would be or
would heppen according to the lews of probability.81
In order for the personzl ideals of the author to te kept
out of & story, the author must stsy as far swey from the
story as possible. His voice should not be hesrd st all.

The story should seem to come directly from the characters,

with no indication thst the author is controlling the

80¢er1 =, Grebo, The Technique of the Novel, p. 33.

81Hert, op. cit., p. 317.
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narretive. Green Hills of Africs comes closer to this method

then Death In the Afternoon does, but both sre inferior when

compered to his later works.

In general, one might say that every voluntery limitation
in & point of view increases the reslity of the illusion
"end ocur sense of immediste movement in the action."82 when
g negrretor remsins as an objéctive creator the events may
‘seem to unfold themszelves. There is never any doubt about

the position of the different narretors:in Death in the

Afternoon, end no attempt to remein objective. 1In Green Hills:

of Africe, however, there is en attempt at obteining
objectivity to & certein degree. Yet, in both books one is
constently reminded of the presence of the suthor, gnd this
destroys the sttempt to creste an illusion which might
resemble reallity, and thus be believable. The handicep of
the first person in both books restricts the resder from
viewing metters objectively. As long as the esuthor remains
with his intrusions, problems, and cpinions, the objectivity
of the point of view is greetly diminished.

From the stamdpoint of point of view, then, Green Hills

of Africa is superior to Desth in the Afternoon. Death in

the Afternnon changes point of view every chepter, and some-

times seversl times within e chapter, while Green Hills of

Africe remeins feirly cconsistent. The digressions in point

of view in Green Hills of Africe ere unimportant end do not

82Lynn Anderson end Leslie L. Lewis, A Hendbook for the
Style of Fiction, p. 63.
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detract from the totel illusion &s they do in Death in the

Afternoon.
Hemingway's search for objectivity in his writing pro-

gresses in his two "non-fiction" works. Green Hills of

Africa is & step towerds illimineting the author from the
grt. The next step in Hemingway's attempt to find this
objectivity through the point of view is to invent his
experiences, his place, &nd, most importsntly, his central

charecters.



CHAPTER THREE

Improvement in the Short Stories

After Ernest Hemingwey hed finished writing Green

Hills of Africa, he wrote two long short stories, "The

Snows of Kilimanjaro," and "The Short Heppy Life of Francis
Macomber." The significence of these two stories lies in
their time of composition gs well es the zdvancement in the
writing techniques employed by Hemingway. They were written
immedistely after the two non-fiction works, in which he

was experimenting with point of view. There is no other
significent work, non-fiction or fiction, written between

Green Hills of Africa egnd "The Snows of Kilimenjaro." The

material for both short stories was gesined by Hemingwey's

trip to Africa, but unlike Green Hills of Africa, which is

the first applicetion of that meteriel, these sbories are
3
the work of the imaginstion.
These were stories which I invented from the

knowledge and experience acquired on the ssme

long hunting trip & month of which I tried to wgite

a8 truthful eccount of in Green Hills of Africa,”3

Tne invention occurs in three main sress: circumstences,
theme, and cheracter. The circumstaunces are different from
any ectual experience Hemingwey may hsve hed while in Africa,

eand the themes are more compliceted and literary than any-

thing in Green Hills of Africs or in Deeth in the Afternoon.

There 2re similerities in theme, however, for both the two

83Plimpton, loc. cit.
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short stories end Green Hills of Africe deal with the gaining

or losing of menhood, men with women, snd the power of
women sand money to corrupt s hero.84 In other words the

tengible materiel Hemingwey uses in Green Hills of Africe

is selected end used in thé short stories elso, with the
eddition that actions are invented snd edded to this materisl
in an attempt to give them g2 fictionzl form end more objec-
tivity. The fictional form comes from the invention of
oharécter end theme; the objectivity comes from the point
of view used in the stories.

Tn "The Snows of Kilimanjaro" and "The Short Happy Life

"

of Frencis Mascomber" Hemingwey is still atempting to tell

the truth,85 just es he is in Green Hills of Africa, except

thet now he 1s resdy to use his power of imszinetion and
invention to trensform the meterisl end the circumstences
from reelity to the illusion of reelity, or to render his
tengible, empiricel experiences into fiction.B86

The big difference between these two short stories and
the two non-fiction works is thet the stories are inventions,
or works of the imagination, wheress the non-fiction books

gre primarily journslistic in form, even though they have

8iCerlos Bsker, "Two Africsn Stories," Hemingway: A
Collection of Critical Essays, Robert P. Weeks, ed., p. 118.

85Cherles C. Wglcott, Hemingwey's 'The Snows of
Kilimenjaro, '" Explicator XII, April, 1941, Item 43,
p. 79. :

86Baker, "Two Africen Stories," p. 118.
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. some fictionegl characteristics in respect to point of view.
Hemingway was Searching for a "true" way of releting his
material, end "truth" in fiction is the distinguishing
characteristic between crestive writing and reporting.

It is not & fsctual truth, like in Green Hills of Africs

end Death in the Afternoon, or what has heppened, but, ss
in "The Snows of Kilimenjero" end "The Short Haoppy Life of

Frencis Macomber,"

is what could heppen "within the limits
of the possibility of life as we know it here and now."87
Reegl crestion then, or invention, recuires that the author
gssimilete 2ll the facts of his experience until he sees
them clearly for what they sre, end thenvhe must invent
e cheracter to place within this environment, and let the

reeder view the story tnhrough this cherscter. This is the

primery difference between Green Hills of Africs 2snd the

short stories. The first is reported, the second sre

created.

Green Hills of Africa apnesrs too contrived because of

the presence of the author, end the idea thet the narrstive
is an edited, recepitulation of the actual occurrence, while
the nerretors in the short stories ere inventions, or
extensions of & pert of the guthor, gt least, written in the

third person.88 This conscious control of point of view is

87Hart, op. cit., p. 315,

: 88Rrobert 0. Stephens, "Hemingway's Riddle of Kilimanjaro;
Ides end Imege," Americgn Litersture XXXII, March, 1960,
p. 85.
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the aspect which gives the short stories their objectivity,
an objectivity which is missing in the non-fiction works,

Green Hills of Africs is an experiment in two major

areas! verisimilitude and form, both of which are inseparable
from the point of view, It is an old, yet applicable

c¢liche that 1t is easier to believe a story which is invented
than a story which actuslly occurred., The reliability of
‘this maxim can be seen in comparing Green Hills of Africa
because of its obvious omniscience. In "The Snows of
Kilimanjaro," for instance, where the focal character shifts
back and fortn, the over-all picture of the action is more
believable becsause the narrative is presented from several
points of view, not just oné, prejudiced point of view as

in the non-fiction works, Therefore, the action in "The

Snows of Kilimanjaro" is more believable than the acticn in

Green Hills of Africa.
In regard to the experimentation with form in Green

~Hills of Africa, the manner of presentation is the most

important, The subject matter and the method determine
the form, and if they are compatible, then the crestion is
a work of art. The subjeet matter begen to change between

Green Hills of Africa and "The Snows of Kilimanjaro.," The

~direct, violent expriences were expressed in Green Hills

of Africa, wheress in "The Snows of Kilimanjaro" it is the
evaluation of violence, the result of violence which is the
primary subject. This requires g different form than what
mere reporting reguires., The separation between expressed

violence, and the evaluation of that violence takes place
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in "The Snows of Kilimenjsro." The violence which is

expressed in Green Hills of Africs is evaluated in "The

1

Snows of Kilimanjero," end spplied to humen drame. 89
The point of view in "The Snows of Kilimanjero" is

selective omniscience at the beginning, snd one sees all
the action through the consciousness of Harry, whom the
guthor hes selected a2s his protagonist, as well as his focel
character:

"molo!" he shouted.

"Yes Bweznaz."

"Bring whiskey-soda.,"

"Yes Pwana."
"You shouldn't," she seid. "Thet's whet I

mesn by giving up. It says it's bad for you. I
know it's bad for you."
"No," he said. "It's good for me."

So now it's &ll over, he thouzht. So now he

would never have & chence to finish it., So this

i{s the way it ended in a bickering over s drink.90
The only mentel state revealed is Harry's, and consequently
eny picture the resder might conjure about his wife 1is
prejudiced because one sees her through Harry's eyes.
Everything one knows gbout the wife comes to one through
the consciousness of Herry. The point of view is more
objective than the non-fiction works, because the suthor

is removed from any direct voice in the narrative. The

dislogue in "The Snows of Kilimanjero" however, becomes

89Mearik Schorer, "The Background of g Style," Ernest
Hemingwey; Critiogues of Four Mg jor Novels, Carlos Baker,
ed., p. O7.

90Ernest Hemingway, "The Snows of Kilimenjero," The
Short Stories of Frnest Hemingsway, p. 5hL.
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more objective as it goes elong, end finelly changes to o
dremetic mode:

"Yes," he seid. "Your demned money wes my
grmour. My Swift end Armour."
"Don't."

"All right. TI'll stop that., I don't want to
hurt you.

"It's's 1ittle bit l=2te now."
"#11 right then. I'l1 go on hurting you.
It's more emusing. The only thinz T ever reslly like
to do with you I can't do now.,"9
There are no mental states revesled enymore, end gll the
emotions must be gethered from the dislogue.
Hemingway does this in both his non-fiction works,

especislly the sections 2t the end of eesch chepter in Green

Hills of Africsa:

"I don't think he's well now end he doesn't
feel himself. The demned thin's have zotten his
goat and he's liable to blow thet sslt lick higher
than 2 kite in the state he's in.,"

"Plesse stop telking about it."

"I will."

"Good."

"Well, we maede h'm feel zood esnyway." .

"I don't know thet we did. Pleese stop teslking
gbout it."

"I will."

"Good."

"Good nizht," she said,

"The hell with it," I seid. "Good nizht."

"Good nizht."92

In Deeth in the Afternoon there ere seversl times when

Hemingwey uses this method nerraetive., As hss been pointed
out in Chepter one, the zuthor is prone to change his point

of view et will in Death 1n the Afternoon, especially when

glibidtg P. 58-

92Hemingwsy, Green Hills, p. 168,

4]
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releting & short tsle:

"Whet's the metter with thest horse?" sesys the
contractor. "You'll go slong wey beforeycu'll find
& horse like that.,"

"Too long & way," seys the vicador.

"Whet's the metter with him? That's a handsome
little horse.”

"He's ot no mouth," the picador says. "He won't
back, Resides he's short." '

"He's just the right size. Look et him. Just the

right size."
"Just the right size for what?"
"Just the rizht size to ride.”
"Not me," seys the picador turning sway.
"You won't find.e better. horce."
"I believe thet," seys the picador.
"Whet'!s your objectirn?" :
"He's got glanders."

"Nonsense. Thet isn't glanders. That's just
dendruff." ‘

"You ought to sprey nim with flit." says the
picador. "That would kill him."
"What's your resl objection?"
"I heave 8 wife gnd three children. I wouldn't
ride him for & thousand dollers."93
This is the most objective type of nsrrstive writing thet
can be used with eny consistent effort in e story. OCne
suspects thet the reel reeson for not using it throughout

Desth in the Afternoon is that the book is not intended

to be dramstic, but instructive; not secnic, but panorsamic.

There is m~re of this kind of point of view in Green Hills

of Africg thet there is in the first bock, but limitetions
of the first person nsrretor cfeate the problems in veri-
similitude, as has alresdy been pointed out.

There are some interrupticns in the point of view in
"The Snows of Kilimenjero" elso, snd one suspects that the

regson it 1s not written entirely in selective omniscience

93Hemingway, Desth in the Afterncon, p. 186.
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is thet the focal cherecter is going to die, and someone
must make s me observetions elterwerds. The point of view
of the dramatic mode provides this opportunity. Therefore,
one has a brief glimpse of Herry's wife's emotions ss well
as Herry's:
She hed 1liked it. She seid she loved it.
She loved anythinz thet wes exciting, that
involved & chenge of scene, where there were new
g G}y
people end where things were pleasant.fﬁ
One does not resd the thoughts directly as one does Hérry's
for in the selective omniscient p~int of view only one
character's thoughis are ever revesled. If Hemingway hed
decided to revesl her thouzhts, then it would have been
multiple selective omniscience, and wo:1d heve chenged the
whole feeling of the story. Her thoughts ere never revealed
--not even et the end of the story, when Hsrry is desd and
she is the focsl cheracter:
"Molo," she cslled, "Molo, Molo."
Then she said, "Herry, Harry!" Then her voice
rising, "Herry! Plesse, Oh, Harry!"
There wes no enswer and she could not hesar
him “reething.
Outside the tent the hyene made the same
strenge noise that hsad sweskened her., But sge did
not hear him for the heeting of her heert,
This is still third person drazmatic mode, becsuse the
emotional states sre revesled indirectly, through the

gctions end the words of the chsarscters. One does not hear

directly whet sne is thinking, but insteed watches her esctions

9uHemingway, "Snows," p. 60

95£Eig., o. 17.
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and hesrs her words gs if she were ~n & stage.

The sections in "The Snows of Kilimenjaro," where the-
felshbacks occur in itzliecs, are no varistion from the mein
point of view; however, there is some shift in distence,
beceuse here the reszder is permitted to see the direct and
immediate thoughts of Herry es he lies dying in Africe:

There was 8 log house, chinked white with
morter, on 2 hi 11 2bove the lske. There was a bell
on 8 pole by the door to cell the neonle in uvo
meels. Behind the house were fields end behind the
fields wes the timber. A line of lomberdv pnonlers
ren from the house to the dock. Other noplers raa
glong the point. A roed went up to the hills behind
the edre of the timber =nd glong that roed he
oicked black erries. Then thst loz house was burned
and efterwards their berrels, with the lead melted
in the megazines, and the stocks burned sway, lsy
out on the hezo of gshes thet were used to make lye
Tor the big iron soap kettles, and you ssked Grandfather
if you coulo have them to nley with, end he said, no. 90

There 1s seemingly no euthorisl intrusions, or sutheriel
control of the nerrative in these flsshbacks. The narrative
method 1is elmest stresm of consciousness, which, of course,
is 8 selective omniscient point of view used to the fullest
objectivity. Therefore, the point of view iIn the flashbeacks
does not bresk with the point of view set up in the narrative
of the story itself.97

There is one point in the story, however, where the
guthor does close the distznce between the reader and himself.
At this point, the Péeder becomes sware of somethiing that

Herry is not reslly consciocus of. One is made aware of this

961bid., p. 68.

97TE. W. Tedlock, "Hemingwer's 'The Snows of Kilimanjaro, '"
Explicator VIII(1949), 22, =
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y the intervention of the suthor to explzin: "It moved up
loser to him still end now he could not speak to it, end

1en it saw he could not spesk it ceme s little closer," 98

ris intrusion by no meens destroys the 11lusion, nor does
t really change the point of view, but it is merely an
nterruption thet probably is not neecded, and Hemingway
cs experimenting to see whsat effect it would heve. It is
ery effective, of course, and it helos to make the story
ne of his best.

After this first story wer written in the third person,
emingwey xnew thet he had finslly echieved the things he
snted to in fiection. 1In en interview he remarked:

When I wrote the first two novels I had not

leerned to write in the third person. The first

.. person. . .is limited. . .end in the third person
8 novelist csn work in other peoprle's heeds
end in other pveople's country. His renge is grestly
extended and so ere his obligetions. 1 prepared
myself for writinz in the third person oty the
discivline of writing Death in the Afternoon, the
short stories, and especizlly the long short stories
of "The Short Hep»ny Life of Frencis Macomber" sand
"The Snows of Kilimenjero."

his ebility to werk with the minds of other people is
he key to ettaining objectivity through point of view.
emingway reelized this efter éompletihg;his non-fiction
ork. The first attempt to fully utilize this knowledge
s in "The Snows of Kilimenjero." But in "The Snows of

ilimenjaro" one is still limited to the mind znd conscious-

98Hemingway, "Snows," p. 7h4.

99atkins, oo. cit., pp. 72-73
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ness of only one men, Harry, end this story is not sas
successful as it could have been.l00 The second long story
does not hesve that handiceap.

The point of view in "The Short Happy Life of Francis
Mscomber" is multiple selective omiscience, which meeans
thet the reader sees the mental states of g1l the principsal
cherecters. At any chosen moment in the nasrrative the
nerrastor may choose to reveel the point of view of any one
cheracter. The emotionsl ststes c2n be revezled thrbugh
the dielogue, or throursh the consciousness of the chearacter.
The edventeges of this method ere obvicus. The story, first
of ell, does not e pear prejudiced, for one sees the story
from several engles--three in the cese of "The Short Hapny
Life of Francis Macomber." Each chesracter is an individual
crestion, and has his or her own opinions on the situetion.
The euthor merely controls the_moments of reveletion, end
selects the action; the rest is up to the reeder's interpre-
tetion,of the story. Tbe reader, 'therelfore, can become
directly involved with the story, end the distence is very
great between the authér and the reader, for now the resder
is more intercsted in the protlems of the charecters, rether
then in the intfojection of the guthor. In "The Short Happy

Life of Frsncis Macomber,"

for instance, the resder is never
ewere of the presence of the guthor, because the entire story

AY
is told through the observetions of the charecters in the

10001iver Evans, "'The Snows of Kilimsnjero': A
Revelation," PMLA LXXVI,December, 1961, p. 603.
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story. This method lends an immediecy to the story that is

like the "fifth dimension" Hemingway was trying to achieve

in Green Hills of Africa. The suthor is never concerned with

the history of any of the chsaracters, end concentrates with
the immediste situation and the immediate sction, The fifth
dimension is echieved by the use of the third person multiple
selective omniscience coupled with the effaced narrative
technique that Hemingway has alresdy perfected. The first
use of this method of writing is in "The Short Heppy Life
of Francis Mecomber."

Although "The Short Heppy Life of Francis Macomber"
is sbout Mecomber's experiences with brevery and cowardice,
the focal character 1s sctuelly Wilson is the first end
most often revesled:

"You meen will I tell it at the Mathaigo

Club?" Wilson looked at him now coldly. He had

not expected this. So he's 2 bloody four-letter’

man as well as & bloody cowsrd, he thought., I

rather liked him too untillgfdey. But how is one

to know about an American?

At no place in either Dezth in the Afternoon or in Green

- Hills of Africe does this exact kind of point of view

~occur. However, the type of narrative has not changed

es drestically ss one might suppose. The only real chsnge
1s that now the resder is permitted to see the thouzhts

of the verious people in the story, rather than be limited
to the consciousness of only one person. The chances of

presenting a believable illusion by such a method 1s far

10lgrnest Hemingway, "The Short Happy Life of Frencis
Macomber," The Short Stories of Ernest Heminsway, p. 7.
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greeter than by using first person narretor, ags in the non-
fiction works. "The Short Heppy Life of Francis Macomber"
is en sasdvancement in Hemingway's writing technique, even if
oﬁe considers only this one aspect.

Most of the mentzl stastes of Frencis Macomber end his
wife Mergot ere reveeled in the dielogue end the observations
mede by Wilson. During the flashback, the point of view is
drametic mode, with scene and action being the primery concern
of the ngrretor. This long flsshback is similar to the one

in Green Hills of Africs, except thet the theme and the

characters sre invented here. After the fleshbsck and the
. morning after the lion-hunting scene, one bezins to get more
thoughts from the other characters:

"Sleep well?" Wilson asked in his throaty
voice, filling & oipe.

"Did you?"

"Topping," the white hunter told him.

You bastard, thought Mscomber, you insolent
bastard.

So she woke him when she ceme in, Wilson

thought.
Wilson is still the predominent character, even thouzh the
reader is sllowed insizghts into the thoughts of Francis and
Margot.

The direct thoughts of Margsaret are never revesled; yet,
gt times the resder is permitted to see the egction through
her eyes, in the third person, end the resder is subject to

her opinions eand pre judices:

- From the corner of the seatIMergerot Macomber
looked et the two of them. There was no change in

1021pi4., p. 23.
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Wilson. She saw Wilson as she had seen him the day

before when she had first realized what his great

telent was. But she saw the change in Francis

Mecomber now. 1
Wilson hed changed, of course, but not from the point of
view of Margaret. This is her mind analysing the situation
as she sees it, not the minds of the nerrator, Wilson, nor
Macomber, but her consciousness revealed in the third person
to the reasder, It is very similer to the dramatic mode,
except that the focal character is more obviously the eyes
through which the story is being revealed. Hemingway had
tried this technique in "The Snows of Kilimanjafo," but
he had applied it to only one character throughout the story,
in selective omniscience, whereas in "The Short Heppy Life
of Frencis Macomber" he uses it on ell three of the primery
characters, This is the improvement made between the writing
of the two stories. This technique removes the suthor to &
greeter distence from the reeder, to a higher vantsge point,
so to speak, beyond the vision of the resder entirely. The
guthor becomes truly omniscient in this point of view, becazuse
the reeder cennot hesr or see any evidence of him at all,
eand is therefore not bothered by his presence and cen evaluate
the story objectively. This is the kind of objectivity the
multiple selective omniscience point of view permits the

author to have in a short story. In "The Short Happy Life

of Francis Mscomber" Hemingway uses it consistently for the

first time.

103Ibid., p. 33
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"The Short Happy Life of Frencis Macomber" is probably
the best use of point of view in Hemingwey's later short
stories. Esch chsracter is en invented personality thet needs
to be reveesled to the resder--thet is, the psychological
mixtures in the mind--and the best wey to reveal it is through
the third person. The first person‘for this story is out
of the question, becesuse then the entire narrstive is seen
through the consciousness of one centrel cheracter. By
using the third person, the reader gets an over-gll |
viewpoint of the sction, and cen meke judgements on the
action himself, instesd of the nerrestor msking it for him.
The euthor does control, of course, for someone hes to select
the scenes, write the words end create the cheracters,
There is no way to completely remove this factor; so the
novelist must resort to point of view to obtain the
closest thing to reality. In "The Short Heppy Life of

Frencis Mscomber" Hemingway discovered this method:ggéj
prepered himself for more extended work with it--the novel.
The two short stories, "The Snows of Kilimsnjero" 2nd

"The Short Heppy Life of Frencis Macomber," are superior

in point of view to the two non-fiction works, Desgth in the

Afternoon and Green Hills of Africe. They are superior

primarily beceuse they schieve & verisimilitude and e
consistency of form that neithet of the noun-fiction works
do. The most obvious distinction is that the charecters in
the s ort stories sre invented characters, whereas the

charecters in the non-fiction ere, for the most pert, real
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people, or st least one writer's portrait of real people.
The one exception to this proposition would be the 014

Lady in Death in the Afternoon, who is gn invented character

for sure, but one whom the reader is never permitted to
know very well. One never sees her thouzhts or ections
without editing by the nerretor, who czn create hervend
throw her out et will. There ere other episodes in Desth

in the Aftern~on where brief inventions occur, but they sare

not de&eloped to the extent thet the inventions ere deVeloped
in the short stories. The chenge which permits this invention
was the point of view used in the stories, the point of view
which was experimented with in the non-fiction end applied

to the short stories.

The handicap of the first person narrator in the non-
fiction books restricts the reader from viewing all the
significant psychological sttitudes of the cherescters. This
glso prevents the resder from viewing the story objectively
8s he can in the short stdries. The suthor's personelity
is the voice which is hesrd most often in Death in the

Afternoon and Green Hills of Africa, while in "The Snows

of Kilimanjero" and YThe Short Heppy Life of Frencis
Macomber" there is no evidence of his intrusion into the
narretive. The identity of the suthor is obscured in the
short stories by the use of the third person omniscient
point of view seen through the minds of several characters
consecutively, end thus renders the work more objective,
Therefore, the more the suthor surrenders his identity the

more believable is the illusion of the story, and the
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closer the suthor gets .to creating more thean just s

contemporary work of art.

In Degth in the Afternoon, the "suthor" feels prejudiced
towerds what he is writing. ZAnything thet he expresses must
be his own opinion, end is therefgre biased. He felt thsat
something else wes needed to help him remove his own preju-
dices, end so he experimented with point of view some more

in Green Hills of Africs, and maneged to remove himself a

little more. But the African book still utilizes the first
person narrator, and was therefore too limited to schieve
what he wanted. Finelly, in the short story "The Snows of
Kilimanjsro" he discovered e solution to the problem--use
the empirical knowledge geined from resl 1life experiences,
invent the hypotheticel situation, invent some characters
thet sre believeble, end place them in the situstion, and
then tell the story in the third person, letting the reader
see the story through the eyes of the characters themselves.
In this menner, the intelligent ewesreness of whet was to
come in the story 1s not 8s obvious as it is in the non-
fiction books. The story seems to unfold itself in e
natural, bellevable way.

The next step for Hemingway wss to extend the method
that he hesd discovered in the short stories into & longer,
more industrious work. Severel yeers had passed since he
hed written = nével, and he hed now experimented enough,

end hed leerned enough, to try it.



CHAPTER FOUR

The Novels: A Solution

In 1937, Ernest Hemingwesy published his first novel in
eight yeers., During these eight years, he wrote only two
other books, both non-fiction, eand both experiments in point

of view. Desth in the Afternoon is written in first person

editoriel omniscience for the most pert, and Green Hills of

Africa in first person "I" as protasgonist. But both books
fgil to schieve the esrtistic effect which Hemingwey desired
of them., The two short stories ere zn improvement in point
of view over the non-fiction bo-ks, in gs much as the zuthor
becomes more removed from the nerretive, and the stories are
more objective., The next logicsl step was for Hemingway to
gpply this knowledge of point of view to the novel form.

He ettempted to do thls in To Have and Have Not, but this

book, as most critics egree, is gestheticly ineffectivc.lou

To Have 2znd Have Not is & bad book for several ressons,

but the most 1mportent one is the lack of consistency in

point of view. In the two short stories immedistely preceding

the novel, the emotionel etmosphere is completely integreated

with the technique; whereas, in To Have end Have Not the

tecnnique 1s so inconsistent that eny constent essocistion

. s . . g
between emotion end technique 1is eccidenteld0> The two

104yest, op. cit., p. 572.
1051bid., p. 573.
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short stories ere superior in technique to To Have suu Have

Not, even though they were written at sbout the same time.106
In other words, Hemingwey, in this novel, is once again
experimenting with point of view, only this time in the novel
form.

To Heve and Heave Not is & transitionel work, connecting

achievement of the two short stories with the novel For Whom

the Zell Tolls.l07 FHewingwey is trying to discover a new
metnod of presentinz :'1s meterlel; conseguently, just as in
his earlier attempts, the point of view is ineffective.

Delmore Schwartz clesims that To Heve and Have Not 1is

g stupid and foolish book, 2 disgrece to & poor writer, a
book waich should never have been printed.l08 His primery

criticism is that To Have end Have Not is architecturally,

poorly constructed. The rapidly shifting point of view mskes
the book unsystemetic. There sre eleven primery points of

view used in To Have end Have Not, end they sift back end

forth with seemingly no forethought by the euthor., If 1t
hed not heve been for this simple lack of form, Schwartz
writes, the book mi~-ht hesve been & success.l09

To Have and Heve Not is an impnortant novel in the

development of the Heminzwey hero, even if it 1s & feilure

in form. The defeeted "code" hero first sppesred full

10%s¢chorer, op. cit., o. 87.

1OBSchwartz, op. cit., p. 123.

309vpid.,p. 125.
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blown in "The Snows of Kilimanjesro" end "The Short Heppy Lifle
of Francis Macomber," snd is presented to t he reader in .two
slightly different points of view, &s has alresdy been
i1llustreted in Chapter Three of this book. In To Have and
Hsve Not, the hero is present as much as he is in the short
stories, but the porblems he faces and the point of view
from which the story is told is quite different as he,
himself, is. Philip Young explzins this change 1in the hero
in the following weay:

In this story "The Snows of Kilimenjero"
Hemingway sourly depicts himself as an object
failure, dying. . .thet is, the rest of his
prose represents this wounded hero and the process
of »is injuring, disillusionment; end breesk witha
respectaebility; secondly, it re-presents also
the hero's emulation of the men with the code, and
his efforts to ettein to it; lestly, it offers a
kind of solution to nis problems--in the meta-
morpn~osis of To Heve end Have Not, the third
importent novel,.

This metamorphosis, or change, in the hero presented e

problem in point of view in To Heve gnd Have Not. Hemingwey

knew thet objectivity wes essential if he was to convince
the reader of the reeslity of his illusion. He wented to
solve the problems of his hero, end yet not interfere
directly in the narretive. So Hemingway constructed the

hero in To Heve and Have Not with great csre, 2nd then

presented him in what he thou ht would be the best point of
view.11ll The point of view turned out to be inconsistent,

but it wes done deliberetely,

110yoyng, A-Reconsideration, op. cit., o. 80.

111M0t018; QEU _c__i_t__cg P. 322-
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Young mskes a very close gssociation between Hemingway

A d his hero, but Atkins believes this epprosch is much too

mplified. ’

There is something of the author in every
euthor's charecters, but complete identificetion
1s only found w:en the invention hes shrunk to
nothing or monomanis hes tsken possession.
uch 8 monomanie is evident in the non-fiction works, st
least perts of them, but in the short stories, where the
chearecters ere solely invented, suthor and character identi-
. fication is eesier to delineate, end by the use of &
consistent point of view, es in "The Short Hepny Life of
Frencis Mazcomber " this identificetion is more positive.
Hemingwey pictures these cheracters obliquely, et & distence,
end 1s removed from their consciousness. Hemingway cheracters

ere never described in the sesme debailed weay.

It is impossible to think of e Hemingway character

end describe his eppearance with any certainty.

We are given his mennerisms of gesture, perneps,

but more ususlly of speecth, There is no strugzle

with the suthor s happoens so often when reeding

novelists of the past, where s personal image

conflicts with the csarefully delineated image

presented by the creestor. femingway ellows us to

shere in creation, we finish out of_our own

experience the sketch he hsas begun.

 Hemingway achieves this effect in his later works by

the point of view of third person selective a2nd multiple

selective omniscience, esnecielly in the short stories and

in For Wh-m the Bell Tolls. To Have znd Hsve Not is 2n

exception. The technicel confusion in the novel is so

112Atkins, op. cit,, o. xiii,

1131p1d., »p. 63-6l.
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capricious that the reader is confused gs to what Lthe
suthor is doing, end this mekes the reader somewhat sware
of the author's control agsin, and this blurs the i1lusion. 11l

Chepter One of To Have snd Have Not is written in first

person "I" s&s protazonist. There is very little description,
end no em~tionel states asre revealed directly. Most of the
action is inferred from the diaslogue, which resembles the
dramatic mode point of view. In this respect, the novel

begins much as Green Hills of Africs, with the second person,

and then changes quickly to first person. Although the harra-
ﬁiﬁe is still presented through one voice, that of Herry
Morgan's, the effect of changing person is like thet of an
interior monologue, &s if Hesrry were speaking to the reader

in his mind; or much like é Shekespeerkan soliloquy:

You know how it is there early in the morning
in Havens with the bums still asleep ezeinst the
walls of the builldings; before even the ice wagons
come by with ice for the bars? Well, we came across
the gqusre from the dock to the Peerl of San
Francisco Caefe to get coffee end there was only one
begzer sweke in the squere end he was getting drinks
out of the fountein. But when we got inside the cafe
end set down, there were the three of them waiting
for us.

We sat down end one of them ceme over.

"Well," -he seid.

"I cen't do it," I told him. "I'd like to do
it as e fevor. But I told you last night I couldn't."

"You can name your own price.”

"It isn't.thet. I cen't do it. That's all."

The bwo others came over and they stood there
looking sed. They were nice-lookine fellows sgll
right ng I would have liked .to heve done them the
favor.

14Hg111dey, op. cit., p. 212.

115Ernest Hemingway, To Hazve and Have Not, p. 3.
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The technicel confusion is more evident later in Chsaspter One.
Not only does the pcint of view slter g little from "I" as
protagonist to & form of dremaetic mode, but Hemingwey also
miXes tensges within one peragraph., At the beginning he uses
present tense, while the dislogue is in the past tense. The
reason for the change 1s becsuse the present tense sections
‘are written in en interior monologue a2gain, which makes &
great demand upon the ebility of the reasder. This technical
device edds to the confusion in the point of view:
He's a resl bleck nigger, smert and gloomy,
with blue voodoo beads eround his neck under his
shirt, and an o0ld strew hat. Whet he liked to do

on board was sleep and reed the pegpers. DBut he put
on & nice beit end he was fest.

"Cen't you put on & bsit like that, Captain?"
Johnson esked me.

"Yes, sir."

"Why do you carry & nigzer to do it?"

"When the big fish run you'll see," I told him.

"Whet'!s the ides?"

"The nigger cen do it fester then I cen."
:gan't.Englgo ige"
o, 8sib.
There is no introspection in Chsapter One, and most

mentel stetes, including Herry Morzen's, sre revesled in the
dielogue. The point of view used here is very effective,
end when used consistentiy, is believeble, but it is only
used in the first pert of the book. Tﬁere is & go~d portrait
6f Harry Morgsn by this time, end thé reeder is even beginning
to identify with his rough-end-tumble methods. There is still

no direct mentel consciousness revealed, yet the magnificent
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Hemingwey dialogue is sufficient to let one know whst Harry
is thinking. If this point of view hed been used throughout
the book, it may not have been treated so harshly by the
critics. But in Chapter Six the point of view undergoes

& dremetic change:

They came on scross in the night 2nd it blew
8 big breeze trom the northwest, When the sun wes
up he sizhted s tenker coming down the Gulf and she
stood up so high end white with the sun on her in
that cold eir, it looked like tall buildings rising

out of the see and he seid to the nigger, "Where the
hell are we?"

Then in a little.while.he saw it wss a tanker

end not buildings and then in less then en hour he saw

Sand Key light, streisht, thin end brown, rising

out of the sea right where it ought to be.ll7
The point of view hss changed to third person dramatic mode,
with Herry Morgen es the focel character. All the obser=-
vations ere mede through the eyes of Morgsan, and none
through the eyes of the "nigger." The narrstor is omniscient,
for he is observing two cheracters stranded on the ocean,

The point of view is not selective omniscicnce at this

point, beceguse there gre no mental states reveeled in the

nsrrative; 211 emotions come from the dislogue. The shift
from thé point of view used in Part One does not meke any
logicsl sense, for the action in Chaepter Six could heve been
releted in the seme manner a&s the previous chapters had been.
But the change was ﬁede; never-the-less, and its hurt to the
nerretive is obvious. The resder is now viewing Herry Morgen

from a different point of view, and this causes one to have

1171p54., p. 67.
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to re-eveluste everything he knows gbout him, snd it thus
interrups the smooth flow of the story. At the same time,
the reazder becomes aware of the controlling power of the
suthor, and must assume thet the nerrators in the story are
unreliable. Once the reader cannot trust the nsrrator, then
the story-illusion is impaired. This is what happens in

Chapter Six to To Have snd Have Not.

Chapter seven begins the seme &s the preceding chepter,
with events beinz seen through the eyes of Harry Morgan.
Yet, there is still no revelastion of Herry's thoughts. The
chapter quickly chenges point of view, even though Hsrry
still remains the focal chearecter:

On boegrd the cherter bost South Fleride, trolling
down the Woman Key channel, becsuse it was too rough
to go out to the reef, Captein Willie Adems was think-
ing so Harry crossed last night. That boy's got cojones.
He must have got thaet whole blcw., She's 8 sea boat
gll rizht. How you suppose he smeshed his windshield?
Dgmned if I'd cross on & nizht like last night. Damned
if I'd ever run liguor from Cuba. They bring it &ll
from Marial now.. It's sunposed to be wide . open.
"What's that you sey, Cep?"

"What boat is that?" esked one of the men in the
fishing chairs.

"Thet boat?"

"Yes, thet bost.”

"Oh, thet's a Key West bost."

"Whet I ssid wes, whose boat is it."

"T wouldn't know that, Cep."

"Is the owner g fisherman?"

"Well, some szy he is.”

"Whet do you mesn?"

"He does a little of everything."ll8

For the first time in the book the mentel conscicusness is

reveeled directly, but not the thoughts of the protagonist

1181y54,, p. 78.
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at 811! The Captein 1s only present in the book for the
one chapter, snd he never returns, yet his ere the first
thoughts to be revezled. This brezk from the method in the
other chapters is confusing to the reader, and it slows down
the narrsastive. Hemlngway tries to pick it up again with the
rapid dialozue, but it is too lete. The distance between
the guthor end the reader is elcsed at this point, because
- the reeder is conscious egein of fhe controlling omniscience.
Herry is still the protegonist, eznd the sction is st111
focused towerds the solution of his problems, but the reeder
reelly loses gll contect with him becszuse of the point of

view. The reeder is es fer awey from Herry es he 1s ewey

from the author, and es hes been illustreted eerlier, this
decreases the objectivity of the story.

Chapter Eight is very short, but it is importent
beceause it changes »oint of view once again:

On the booze bosp Harry had the lest sack over.

"Get me the fish knife," he seid to the nigger.

"It's gone."

Harry pressed the self stsrters and started the
two engines. He'd put & second engine in her when he
went beack!to running. liqour when the depression had
put cherter bost fishing on the bum, He got the
hachet end with his left hand chopped the znchor rope
throuzh ageinst the bitt, It'1l sink end they'll
grepple it when they »nick up the load, he thouzht.
I'1l run her up into the Gsarrison Bight and if they're
goinz to take her they'll teke her. I got to =zet to

. & doctor., .1 don't went t> lose my erm and the boat
both. The losd is worth a&s much s the bost. There

wesn't much 0{15t smeshed. A little smzshed can
smell plenty.

The point of view is still third person selective omniscience,

119p14., p. 85.
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but now one is back with Harry, end is now glso permitted to
read his thoughts for the first time in the book. It 1s very
difficult to follow these chenges; one 1s never sure at the
first reeding whose point of view he is to judge the nsrrative
by. By this time there hes already been four different
points of view used. The focel character and protagonist
ere unchenged, but the shifting in the point of view some-
- times mekes one lose swereness of this fact. Whet Hemingway
seems to heve been trying here wes to get various pefspectives
on his main chearacter by letting the resder see him from
various engles end from the consciousness of various
cheracters 1in the story. The most drsesmetic way to achieve
this is through multiple selective omniscience, ("The
Short Heppy Life of Francis Macomber,") bather than the
chenging point of view used in every chepter of To Have and
Heve Not. |

At the beginning of Chapter Nine, there is & sub-heading
which resds "Albert Speeking."lzo Hemingway evidently
regelized the confusion he wes ceusing by using so many
different points of view &nd he wented to be sure the reeder

understood through whose eyes Chepter Nine wes to be seen.

The chapter 1s written in first person "I" es witness point
of view, with Albert as the spesker and Harry ss the focal
charscter, and elso the protesgonist. Hemingwey hed not

written in this point of view since certain sections in

Death in the Afternoon, end why he resorts to it here is

1201514., p. o1.
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impossible to say for sure. It continues with his petbern
ol changing boint of view in every chepter, snd one learns
g lot about Albert's life, but this chapter contributes very
little to Harry's story, or the solution to his problems.

Albert, a&s we leern leter, dies & very unromasntic desth, but

in this chapter some time is spent in revesling his consciousness
gfter Harry is out of the picture entirely:

"Should I drop you home?"

"All right."

"You live out on the country roasd now?"

"Yes. What sbout the trin?" _

"T don't know," he s<id. "I don't know whether
theré's goinz to be any trin., See you tomorrow.,"

He drops me in front of where I 1live end I go on
in eand I haven't got the door open before my old
woman is giving me hell for staying out and drinking
end being lete to the mesl. I esk her how I can drink
with no money end she says I must be running a crddit.
I 8sk her who she thinks will give me ¢recit when I'm
working on the relief and she says to keevo my rummy
bregth eway from her asnd sit down to the table. So I
sit down. The kids are all gone to the diamond ball
game end I sit there at the table and she brings the
supper end won't speegk to me.121

Chepter Ten is unique in respect to point of view,
because it 1s the only time Hemingway uses this method to

reveal the thoughts of Herry in el1l of To Have and Have Not.

It is selective omiscience, but there is no diszlogue, no des-
eription, and only one cheracter in this chapter. The entire
chapter is written in stream of consciousness method, similer
to, but not exactly the ssme ss the flashbscks in "The Short

Happy Life of Francis Mscomber." 1In the short story most

of the consciousness 18 in third person, whereas in Chapter

1211p14., p. 104.
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Ten of To Heve end Have Not, the narretive is in first person,

Herry spesking:

I don't went to fool with it but whet choice
heave I got? They don't give me any choice now. I
can let it go, but what will the next thing be? I
didn't ask for eny of this and if you've got to do
it you've zot to do it. Probebly I shouldn't teke
Albert. He's dumb but he's straizht end he's a good
man in a boest. He doesn't spook too easy but I
don't know whether I ought to take him. But I cen't
teke no rummy nor no nigger.122

" This method provides the resder with some insights into the
thought petterns of Herry Morgen, end it is very effectively
done, but there 1s not enought of it. Just when the reader
is e2ccustoned to the nerretive, the chenter ends, and then
Chapter Fleven begins in e new point of view. The point of
view in this chapter is primerily dramstic mode. Harry is
the focal chsrecter, end the reeder is provided g look at his
thoughts et the end, but the chapter is in the dramstic

mode, rather than selective omniscience:

"I'11 pick you up," Bee-lips told him, and Herry
with the motors throttled down so thet she moved
quietly through the water, swung her eground snd toward
the skiff close into where the riding light of the
cable schooner showed. He threw the ciutches out end
held the skiff while Bee-lips got in.

"In abut two hours," he said.

"A1ll rizht," seid Ree-lins. Sitting on the
steerin: seegt, moving sheed sl-winz in the dsrk, keep-
ing well out from the lights at the head of the docks,
Harry thousht, Bee-lips is doingz some wonrk for his
money 2ll right. Wonder how much he thinks he is go-
inz to get? 1 wonder how he ever hooked up with those
guys. There's 8 smert kid who hed & good chance once.
He's 2 good lawyer, too. But it mede me cold to hesar
him say it himself. He put his mouth on his own self
all right. It's funny how & men cen mouth something.

1221pbid., p . 105.
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When I heard him wpouth himself it scared me.123

Chapter Twelve shifts to a multiple selective omniscience
point of view, for the resder not only redgds Harry's thoughts,
but also, towards the end of the chapter, reads the thoughts
of his wife, Marie. This one, brief glimpse of her mind is
similsr in technique of interior monnlogue in Chapter Ten,
except that this time the monologue is not that of the
protagonist. Marie is the focel character in this scene, not
Herry. It is reminiscent o7 the Albert chepter. 1In any csse,
the point of view has changed &gein, end once more confuses

the resder:

He went to sleep with the stump of his arm out
wide on the pillow, &and she ley for & long time
looking et him. She could see his face in the street
light through the window., TI'm lucky, she was thinking.
Those girls., They don't know whet they'll get. I
know what I've got and whet I've had., I've been 2
lucky woman, Him seying like & lozgerhesd, I'm glad
it wes a erm end_not 8 leg. T wouldn't like him to
hegve lost & leg.
Chapter Thirteen is written in the drgmetic mode point of
view sgain, until Harry enters the picture, end then every-
thing is seen throuzh his eyes, end *s filtered out, and once
egain one cannot trust the dielcgue. There are no thoughts
revealed. Chepter Fourteen offers nothing new in respect
to point of view, for it is written in selective omniscience,
third person, with Harry zs focel cheracter. Chapter

Fifteen egein reverts to miltinle selective omniscience to

reveal Freddy's thoughts:

1231pi4., p. 111..

12h1bid., p. 1ll.
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All this time the writer szt there with 8 sort
of stupid look on his face except when he'd look at
his wife admiringly. Any one would have to be @
writer or s F.E.,R.A. men to have a wife look like
that, Freddy thought. God, isn't she awful?

Just then in came Albert,

"Where's Harry?"

"Down st the dock."

"Thenks," s2id Albert.

He went out szhd the wife 2nd the writer kept on
sitting there end Freddy stood there worrying ebout

the boat and Ehinking how his lezs hurt from standing
up ell dey.lz)

Herry 1is still‘the focel cherecter, but the dislogue is in
the dramatic mode. Herry 1eaves in the middle of this
chepter, end the nerretive continues with the scene in the
ber. The point of view really belongs to no one cheracter.
Freddy now, is the focel cherzcter, but the dislogue centers
on the Gordons. All references to Harry and his problems é&re
evoided. Freddy listens to the converstion but does not

teke an sctive interest in it:

"How's the work?" Lsughton esked Richard

Gordon.,

"I'm going 211 right," Gordon seid. "How sre
you doing?"

"Jemes won't work," Mrs. Lzugzht-n seid. "He

just drinks."

"Sey, who is this Professor MgciWelsey?"
Laughton asked.

"Oh, he's some sort of professor economics

I think, on 2 sebsaticel year or something. He's &g
friend of Helen's."

"I like him," srid Helen Gordon.
"I like him, too,"seid Mrs. Lleughton.
"I liked him first," Helen Gordon ssid happily. 126

Chapter Sixteen throush Eighteen ere the chepters which

describe the sction in which Herry fights the Cubens, end is

12%1pid., p. 137.

126Ipid., o. 139.
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fetelly wounded. The point of view is consistent in
these chapters. It is selective omniscience, Harry Morgan
the focal cheracter, and the only one whose thoughts ere evér
reveeled. There sre two pleces where Hemingway makes smell
'‘diversions in point of view, however. At the end of Chapter
Seventeen, Richard Gordon enters the nerrative egain, The
point of view is editoriel omniscience, for the nerrstive
suggests that the narrstor knows more than eny of the
characters do. This negligence in point of view is slizght,
but it does occur, =2nd does not help the illusion:

ral

Down the stret Richerd Cordon was on his
wey to the Bredley's big winter home. He was
hoosinz Mrs. Bradley would be glone. She would
‘be. Mrs. Bredley collected writers gs well as
their books but Richard Gordon did not know this
yet. His own wofe was on her way home walking
glong the beach. She had not run into John
MecWelsey. Perheps he would come by the house. 127

The second diversion is not as serious es the first, but it
is disconcerting. Whet heppens is thet at the end of
Chapter Eighteen the point of view slips into interior
monologue ggein. We read the inner thoughts of Harvry (for
the lest time) &s he lies dying in his bost, end this sdds
to the slready cluttered authorisl authority:

It's crowded, he thought. That's what 1t is,
it's crowded. Then, he thought, I wonder what she'll
do. I wonder what Merie will do? Maybe they'll pay
her the rewerds. God demn thet Cuban. She'll get

. along, I guess. She's & smart woman. I guess we
would gll have gotten slong. I guess it was nuts all
right. T guess I bit off too much more than I could
chew. I shouldn't have tried it. I hed it all right
up to the end. Nobody'll know how it happened. I

12%v14., p. 150,
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wish T could do something about Marie. Plenty
money on this boat. I don't even know how much. 128

The most remsrkable change in point of view in To Have

end Have Not occurs in Chepter Nineteen. Herry Morgsn almost
dissppears from the story from the novel; the story focuses
eround other chsrecters, specificly Richsrd Gordon. Harry
Morgen's problem hes been resolved, and now another problem
hes been introduced. The point of view is selective om-
niscience, but the reader is sware of the mental state of
Richerd Gordon, and witnesses his psychological turmoil.
Harry Morgen's story becomes a side issue et this point.
Chepter Twenty goes temporarily back to Harry, but the point
of view is dramatic mode, &ll sceniec, with no consciousness
revealed., Chapter Twenty-one resumes Richard Gordon's story
now told in this dramatic mode. There is no pretence to
make the nerrative connected with the problem of Harry Morgan
any more. In Chapter Twenty-two, Richard Gordon's thoughts
~are reveasled, and towards the end of the chapter, the point
of view shifts to Professor MecWalsey., end one is given an
insight into his mind:
He wetched Richard Gordon lurching down the

street until he was out of sight in the shesdow

from the big trees whose branches dipped down to

grow into the ground like roots. What he was think-

ing es he watched him, was not pleassant. It is a

mortal sin, he thought, a greve and deadly sin end

a great cruelty, and while technically one's religion
mey -permit the uvltimate result, I cannot perdon myself.129

128 1p14., p. 174 .

1291pi4., p. 221.
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Chepter Twenty-three is dramstic mode egain, with Herry
as focal cheracter, even though he is mot rstionsl. For the
Harry Morgen pert of the book, this chapter is the logicel
stopping place. His problems heve been solved; there seems
to be no place left to go.

Hemingwey chose to go on with the story by using a
multiple selective cmniscient point of view to revesl the
lives of some of the other inhabitents of the ares. The
thematic purpose is obvious, but, structurelly, it is a

disaster to the novel es & whole, because it is unneeded.

Harry Morgen is dead. Severel character's thoughts ere
revealed in the concluding chapters, including Harry's
wife, but ell of it is enti-climetic, regesrdless of the
point of view. In the very lest cheptef of the book,
Heminzwey ettempts to revert to the objectivity he was
trying to achieve 2t the beginning of the book. The scene
is presented in third person, present tence, no focel
chetacter, and no consciousness at agll:
Through the window you could see the sea looking

hard and blue end white in the winter light.

) A lerge white yacht wes coming intc the harbor

end seven miles out on the horizon yoau could see &8

tenker, smell snd neet in profile against the blue

sea, hugging the reef e3s she made to the westward to

keep from westing fuel ezainst the streem,l

Although To Heve gnd Heve Not has:a controlling theme,

8 loosely connected plot, end good cherscter development, the

book is ineffective becsuse of the shifting point of view.

130Ivbid., p.120.
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There are eleven mejor chenges in the point of view: it
changes from (1) selective omniscience, to (2) "I" as
protegonist, to (3) dremestic mode, Hsfry gs focal chearacter,
to (I4) multiple selective omniscience, to (5) "I" as
witness, Albert spesking, to (6) selective omniscience, Harry
as focal charscter, to (7) multiple selective omniscience;
Msrie as focal cherscter, to (8) selective omniscience,
" Robert Jordon as foczl cheracter, to (9) dramastic mode,
no focal charscter, to (10) multiple sélective omnscience,
no focel cheracter, end to (11) the effeced nerrator. In
other words, the point of view runs the complete scele in
objectivity. This progression of points of view is similer

in style to Desth in the Afterncon. It is nothing like the

method used in Green Hills of Africa, except thet Green

Hills of Africa uses "I" &s protagonist consistently, end

To Heve and Have th; vyet, in the short stories the point

of view is consistent throughout. From the stendpoint of

point of view, then, To Have and Have Not is & fasilure, in

the seme respect as Desth in the Afterncon and "The Snows

of Kilimenjero" were failures in their perticuler genre.

Green Hills of Africa is en improvement over Desth in the
Afternoon, and "The Snows of Kilimenjaro" in establishing

e point of view. In To Have a2nd Have Not Hemingway is

experimenting once egain in preperation for For Whom the

Bell Tolls, end it, like Green Hills of Africa and "The Short

Hapoy Life of Frencis Macomber," is en improvement in use

of point of view over the preceding work in the same genre,
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Hemingway began writing For Whom the Bell Tolls right

safter the publication of To Hsve and Heve Not, end published

it in 1940. Most critics agree that it is Hemingway's best
novel, and the climax in his career.l31l It is certainly more

ertisticly effective then To Have gnd Heve Not end the non-

fiction works. 132 It is the only one of his long works thsat
is csrefully constructed. 133 The point of view in the novel,
for the most pert, is selective omniscience; with occasionel
periods of multiple selective omniscience., It is written
entirely in third person, and therefore provides the immediacy
end the objectivity Hemingway hed been trying to achieve in
the other works.

The nerrator in For Whom the Bell Tolls is free to move

from charscter to cherscter, "showing the commcn elements

in the respective views which esch of them hes of the action."13L

To Have snd Heve Not, one may ssy, slso hss this cepsgbility,
but in order to sccomplish it several different points of
view were used. This is the structural difference between

the two novels, end 1t cen be seid thet For Whom the Bell

Tolls enjoys & nerrstive techinique thet is well chosen in
respect to its theme, "and spplied with sufficient sttention

to the demends of realism to creste, on the whole, s steady

131Atkins, op. cit., p. 73:
132Rqy, op. cit., p. 573.
133Levin, op. cit., p. 115.

13“Hallidey, op. cit., n. 215,
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and powerfully srtistic illusion."135

There is nothing cereless, or unstudied gbout For Whom

the Bell Tolls.136

For the first time since A Farewell to

Arms, Hemingway has written a novel that is controlled, end
is g totel integration of sgbject matter with technique, and
ultimately, with theme. If the subject truly should dictete

the method, as Percy Lubbock mainteins, then For Whom the

Bell Tolls is Hemingway's most artistic work is his sezrch-

for his mysticel "fifth dimension,"™ his sesrch for objectivity,
gnd finglly his sesrch for "truth" in fictioen.

The greatest part of For Whom the Bell Tolls is written

in third person selective omniscience, with Robert Jordon

as the protagonist and focel cherecter. Everything is seen
through his conscicusness, and all the sction, consequently,
is judged by the reeder to be filtered through the bisses

of Robert Jordon, for it is his story. In this msnner, there
is no confusion sbout how one should Judge the narreative,
for one knowg the personslity end the psychologicel meke-up
of the conscicusness thrbugh whose eyes the story is being
related, Chapter One through Eight are sll written in

this same point of view, with no changes in distance between
the author and his story, end between the suthor end the
reader:

"You have thet meny yesrs?" Robert Jordon esked,

135Tbid., p. 216.

1363¢chorer, Loc. cit.
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seeing thet now, for the moment, it would be sll
right to meke it go eesier.

"Sixty-eight in the month of July.".. . .

He remembered now noticing, without realizing
it, that Peblo's trousers were worn soepy shiny in
the knees end thighs. I wonder if he hes 8 peir of
boots or if he rides in those glpergotess, he thouzht.
He must have quite &n outfit. But I don't like thst
sadness, he thought. Thet sadness is bed. Thetts

the sadneii they get before they quit or before the
sell-out. 137

The only thoughts revealed sre those of Robert Jordon, and
all of the emotionsl sfates of the other cheracters sre
edited through Robert Jordon's consciousness. In the gbove
quote, the evéluation of Pablo's sadness is solely Robert
Jordon's., His 1s the only point of view the reader has, snd
the story must be based upon thet point of view. Any
solutions, or evelustions, either morel or physical, must
occur through Robert Jordon end no one else. Once the reader
is awere‘of»this the illusion of the story is believeble,

end the nerrstive resds as if it is gctually occurring.

In Chepter Ten there is a slizht change in point of view,
ﬁhen Piler tells her story of the adventures of Pablo. She
{s telling the story in first person "I" &s witness to Robert
Jordon and Merie. Hemingwsy had practiced this technique

in Death in the Afternoon, but in this book there is not a

disruption 1in the nerrative, for the subject of Piler's
story and the subject of the bo~k are competible. It 1is a
long story that Pilar tells, but it 1s consistent with the

selection omniscient point of view, because one never sees

137Ernest Hemingwey, For Whom the Bell Tolls, p. 12.
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the thoughts of Piler, and all the narrative is still edited
by Robert Jordon. Pilar is relating a conversation she
witnessed between Pablo gnd some civilians:

"1You,' seid Pablo to the one who stood

nearest him. 'Tell me how it works.'
"1Pull the small lever down,' the man ssid
in a very dry voice. 'Pull the lever back and let

it snap forwerd.'

"1Whet is the receiver?! gsked Pablo, and he
looked et the four civiles. 'What is the receiver?!

"1"The bleck on top of the action.'

"Pablo pulled it besck, but it stuck. 'What now?!'
he .said. 'Tt is:jammed. You have lied to me.'!

"tPull it farther back and let it snep lightly
forward,' the civil sgid, and I have never hesard

such a teone of vo}cg. It was grayer then a morning
without sunshine.l3%

end then leter some of her own observetions:

"The window wes open &nd up the square from the
Fonda I could :eer a women crying. I went out on the
balcony standinz there in my bare feet on the iron
end the moon shone on the faces of 211 the buildings
of the souare e2nd the crying was coming from the
belcony of the h~use of Don Guillermo. It was his
wife end she was on the bslcony kneelinz end crying.

"T told you thet you should not hzve listened,"
Pilar said. "See. I did not want you to hesr it.
Now you will heve bed dresms.,"

"No," ssid Mgria. "But I do not want you to heer
more,"

"I wish you wonld tell me of it sometime,"
Robert Jordon sgid.
Chapters Fourteen end Fifteen employ multionle selective
omnisecient point of view, but not g complete chenge. Robert
Jordon is still the focgl cheracter, but now the resder is

permitted to see the thoughts of Piler:

He wes often frightened in his sleep end she

1381pig., p. 101.

1391pid4., p. 129.
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would feel his hand grip tightly and see the swest
bead on his foreheed end if he woke, she ssgid, "It's
nothing," and he slept ezain. She was with him thus
five. yeers and never wes unfeithful to him, that 1is
slmost never, and then efter the funerel, she took
up with Pablo who led picador horses in the ring and
was like gll the bulls thet Finito hsd spent his 1life
killing. But neither bull force nor bull courage
lested, she knew now, end whet did lest? I last

she thought. Yes, I have lested, But for what?iuo

Interruptions of this kind ere very brief snd do not detract
from the over-2ll atmosphere of the story, even if Robert
Jordon is not awsasre of whst 1s going on. At the beginning
of Chspter Fifteen the s:eme thing occurs, ohly this time it
is the thoughts of Anselmo thet sre revealed:

If I stey here much longer I will freeze, he
thought, end that will be of no vslue. The Ingles
told me to stey until I was relieve<d but he did not
know then sbout this storm. There hss been no
abnormel movement on the rosd end I know the dis

positions and the habits of this post gt the saw-

mill scross tfe road, I should go now to .the
camp. . . .lu

Leter in this chapter the thoughts_of Robert Jordon are
revealed as well, which ié the main cheracteristic of
multiple selective omniscience. Robert Jordon is still the
focel chesrecter, and as socn as he errives on the scene the
reader forgets ebout the petty worries of Anselmo.

For the nextqten chepters, from Chapters Sixteen through
Twentj-six, the point of view is selective omniscience again,
with only the thoughts of Robert Jordon reveszled.

In Chapter Twenty-seven, the only mejor interruption

10 1y54
11

., p. 129.
Ibid., p. 191.
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in the book occurs. The narretive leasves the immediste
environment of Robert Jordon, and goes to the battle tetween
Sordo gnd Berrendo. The point of view is multiple selective
omniscience, and the thoughts of both men are revealed:

Julian is deasd, Lieutensnt Berrendo was thinking.
Dead there on the slope of such 2 dey es this is,

And this foul mouth stends there brinzing more ill
fortune with his blasphemies,

Now the captasin stovped shouting end turned to
Lieutenant Berrendo. His eyes looked strsnger than
ever. '

"Peaco,'
there."

"Not me."

"Whet?" the ceptein had his pistol out agein.

I hete these pistol brendishers, Berrendo was
thinking., They cennot give an order without jerking
g gun out. They probsbly pull out their pistols
when they §p to the toilet end order the move they
will meke. 12

' he said, ha»pily, "you and I will go up

And & few pages later one is given the thoughts of Sordo, to
give a picture of both sides of the bsttle:

El Sordo did not hear them. He was covering
the down-slope edge of the boulder with his automatic
rifle and he was thinking: when I see him he will be
running alreedy end I will miss him if I am not
cereful. I could shoot behind him all across that
stretch. I should swing the gun with him and aheed
of the rock end swing just shead of him. Then he
felt a touch on his shoulder and he turned and saw the
grey, fear-dreined face of Joaquin and he looked wher%
the boy wes pointing end saw the three plenes coming. 43

By Chapter Twenty-nine, however, the nsrrstive has re-
turned to Robert Jordon's problems, end it stays with him
to the concluslon of the book, gll in selective omniscience.

Psblo is the only cherscter whose thoughts are not

21p54., p. 318.
U31p14., p. 320.
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revealed enywhere in the book. One must, and does, deduce
his mental ststes from the dialogue and the evalustions
of the other chesracters. Merie's thoughts ere briefly
revealed only once, end apnropriately enough, in the last
-chapter:
Maria ceught him finslly and brought him
back, shivering, trembling, his chest dark with
sweet, the saddle down, egnd coming back through
the trees she heesrd siknoting below and she thought
I cennot stend this eny longer. I cannot live not
knowing esny longer. I ceannot breathe end my
mouth is so dry. And I em afreid end I am no good
eand I frighten the horses and only cesught this
horse by hazard because he knocked the saddle
down himself  kicking into the stirrups and now &s
I get the seddle Hp, Oh, God, I do not know. I
cennot besr it.ld
This revelation is no different than the revelations of
Piler, Anselmo, Sordo, end Berrendo., They ere all very
brief, end one reslizes thet they ere consistent with the
chaeracterization, plot end theme. There is no real mesjor
shift in point of view when these revelstions occur, except
in the cese of the Sordo battle, where, though msybe not
justifiable in respect to point of view, it fits remarkably
into the totsl effect of the novel, not gs a story in

itself, but es e metsphor for the Jordon story. In any case,

the point of view in For Whom the Bell Tolls is, for the

most pert, third person selective omniscience, and this
consistency is one mein fector which mekes it the grest novel
that it is.

The difference between To Have and Have Not and For Whom

hTviga,, p. Lh9.
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the Bell Tolls is &s great es any two novels can possibly be,

yet the latter might not heve been possible without the former,
Hemingway had to first experiment with various points of

view to discover which is the most effective for his writing
.style. He had to find a method 1In which he could objectify
his empiricel meterisl and provide the verisimilitude aﬂd the
illusion of reality thast he wented. He searched for these
methods in the works between 1930 end 19,0, 2nd finally

- applied 811 that he had leerned to For Whem the Bell Tolls.




CHAPTER FIVE

Conclusion

The purpose of this thesis wss to examine the works of
Ernest Hemingwey between the yesrs of 1930 end 19,40, in
respect to point of view, and to show that there is & pro-

gression towards & more objective method from Death in the

Afternoon to For Whom the Bell Tolls. The truth of this
statement has been illustrated from both the critics of
Hemingway's works, and from the works themselves. This 1is
g period of trensition for Hemingway, end a search for a
more objective way of presenting his literary ideas.

The works prior to For Whom the Bell Tolls are an -

experiment in point of view. These works employ nine
different pointe of view, which egre: (1) editorisl
ominscience, (2) focel charscter, (3) neutral omniscience,
(L) "I" as witness, (5) "I" as protagonist, (6) multiple
selective omniscience, (7) selective omniscience, (8)
drematic mode, and (9) the camera. All nine of these points
of view did not occur in every one of the works, but in terms
of objectivity they were used in = prbgressive order as they
are presented asbove. The first point of view is the most
subjective, and the lasf is the most objective. During this
ten yeser period, Hemingway went from a consistent use of
number one, with ocassionai intefruptions, to a consistent
use of numbers seven 2nd eight. In other words, his writing

became more objective through & controlled use of point of
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view,
During this period, Hemingway experimented with various

types of points of view. Dezth in the Afternoon wes the first

serious ettempt to write after A Ferewell to Arms was finished,

end the extremely intricate structure of this "non-fiction"
book mekes it unsuccessful from the stendpoint of Jt"orm.]i-LS

Green Hills of Africa is en improvement in & structural

sense, but the point of view is still inappropriate for what
Hemingway was trying to saschieve.
The two short stories, "The Snows of Kilimanjaro" snd
"The Short Heppy Life of Francis Macomber," brought him a
step closer to his goal, for they provided him the vehicle
to use both his empiricel meterial ss well as his imaginatiocon,
end to express the two in a third person nsrrator. The result
is thet the short stories sre much more suécessful as an
objective expression of reelity than the non-fiction books.
Hemingwey's next step was to write e novel, which was

To Have end Have Not, & much better book than Green Hills

of éfrica,lué and an expsnded short story, long enough to

be called & novel, and yet a failure in point of view.

1L

Structurally, To Have end Have Not is ewkward end inconsistent.

It seems to deny any evidence thet Hemingway hsd legrned

anything sbout form in the psst eight years; yet, the brief

1h5¢urtis Patterson, Review of Deasth in the Afternoon,
Town end Country, LXXXXVII(1932), 50,

beyril Commolly, Review of To Have end Have Not, New
Statesmen and Netion, XIV(1937), 605.

W T0uis Kronenberger, Review of To Have and Have Not,
Netion, CXLV(1937) 439-440.
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flashes of objectivity in the selective omniscient parts of
the other books, show that the knowledge was there.

For Whom the Bell Tolls is Hemingwsy's last book of the

period, end it is his best book in respect to point of view.
It is written in third person, selective omniscience, with
nolevidence that the euthor hes a controlling voice in the
narrative.

The grest difference between the point of view in Death

in the Afternoon and the point of view in For Whom the Bell

Tolls, as en over-all structursl device, 1s very evident.

Death in the Afternoon was s preperstion for writing e good

fictional work end For Whom the Bell Tolls "was his finest

achievement only in the sense thet he now has perfected his
extreordinary technicsl facility snd touched some moments
of action with & fictionsl suspence."u"8

There are sections in the non-ficetion books in which the

point of view is similer to that used in the later fictionel

works. In Green Hills of Africe, Hemingway tries to graft

the two genres into g2 new form, which was not entirely
successful either, Finslly, he returned to fiction, and he
gpnlied what he hed lesrned from the non-fiction in respect
to point of view.

The point of vieﬁ becomes more consistent with eech book
duriﬁg this period. It 1s consistent not only with the form,

but also with itself within the works. It hsas been steted

1841 veh Bessie, Review of For Whom the Bell Tolls, New
Masses, XXXVII{1940), 26.
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in this thesis thet Hemingway experimented with point of
view in the non-fiction snd used whegt he learned from this

experimentation in For Whom the Bell Tolls, which has a

great sustained effort end effect, and which proves it is a
more meture and artistic work of literature then eny of the

preceding books in the same period.
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