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ABSTRACT 

The School of Graduate Studies 

Middle Tennessee State University 

Lost Generation authors F. Scott Fitzgerald and Ernest Hemingway incorporate 

autobiography into their writing. Through cinematic adaptations of the authors' fiction, 

viewers can see how filmmakers and actors integrate their own experiences into the 

authors' self-portrayals. This phenomenon creates a cycle of literary celebrity—a 

ouroboros—in which the authors' lives and cultural reputations become intertwined with 

that of those who adapt their works. 

In order to determine how film encourages the cycle of literary celebrity over 

time, a comprehensive list of major motion pictures inspired by Fitzgerald and 

Hemingway is examined. The goal is to determine what circumstances produce the most 

cohesive film adaptations of fiction by authors with well-known public personas. A six-

question approach is used to signify an adaptation in which the artistic visions of the 

original author and film production team converge in a manner that seems thematically 

consistent and contextually plausible. 

This approach advocates incorporation of authorial autobiography and temporally 

relevant historical, political, psychological, and socio-cultural details as the primary 

source for filmable content outside the original text. Consideration is given to the 

effectiveness of three adaptation styles: faithful conversion, updated interpretation, and 

thematic revision. Two new film treatments are provided to suggest how cohesive 

cinematic adaptations might be developed for future markets. 
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Chapter I 

Introduction: A Six-Question Approach to Film Adaptation Theory 

In his recent article, "Adaptation, the Genre," Thomas Leitch recognizes a trend 

among film scholars: "whenever students of adaptation gather, a call invariably arises for 

an alternative to a remarkably persistent model of adaptation studies: the one-on-one case 

study that takes a single novel or play or story as a privileged context for its film 

adaptation" (106). The problem that Leitch notes is genuine. Anyone searching for a 

persistent theory of film adaptation must wade through endless case studies of films that 

he or she most likely has not viewed in order to sift out the wheat of theory from the 

chaff of close reading. Instead, Leitch proposes an alternative, one which defines 

adaptation "as a genre with its own rules, procedures, and textual markers that are just as 

powerful as any single ostensible source text in determining the shape a given adaptation 

takes" ("Genre" 106). However, defining film adaptation as a separate genre also has its 

obstacles to practical application. In his effort to define the boundaries of the film 

adaptation genre, Leitch identifies four "markers": period setting, period music, 

obsession with authors, books, words, and use of intertitles ("Genre" 111-114). Although 

Leitch's markers each point to significant commonalities among film adaptations, they 

could be summed up more concisely in one underlying theme. Most often, film 

adaptations reflect a collective effort by filmmakers to visualize the cult of the author 

who created the original source text. 

Adapted cinema tends to film the author's public image in connection with the 

original work. Because of this tendency, I have developed a new, systematic method of 
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film adaptation criticism. This theory delineates the parameters of quality film adaptation 

through a series of six questions in an attempt to define a new term: "cohesive cinema." 

Cohesive cinema is a term that represents a chorus of collaborative creative voices used 

to express a consistent artistic vision throughout a film, which the audience accepts as a 

harmonious visual and aural adaptation of the original printed work and its author in a 

social context. By working through the six- question cohesive cinema analysis method, 

critics may determine whether a film adaptation represents a responsible and aesthetically 

acceptable work derived from its original source. 

Before discussing how to apply the six-question cohesive cinema method to film 

adaptation studies, it is first necessary to provide a brief history of the field of study. The 

chief obstacle in creating any new critical analysis instrument is refutation of previous 

methods. Simone Murray, in another recent article that echoes Leitch's earlier call for a 

new approach to adaptation theory, gives an overview of past trends in the field. Murray 

groups the historical development of adaptation studies into three "waves of innovation" 

(5). The first wave that Murray discusses is perhaps the most annoyingly persistent and 

unhelpful of the trio: fidelity criticism. Since the 1950s, academic critics of film, such as 

George Bluestone, have railed against the "moralistic and sexually loaded vocabulary" of 

fidelity-based criticism and its employment of terms like "unfaithfulness," "betrayal," 

and "debasement" (Murray 5). Although Murray claims that fidelity criticism softened 

over the years into a modes-based approach that allowed for limited departure from the 

source texts, she chastises these small concessions as "inadequate schema for 

appreciating the richness of and motivations driving adaptations" (5). Murray's 
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denouncement of fidelity criticism is on point; however, it begs the question of why 

critics and audiences hold so firmly to a method of analysis that has proven inadequate. 

The answer is simple. General audiences and critics tend to watch film 

adaptations of works by authors around whom they have previously built or absorbed a 

sense of image and cultural mystique. Film adaptations that are successful most often find 

some way to tap into the same sensibilities evoked by the popular image with which 

audiences are already familiar. For example, Ernest Hemingway's readers who choose to 

view a film adaptation of his work expect to see a certain type of raw masculinity from 

his male characters visually depicted on the screen, because a pre-existing image of the 

Hemingway brand is already firmly implanted in their collective consciousness by 

representations of the author in popular culture. In contrast, fans of F. Scott Fitzgerald's 

novels expect to see a more sentimental, albeit emotionally tortured, performance from 

the male leads in film adaptations of his work, because of their familiarity with 

Fitzgerald's writing as documentation of his legendary life as a modern-day hero of tragic 

romance. 

Many times, potential audiences for film adaptations are so well-versed in the 

biographical lives of the authors and their complete bodies of work that they feel a level 

of personal connection with these individuals. Some even model their own lives after the 

behavior of these writers and their characters, in a sort of imitative hero worship not 

unlike that lavished upon royalty, music and movie stars. Thus, when an author and/or his 

or her work has acquired a public image so identifiable that it carries its own set of 

conventions and expectations, a filmmaker who attempts to superimpose a different 

artistic vision onto an adaptation will encounter problems. Most likely, audiences will fail 
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to accept a film adapted from familiar material that exhibits little connection with an 

original that they already love and understand. For this reason, fidelity criticism continues 

to haunt film adaptation studies and must be addressed in any new theoretical approach to 

the genre. 

Murray identifies a second wave of film adaptation criticism that appeared during 

the late 1970s and included some principles of narratology from Russian formalist 

literary theory, structuralism, and continental semiotics. Murray notes that critics such as 

Brian MacFariane use the theories of Roland Barthes, Gerard Genette, and Christian 

Metz to isolate the signifying "codes" underpinning both literature and film with the aim 

of legitimizing film studies as a discipline on par with literature. Although the goal of 

validating the field of study was achieved by this method, structuralist criticism also 

isolated the film texts from "circuits of production and consumption, or from sociologies 

of media cultures generally" (Murray 6). Thus, while the second wave of film adaptation 

studies establishes important groundwork that opened the field for serious inquiry, it 

failed to engage the more nuanced areas of audience analysis and historical, political, 

socio-cultural, or psychological inquiry that is necessary to fully consider the motivations 

of filmmakers who create adaptations and the audiences who view them. 

Murray claims that the third wave of film adaptation theory, which began in the 

late 1980s and early 1990s and persists to the present day, seeks to import "concepts 

from post-structuralism, postcolonialism, feminism, and cultural studies" in order to 

"[break] down one part of the self-isolating critical wall built up around the text, and [to 

open] adaptation studies up to concepts of audience agency" (6). For third wave critics, 

the goal of film adaptation is never solely fidelity, but instead a means by which 
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filmmakers "[interrogate] the political and ideological underpinnings of their source 

texts, translating works across cultural, gender, racial, and sexual boundaries to secure 

cultural space for marginalized discourses" (6). 

Murray's argument that film adaptation can serve as social commentary intended 

for particular reception by audiences is sound. However, my six-question analysis 

method goes further to address these issues directly, by forcing would-be critics to 

consider them both from the perspective of the filmmaker seeking to impart a social 

message, and the audience member choosing to accept, reject, or understand it. Murray 

also advocates implementation of what she calls an "industry-centric adaptation model," 

in which academics study the commercial factors influencing film production and "take 

account of adaptation's role as the driving force in contemporary platform media" (14). 

This concept forms a part of the theoretical underpinnings of my six-question method. 

Once again, this method creates a working process of inquiry. Through examination of 

the potential financial and career-building motivations supporting producers', actors', and 

filmmakers' decisions in processes such as budget setting, interpreting roles, and editing 

the final product, my six-question method will help to determine the specific impact of 

industry forces on film adaptation. 

One central goal results from the concerns taken into consideration by this 

method: to produce a film adaptation that is a work of cohesive cinema, representing an 

equal balance of artistic concerns for authors, screenwriters, directors and their casts and 

crews, while simultaneously creating a derivative work that is commercial enough to 

satisfy the financial demands of producers and expectations of audiences who know the 

original. For the remainder of this introduction, I will discuss each of the six questions in 
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order to demonstrate their implementation in a practical context that might be used in the 

classroom. In subsequent chapters, I will provide in-depth analyses of Fitzgerald's and 

Hemingway's works adapted for film to serve as models. 

Question One: Does the work represent a consistent artistic vision of 

collaborators? 

This question represents the central inquiry of the six-question approach, by 

asking whether the creative interests of all parties involved in creating the film adaptation 

are represented in a way that creates cohesive cinema. Thematic consistency between the 

original author and the source text as well as the filmmakers and their adaptation should 

be the primary concern. Finding that the central narrative of the original should be the 

focus of any film adaptation, Brian MacFariane describes in his book, Novels into Film, 

how certain incidents of plot, which he calls "cardinal functions" and "catalysers," are 

crucial to maintaining the connection between textual and visual narrative. Applying the 

theories of Roland Barthes to film, MacFariane explains the term "cardinal functions" as 

"the hinge-points of narrative: that is, the actions they refer to open up alternatives of 

consequence to the development of the story; they create risky moments in the narrative" 

that cause readers and viewers to "recognize the possibility of alternative consequences" 

(13). Alternatively, "catalysers" act "to root the cardinal functions in a particular kind of 

reality, to enrich the texture of those functions" and "to lay out areas of safety, rests, 

luxuries" that allow the audience to mentally prepare for upcoming conflicts (14). 

According to MacFariane, the essential scenes depicting cardinal functions and catalysers 

must be maintained in the transition from printed work to screen in order for the audience 

to recognize and follow the narrative flow of an adapted work. 
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One example of how to use the concepts of cardinal function and catalyser 

productively to answer question one of the six-question approach might be to ask whether 

Jack Clayton's 1974 film adaptation of The Great Gatsby is paced too slowly in relation 

to Fitzgerald's original novel. Many critics feel that the film lingers too long on 

romanticizing Gatsby's lavish lifestyle and romantic spectacle while undercutting the 

novel's moments of quick-witted social commentary and class conflict. To answer this 

question, scholars must look at the major themes and subtexts in Fitzgerald's original, in 

order to determine whether social commentary or romantic spectacle dominates as the 

cardinal function of the work. If social commentary is found to be the cardinal function, 

with the romantic spectacle functioning as a catalyser, then the film could not be 

considered a thematically consistent artistic vision with the original work, because the 

film's focal conflict and catalyser are reversed. Read in this manner, Jack Clayton's 

adaptation of Gatsby must be considered inferior, because it is not a piece of cohesive 

cinema. 

On the other hand, if the film's slower pace is found necessary to accentuate 

Fitzgerald's cardinal function of criticizing the idle lives and meaningless romantic 

entanglements of the rich, with the class conflict serving as the catalystic framework 

upon which the audience might base their judgment of this issue, then the film could be 

considered a work of cohesive cinema. A critic who views the romantic elements of 

Gatsby to be Fitzgerald's central focus could read Clayton's leisurely narrative pace as a 

visual representation of that romance, and thus an acceptably consistent artistic vision 

shared by filmmaker and the original author. 
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In short, a critic of film adaptation must first decide where the original author 

located the cardinal functions and catalysers of the narrative in order to determine 

whether the film adaptation is thematically consistent. If this thematic consistency is 

maintained in the transference from page to screen, then the adaptation can be considered 

a work of cohesive cinema, and the critic can begin to describe how that consistency is 

achieved using the remaining five questions. However, if the opposite result is found, the 

critic may use the following five questions to determine when and how during the 

creative process that the film adaptation developed thematic inconsistencies from the 

original work. 

Question Two: Is the filmed work incorporated or unincorporated? 

A film adaptation may be considered an "incorporated" work if it includes 

information about the original author's biographical life and times and/or contains 

references to other works in the author's canon besides the text claimed as the central 

focus. In contrast, a film adaptation is considered "unincorporated" if it contains no 

references to the author or his other works outside the main text. Incorporation of 

biographical, historical, or canonical detail can be used very effectively to fill in the 

narrative gaps left in the transference from printed work to film. With short stories and 

novellas, screenwriters and directors must often add new details of plot and character in 

order to create a filmable story. If the new details are added from circumstances 

completely foreign to the original author's life and time period, then the resulting film 

might be considered anachronistic or overly editorial. However, if such details are 

carefully selected from sources relevant to the original work's creative circumstances, 

then narrative and thematic consistency can be maintained to create cohesive cinema. 
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In his book, Film Adaptation and its Discontents, Thomas Leitch describes the 

appeal of films based on stories that are told for the truth, saying that the phrase "based 

on a true story" appeals to audiences because it assumes "the authority of a master text 

that has all of the authority of a precursor novel or play or story with none of their 

drawbacks. Not only does 'a true story' have no authors or agents to be recompensed, but 

its authority can never be discredited" {Discontents 289). Leitch's recognition of the true 

story's appeal can also be applied to supposedly true elements of popular mythology that 

often surround authors whose lives have been distinctive enough to bring them 

recognition as celebrities apart from their works. However, filmmakers must be careful 

when using elements of an author's celebrity mythology to select only portions of the 

author's folklore that would be familiar and acceptable to the film adaptation's target 

audience. If the biographical, historical, or canonical details that a filmmaker chooses to 

include are too obscure, they risk alienating or offending fans who believe in a more 

mainstream brand identity that they believe the author represents. 

Two examples from the Fitzgerald film canon that show the levels of success with 

which a text might incorporate details from the author's life are Richard Brooks's, The 

Last Time I Saw Paris (1954) and Richard Wolstencroft's adaptation of The Beautiful 

and Damned (2008). Brooks's choice to expand the plot of "Babylon Revisited" by 

making Charlie, the lead character, into an alcoholic, struggling writer succeeds because 

Fitzgerald's literary audience is already familiar with this information from knowledge of 

the author's biography. In contrast, Wolstencroft's choice to modernize The Beautiful 

and Damned does not succeed because the audience is not familiar with the obscure and 

speculative biographical reference upon which Wolstencroft based his choice to make the 
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characters cocaine addicts rather than alcoholics. Since the incorporation of cocaine use 

is outside the bounds of Fitzgerald lore commonly acknowledged by his readers, the 

adaptation fails. At its initial screening before an audience of scholars at the 2009 

Fitzgerald convention, many audience members walked out. Judging from the very 

different public receptions of these two adaptations, it is easy to determine that, while 

biographical and historical information about the original author can form an excellent 

basis for additional material, such information must be selected with an eye toward the 

target audience. 

Question Three: In which of the three style(s) is/are the filmed adaptation 

performed? 

According to this analysis instrument, I can identify three styles of film adaptation: 

conversion, interpretation, and revision. These styles are variants of the three categories 

presented in Geoffrey Wagner's book, The Novel and the Cinema (1975), which he 

describes as follows: 

(a) transposition, in which a novel is given directly on the screen with a minimum 
of apparent interference; (b) commentary, where an original is taken and either 
purposefully or inadvertently altered in some respect.. .where there has been a 
different intention on the part of the filmmaker, rather than infidelity or outright 
violation; and (c) analogy, which must represent a fairly considerable departure 
for the sake of making another work of art. (222) 

The first of Wagner's categories is very similar to the style of conversion explained here, 

with the change in word choice made to reflect an even closer relationship between 

source text and film than the word transposition suggests. Conversion occurs when 

transference from page to screen is made with as little alteration to the original text as 

possible. This style of adaptation is commonly referred to in critical circles as a "faithful" 



11 

adaptation. According to Thomas Leitch, faithful adaptations are popular among 

producers because of their "power to pre-sell spin-offs" that trade upon brand 

recognition, allowing "economic propriety" to "[forbid] adapters from tampering with 

speeches and characters and scenes that viewers were presumably expecting to see 

onscreen" {Discontents 128). An example of conversion style is Elia Kazan's 1977 

adaptation of The Last Tycoon, which leaves the viewer with the feeling of 

incompleteness in order to reflect the unfinished novel left at Fitzgerald's death. The 

potential drawback of slavishly faithful adaptation is twofold. First, overly faithful 

adaptation sets severe artistic limits on the screenwriter, director, cast, and crew of the 

adaptation. However, perhaps even more detrimentally, faithful adaptations sometimes 

threaten to collapse under the weight of audience over-awareness. This danger is most 

prevalent with very well-known literary classic texts, which audiences attend in hopes of 

seeing a new angle on an already too-familiar story. 

In order to combat an audience's potential for time-worn narrative fatigue, film 

adapters often choose a second style, interpretation. An interpretation is created when the 

screenwriter or director keeps the main characters and/or plot of the original, but sets the 

film in a more current time period in hopes of making the work culturally relevant for 

audiences. Interpretation, as an adaptation style, is different from previous attempts to 

explain the concept of a classic text reset in more modern times. Although Geoffrey 

Wagner's adaptation style categories, commentary and analogy, seem superficially 

similar to interpretation, they are fundamentally different. Both of Wagner's categories 

merely involve speculation regarding the degrees of departure from the original, 

suggesting that faithfulness is still at the heart of his inquiry. In contrast, the six-question 
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approach term, interpretation, assumes that departure is a necessity of form and 

concentrates instead on the motivations behind the changes made in the transition from 

page to screen, rather than faithfulness. 

Film director David Fincher takes an interpretive approach to his 2008 adaptation 

of "The Curious Case of Benjamin Button" with great success. Fincher updates 

Fitzgerald's original story by placing it in the more accessible World War Two era, rather 

than its original setting of the Civil War, so that the themes resonate without the cultural 

baggage associated with the earlier time period. Interpretation is often the safest path for 

filmmakers to follow commercially; however, it also comes with the small risk of 

alienating viewers who desire either a more faithful or fanciful version of the original. 

In contrast, revision is a style of film adaptation that makes significant, large scale 

changes to the plot, characters, and themes of the original work, in order to make the 

work more appealing to its intended audience and/or to pursue some new and different 

artistic vision that the filmmaker draws from the source text. Revision represents a 

combination of Wagner's commentary and analogy categories previously described. One 

example of a revision is Johnny Hines's 1924 silent film adaptation of Fitzgerald's short 

story "The Camel's Back." Hines's film is almost completely divorced from the original 

story, a romance from Fitzgerald's early period. Instead, it screens as an Irish exploitation 

comedy with only a background romance. 

The potential drawback of creating a revisionist adaptation is that filmmakers may 

range too far into editorialization about underlying social issues of the original work, 

alienating the target audience. Thomas Leitch calls such an approach "colonization," 

about which he says "any new content is fair game, whether it develops meanings 
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implicit in the earlier text, amounts to an ideological critique of that text, or goes off in 

another direction entirely" {Discontents 109). Further, Leitch notes that colonization "is a 

term that is difficult to empty of its pejorative charge, a charge that is usually leveled 

when a filmmaker from one country tackles a classic text from another" {Discontents 

110). Hines's adaption described above, titled in film form as Conductor 1492, clearly 

demonstrates Leitch's point. Hines's film pokes fun at the racial stereotype of fighting 

Irish culture while simultaneously romanticizing the Irish characters' tendency toward 

acts of self-sacrificing bravery. As a result of the high potential for ideological conflicts 

such as Hines's, revisionist adaptations are the most commercially risky. 

Despite the potential risks of their styles of adaptation, all three of these sample 

films were commercially successful when first released, suggesting that it is possible for 

any of the three styles to find a sizable audience in the marketplace. However, the films 

which tend to be the most critically acclaimed and enduring are the ones which blend one 

or more of these styles to balance cultural relevance with thematic purpose to create 

commercial success. 

Question Four: In which of the four contextual manner(s) is the filmed 

adaptation made? 

After filmmakers and critics examine and classify a text according to the three 

styles described above, it is next helpful to determine the contextual manner in which the 

work might be approached. Simone Murray urges in "Materializing Adaptation Theory: 

The Adaptation Industry," that "one of adaptation studies' chief aims should be to bring 

academic discourses into dialog with adaptation industry practices;" however, she 

laments that such "exchange has to date barely taken place" (13). Particularly, Murray 
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advocates study of political economy of media, cultural theory, and history of the book in 

conjunction with examination of the film business to create a complete picture of the 

factors influencing production (10-12). For these reasons, the fourth question asks 

scholars to consider four manners of academic approach concerning both the creation of 

the source text and its film adaptation: historical, socio-cultural, political, and 

psychological. If adequate supporting information is available, these four approaches 

should be combined for maximum critical effectiveness. Also, when producing new 

films, filmmakers should allow the manner of approach to determine what details to 

emphasize or downplay from the original work, the author's incorporated life and canon, 

or from other relevant sources in relation to the themes and plot of the original. With this 

approach, scholarship and the creative process should be able to develop a mutually 

beneficial relationship. 

The first, and perhaps most common, manner of approach to film adaptation is 

historical. Although historical adaptations naturally consider the biography of the author 

and the time setting of the book, they should also include historical discussion of the 

original text. Simone Murray aptly focuses on "the mechanics of print production, 

dissemination, and reception" of a work during the time of its original release when 

examining source texts (11). However, history of the film should also be pursued by 

critics, since the circumstances of a film's production, release, and reception in 

comparison to the source text often yields important scholarly insights. 

Hemingway's second novel, A Farewell to Arms, is one example of a source text 

that may have benefitted from a production more grounded in historical research. Critics 

of Charles Vidor's 1957 adaptation blame its overreliance on romantic drama and neglect 
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of attention to historical detail as the causes for the film's box office failure. However, 

Frank Borzage's earlier 1932 version fared better in critical circles and audience 

reception because more attention is paid to these concerns. Still, Hemingway was 

unhappy with both productions for their neglect of important historical events that he 

found crucial to plot and thematic developments in the novel. A Farewell to Arms 

contains a great deal of information about the Italian army in World War One. Since 

many members of a modern, English-speaking audience may not be familiar with this 

information, filmmakers should include historical details that would educate the audience 

about important facts necessary to comprehend the film. 

The second manner of adaption, socio-cultural, focuses on societal trends and 

cultural attitudes relevant to the setting and creation of the original work, in relation to 

similar concerns surrounding production of its film adaptation. Additionally, it is 

important to take into account Simone Murray's caution that issues of economical 

concern often influence cultural values. As Murray explains, "critical theory and cultural 

studies have tended to develop theories of cultural value in relative isolation from the 

material industry contexts that preoccupy political economy" (11). Further, Murray points 

out that "political economy's realist, materialist, and interdisciplinary methodology 

critically illuminates content's key role in contemporary media industries" (10). In short, 

what Murray seems to be saying is that the social-cultural message conveyed in a source 

text might be altered by the political economics of the filmmaking industry, in an effort to 

target the widest possible audience while simultaneously avoiding censorship. 

Henry King's 1957 production of The Sun Also Rises is one example of a 

Hemingway work that is adapted within such constraints. Although the film contains 
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many scenes that play up the sensual appeal of Ava Gardner in the role of Brett Ashley, 

the more explicitly sexual scenes with her character from the novel are excluded from the 

adaptation because of censorship and economic concerns. In the 1950s, general film-

going audiences were not prepared for explicit displays of sexuality by females in 

mainstream cinema, and most likely would have responded negatively to the film, 

resulting in lower box office returns. Brett Ashley is known as the first New Woman 

character type to appear in an American novel. The New Woman is known for her 

worldliness, independent self-maintenance, and willingness to break traditional sexual 

mores. Thus, one manner of approach to constructing a new film adaptation of the novel 

is from a socio-cultural perspective, one that examines Brett Ashley's attitudes and 

behavior, as well as the reactions to it from the men who surround her. Such an approach 

was not possible in the more conservative 1950s but is more acceptable today, and could 

provide stunning new insights that explore Hemingway's contemplation of women in his 

early novels. 

However, this suggestion does not imply that modern society is completely free to 

explore political issues without concern for economic impact on the reception of the 

finished film product. The third manner of adaptation, political, is difficult because it 

forces both filmmakers and critics to consider not only their own political beliefs, but 

also those political attitudes held by large portions of the adaptation's target audience. As 

George Bluestone writes, "In the film, more than in any of the other arts, the signature of 

social forces is evident in the final work" (35). Bluestone cautions against making overt 

political statements in film, explaining that film is "the product of a commercial society, 

the Hollywood commodity must make a profit; to make a profit, it must please 
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consumers" (34). If their primary motivation is to create commercially successful films, 

filmmakers must consider the current tide of political opinion when creating new 

adaptations and select works that hold timely viewpoints that are relevant to public 

concerns. 

Perhaps the most difficult kind of subject matter for filmmakers and critics to 

create and evaluate on a political basis are films adapted from war novels. Most often, 

war novels are written by veterans, who tend to hold more right-wing, pro-war beliefs. 

The target audience for such novels and their film adaptations tend to be people who are 

comfortable reading about and then watching the atrocities of war. However, many 

members in the creative and journalistic media have more left-wing, anti-war sentiments 

that often cause them to impress their own value judgments upon novels and films that 

graphically depict war. Filmmakers and critics must be careful not to push their own 

agendas if they have no relevance to the source text. Otherwise, they risk alienating 

audiences in agreement with the tone of the original work. 

Still, neutralization of political issues, while it may produce box office success, is 

not an easy way to please all parties concerned in the adaptation process. Sam Wood's 

1943 adaptation of For Whom the Bell Tolls is a Hemingway work that benefitted 

financially from a manner of adaptation which reserves judgment and limits political 

themes. Hemingway's original text is filled with many overt political viewpoints and 

opinions about the futility of war. When they were removed from the film version, in an 

effort to make the film more marketable to a pro-war, pro-democracy, American 

audience, Hemingway was very dissatisfied. Perhaps in today's post-Vietnam political 

climate, mainstream audiences might be more accepting of Hemingway's ruminations 
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about the differences between the ideologies that start wars and the realities faced by the 

men who fight them. A political adaptation that considers the timeless politics of war, 

while reserving final judgment, could make the story fresh and relevant to 21st century 

audiences, simply by allowing more of the original text to speak for itself. 

The final manner of adaptation, psychological, is perhaps the most difficult to 

film, because it involves delving into the minds of characters and the author who created 

them. As Brian MacFariane explains, printed texts that place emphasis on the life of the 

mind present special problems for filmmakers because "they address narrative elements 

which are not tied to a particular mode of expression" (25). Texts with prevalent 

psychological themes usually contain significant periods of flashback, which disrupt the 

linear flow of narrative and have the potential to disorient film audiences, who do not 

have ability to flip back a few pages to catch important details that they may have missed. 

Audiences watching their own copies on digital video can revisit scenes, but the flow of 

visual narrative is still interrupted. George Bluestone calls this potentially disruptive 

narrative event a "time-flux," and cites it as a persistent difficulty in the adaptation 

process from page to screen. As Bluestone describes the problem, "in time-flux, past and 

present lose their identity as discrete sections of time. The present becomes 'specious' 

because on second glance it is seen as fused with the past, obliterating the line between 

them" (54). The central problem for filmmakers producing a psychological adaptation is 

how to maintain narrative flow when most of the action takes place inside the mind of a 

character. 

The simplest way to accomplish this maneuver is through liberal, though careful, 

use of flashback sequences. Henry King's 1952 adaptation of Hemingway's short story, 
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"The Snows of Kilimanjaro," accomplishes this feat quite neatly. King includes a whole 

additional narrative of Harry's exciting life that takes place in flashback sequences while 

Harry lies in his sickbed. Although the use of flashback is a very effective way to present 

Harry's backstory, King makes a detrimentally inconsistent deviation from the 

psychological themes of the original text by allowing Harry to live in the end. One of the 

central themes of Hemingway's tragic original is that Harry realizes that he threw away 

opportunities to create meaning in his life through writing, because he wasted his time 

among the leisurely rich. Harry's death at the end of the original short story creates a 

tragedy of great psychological resonance from which Hemingway's original audience 

could logically draw the conclusion that a productive life is ultimately more satisfying 

than one wasted by slacking. 

However, in King's adaptation, this psychological element is lost in an almost 

Dickensian happy ending that allows Harry to recover with the resolution to change. The 

failure of King's ending demonstrates the danger of tampering with the internal 

psychological motivations behind fictional characters. The inconsistent manner of King's 

psychological adaptation makes the film adaptation seem dated and unrealistic today, 

while the original short story retains relevance as a meditation on the psychology of death 

and regret. 

In sum, the level of consistency and adherence to one of these four suggested 

manners of adaptation can determine the success or failure in the process of transferring 

print fiction to film. The most successful adaptations balance these four contextual 

manners of adaptation and reflect and understanding of the major themes, plot, and 

characters contained in the original work. 
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Question Five: Into which of the five media categor(ies) does the original 

work(s) and/or filmed adaptation fall? 

The five categories into which an original work or adaptation might fall are 

creative fiction, plays, poetry, and songs; creative non-fiction prose, plays, poetry and 

songs; moving visual media; static visual media; or multi-modal expression. These 

categories are named in an effort to simplify meaning and should be understood 

according to the expected definitions of their words. Each of these five categories of 

original texts carries with it the cultural expectations for that medium of expression. 

These intrinsic differences affect the film adaptation process. 

In his discussion of the issues associated with creating film adaptations, Robert 

Stam notes what he refers to as the "automatic difference" between novels and film. 

According to Stam, a novel is "a single-track, uniquely verbal medium" that is "usually 

produced by a single individual." In contrast, Stam claims a film is "almost always a 

collaborative project, mobilizing at minimum a crew of four to five people and at 

maximum a cast and crew and support staff of hundreds," all working together to produce 

not only words, but also "music, sound effects, and moving photographic images." In 

addition to these creative elements, filmmakers carry the burdens of "budgetary 

constraints, issues of available talent, studio or producer pressures, censorship in terms of 

performers, screenwriters, editors, and so forth" (17). Stam rightly concludes his analysis 

by discussing how film adaptation is the most complicated transition between media, 

because it requires consideration of so many issues. 

One concern that filmmakers seeking to adapt a work of creative fiction often face 

is the problem of narrative point of view. Most often, films are made from an omniscient 
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perspective, allowing viewers not only to see the activities of the characters, but also to 

hear their internal thoughts. John Sturges manages this issue very well in his 1958 

adaptation of Hemingway's novella, The Old Man and the Sea, by having Spencer Tracy 

speak Santiago's thoughts in voiceover and also utter them in real-time onscreen. 

However, the second most common problem that filmmakers face when adapting works 

of fiction plagues Sturges's film, which is creating a suspension of disbelief for 

fantastical circumstances. 

In Hemingway's original novella, readers easily accept that Santiago, an aged 

fisherman, could hold on to a giant blue marlin for days with little rest, food, or water. 

This fantastical circumstance plays out believably in John Sturges's adaptation. The 

audience is prepared, by the convention of suspended disbelief allowed in creative 

fiction, to accept that a man of Spencer Tracy's advanced age might wrangle a fish of that 

size. The problem occurs in creation of a realistic giant marlin. Hemingway's readers are 

free to imagine the fish in any way they chose; however, Sturges is forced to resort to the 

use of unrealistic special effects due to the technical constraints of his era. The marlin 

itself is noticeable as the weakest and most dated element of the film. Even though the 

audience may be willing to suspend disbelief regarding feats of human endurance for 

which they are prepared, they will not usually tolerate special effects that do not measure 

up to their imaginations. 

In contrast, films adapted from creative non-fiction sources present the opposite 

problem. Directors must often work against the actual facts, which may even be 

contained in the original work, in order to create an illusion of plausibility that audiences 

will accept as the truth. As Thomas Leitch writes, the term "based on a true story" 
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denotes material that "indicates a source text that both is and is not a text, one that carries 

some markers common to most source texts but not others" {Discontents 281). Leitch 

further claims, the "one thing that [the term based on a true story] does not mean is that 

the film is an actual record of historical events" {Discontents 282). The most solid guide 

for potential films of creative non-fiction works is that they should give the appearance of 

realism, rather than the fantasticism that fiction allows, because "true story" audiences 

are less likely to willingly engage their suspension of disbelief. For example, if 

Hemingway had included a fantastical element in his non-fiction film, the The Spanish 

Earth, the work would not have seemed credible. Hemingway narrated and co-wrote the 

screenplay for the Spanish Civil War propaganda piece, which had to remain as gritty and 

realistic as possible in order to achieve its intended effect of gaining sympathy for 

Spain's political left, because of the higher audience expectation for veracity in non-

fiction pieces. 

Although Hemingway and Fitzgerald never produced films, paintings, or 

multimodal pieces on their own, all of these media are used in adaptations of their work. 

Each of these media categories carries with it a different set of expectations. Films, 

television programs, and other moving visual media normally seek to entertain audiences, 

whereas static visual media, such as painting and sculpture, create higher expectations of 

artistic merit. However, these two media can collide in interesting ways to create 

multimodal pieces, particularly in works of animation that are carefully planned and 

executed. As Robert Stam says, "the new technologies, and the theories associated with 

them, undermine, in their way, ideas of purity and essence" (12). Perhaps the best 
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example of this subversion of traditional expectations about media is Alexander Petrov's 

1999 adaptation of The Old Man and the Sea. 

Although The Old Man and the Sea had been previously adapted in live action for 

film with great success, Petrov's adaptation ignores the conventional expectation that 

only live-action cinema can be considered art. Instead, Petrov creates a piece of 

independent artistic significance that won an Oscar for best animated short film. Petrov's 

adaptation is the first animated film ever to be released in IMAX theaters. Consisting of 

29,000 frames of hand-painted oil on glass, Petrov's film demonstrates how heightened 

audience expectations for static-image painting and multi-modal animated expression can 

inspire filmmakers to produce new adaptations of older works that are just as timeless 

and unique as the originals. In short, today's filmmakers, freed from the technical 

constraints of visual media, are now able to create adaptations that continue to break 

down the boundaries between serious art and entertainment. 

Question Six: Is there a balance in levels of creative command among the six 

types of collaborators for each of the factors controlling the consistency, level of 

incorporation, style, manner, and category of the final film adaptation product and 

what might the motivations be for these decisions? 

Six types of collaborators work together to produce, distribute, and interpret film 

adaptations: the original author, producer, screenwriter, director, cast and crew, and 

audience. Each of these collaborators significantly impact adaptations and their journey 

from page to screen can often provide important insights into how to interpret the quality 

of a final product in relation to the original. As a result, in order to analyze any film 
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adaptation, critics must examine the contributions that each collaborator makes to the 

process. 

In the beginning of the adaptation process, the collaborative team must realize 

that each original author is a genre unto himself. Thus, adapting a film from a textual 

work by an author necessarily creates a genre conflict between the general genre of 

adaptation and the specific genre of an individual writer. However, this assertion does not 

mean that the author created his original work in a vacuum. The number of collaborators 

involved in the creative process for writers is small compared to film. Editors, agents, and 

publicists, as well as the literary, financial, and cultural interests that they represent, play 

a large role in a writer's process. As Simone Murray states, "the book is demonstrably as 

much the product of institutions, agents, and material forces as is the Hollywood 

blockbuster" (8). Due to the similar collaborative processes of the publishing and film 

industries, it is no wonder that filmmakers often attempt to collaborate with authors, as 

well as their production team, in the construction of film adaptations. 

Robert Siodmak's 1946 adaptation of Hemingway's short story, "The Killers," is 

perhaps the best documented example of how this collaborative process worked on a 

Hemingway-based film. In his biography of Ava Gardner, who played femme fatale Kitty 

Collins, Lee Server chronicles each collaborator's process in making a film noir classic 

out of Hemingway's original hard-boiled story. By shrewd bargaining, Hemingway was 

able to hold out for the highest price ever paid for the film rights to short story at the 

time. Most likely, Hemingway was aware of the two-pronged motivation for film 

adaptation production later recognized by Brian MacFarlane: the "crass commercialism" 

of appealing to a ready-made market and "high-minded respect for literary works," that 
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tend to cement an author's place in the literary canon (7). Due largely to the high risk 

incurred from their costly investment, Universal Pictures carefully chose the writers, 

director, cast and crew to be the best available. 

Screenwriter Richard Brooks and producer Mark Hellinger pumped Hemingway 

for further details on how to lengthen the trajectory of the story, and when the author 

claimed he had no other ideas for the characters, enlisted the help of John Huston as an 

uncredited co-writer. In all likelihood, Brooks and Hellinger were anxious for help in 

navigating what Brian MacFarlane calls "the story/plot distinction," which means that 

while "novel and film can share the same story" they are necessarily "distinguished by 

means of different plot strategies which alter sequence, highlight different emphases, 

which - in a word - defamiliarize the story" (23). Thus, Huston was chosen because he 

was a very Hemingwayesque writer and well-versed in the film noir genre, making him 

the perfect choice to fill in these story/plot gaps. 

After choosing to add Huston to the team, the writers, producer, and director 

made the decision to style the film in the manner of a standard noir, which necessitated 

adding a femme fatale not present in the original. Director Robert Siodmak wisely chose 

to play his role in the creative process as what Francois Truffaut would have called a 

metteur-en-scene, rather than an auteur, allowing space for Hemingway's authorial genre 

and the carefully crafted, genre-specific screenplay to form the basis for the adaptation 

without adding unnecessary stylistic influence. Siodmak's restraint in the situation was 

warranted, considering that the ideological field of production was already crowded by so 

many collaborators. 
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Once Ava Gardner was brought in as Kitty Collins, the woman who provides the 

motivation for Burt Lancaster's sinister deeds in the film, the plotline of production made 

its final turn. The choice to cast Gardner as Kitty was smart, because of Gardner's 

complex seductive and treacherous, yet still vulnerable, on-screen persona. Somehow, in 

this early role Gardner appears to possess an intrinsic knowledge of what Brian 

MacFarlane calls "character function," which creates "significance for the course of 

action" that an actor takes in her approach to a role (24). Consequently, audience 

members familiar with other tough, tragically beautiful New Woman characters created 

by Hemingway eagerly sold out theaters to see Gardner as the visual embodiment of this 

intriguing type. 

The finished film adaptation focuses not solely on the men's world of Ole 

Anderson's struggles, as Hemingway's short story does, but also on the newly created 

romance between Ole "the Swede" and Kitty. Audiences accept the additions to plot and 

characterization for several reasons. First, Hemingway's story is kept almost wholly 

intact in the first reel, allowing readers familiar with the original to recognize the 

characters, while those unfamiliar with the source can learn the story's origins. 

Afterward, the film uses the original as a springboard to launch the psychological drama 

of the Swede and Kitty that culminates in her betrayal and his murder, satisfying the 

conventions that audiences of film noir expect. The Killers serves as a successful model, 

showing how all six collaborative forces might work together to create, distribute, and 

interpret a film adapted from a literary work. Adaptation disturbances in the balance of 

these six creative forces will be discussed in later chapters to demonstrate why an out-of-

balance approach is less often successful. 
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As Thomas Leitch notes, filmgoers watch adaptations of novels "to test their 

assumptions, not only about familiar texts but about new ideas of themselves, others, and 

the world those texts project against new ideas fostered by the adaptation and the new 

reading strategy it encourages" ("Genre" 116). Perhaps this is why both filmmakers and 

audiences continue to gravitate toward making and watching adaptations that include 

additional information about the author's life and historical times. In his seminal text on 

film adaptation, George Bluestone quotes Sartre: "one cannot write without a public and 

without a myth - without a certain public which historical circumstances have made, 

without a certain myth of literature which depends to a very great extent upon the 

demand of this public" (31). Film adaptations that are based upon a source text while also 

incorporating material from the original authors' biographies and canons allow 

filmmakers and filmgoers to preserve, expand, and in a way, relive the mythology 

surrounding their favorite authors. 
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Chapter II 

The Ouroboric Cycle of Literary Celebrity: 

The Creation and Maintenance of 

F. Scott Fitzgerald and Ernest Hemingway as Cultural Icons 

The cult of literary celebrity is best understood in the context of an ouroboric 

cycle. In order to cultivate the reputation of an author, a publicity campaign must be built 

around him. Unfortunately, the extra attention that heavy publicity foists upon authors 

often stifles their creativity, since a public reputation forces them to produce works that 

conform to that image. The ultimate result of this cycle is that the later works produced 

within this artificial environment are often inferior to the originals, leaving critics no 

choice but to declare a celebrity writer's career over, even as his iconic status continues 

to grow. Thus, the ouroboric cycle of literary celebrity might best be described by the 

motto on Christopher Marlowe's portrait: "qvod me nvtrit me destrivt," which translates 

from the Latin as "that which nourishes me destroys me" (Marlowe-Society.org). This 

motto encapsulates the histories of F. Scott Fitzgerald and Ernest Hemingway as public 

writers. The public images of Fitzgerald and Hemingway greatly influenced both the 

critical receptions and film adaptations of their works. Scholars and filmmakers 

continually seek out the motivations behind these men, whose private lives were at times 

even more interesting and complex than their iconic fiction. Like the ouroboros, both 

Fitzgerald and Hemingway's careers moved in an endless circle, nourished by the cult of 

celebrity during their early years, but destroyed by it once the authors actually became 
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famous and were forced to work within the confines of personas that continue to live on 

today as self-perpetuating legends. 

During his early career, Ernest Hemingway seemed to flourish more in the 

limelight of his newfound fame than Scott Fitzgerald did. Perhaps the reason for this was 

Hemingway's own personality. From adolescence to late middle age, photos of 

Hemingway typically depict a handsome man whose most arresting feature is his 

enormous grin. These smiling pictures suggest not only that the person in them is having 

the time of his life, but also that his life is somehow bigger and more exciting than the 

lives of others. According to Carlos Baker's seminal biography on the author, 

Hemingway was almost preternaturally disposed to creating an image of himself as a 

man's man, even as a young boy. Baker recalls a story about the author at age five, 

recounted by Hemingway's mother: 

When asked what he is afraid of, wrote Grace, he shouts out'fraid of nothing with 
great gusto. His aspiration was to be taken for a man. He stomped about with half 
an old musket on his shoulder. He memorized some stanzas from Tennyson's 
Charge of the Light Brigade and became forthwith a soldier, gathering various 
pieces of wood which he called his blunderbuss, his shotgun, his rifle, his 
Winchester, and his pistol. His parents were much impressed by his courage and 
endurance. He took to dramatizing passages from Longfellow's Hiawatha, with 
[his sister] Marcelline as the dark-eyed daughter of the old Arrow-maker in the 
Land of the Dacotahs. {Life 5) 

From this early anecdote, it is easy to see how the young Hemingway intrinsically 

understood manliness to be a public performance, albeit one pieced together from a 

hodgepodge of ideas. The genesis of what would become the author's internal identity 

conflict, combining the man of action and adventure with the romantically conceived 

artist of reflection, is present in this recollection. Here, Hemingway's audience can pick 

out images of the future soldier, storyteller, sportsman, and lover of women, the parts of 
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what would become his legend, performed simultaneously each day to the delight of his 

family in their living room. 

In contrast, F. Scott Fitzgerald, although equally handsome and given to public 

performance of dramatic works in the homes of his family and friends, appears far more 

pensive and unsure of himself in boyhood photos than the young Hemingway. Very few 

of Fitzgerald's photos taken during his childhood depict the young man smiling. These 

images of a well-dressed, yet somehow uneasy-looking boy seem to predict the public 

image that the author would later develop. As an adult, Fitzgerald was a man who craved 

public attention, but was uncertain of how to behave once he attained it. 

In what has become the standard biography of the author, Matthew J. Bruccoli 

describes how Fitzgerald, at age seven, was an exceptionally bright student at his convent 

school. However, Fitzgerald was dismayed when his "intelligence and cleverness could 

not inspire the admiration Scott craved from his contemporaries" (18). As a result of "the 

unwillingness of others to acknowledge his superiority" Bruccoli claims that the 

previously quiet and well-mannered Fitzgerald became "boastful and bossy" (18). 

Further, Bruccoli states that: 

In 1905, his desire for leadership was complicated by his interest in girls when he 
entered Mr. Van Arnum's dancing class at the Century Club in Buffalo. Scott was 
a handsome boy, with blond hair and eyes that were described as green, blue, or 
gray. He projected an intensity that made people notice him, and he catches the 
eye in boyhood group photos. He was clothes-conscious and something of a 
dandy - at seven he carried a cane when he went with his father to have their 
shoes shined on Sunday mornings. Yet with girls, too, he found that boys he 
considered to be his obvious inferiors were more popular than he was. (18) 

In this anecdote, one can discern the beginnings of Fitzgerald's anxious public persona as 

a middle class man who aspired to be a member of the upper class in an effort to attract 
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the attention of girls and admiration of other men. Fitzgerald's awareness of class 

consciousness and his dependence on the approval of popular females as key to his sense 

of self-awareness is readily apparent in this childhood story. In short, the themes that 

would later appear in Fitzgerald's writing were present in childhood, as manifestations of 

his later popular image. 

Although from these details it is relatively easy to see how the very different 

public images of both Fitzgerald and Hemingway would develop in time, only one 

literary editor saw in these two complex personalities any marketable potential. 

Fitzgerald met Maxwell Perkins first, through the unsuccessful submission to Scribners 

of his initial attempt at a novel. Written in 1917-1918, while Fitzgerald anticipated being 

sent overseas in the Army, The Romantic Egoist was rejected for publication by senior 

editors at Scribners. However, it caught the attention of junior editor Maxwell Perkins. 

According to Bruccoli's biography of Fitzgerald, Perkins had recently been promoted 

from the advertising department at Scribners to its more prestigious editorial staff (84). 

Looking for a new writer who might help him make a name as an editor, Perkins 

encouraged the young Fitzgerald in his rejection letter for the novel, advising him to 

revise and resubmit. Upon receipt of the letter, Fitzgerald quickly began revision of the 

novel, which he resubmitted to Perkins as This Side of Paradise in 1919. Even though 

Perkins lobbied hard for the improved novel, it was again rejected. Fitzgerald set his hand 

to revision a third time, even more determined to earn publication, because he now had 

someone else to impress. 

During the time in which he was writing and revising This Side of Paradise, 

Fitzgerald met and fell in love with his future wife, Zelda Sayre, at a country club dance 
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in her native Montgomery, Alabama. Fitzgerald's desire for Zelda's hand in marriage 

proved to be the added incentive the young writer needed to begin his career in earnest. 

Bruccoli notes that although she was "reckless and impulsive about many things, Zelda 

was cautious about marriage to an unpublished writer with no money" (91). Determined 

to win her sole attention through exhibiting proof of financial security, Fitzgerald took a 

job with an advertising agency and began writing short fiction for magazines so that he 

could earn enough money to marry Zelda before anyone else could. Perhaps this early 

recognition that wealth and self-promotion could allow him to win the woman he loved 

was the beginning of Fitzgerald's later desperate dependence to hold a captive audience 

through monetary and literary achievement. 

Fitzgerald was not the only man staking his life and career on the publication of 

This Side of Paradise. To finally acquire permission from the senior editors at Scribners 

to accept his pet project for publication, Max Perkins threatened them with resignation, 

saying "My feeling is that a publisher's first allegiance is to talent.. .If we're going to turn 

down the likes of Fitzgerald, I will lose all interest in publishing books" (qtd. in Bruccoli 

99). Unwilling to lose their zealous young editor, Charles Scribner relented and agreed to 

publish the novel. Overjoyed upon hearing the news that he eagerly anticipated, 

Fitzgerald responded to Perkins by saying in a letter, "I have so many things dependent 

on its success - including of course a girl - not that I expect it to make me a fortune but it 

will have a psychological effect on me and all my surroundings and besides open up new 

fields" (qtd. in Bruccoli 99-100). Fitzgerald's hopeful prediction about the novel proved 

prophetic. 
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Thanks to a heavy promotional campaign by Scribners, This Side of Paradise sold 

out its initial printing of 3,000 copies in only three days (Bruccoli 115). Numerous 

additional printings followed. The success of the novel cemented Maxwell Perkins's 

place at Scribners as a tastemaker with an eye for new talent and paved the way for 

Fitzgerald, at twenty-three, to become an international celebrity overnight. Although the 

book was generally well-received by critics, the strength of Fitzgerald's writing was 

never its sole selling point: 

Fitzgerald's appearance accelerated his elevation to celebrity status. His striking 
good looks combined with his youth and brilliance to complete the image of the 
novelist as a romantic figure. He photographed handsomely, especially in profile; 
and, though never a dandy, he dressed well in Brooks Brothers collegiate style. 
During the Twenties he sometimes carried a cane, as did many young men. It was 
frequently remarked that Fitzgerald resembled an illustration in a collar ad. 

(Bruccoli 115) 

From this assessment, one cannot help but wonder whether both Perkins and Fitzgerald, 

men who were both well aware of how to manipulate a celebrity's image from their 

backgrounds in advertising, knew exactly what they were doing in creating Fitzgerald's 

public persona. A handsome, witty Ivy Leaguer who wrote poignantly about the changing 

youth culture of the time was an easy sell to college men and women looking for the 

voice of their generation expressed in print. Also, both editor and author readily admitted 

in printed interviews and speaking engagements that This Side of Paradise was a largely 

autobiographical novel. These admissions encouraged legions of fans to become as 

intrigued by Fitzgerald's own life as that of his fictional alter ego, Amory Blaine. All of 

these efforts created the perfect storm of media attention that would launch Fitzgerald as 

America's first full-fledged literary celebrity, a man on par with movie stars. 
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As Fitzgerald's star continued to rise in the public consciousness, another 

handsome young writer struggled in relative obscurity. Bored with his job as a cub 

reporter for the Kansas City Star and longing to be a part of WWI, even though his poor 

eyesight kept him out of the United States Army, Hemingway joined the Red Cross as an 

ambulance driver in 1918. After only three months on the front lines, Hemingway was hit 

by a mortar blast while distributing supplies and mail to soldiers and subsequently shot in 

the legs during the same firefight while carrying another fallen soldier to safety (Baker 

45). While Hemingway recovered from his wounds in an Italian hospital, he fell in love 

with his night nurse, Agnes von Kurowsky. 

Unfortunately for the young Hemingway, his first love affair, which Agnes 

claimed was never consummated, ended after his return to the United States, when Agnes 

sent him a letter saying that she was going to be married to an Italian officer (Baker 59). 

Heartbroken and healing slowly from his severely wounded legs, which still required him 

to use a cane a year later, Hemingway found readjusting to civilian life difficult. After a 

several months of loafing, Hemingway took a job as a reporter for the Toronto Star 

newspaper. Not ready to be tied down to a regiment of deadlines, Hemingway began 

looking for a way to go back to Europe as a writer. 

He found it in 1921, when he met his future wife, Hadley Richardson, and the 

writer, Sherwood Anderson (Baker 78). After only a few months of dating, Hemingway 

and Hadley married and planned an extended trip to Italy using the money from her trust 

fund. However, Sherwood Anderson, knowing Hemingway's desire to be a professional 

writer, suggested that they go to Paris instead (Baker 78). Swayed by his respect for 

Anderson's opinion as an established author, Hemingway and his new wife moved to 
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Paris in December 1921, armed with letters of introduction from Sherwood Anderson to 

the city's major literary figures. 

Once in Paris, Hemingway's literary career did not begin immediately. According 

to biographer Carlos Baker: 

He was determined to begin afresh with brand-new standards of truth and 
simplicity. 'All you have to do is write one true sentence,' he told himself. Write 
the truest sentence that you know.' It must be above all a 'true simple declarative 
sentence' without scrollwork or ornamental language of any sort. It must deal 
with something he knew from personal experience. (84) 

Hemingway was at first shy and reluctant to use the letters of introduction with which 

Anderson had provided him. However, by March 1922, Hemingway introduced himself 

to Ezra Pound and Gertrude Stein, who became his most important mentors for the next 

five years (Baker 86). Earning money as an unknown fiction writer was difficult. 

Hemingway continued his work as a foreign correspondent for the Toronto Star during 

this time, to supplement the income he and Hadley received from her trust fund so that 

they could travel around Europe, albeit frugally. These lean early years would later 

inspire Hemingway's memoir, A Moveable Feast, adding a much-needed sense of 

humility to what became the author's overblown posthumous reputation. 

The first half of the 1920s was anything but frugal for Fitzgerald and his wife, 

Zelda. Fitzgerald followed the success of This Side of Paradise with dozens of stories in 

popular magazines, which were compiled into two collections, Flappers and 

Philosophers (1920) and Tales of the Jazz Age (1922), as well as a second novel in 1922, 

The Beautiful and Damned. Fitzgerald's short stories brought him a substantial income 

and widened his readership, but the sophomore novel did not live up to his professional 

aspirations as a serious writer. 
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Although The Beautiful and Damned sold well, literary critics saw it as inferior to 

his first book. After reading Fitzgerald's second novel, renowned critic Edmund Wilson 

wrote that Fitzgerald "has been given imagination without an aesthetic ideal; and he has 

been given a gift for expression without very many ideas to express" (qtd. in Bruccoli 

161). Biographer Matthew Bruccoli claims that Wilson and other critics who did not take 

Fitzgerald seriously judged him harshly as "a natural but not an artist," the effect of 

which "damaged Fitzgerald's contemporary reputation [and] perhaps also impeded the 

fulfillment of his genius by depriving him of the critical respect he sought" (161). 

Regardless, Fitzgerald's popular appeal was strong during this time period. 

Fitzgerald sold the film rights of The Beautiful and Damned to Warner Brothers, 

who released it as a silent film in 1922. Although it earned the strongest reception among 

early screen adaptations of his work, The Beautiful and Damned was not Fitzgerald's first 

composition to be filmed. According to The Romantic Egoist, a reprinted collection of 

Fitzgerald's personal scrapbooks edited by his daughter Scottie and scholar Matthew 

Bruccoli, three movies were adapted from the author's works in 1920-1921: The Chorus 

Girl's Romance ("Head and Shoulders"), The Husband Hunter, ("Myra Meets His 

Family") and The Offshore Pirate (74). Unfortunately, like many other silent films, all 

three of these early adaptations are now lost. 

The only surviving silent film adapted from a Fitzgerald work is Conductor 1492 

(1924). Based upon the short story "The Camel's Back," it was released on video for the 

first time in 2008, and bears little resemblance to the Fitzgerald original. Nevertheless, 

publicity stills and advertisements from all of these films prominently display 

Fitzgerald's name, usually in equal billing with the director, and feature actresses who 
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look like twins of Zelda. These promotional materials survive as testaments to the 

commitment of publicists to link Fitzgerald's personal life with visual images of his work 

in the public consciousness from the very beginning of his career. 

During March 1922, Fitzgerald began work in screenwriting for the first time 

under the supervision of then up-and-coming producer David O. Selznick (Bruccoli 165). 

Quickly seduced by the $2,500 earned for writing the screen story of "Trans-Continental 

Kitty," Fitzgerald viewed movies as a way to make easy money from that point onward 

(Bruccoli 165-166). However, Fitzgerald's gift for witty description and dialogue did not 

translate well onto the silent screen, and most of his early screenwriting work never 

culminated in a finished film release. 

Still, Fitzgerald's belief in the potential economic security of screenwriting was 

perhaps the simplest explanation for his decreased literary output during his later career 

in the 1930s. Beyond financial reasons, Fitzgerald's reliance on screenwriting, in addition 

to continuous efforts at publication in popular magazines throughout his career, may be 

read as a conscious effort to retreat into the psychological safety of popular 

entertainment. By appealing to a mass audience, Fitzgerald could gather the mental 

strength and confidence necessary to face serious literary critics, who sought to eviscerate 

his literary writing as the unimportant product of a deliberately un-intellectual 

wunderkind. 

Perhaps due to a round of disparaging commentary from literary critics, the 

decision was made to shift the focus of Fitzgerald's publicity to highlight his life rather 

than his work. The earliest attempt to construct Fitzgerald and his wife Zelda as models 

embodying the lifestyle brand of 1920s flapper culture was an article that ran in Motor 
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magazine in 1920, titled "The Cruise of the Rolling Junk" (Bruccoli and Smith 73). This 

article chronicles the first journey taken by Fitzgerald and Zelda after their marriage to 

visit Zelda's parents in Montgomery. 

Photos accompanying the article depict the spunky newlyweds as dapper, 

slapstick precursors to Bonnie and Clyde. The largest picture showed Fitzgerald and 

Zelda leaning casually out the window of their second-hand car, smiling as if they were 

inviting readers to hop in the back seat and come along for the ride. Written by Fitzgerald 

himself, the text of the article could have been lifted from one of the humorous passages 

in his early novels. Typical of magazine pieces written by and about Fitzgerald during his 

early career, the overall effect of the article leaves the impression that Fitzgerald's 

fictional writing was merely a slightly adapted chronicle of his actual life and that readers 

were made to feel like welcome participants in the ongoing story of his life with Zelda. 

Examination of these articles provides important information about the role 

Fitzgerald's early publicity played in the construction of his image as the foremost 

authority on youth culture in the 1920s. The title of Fitzgerald's second collection of 

short stories, Tales of the Jazz Age, gave the era a moniker that it would carry 

forevermore. The term described the hedonistic lifestyles led by the flappers and sheiks 

described in Fitzgerald's prose. In numerous non-fiction articles during the early 1920s, 

both Fitzgerald and his wife, Zelda, offered social commentary about the flapper culture 

which they both ironically perpetuated and to a certain degree derided. 

As early as 1922, in her editorial "Eulogy on the Flapper" for Metropolitan 

magazine, Zelda Fitzgerald declared the personality type dead (Bruccoli and Smith 78). 

Zelda's editorial was surprisingly insightful, suggesting that her usually flippant attitude 
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may have been merely a social performance. In the editorial, Zelda distinguished between 

original flappers, such as herself, whom she claimed to have been socially innovative, 

and the later second-phase flappers whom she said were merely "striving to do what is 

pleasant and what they please.. .to outdo everything. Flapperdom has become a game; it 

is no longer a philosophy" (qtd. in Bruccoli and Smith 78). Despite similar efforts by 

both Fitzgeralds in later articles to disassociate themselves with the flapper stereotype, 

the public saw no distinction. As a result, the flapper persona simultaneously plagued and 

promoted both Zelda and Scott Fitzgerald for the rest of their personal and professional 

lives. 

Perhaps the reason for the persistent association of the Fitzgeralds with flapper 

culture was that the pair sent mixed messages to the public about their connection to the 

phenomenon. While in articles such as the one mentioned above, Fitzgerald and Zelda 

denounced the movement as past its prime, they continued to behave in ways consistent 

with the stereotype. The couple was frequently photographed engaging in social activities 

that usually involved then-prohibited alcohol. Also, Fitzgerald persistently produced 

stories about these escapades that he continuously claimed as semi-autobiographical. This 

combination of fictional and non-fictional chronicles linking the Fitzgeralds to jazz age 

culture permanently linked them to the era. 

Scandal sells, and during the 1920s the globetrotting Fitzgeralds were frequently 

short of money. Little wonder, then, that when popular magazines sought out the 

Fitzgeralds for promotional interviews about flapper culture, they seemed only too happy 

to oblige. According to Fitzgerald biographer Matthew Bruccoli, "because Fitzgerald was 

regarded as a spokesman for his generation, he was asked to write articles about love, 
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marriage, and sex" (188). The titles for these articles spoke to the fluffy nature of their 

content. Examples of such pieces produced by Fitzgerald in 1924 include, "Why Blame It 

on the Poor Kiss if the Girl Veteran of Many Petting Parties is Prone to Affairs After 

Marriage?" and "Does a Moment of Revolt Come Sometime to Every Married Man?" 

The second piece came with a companion article by Zelda, a format that was repeated in 

many of these magazine advice column pieces produced by the Fitzgeralds at the time 

(Bruccoli 188). Though they must have realized the potentially detrimental long-term 

effects that the connection to a fleeting social fad would have on Fitzgerald's career as a 

serious literary writer, it was a risk the pair seemed willing to take in order to finance 

their lavish lifestyle in the short term. 

In hindsight, this sort of engagement was not a completely unsound means of 

promoting the reputation of F. Scott Fitzgerald as a specific brand, even though that 

brand's shelf life was certainly limited. A talented, handsome Ivy League-educated rebel 

who threw away his advantages in life so carelessly cut a tragically romantic and 

appealing public figure. Also, reviewers seemed eager to moralize against Fitzgerald's 

work, which only served as a way to promote it to young people seeking a voice to guide 

their cultural rebellion. This phenomenon was evidenced by the title of one review for 

The Beautiful and Damned which proclaimed, "Fitzgerald's Latest Not For All 

Palates.. .a story of deterioration, brilliantly written" (qtd. in Bruccoli and Smith 96). 

Still, the chronicle of Fitzgerald's dissipation, both financial and emotional, at the peak of 

his popularity in the 1920s, was based in genuine fact, not contrivance. 

In April 1924, Fitzgerald wrote a humorous non-fiction article for the Saturday 

Evening Post titled "How to Live on $36,000 a Year." The article told how Fitzgerald 
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and Zelda squandered this amount of money, the equivalent of $250,000 in today's 

purchasing power. It caused a sensation among Fitzgerald's detractors, who pointed to 

him as an example of a wasteful youth culture that would lead to the downfall of the 

American economy. As biographer Matthew Bruccoli notes, this "cycle of extravagance 

kept Fitzgerald in bondage to magazines. It seemed he could always write another story, 

and his story price kept going up. Writing stories provided Fitzgerald with no satisfaction 

and generated guilt because he knew his chance for greatness depended on novels" (189). 

This cycle of spending in anticipation of future income was already beginning to take its 

toll on Fitzgerald even as he wrote this gallows humor account of his financial situation. 

In the month that "How to Live on $36,000 a Year" was published, Fitzgerald made the 

decision to move to Paris, so that he and Zelda could live more cheaply as expatriates 

while he tried to gain control of his finances and to write the novel that he hoped would 

make his name at last as a writer of serious literary fiction. 

Sadly enough, the book that Fitzgerald would complete while in France would 

accomplish only one of these two goals. The Great Gatsby was published in April 1925 

to the best reviews of Fitzgerald's career; however, the book did not make money. After 

selling out its initial printing of 20,870 copies at $2 each, most of the 3,000 copies 

produced in the second printing "were still in Scribners' warehouse when Fitzgerald died. 

At a 15 percent royalty, the first printing earned $6,261, canceling Fitzgerald's $6,000 

debt to Scribners" (Bruccoli 217). Although the book put him barely back in the black, 

Fitzgerald's letter to editor Maxwell Perkins expressed his depression at the popular 

failure of the novel for which he had such high hopes: 
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In all events I have a book of good stories for the fall. Now I shall write cheap 
ones until I've accumulated enough for my next novel. If it will support me with 
no more intervals of trash I'll go on as a novelist. If not, I'm going to quit, come 
home, go to Hollywood and learn the movie business. I can't reduce our scale of 
living and I can't stand this financial insecurity. Anyhow there's no point in trying 
to be an artist if you can't do your best. I had my chance back in 1920 to start my 
life on a sensible scale and I lost it and so I'll have to pay the penalty. Then 
perhaps at 40 I can start writing again without this constant worry and 
interruption, (qtd. in Bruccoli 217) 

Once again, Fitzgerald appeared to have a sixth sense about the path his life would take. 

When sales of The Great Gatsby did not pick up, Fitzgerald produced a new volume of 

short stories in 1926. The collection, appropriately titled All the Sad Young Men, sold at 

the high rate to which Fitzgerald was accustomed, cementing in his mind the impression 

that he was doomed to work only for money in the popular markets, rather than attaining 

a reputation as a serious novelist. Perhaps even more prophetically, the first film version 

of The Great Gatsby, produced after Fitzgerald sold the rights to Paramount for only 

$2,500, was one of the most successful films of 1926 (Bruccoli and Smith 138-139). All 

of these circumstances combined to convince Fitzgerald that his future as a writer 

depended on his ability to succeed in the movie business. As a result, the disappointed 

Fitzgerald, a has-been at the age of thirty, became trapped in the consuming ouroboric 

cycle of literary fame even before he moved to Hollywood to try screenwriting for the 

first time in January 1927. 

As Fitzgerald's first flush of literary fame began to fade, Ernest Hemingway's 

career as a fiction writer was beginning to take off. By October 1924, Fitzgerald had read 

Hemingway's two earliest collections, Three Stories and Ten Poems and in our time, 

which then had only been produced in small quantities by the lesser known publisher, 
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Boni & Liveright. Impressed with Hemingway, Fitzgerald wrote to his editor Maxwell 

Perkins about his new discovery in France on October 10, 1924: 

This is to tell you about a young man named Ernest Hemingway, who lives in 
Paris, (an American) writes for the transatlantic Review and has a brilliant future. 
Ezra Pound published a collection of his short pieces in Paris, at some place like 
the Egotist Press. I haven't it here now but it's remarkable & I'd look him up right 
away. He's the real thing, (qtd. in Bruccoli and Smith 129) 

Ever on the lookout for new talent, Perkins followed up on Fitzgerald's advice and 

contacted Hemingway about the possibility of publishing his future material. After a 

meeting in New York, the two men hit it off immediately, resulting in a contract for 

American republication of in our time and also Hemingway's first novel of wide 

publication, The Sun Also Rises (1926). 

The timing of Fitzgerald's recommendation could not have been better for 

Hemingway. Despite the fact that Hemingway lived far more frugally than Fitzgerald, by 

1924 Hemingway was in poor financial condition. Hemingway's wife, Hadley, had made 

a bad investment that resulted in the loss of half her trust fund, which at the time provided 

the Hemingways with their primary source of income. (Baker 124). Friends of the couple 

were troubled by the fact that Hemingway was constantly paranoid about losing money 

and "was making his wife live an unnecessarily poverty-stricken life in well-worn clothes 

and a dingy flat" (Baker 124). In short, by 1925 Hemingway was desperate to find 

someone who could change his life. 

Hemingway and Fitzgerald met in person for the first time in May 1925 at the 

Dingo Bar in Paris. Accounts of the meeting claim that Fitzgerald was enthusiastic about 

meeting Hemingway. However, Hemingway initially "could not make up his mind about 

Fitzgerald," mostly because he felt embarrassed that the more successful Fitzgerald 
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praised him too loudly upon first seeing him and then shortly thereafter became very 

drunk on champagne and passed out. (Baker 145-46). After Fitzgerald recovered several 

days later, Hemingway's initial suspicions about Fitzgerald subsided enough to allow him 

to accompany Fitzgerald to Lyon to pick up a car (Baker 146). On the trip, the two men 

spoke about their literary pursuits. Fitzgerald invited Hemingway to read The Great 

Gatsby, which Fitzgerald was then finishing up to send off to Maxwell Perkins in New 

York. According to biographer Carlos Baker, Hemingway "read The Great Gatsby with 

admiration, and wrote Max Perkins that it was an absolutely first-rate book" (146). In 

return, Hemingway offered Fitzgerald the opportunity to be the first person to read his 

working draft of The Sun Also Rises. Fitzgerald "said that it was an excellent book" 

although "he recommended a number of internal cuts in the opening chapters" to which 

Hemingway agreed. Ultimately, "the first fifteen pages of the manuscript - the whole 

biography of Brett Ashley and Mike Campbell and the autobiography of the narrator Jake 

Barnes" were cut (Baker 170). This period of collaboration forged the volatile friendship 

between Fitzgerald and Hemingway. 

While Fitzgerald languished in the paradox of The Great Gatsby's critical success 

and commercial failure, Hemingway enjoyed his first rush of fame with The Sun Also 

Rises. However, from the very beginning of his career, Hemingway seemed wary of 

becoming a literary celebrity like Fitzgerald. Leonard Leff describes the relationship 

between the writers as strained because of Hemingway's distaste for Fitzgerald's 

lifestyle, saying: 

Hemingway saw Fitzgerald as a mentor; following his tips, he had reworked the 
openings of both The Sun Also Rises and "Fifty Grand," the boxing story that the 
Saturday Evening Post, Liberty, and Collier's had praised and rejected. The 
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longer he knew Scott, though, the more Hemingway doubted and finally 
mistrusted him. His European travels and free spending on cars and liquor 
suggested a bottomless wealth that, Hemingway later discovered, Scott did not 
have. Fitzgerald was self-destructive even in his work: he wrote good fiction, then 
added the bumps and twists that made it saleable. It was whoring, Hemingway 
later wrote in A Moveable Feast. Unintentionally, Perkins had countenanced it. 

(64) 

Hemingway was also disturbed by Fitzgerald's persistent willingness to invite the public 

in to his family life. Although all four of Hemingway's wives were writers, their work 

never appeared in paired editorial articles as Fitzgerald's and Zelda's did. This absence is 

perhaps due to the personalities of Hemingway's wives. In response to the storm of 

publicity advertizing her husband as not only a great writer, but also as model of behavior 

for manly men, Hemingway's second wife Pauline wrote to him: 

I don't mind reading about Hemingway the writer, or Hemingway the expatriot, 
or Hemingway the bull-fighter, or Hemingway the satirist, or Hemingway the 
punctured balloon, or Hemingway the man, or even Hemingway the artist. But I 
WON'T read - can't read - about Hemingway the legendary character. At least 
not unless he is in the same room. (qtd. in Leff 63) 

However, Pauline's plea was in vain. Although Hemingway begged Maxwell Perkins to 

slow down the avalanche of media attention to his personal life, the advertising 

executive-turned-editor knew a good story when he saw it, and Hemingway as a character 

made a very good story. Even though by 1925 Maxwell Perkins openly acknowledged in 

a letter to Hemingway that "Fitzgerald's personal reputation had injured his books and 

given him, an altogether frivolous look in the eyes of the trade and the public," Perkins 

believed that he could assist Hemingway in the construction of a more controlled public 

image that would advertise both the man and his work in a way that would maintain his 

literary respectability (Leff 62). 
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This belief began the construction of Hemingway as a public figure, a fictitious 

character who suffered from an extreme case of multiple personality disorder. Greatly 

exaggerated accounts of Hemingway's military service, his prowess as a sportsman, and 

his affinity for bullfighting were published alongside stories about his dedication to the 

writing craft. The additional intrigue of Hemingway's highly publicized divorce from his 

first wife, Hadley, and quick remarriage to second wife Pauline during the first run of 

publicity on The Sun Also Rises added another dimension to his already complicated 

public image: Hemingway the great lover. Hemingway quickly replaced Fitzgerald in the 

ouroboric cycle of literary fame, as the sort of Renaissance man whom college boys 

wanted to be and college girls wanted to fall in love with. 

Letters from Hemingway's fans and friends at this time reflected this trend. 

According to Leonard Leff, scores of young women wrote to Hemingway about their 

fascination with The Sun Also Rises, which they assumed to be a true account of his 

"vivid and interesting" life, and asked, "Would he please send them a picture of 

himself?" (qtd. in Leff 62). Amused and flattered but somewhat embarrassed by the 

attention, Hemingway wrote to Scribners requesting "pictures of aged New England 

gentlemen that he could autograph and send to his fans" (Leff 63). This incident can be 

viewed as Hemingway's first assumption of the Papa persona in public. As a young 

married father, Hemingway enjoyed the attention from female fans; however, he 

attempted to maintain a certain degree of emotional distance from them. 

Nevertheless, Malcolm Cowley wrote to Hemingway that young women at Smith 

College were "modeling themselves after Lady Brett" Ashley, the female lead of The Sun 

Also Rises, and that "hundreds of bright young men from the Middle West are trying to 
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be Hemingway heroes, talking in tough understatements from the sides of their mouths" 

(qtd. in Leff 63). This mimicking of Hemingway's characters' behavior and appearance is 

not surprising, and is the strongest support for the idea of Hemingway's fame as an 

ouroboric cycle. 

The character of Lady Brett Ashley was based on Hemingway's acquaintance 

with Lady Duff Twysden, with whom he had attended bullfights in Spain. Hemingway's 

characterization of Robert Cohn in the book was based on Harold Loeb, a man whom 

Hemingway disdained because of his fawning over Lady Twysden. The castrated Jake 

Barnes from The Sun Also Rises was most often read as an alter-ego of Hemingway, who 

might have felt constructively castrated by his marriage and was subsequently never able 

to satisfy his fascination with Lady Twysden sexually. Throughout his career, 

Hemingway repeated this pattern of drawing characters from his real life and including 

much of himself in one character, usually the hero of the piece. In return, Hemingway 

fans would imitate his imitations of these people, reinforcing and expanding the 

Hemingway legend, which then circled back around to begin the process again, as 

Hemingway produced more works in conformity with these ideas. 

The first repetition of this pattern came with Hemingway's second novel, A 

Farewell to Arms (1929). In this book, Hemingway cast the hero, Frederic Henry, as a 

man very similar to himself. Henry, an American ambulance driver in Italy during World 

War One, is injured and subsequently falls in love with his night nurse, Catherine 

Barkley. In most accounts of Hemingway's construction of the narrative, Agnes von 

Kurowsky, Hemingway's own unrequited love, was the inspiration for Barkley. Based on 

Kurowsky's account of their relationship, one could assume that here again in his second 
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novel, Hemingway was working through the sexual frustration of not consummating an 

affair with a woman whom he desired. The added peril of Catherine Barkley's deadly 

pregnancy in the book was largely assumed to be the result of Hemingway's anxiety 

during the birth of the first child with his second wife, Pauline, who had a very difficult 

delivery. These two novels, combined with the rave reviews and wide publication of an 

additional volume of short stories during this time period, Men Without Women (1927), 

made Hemingway a well-known literary personality by the end of the 1920s. 

A more savvy businessman than Fitzgerald, Hemingway was eager to cash in by 

selling the film and stage rights to his works; however, he was well aware of his ability to 

hold out for a premium price. Hemingway told Maxwell Perkins that Scribners should 

request $30,000 for the film rights to The Sun Also Rises, with the special direction that 

he would "take whatever you can get in cash" (Leff 64). Hemingway wanted the money 

in cash for two reasons. First, he wanted to leave his first wife Hadley with a very 

generous divorce settlement and had already assigned future publication proceeds from 

the novel to her. Second, and more significantly, Hemingway's request for cash in hand 

demonstrated his distrust for the film industry, which he regarded as a fickle business. 

Hemingway's inclination toward waiting and demanding money in hand was 

wise. Taking Fitzgerald's advice on selecting an agent to shop his film rights, 

Hemingway chose Paul Reynolds, the agent Fitzgerald used for The Great Gatsby (Leff 

77). However, the advent of sound greatly increased the value of writers known for their 

dialogue in just the few short years between the time that Fitzgerald hastily sold his rights 

and Hemingway patiently brokered his own. Film rights for The Sun Also Rises and A 

Farewell to Arms brought over $30,000 each, and short stories such as "The Killers" 
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commanded over $10,000 (Leff 64). At that time, the success of these deals made 

Hemingway the most highly compensated writer in the history of works adapted for film. 

Although film adaptation deals proved very lucrative for Hemingway, he was not 

seduced by the allure of easy money in screenwriting as Fitzgerald had been. Still, 

Fitzgerald was right in his advice to Hemingway that no book-to-movie deal ever took off 

in the public consciousness without a scandal (Leff 65). The scandal surrounding 

Hemingway's early adaptations on film centered on his use of foul language, which 

offended film censors. Words such as "cocksucker," "shit," "whorehound," and "son of a 

bitch" in the first drafts of A Farewell to Arms not only made editor Maxwell Perkins 

cringe at the thought of the publication censorship struggle that lay ahead of him, but they 

also presented Perkins with a great possibility for publicity about Hemingway (Leff 92). 

Perkins highly publicized his negotiations with Hemingway about the use of socially 

unacceptable language and highly sexualized themes, throughout both the novel editing 

and film production processes. 

As a result, even though all of his works commanded high selling prices for 

adaptations, only A Farewell to Arms was distilled into a film that was considered 

acceptable enough to appease the censors. After the 1932 release of A Farewell to Arms 

by Paramount, no new Hemingway film adaptations appeared for the next twelve years. 

Regardless, the commercial success of Paramount's adaptation of A Farewell to Arms 

made Hemingway's works coveted in Hollywood as sellable properties that retained a 

desirably dangerous marketing edge. 

Unlike his early anxiety at the possibility of becoming an idol for the college set, 

like Fitzgerald, Hemingway seemed to revel in the idea of media portrayal as a man of 

A 
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adventure. Oftentimes, Hemingway would hear wildly fantastical stories about his 

exploits and, rather than contradicting them, would counter in the press with other 

equally untrue accounts of this own. In all likelihood, Hemingway knew that such 

scandal and speculation boosted sales. The infamous skylight incident of March 1927 is 

one example of this phenomenon. After returning home late one night drunk, Hemingway 

accidentally pulled the cord for the skylight instead of the toilet chain in the bathroom. 

When the broken skylight came crashing down on him, it left a huge horseshoe-shaped 

gash on his forehead that required nine stitches. The accident was reported in a wire-

service story that ran in newspapers all over the world, causing Ezra Pound to wire 

Hemingway back with the also often-reprinted response, '"How the hellsufferin' tomcats 

did you get drunk enough to fall upwards thru the blithering skylight!!!!!!!"' (qtd. in Leff 

80). Maxwell Perkins, never one to allow a marketing opportunity to pass him by, 

quickly requested new photos of Hemingway to accompany the story. 

Hemingway responded by sending a photo of himself turbaned in an comically 

large head bandage as he stood propped jauntily against the front of Sylvia Beach's 

Shakespeare & Co. bookstore wearing a new three-piece suit (rpt. in Bruccoli and Smith 

129). In the photo, Beach is gawking at Hemingway in exactly the same way that his 

audience would after they saw the photo which circulated through newswire services. 

Wanting better photos of the author, an exasperated Perkins contacted Hemingway's 

wife, Pauline, who encouraged Ernest to sit for a series of professional photographs. 

These photos depict a more appropriately attired Hemingway, dressed in open-collared 

shirts and fisherman's sweaters. Perkins circulated these pictures widely in an effort to 

convey the idea that Hemingway was not only a sophisticated man of letters who could 
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appeal to a female audience, but also an accessible fellow sportsman for men who wanted 

to identify with him. In all of these photographs, Perkins had the scar from the skylight 

incident retouched (Leff 81). Both Hemingway's madcap, self-staged, candid photo and 

Perkins and Pauline's carefully planned ones contributed to the overall creation of the 

author as a complex, fascinating character. 

While Hemingway's career as a public writer took off, Fitzgerald was not doing 

as well as he had hoped in Hollywood. Painfully aware that he squandered his early 

success, Fitzgerald wrote, in a voice that showed his literary maturity, tragically learned 

too late: 

The compensation of a very early success is a conviction that life is a romantic 
matter. In the best sense one stays young. When the primary objects of love and 
money could be taken for granted.. .when the fulfilled future and the wistful past 
were mingled in a single gorgeous moment - when life was literally a dream." 

(qtd. in Bruccoli and Smith 145) 

From this passage, it might be derived that Fitzgerald had already given up on his career 

as a serious writer by the time he reached Hollywood. Whatever his feelings of personal 

remorse might have been, Fitzgerald threw himself into his work during his first 

screenwriting contract. 

In 1927, United Artists signed Fitzgerald on as a staff screenwriter to produce a 

new vehicle, titled Lipstick, for ingenue Constance Talmadge's film debut. A gossip 

column piece by Allene Talmey explained the expectations for Fitzgerald when he went 

to Hollywood: 

As blondes, ash, yellow, or brass, have been the heroines of Mr. Fitzgerald's tales 
ever since he came up on the crest of the younger generation in This Side of 
Paradise, he will be set immediately to fashion one of his blonde, reckless, willful 
and irresponsible girls for Constance Talmadge to use as background for her 
sparkle. He will go not to Hollywood not to adapt any of his published pieces but 
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to work out originals. When This Side of Paradise arrived with its message that 
college wasn't the same as when Stover went to Yale, Famous Players-Lasky 
bought it, and then after reading it decided that, unfortunately, their purchase was 
not movie material. When his next book appeared Warner's rushed out, bought 
The Beautiful and Damned, and made it into a handsome movie with Marie 
Prevost to swank around as Gloria. Last summer Herbert Brenon, for Paramount, 
developed Fitzgerald's The Great Gatsby into a movie. 

(qtd. in Bruccoli and Smith 147) 

In this excerpt, it is easy to see that popular opinion in Hollywood had already 

pigeonholed Fitzgerald even before his arrival. This Side of Paradise, Fitzgerald's deeply 

personal bildungsroman about his fictional alter-ego, Amory Blaine, was bought and then 

hastily cast aside as not suitable for film. This quick dismissal of Fitzgerald's first novel 

mirrored the author's treatment as a sensational flash in the pan by Hollywood executives 

looking to cash in on the lucrative college-aged market without regard for the subtle 

nuances in Fitzgerald's work. 

This view is further supported by the characterization of Warner Brothers' 

adaptation of The Beautiful and Damned, not as dual modern tragedy of a young couple, 

who enjoyed too much of life too soon, but instead as a superficial flick for Marie Prevost 

to "swank around in." For the second time with The Beautiful and Damned, Fitzgerald 

saw the details drawn so carefully from his life with Zelda into his fiction rendered 

completely meaningless on screen. The final blow must have come with Paramount's 

first adaptation of The Great Gatsby (1926). Although the film does not survive today, 

the trailer and promotional materials suggest that its focus was once again on the female 

heroine, Daisy Buchanan, played by Lois Wilson, and her wild-partying exploits, instead 

of Gatsby's tragic personal story. 
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Fitzgerald tended to regard The Great Gatsby as his masterpiece, both because it 

represented the culmination of his evolving fiction-writing style and because it depicted 

his own deepest personal insecurity, that no matter how successful he might become, he 

would always be a sham with only a tenuous hold on the social respectability he craved. 

After seeing this book so reduced on screen, Fitzgerald remarked, "This is no art. This is 

an industry" and set to work learning his new trade (Phillips 27). After the initial rush of 

interest in Fitzgerald adaptations accompanying his personal fame in the 1920s, no new 

film versions of his work appeared until 1949, when Paramount released a new version of 

The Great Gatsby. Unfortunately, Fitzgerald never lived to see this later version of his 

favorite work. By the time the second adaptation of Gatsby was made, Fitzgerald had 

been dead for almost a decade. 

Adding insult to injury was the fact that this screenwriting work, which Fitzgerald 

held in much contempt, most often did not even carry his name. Ironically, Fitzgerald 

was never invited to participate in the adaptation of his early flapper stories for film, even 

though the promotional materials routinely featured his name. Instead, Fitzgerald became 

the man of choice in Hollywood for writing witty women's dialogue. After Lipstick 

(1927) failed to result in a finished production, Fitzgerald's first trip to Hollywood ended. 

Later, Fitzgerald was selected as the primary writer on Red-Headed Woman (1931), a 

Jean Harlow vehicle that never came to the screen. After this second excursion in 

Hollywood under contract to MGM ended in disappointment, Fitzgerald did not return to 

Hollywood again until 1937 when he worked on dialog for A Yank at Oxford (1937) but 

received no screen credit. Determined to finally see his screen work and his name 

together, Fitzgerald insisted upon, and received, his only screen credit for an adaptation 
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of Erich Maria Remarque's Three Comrades (1938), produced during his third tour of 

duty in Hollywood from 1937 until his death in 1940. 

However, this small victory did not come without a fight. The studio constantly 

argued with Fitzgerald during the writing process over adding co-writers who threatened 

to push his name off the marquee. After finishing the screenplay for Three Comrades, 

Fitzgerald wrote to his friend Harold Ober, "a good deal of the glow of Hollywood has 

worn off for me, but I would as soon be here as anywhere else. After forty, one's 

surroundings don't matter so much" (qtd. in Phillips 27). The defeatist tone of 

Fitzgerald's letter predicted the remainder of his tenure in Hollywood. Over the next two 

years, Fitzgerald would co-write five additional screenplays, Infidelity, The Women, Gone 

With the Wind, Winter Carnival, and Raffles, all under paid studio contract, without ever 

receiving another screen credit. 

Although Fitzgerald's work in Hollywood did virtually nothing to enhance his 

public reputation as an author, the print work he produced during this time did enjoy a 

significant readership. Fitzgerald continued to find ample work as a writer of short fiction 

for magazines such as the Saturday Evening Post and Esquire, but became bitter about it. 

This bitterness was further reflected in Fitzgerald's self-deprecating, semi-

autobiographical stories about hack screenwriter Pat Hobby, also produced during this 

time. 

Writing to Hemingway in 1929, Fitzgerald attempted to defend his slow progress 

on his next novel, Tender is the Night (1934), with the assertion that he was at least 

making money, saying, '"Here's a last flicker of the old cheap pride - the Post now pays 

the old whore $4,000 a screw. But now it's because she's mastered the 40 positions - in 



55 

her youth one was enough" (qtd. in Bruccoli 281). Hemingway tried to offer Fitzgerald 

tough love and encouragement in his reply, writing back: 

Oh, Hell. You have more stuff than anyone and you care more about it and for 
Christ sake just keep on and go through with it now and don't please write 
anything else until its finished...The stories aren't whoring, they're just bad 
judgment - You could have and can make enough to live on just writing novels. 

(qtd. in Bruccoli 282) 

Despite the urgings of his friend, Fitzgerald's progress on Tender is the Night was slow, 

chiefly due to two reasons beyond his control. 

First, Zelda's mental health continued to worsen, requiring increasingly expensive 

mental care at various facilities in Europe and America. After her attempt to launch a 

professional ballet career too late in life ended in disappointment, Zelda suffered the first 

of many nervous breakdowns in fall 1929 (Burccoli and Smith 172). After several months 

of rest trips that he had hoped would help Zelda proved unsuccessful, Fitzgerald secured 

the best, and most expensive, treatment that money could buy for her at the Prangins 

clinic in Switzerland, beginning in April 1930 (Bruccoli 290). Although her mental health 

would improve for a short time, Zelda remained unstable and she required continued 

rounds of hospitalization for the rest of her life. 

Worry over his wife and the strain her medical treatment put on their finances 

forced an already borderline alcoholic Fitzgerald into a severe drinking problem, leaving 

him exhausted and unable to write. Fitzgerald became trapped in an ouroboric cycle of 

concern over Zelda, which led to more drinking, followed by less writing, resulting in 

less money and progressively more worry. Even if Fitzgerald had been able to create at 

top form, it is likely that the stock market Crash of 1929 reduced the market of readers 

interested in novels about lives of rich excess. As Bruccoli characterizes the situation, 
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"with his capacity for becoming identified with the moods of his times, Fitzgerald came 

to symbolize the excesses of the boom decade. The Twenties had spoiled and rewarded 

him. The Thirties would disparage him" (286). As a result, when Fitzgerald finally 

completed Tender is the Night in 1934, and followed it with a collection of short stories, 

Taps at Reveille (1935), sales were steady, but nowhere close to the levels set by his 

earlier work. To observers of the literary celebrity cycle, Fitzgerald's era had ended. 

Surprisingly, the tabloid press was kind to Fitzgerald and Zelda during this time. 

Most likely, this kindness was due to a series of self-deprecating personal magazine 

essays that Fitzgerald produced during the middle to late 1930s, which were later 

collected into The Crack-Up (1945) by editor Edmund Wilson. The title essay of this 

collection, "The Crack-Up," was originally published in 1936 as the first installment in a 

three-part series appearing in the February, March, and April issues of Esquire. In this 

initial essay, Fitzgerald blends the two sides of his persona as a public writer. On one 

hand, "The Crack-Up" is an excellently written piece of creative non-fiction, recalling the 

confessional style of the Romantic poets whom Fitzgerald had admired and copied since 

his college days at Princeton. On the other hand, the essay is a tragic lament on the 

destructive cycle of literary celebrity, the first of its kind. 

Fitzgerald demonstrates awareness of his unique cultural position as a public 

writer early in "The Crack-Up," saying: 

It seemed a romantic business to be a successful literary man - you were not ever 
going to be as famous as a movie star but what note you had was probably longer-
lived - you were never going to have the power of a man of strong political or 
religious convictions, but you were certainly more independent. Of course within 
the practice of your trade you were forever unsatisfied - but I, for one, would not 
have chosen any other.. .Life, ten years ago, was largely a personal matter. I must 
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hold in balance the sense of futility of effort and the sense of the necessity to 
struggle; the conviction of the inevitability of failure and still the determination to 
succeed. (70) 

In this passage, Fitzgerald identified the perks and pitfalls of his literary celebrity. By 

describing the writer's life as a romantic concern and comparing his notoriety to that of 

movie stars, Fitzgerald suggested that, as a young man, he thought of his life as if he were 

a character in a movie. While playing out the public role of a dashing young author, 

Fitzgerald was a guide of public opinion, with himself as a lifestyle model. However, 

Fitzgerald also acknowledged that this real-life Method acting, in which a public writer 

tried to hold on to his genuine creative self while simultaneously cultivating a public 

image, eventually became an unwinnable struggle. 

The image that Fitzgerald used to describe himself after succumbing to the 

emotional stress of this struggle for selfhood was the cracked plate, from which the essay 

derived its name. In "Pasting It Together," the second essay of his 1936 Esquire series 

included in The Crack-Up collection, Fitzgerald compared his recovery to a state of 

marginal functionality after the mental breakdown that he suffered in the 1930s and 

chronicled in the first essay. The extended metaphor of the cracked plate that he used to 

describe his post-breakdown status as a public writer was quite vivid and profound when 

considered in the context of ouroboric literary celebrity life cycles. Explaining the motif, 

Fitzgerald wrote: 

Sometimes, the cracked plate has to be retained in the pantry, has to be kept in 
service as a household necessity. It can never again be warmed on the stove nor 
shuffled with other plates in the dishpan; it will not be brought out for company, 
but it will do to hold crackers late at night or go into the ice box under leftovers. 

(75) 
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By the late 1930s, Fitzgerald had become the cracked plate of literary America. Shuffled 

out of the spotlight he once enjoyed as an up-and-coming literary talent, Fitzgerald 

considered himself fit only to hold the cracker crumbs and leftovers of the entertainment 

world, polishing scripts of unimportant films for other screenwriters. Magazine 

publications, always his standby outlet for creative fiction, served Fitzgerald during this 

time period as a forum for chronicling what he believed to be his descent into obscurity. 

In a way, Fitzgerald's essays in The Crack-Up may be read today as precursors to 

reality television shows like Celebrity Rehab. These television shows offer viewers the 

catharsis of seeing how celebrities' lives often lose their appeal, as they squander early 

wealth and fame. The suggestion implied by these life-dissipation reality shows is that 

celebrity status is ephemeral, and the general public is better off not suffering through the 

stressful gains and catastrophic losses that the roller-coaster lives of the rich and famous 

often entail. 

During the 1930s, Fitzgerald's first generation of readers, the former flappers and 

college boy sheiks, moved into middle age during the Great Depression. Generally, the 

middle years of life are considered less exciting than those of their youth. However, the 

extreme financial hardships of the Depression exacerbated the natural emotional traumas 

expected from this transition. Fitzgerald's decision to place this series of articles, 

chronicling his descent into despair and subsequent semi-recovery, in Esquire is 

particularly telling. By putting his own troubles on display for other well-to-do men to 

read, Fitzgerald might be read as making a play for sympathy from other men who, like 

himself, had once been financially and emotionally secure, but recently had suffered 

reversals of fortune. Out of this sympathy, Fitzgerald may have hoped that his readers 
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would remember his glory days along with their own, incorporating early impressions of 

his life and work into their own personal mythologies and thus preserving his preferred 

public image for future generations. 

If this was Fitzgerald's strategy to preserve his literary legacy, it worked. The last 

novel that Fitzgerald completed during his lifetime, Tender is the Night (1934), sold 

respectably for a Depression-era title, but did not enjoy the success of his earlier works. 

However, as with The Great Gatsby, it did not immediately cement a place for Fitzgerald 

in the American canon as he had hoped. John O'Hara, a friend of Fitzgerald's, perhaps 

summed up the situation best, saying: 

The book came out at precisely the wrong time in national history. No matter how 
good it was, it was about the Bad People, the well-fed, well educated, well born -
the villains of the Depression.. .it was a time for Steinbeck and the imitators of 
Steinbeck... I am proud to say that I did not go along with the gutless thinking that 
all but destroyed Tender is the Night and without a doubt broke Fitzgerald's heart. 

(qtd. in Bruccoli 363) 

With the disastrous critical reception of his last completed novel, one might suspect that 

Fitzgerald's descent into literary obscurity would have been assured. However, perhaps 

because of his pleas to be remembered, both in public magazine editorials and in private 

letters to friends, Fitzgerald may have saved his postmortem literary reputation. After his 

death from a heart attack in 1940, the public that Fitzgerald had worked so hard to 

cultivate finally came to rescue the literary pied piper from cultural obscurity. Thus, with 

The Last Tycoon, Fitzgerald's identity as a writer merged with that of Perkins, making 

one entity of the author and the publisher who had created his public persona. 

The Fitzgerald revival began with his closest acquaintances and over the ensuing 

decades became a widespread cultural phenomenon. Almost immediately after 
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Fitzgerald's death on December 21, 1940, Maxwell Perkins began trying to find a way to 

publish Fitzgerald's final novel, The Last Tycoon (1941). Perkins solicited the help of 

Budd Schulberg, John O'Hara, and even Ernest Hemingway, all of whom declined 

because they believed that Fitzgerald's work was too unique to reproduce (Bruccoli 489). 

Ultimately, Perkins edited Fitzgerald's working notes himself and published the book as 

an unfinished novel. 

Also, in one of many ironic twists of fate during Fitzgerald's antagonistic 

relationship with the motion picture industry, new adaptations of his works began 

appearing steadily in the decades after his death. A remake of The Great Gatsby (1949) 

came first, starring Alan Ladd. The Ladd Gatsby, although considered the best Gatsby 

adaptation by some scholars, nevertheless succumbed to the pressures of conforming to 

the expectations of a Hollywood gangster genre film, rather than reflecting the deeper 

meanings within Fitzgerald's original text. 

An adaptation of Fitzgerald's short story "Babylon Revisited" came next, under 

the title The Last Time I Saw Paris (1954). This adaptation represented a turning point in 

films based upon Fitzgerald's works. In 1940, Fitzgerald, under extreme financial 

pressure, wrote a screenplay that turned "Babylon Revisited" into a childish star vehicle 

for Shirley Temple. However, Temple never made the film, which Fitzgerald had re-titled 

Cosmopolitan in his screenplay. Whereas Fitzgerald might have been content to sell out 

his most poignantly autobiographical short story for quick cash, the makers of The Last 

Time I Saw Paris expected more. The film, starring a young Elizabeth Taylor, is well-

made and represents the first time that a film adaptation attempted to capture onscreen the 

emotional depth and complexity of an original Fitzgerald work. 
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From 1954 onward, most filmmakers have worked diligently not only to preserve, 

enhance, and update the central themes of Fitzgerald's works on film, but also to cultivate 

the conception of Fitzgerald as a tragically heroic literary figure who became one of 

American celebrity culture's first victims. Feature films such as Henry King's Beloved 

Infidel (1959) and Tender is the Night (1962), Jack Clayton's The Great Gatsby (1974) 

and Elia Kazan's The Last Tycoon (1977) encouraged a Fitzgerald revival in the 1970s 

and 1980s, which in turn inspired several high quality television adaptations, including 

The Last of the Belles (1974), Bernice Bobs Her Hair (1976), and Under the Biltmore 

Clock (1986). Also during these decades, The Great Gatsby, as well as many of 

Fitzgerald's short stories, became staples in the high school literature classroom, ensuring 

his literary reputation to another generation of readers. The combination of continued 

filmmaker and educator interest in the second half of the twentieth century finally 

allowed Fitzgerald to achieve what he had sought most during life: assurance not only of 

transitory pop culture celebrity status, but also lasting literary immortality. 

The millennium ushered in a second wave of Fitzgerald revival through cinema. 

Beginning in 2000, with an A&E adaption of The Great Gatsby starring Mira Sorvino as 

Daisy, filmmakers returned for another, deeper examination of Fitzgerald's texts. Yet, the 

highest point so far of Fitzgerald's latest reincarnation as an adaptable writer came in 

2008, with David Fincher's much-lauded picture, The Curious Case of Benjamin Button. 

Assisted by the draw of its stars, Brad Pitt and Cate Blanchett, the film topped the 

Christmas box office and was quickly released on a Criterion Collection DVD, signifying 

the film's cultural significance. By seeing Brad Pitt age backwards, audience members 

could mentally preserve the romance of his strikingly handsome good looks. Through 
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transference of Pitt's image to popular Fitzgerald lore, audiences were invited to 

recapture the glamour and excitement of Fitzgerald in his first flush of fame, all while 

relating both to their own reminiscences of youth. Although some critics dismissed 

Benjamin Button as too sentimental, most praised the film for what it was: a story not 

only of a man who aged backwards, but also a documentation of how Americans want 

their celebrities frozen in time at their peaks of physical beauty and creativity. In sum, 

David Fincher's adaptation of "Benjamin Button" allowed audiences to press pause on 

the iconic lives of Brad Pitt and Scott Fitzgerald, while simultaneously giving them time 

to rewind and reevaluate remembrances of their own pasts. 

The success of Benjamin Button prompted Entertainment Weekly to proclaim 

Fitzgerald their "Comeback of the Week" on January 16,2009, saying of his most recent 

revival, "His story is the basis for Benjamin Button, Baz Luhrmann may remake The 

Great Gatsby, and Keira Knightley is set to play doomed wife Zelda. Drink up, old sport 

— you're hot again!" (Vary). All of this press has done much in the past two years to 

rekindle interest in the author and his works; however, it has also attracted the interest of 

less conscientious filmmakers looking to cash in on Fitzgerald's sixty-years-in-the-

making overnight success. 

Richard Wolstencroft's independent adaptation of The Beautiful and Damned 

(2008), created during the same time that Hollywood was buzzing with anticipation over 

Fincher's production of Benjamin Button, is little more than pornography thinly disguised 

with bad acting and an almost complete departure from Fitzgerald's original storyline and 

dialogue. Wolstencroft's adaptation serves as a cautionary reminder that not all new 

attention for a long-dead author is positive or possessing of the potential to enhance a 
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literary reputation through film. Still, Wolstencroft's film is an anomaly. From industry 

accounts of projects in production, it appears that today's filmmakers are willing to assist 

in the cultivation and expansion of Fitzgerald's posthumous literary celebrity by probing 

the emotional depths of the man and his characters in ways more meaningful than 

Fitzgerald himself could have ever imagined. 

Now that the cycle of early fame, midlife fadeout, and late career/posthumous 

revival have been mapped out for Fitzgerald, it is easy to trace the same circular pattern 

in Hemingway's life and work. Since Hemingway's life lasted longer and was far more 

productive than Fitzgesald's, the ouroboric circle of Hemingway's career was larger in 

circumference. 

After the initial meeting in Paris, the divergent career paths of Fitzgerald and 

Hemingway caused their friendship to deteriorate from the 1930s onward. While 

Fitzgerald was writing magazine stories to stay financially solvent at the beginning of the 

Depression, Hemingway had domestic problems of his own. Hemingway's father, in debt 

and suffering from a variety of medical problems, committed suicide in November 1928. 

Left as the head of a household comprised mostly of females, Hemingway felt that he had 

to assume the role of patriarch. Hemingway threw himself into work on what would 

become his second major novel, A Farewell to Arms (1929). The book was a huge 

success and received an advance of $16,000 from Scribner's magazine for serialization. 

At the time, it was the largest advance ever paid by Scribner's (Baker 199). The money 

could not have come at a better time for Hemingway, because it allowed him to avoid the 

threat of financial ruin that plagued Fitzgerald during the early years of the Great 
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Depression and bought him the time that he needed further cultivate his public image by 

choosing his next major project carefully. 

Hemingway's next work, the non-fiction bullfighting manual Death in the 

Afternoon (1932), opened the eyes of his reading public to new insights about the 

author's personal interests. Although reviews and sales of Hemingway's bullfighting 

book were not as positive or significant as those for his earlier fiction, the work added the 

important persona of aficionado to Hemingway's growing list of personality traits. In the 

years following the publication of Death in the Afternoon, Hemingway would become a 

standard source of information on the sporting life for popular magazines, writing on 

topics ranging from fishing and boating to African big game hunting. These types of 

articles did much to ingratiate Hemingway to the sensibilities of male readers, who were 

looking for role models of manly behavior after suffering from the emasculation of losing 

their fortunes in the Great Crash of 1929. This idea of Hemingway as a man's man would 

persist throughout his career as a public writer. 

Although Hemingway was glad to supplement development of his persona as a 

sportsman with autobiographical non-fiction works, he remained reluctant to have his 

personal life portrayed by the motion picture business. Hemingway's distrust of the film 

industry grew after he saw Paramount's first adaptation of one of his works on screen, A 

Farewell to Arms (1932). Appalled by the studio's decision to change the ending, making 

it happy instead of tragic, Hemingway refused to remain silent as Paramount's promotion 

team attempted to attach largely bogus stories of his personal life to the film in hopes of 

attracting audiences intrigued by his lifestyle. Hemingway sent the following press 

release to Max Perkins as a counterattack: 
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Mr. Hemingway, who is a writer of fiction, states that if he was in Italy during a 
small part of the late war it was only because a man was notoriously less liable to 
be killed there than in France. He drove, or attempted to drive, an ambulance and 
engaged in minor camp following activities and was never involved in heroic 
action of any sort. Any sane person knows that writers do not knock out 
middleweight champions, unless the writer's name happens to be Gene Tunney. 
While Mr. Hemingway appreciates the publicity attempt to build him into a 
glamorous personality like Floyd Gibbons or Tom Mix's horse Tony, he 
deprecates it and asks the motion picture people to leave his private life alone. 

(qtd. in Baker 235) 

Despite the release of this disclaimer by Perkins on Hemingway's behalf, the public 

chose to believe Paramount's more exciting account of his exploits. From this point in his 

career onward, Hemingway would struggle with the personal dilemma of whether to 

correct erroneous accounts of his life that only served to enhance the reputation that he 

wanted to cultivate more accurately by himself, or to succumb to the publicity machine 

that would make him a household name. Ultimately, Hemingway would choose a middle 

path. If his personal life did not measure up to press hype, Hemingway would modify his 

behavior and writing to suit the image that his public expected of him. In short, the 

legend was made first, and the man would live up to it later. 

The next important step in creation of the Hemingway legend came in 1935, with 

the publication of his safari memoir, The Green Hills of Africa. Although Hemingway 

was optimistic about the book's potential for success, both financially and as an image 

enhancement, sales and critical reviews were disappointing. Before publication of his 

Africa book, Hemingway had told Max Perkins that it was "an absolutely true 

autobiography.. .presented with complete and admirable candor" and containing the "best 

writing he had ever done" in addition to possessing an "extra-dimensional quality" that 

Hemingway believed would finally set the record straight by separating his personal life 



66 

from his fiction (qtd. in Baker 275). Two of Hemingway's fictional short stories, written 

simultaneously out of material gathered on this same safari, were phenomenally 

successful. The first, "The Short Happy Life of Francis Macomber" (1936) was published 

for the first time in Cosmopolitan magazine, resulting in significant gains for 

Hemingway's female readership. The other, "The Snows of Kilimanjaro" (1936), 

appeared initially in Esquire magazine, and drew similar numbers of male readers. 

The publication of each of these stories was significant, albeit for different 

reasons. The success of "The Short Happy Life of Francis Macomber" proved that 

Hemingway's readers preferred to read fictionalized accounts loosely based in fact, and 

then speculate about his personal life, rather than reading the truth as Hemingway chose 

to tell it in genuine autobiographical texts such as The Green Hills of Africa. Further, it 

seemed that the only thing Hemingway's readership enjoyed more than speculation about 

his personal life was speculation about his personal life in conjunction with F. Scott 

Fitzgerald's. In "The Snows of Kilimanjaro," Hemingway's protagonist laments the loss 

of what might have been his writing career, remembering "poor Scott Fitzgerald" and 

"his romantic awe" of the rich as a "special glamorous race" (qtd. in Baker 290). 

Hemingway's inclusion of the Fitzgerald allusion was purposeful. 

Fitzgerald's series of Crack-Up essays had appeared in Esquire during February, 

March, and April 1936, during the time that Hemingway was preparing "Snows" for 

publication in Esquire's August issue. Hemingway was appalled at what he interpreted as 

Fitzgerald's public display of unmanly mental weakness. As Carlos Baker states, to 

Hemingway, "Scott seemed almost to be taking pride in his defeat" (283). Although he 

wrote Fitzgerald several letters that vacillated between admonishing his friend for writing 
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such blatantly confessional material and offering a sort of tough-love encouragement, 

Hemingway struck the final blow to his friendship with Fitzgerald by portraying him as a 

pathetic person in "Snows." 

Willing to be supported by the pity of his readers, but not that of his closest 

friends, Fitzgerald responded curtly to Hemingway after reading the unflattering 

reference, by writing: 

Dear Ernest: Please lay off me in print. If I choose to write de profundis 
sometimes it doesn't mean that I want friends praying aloud over my corpse. No 
doubt you meant it kindly, but it cost me a night's sleep. And when you 
incorporate it in a book would you mind cutting my name? It's a fine story - one 
of your best - even though the "poor Scott Fitzgerald, etc." rather spoiled it for 
me. (qtd. in Baker 290) 

Fitzgerald's politely worded response to Hemingway proved effective in at least one 

aspect. Hemingway removed the Fitzgerald reference in later collections that included 

"Snows." However, Hemingway's overstepping of the bounds of welcome criticism 

almost cost him Fitzgerald's friendship. The frequency of correspondence between the 

pair declined steadily after the publication of "Snows," suggesting that Fitzgerald was 

willing to forgive, but not forget, the slight. Among their extended circle of literary 

friends, what seemed to some like Hemingway's eagerness to scold Fitzgerald, when he 

was obviously suffering from depression, added perhaps the most unflattering aspect of 

Hemingway's public persona: the author as bully to other authors. 

To his credit, Fitzgerald's personal animosity towards Hemingway's inclination to 

reprimand him in fiction did not cause him to find fault with Hemingway's other 

professional endeavors. When the Hemingway-scripted, pro-Loyalist, Spanish Civil War 

propaganda film, The Spanish Earth (1937) appeared, Fitzgerald praised it heartily, 
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wiring Hemingway that "the picture was beyond praise and so was your attitude" (qtd. in 

Baker 316). However, Fitzgerald would have little to praise after an incident involving 

the critic Max Eastman demonstrated to the world what Fitzgerald already knew. By 

1937, Hemingway's personality had become so absorbed within his bravado-filled public 

persona that even the author himself could no longer tell the two apart. 

Four years earlier, Eastman had written a scathing review of Hemingway's book, 

Death in the Afternoon, titled "Bull in the Afternoon." In the review, Eastman not only 

disparaged the book, but also questioned Hemingway's public persona as a man's man, 

insinuating that it was all a ruse to cover up the author's impotency. Hemingway was 

understandably upset about the personal attack on his manhood; however, his reaction 

was excessive. After meeting Eastman by chance in Max Perkins's office, Hemingway 

bared his hairy chest to prove his manliness and shortly thereafter struck Eastman across 

the face with a book and wrestled him to the ground (Baker 317). Perkins had to separate 

the two men and Hemingway soon after found himself defending a lawsuit from 

Eastman. After hearing about the incident from Perkins, Fitzgerald responded with a 

sentiment that seemed to echo through America at the time: 

[Ernest has done] exactly the asinine thing that I knew he had it in him to do. The 
fact that he lost his temper only for a minute does not minimize the fact that he 
picked exactly the wrong minute to do it.. .He is living at the present in a world so 
entirely his own that it is impossible to help him, even if I felt close to him at the 
moment, which I don't. I like him so much, though, that I wince when anything 
happens to him, and I feel rather personally ashamed that it has been possible for 
imbeciles to dig at him and hurt him. (qtd. in Baker 318) 

Ironically, Fitzgerald's response to Perkins seems to reflect awareness that Hemingway 

violated the very code of behavior that Hemingway admonished Fitzgerald for breaking 

only a few months before. The Eastman incident was the first of many occurrences 
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during which Hemingway's own highly touted emotional wall of "grace under pressure" 

would show just as many cracks as the damaged plate in Fitzgerald's Crack-Up series 

metaphor. 

Here, the essential difference between the public personas of the two men later in 

their careers is shown in the comparison between Fitzgerald's Crack-Up essays and 

Hemingway's behavior during the Eastman incident. Fitzgerald chose to open up to his 

public, sharing his innermost insecurities in hopes of garnering sympathy, and later, fond 

remembrance. In contrast, Hemingway chose to keep his true emotions closed to the 

public. As a result, Hemingway's public image during the 1940s and 1950s would 

fossilize, creating a stagnant environment in which the author's personal life became 

almost a caricature that in turn stifled his ability to create complex characters that did not 

build upon this increasingly overwhelming persona. 

The first Hemingway novel to appear after the Eastman incident was To Have 

and Have Not (1937). Although public reception was strong, the novel was not critically 

acclaimed and Hemingway sold it off quickly to the movies, resulting in Howard 

Hawks's 1944 film adaptation of the same name. The film adaptation of To Have and 

Have Not nevertheless united for the first time the tough guy onscreen presence of 

Humphrey Bogart and the Hemingway code-hero of printed fiction. Bogart's portrayal of 

Harry Morgan would be echoed in almost every subsequent film portrayal of a male 

Hemingway lead. These depictions of Hemingway code heroes on film would become 

inextricably intertwined with the author's public persona. 

The visual image of Bogart onscreen, acting out a Hemingway text, at last gave 

the public what it had wanted from Hemingway since the beginning of his career: a 
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moving visual depiction of what it perceived to be genuine Hemingway-like behavior that 

could serve as a model for masculine behavior. This pressure to maintain a highly 

masculine persona would inhibit Hemingway's later novels, as he struggled to find ways 

of articulating characters often behaved outside the bounds of his own self-imposed 

genre. Although the novel upon which it was based is arguably stronger, the same film-

noirish, genre-heavy sensibility permeates the film adaptation of Hemingway's next 

work, For Whom the Bell Tolls (1943), as well as other Hemingway film adaptations that 

followed in the late 1940s and 1950s, such as The Killers (1946), the first remake of To 

Have and Have Not, titled The Breaking Point (1950), The Snows of Kilimanjaro (1952), 

the first remake of A Farewell to Arms (1957), and the second remake of To Have and 

Have Not, called The Gun Runners (1958). Each of these films featured a Hemingway 

code hero who reinforced the public perception of Hemingway as a tough guy. 

Of this group of adaptations made during the 1940s and 1950s, the two that did 

the most to add to the growing Hemingway legend were For Whom the Bell Tolls and 

The Gun Runners. In 1940, Hemingway sold the film rights to For Whom the Bell Tolls 

to Paramount for $136,000, setting a high price record for that time. However, 

Hemingway was not content to remain hands-off after seeing how much impact on his 

own personal image that the selection of Humphrey Bogart as lead actor had made in the 

success of To Have and Have Not. According to John Raeburn, Hemingway was very 

active in the casting decisions for the adaptation of Bell, and lobbied hard for his friend 

Gary Cooper to play the lead (104). It was also reported in Time magazine and in Louella 

Parsons's column "that Paramount was urging Hemingway himself to take a screen test 

for a part in the film, but nothing ever came of it" (Raeburn 104). The interest in 
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Hemingway's Hollywood associations continued to gain momentum during production of 

the film, with Life magazine running four stories on Hemingway's friendships with 

various stars, including Ingrid Bergman and Gary Cooper (Raeburn 105). The spread 

with Cooper, chronicling a hunting expedition that the two took together, was an 

especially meaningful addition to the Hemingway public persona, because it represented 

an intermixing of his new image as Hollywood's Hemingway with his already established 

sportsman's identity. 

Another Hemingway adaptation, The Gun Runners, starring WWII hero-turned-

actor Audie Murphy, performed a similar feat for Hemingway's public persona, blending 

his history as a war veteran with his new Hollywood fame. The attachment of Murphy, an 

American folk legend in his own right, to a Hemingway project was probably intended to 

cause audiences to remember Hemingway's own well-chronicled WWII exploits. 

Hemingway, who had eagerly participated as a correspondent for Collier's magazine in 

WWII, wrote numerous accounts of his activities for readers back home. However, as 

with his previous non-fiction efforts, it was the stories written about Hemingway by 

others that gained the most attention. The most popular of these accounts were 

Hemingway's fabled, but not factual, involvements in the Normandy invasion and his so-

called liberation of the Ritz Hotel in Paris. Although neither story was true, each 

contained enough credibility for those who wanted to believe in the mythology of 

Hemingway to accept both stories as factual. This new dimension of Hemingway as an 

indestructible hero of not only one, but two, world wars was added to his public image. 

Even though he had not released a new novel in almost ten years, by 1950 it 

seemed that Hemingway's place as America's preeminent author was solid. However, 
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Hemingway's next novel, Across the River and Into the Trees (1950), was a critical and 

commercial disaster. Although the book was not Hemingway's best, most scholars today 

argue that the overwhelmingly negative reactions to the book were based not on the text, 

but instead on general overexposure of the Hemingway persona in the public 

consciousness. As John Raeburn noted, "The violent reaction resulted from three factors: 

Hemingway's previous novel had been an overwhelming success, and it was ten years in 

the past; his public reputation attracted attention and strong antipathies as well as 

loyalties; Colonel Richard Cantwell, the hero, seemed to be only Hemingway under 

another name" (125). Also, the novel suffered from a greatly over-hyped publicity 

campaign from Scribners that was off-putting to even Hemingway's most loyal readers. 

The movie magazines were particularly vicious about the book, printing articles with 

titles such as "Is Poppa A Floppa?" in Night and Day, which generally declared that 

Hemingway's career was finished (Raeburn 129). However, after the expected round of 

anti-critic posturing, Hemingway must have decided that he was not ready to retire. 

Instead, the author set diligently to work, making over both his writing and his public 

image in an attempt to overcome this low point in the ouroboric cycle of his literary 

fame. 

That reworking of the Hemingway persona came with the publication of his next 

novel, The Old Man and the Sea (1952). The first major difference between this novel 

and Hemingway's others is the subject matter. Instead of the virile, white, militaristic, 

Hemingway code hero, the novel features an aging Cuban fisherman protagonist. Perhaps 

most startlingly absent is the presence of a typical Hemingway female love interest. 

Hemingway's choice to write against audience expectations in this novel was supported 
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by the publicity campaign surrounding it. The first publication of The Old Man and the 

Sea was not through Scribners, but instead in one issue of Life magazine. Hemingway's 

reasoning for this choice was to insure that the price point of his latest work made it 

available to the widest market of readers (Baker 499). Gone was the increasingly elitist 

aura of Hemingway as an author who chronicled the lives and tastes of amorous, wealthy 

adventurers. In its place was a writer who seemed willing to reach out to his public with a 

simple tale about a man's struggle with life itself. 

The image of Hemingway's face on the cover of the Life issue that included the 

novel represented the biggest change in the author's persona of all. In past publicity 

campaigns, Hemingway was depicted in the most flattering light possible. Usually, his 

trim physique and grinning face were featured as he engaged in some outdoor activity 

that suggested youthful vitality. However, on this Life cover, a jowly, graying 

Hemingway stares solemnly, and somewhat sadly, straight into the camera. This was not 

a picture of Hemingway the soldier or lover who managed to attract four increasingly 

wealthy and attractive wives with his dashing lifestyle. Instead, this photo portrayed a 

man who had lived a full life, but who was now content to sit back and write about it in a 

fatherly way. Although he had used the nickname his whole life, from this Life 

photograph onward, Hemingway's public personality actually became Papa. 

The Nobel prize-winner, The Old Man and the Sea, and its subsequent 1958 film 

adaptation, reaffirmed Hemingway's status as America's writer and the choice of 

Hemingway's friend, Spencer Tracy, as Santiago cemented the author's reworked image 

in the public visual consciousness. Old Man would be the last major work Hemingway 

would publish during his lifetime. Two years after its release, Hemingway was on an 
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African safari when he was severely injured during two plane crashes on the same day. 

Although Hemingway kept a brave face, scoffing in public at premature obituaries 

published for him stateside, his health would severely deteriorate in the years following 

the crashes and reduce his writing output to a few short stories. 

Nevertheless, Hemingway's survival after the African plane crashes added one 

last characteristic to his public persona: invincibility. Journalist Robert Ruark's comment 

about Papa Hemingway's newly recognized indestructibility can be read as indicative of 

the pervading sentiment in America at the time. "The man is unkillable," Ruark stated, 

"He has been trying for years to polish himself off the hard way and never quite 

succeeds" (qtd. in Raeburn 146). However, even though the public seemed convinced of 

Hemingway's immortality, the author himself was less certain. Perhaps that is the reason 

he spent the remaining seven years of his life promoting the Ernest Hemingway persona, 

because the author realized at last that he was the character America wanted to read about 

most of all. 

Since his Hollywood heyday in the 1940s, Hemingway acknowledged the 

potential to promote his public image through men's magazines, which often featured 

articles on his most noted pastimes, such as hunting, fishing, boxing, and pursuit of 

women. From the mid-1950s onward, these men's magazines became the primary place 

where the Hemingway legend would be promoted. In his excellent recent book, All Man! 

Hemingway, 1950s Men's Magazines, and the Male Persona (2009), David M. Earle 

explains how Hemingway strategically used these magazines to solidify his personal 

legacy for the public. Often appearing in articles with pages facing pin-up girls, Earle 
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argues that Hemingway became a sort of pin-up himself during these years, as a role 

model for hearty, yet sophisticated, masculinity. 

Particularly, Earle cites an article written for the pulp magazine Bluebook in 1953 

by Jackson Burke, and titled "Ernest Hemingway - Muy Hombre!" as indicative of the 

mood set by such pieces. Describing the tone of the article, Earle writes, "a noticeably 

star-struck young reporter hunts down the author in Cuba - in this instance at the 

Floridita Bar - becomes drinking buddies and fast friends and relates the 'inside scoop' 

on the famous author to the reader" (51). Earle's impression of Burke's article was 

correct. Burke opened with a pull-out quote, which demonstrated his awareness of the 

often-complicated Hemingway persona, saying "Whether you like him or not, you have 

to admit that 'Papa' Hemingway is a terrific hunk of man. And a terrific hunk of writer. 

Witness his recent Pulitzer Prize" (rpt. in Earle 52). Over the course of the article, 

Hemingway seemed very loquacious and engaging, discussing writing, hunting, drinking, 

bullfighting, war, politics, the allure of Cuban women, and his own publicity in Life 

magazine. 

However, Burke was careful to inform his readers near the end of the article that 

Hemingway was no empty braggart, stating plainly, "Hemingway is a modest man. Not 

backward, just modest. For example, he does not boast; he just tells the facts. It's hard for 

him to explain himself except in the simplest terms" (rpt. in Earle 58). The implication in 

Burke's statement was that, when Hemingway simply told the truth about his amazing 

life, it only seemed like bragging to the average person. The suggestion, of course, was 

that this sort of undeniable awesomeness was the very reason men should revere 

Hemingway as a model of masculinity. Regardless of whether Burke's inference was 



76 

wise or not, it appears to have been the mindset adopted by the readers of men's 

magazines during the 1950s. Hemingway encouraged it until the end of his life. 

With all the braggadocio that Hemingway exuded in his later public interviews, it 

is no wonder that his audiences were initially denied knowledge of his death by suicide in 

1961. After all, as John Raeburn noted, "The public Hemingway knew just what to do 

and how to do it and what to feel about it; and rather than need counsel, he could teach 

others" (203). However, in the days and weeks following his death, as it became 

inevitable that the manner of his death would become public knowledge, Hemingway's 

heirs carefully began to release details about his failing health that made his death seem 

like a noble act, rather than a cowardly one. The spinning of Hemingway's suicide as the 

deliberate choice of a man who preferred a quick death to a slow one resonated positively 

with Hemingway's audiences, providing a sense of closure to the psychological 

relationship that many readers had with the author. 

In his Field and Stream column, Robert Ruark reprinted a letter from a fan that 

epitomized the public mourning of Hemingway. In his analysis of an anonymous letter 

from Ruark's article, John Raeburn commented on the unnamed man's statements, 

saying: 

the loss of Papa hit me much deeper [than a relative's]. Hemingway had given 
him the whole world allowing vicarious adventures to a man who had no real ones 
because he lacked the money and courage to pursue them. Hemingway had taught 
him a standard of manliness and given him the knowledge that men aren't made at 
Yale or Harvard, but at the end of a .303, fly rod, or behind a dirty red cape. (169) 

Perhaps this pressure to set an example for other men, more than anything else, was the 

ultimate cause of Hemingway's suicide. Hemingway had undergone numerous surgeries 


