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Ours was a generation grown up to find
all gods dead, all wars fought, all faiths in man shaken. F. Scott Fitzgerald

You are all a Lost Generation. – Ezra Pound

Author: 

Most contemporary readers know the rudiments of Ernest Hemingway's life: He worked as a journalist at the Kansas City Star, from which he learned his simple, terse, hard style. He was wounded in World War I, fell in love with a nurse in the hospital while recovering from his wounds, and turned that series of events into A Farewell to Arms (1929). He lived in Paris in the 1920s, hanging out with Gertrude Stein and other literary and artistic figures, and he turned those years into a number of stories in addition to the posthumously published memoir A Moveable Feast (1964). When in Europe he loved to go to Pamplona, Spain to watch the bullfights, and he turned one of those trips into The Sun Also Rises (1926). He was a correspondent during both the Spanish Civil War and World War II, and turned the first of those experiences into For Whom the Bell Tolls (1940). He lived at Key West and in Cuba, and turned his fishing days from that time into The Old Man and the Sea (1952), for which he won the Pulitzer Prize. He won the Nobel Prize for Literature in 1954. Over the course of his life he married four times, drank a lot, took a few hunting trips to Africa, and killed himself with a shotgun in 1961. 

Born in 1899 in Oak Park, Illinois, Hemingway was raised in a substantial seven bedroom home by a strong and musically talented mother and a doctor father with the depressive tendencies Hemingway would inherit. This was a time of enormous transition for America — during his youth his father drove a buggy and then a Ford automobile on his rounds. Every summer the family migrated to their cottage on Walloon Lake in northern Michigan, where Hemingway learned to handle himself about the woods and lake. 

In 1917, after graduating from high school, Hemingway moved to Kansas City and worked on the Star, but eager to join the war effort he volunteered to serve as an ambulance driver for the American Red Cross. In Europe six weeks, he was blown up on the Italian front by an Austrian trench mortar. His love for his Milan hospital nurse, Agnes Von Kurowsky, was not reciprocated. 

Back in the States, he worked for a couple of papers and then married his first wife, Hadley Richardson, some eight years his senior. The couple moved to Paris, where his writing career was established and their first child was conceived. He also began his affair with Pauline Pfeiffer, who would become his second wife. They would live in Key West, Wyoming, and even her parents' home in Arkansas. At Key West he started an affair with Martha Gellhorn, who would become his third wife. Gellhorn, a writer also, helped Hemingway establish a home in Cuba, the Finca Vigia. The couple traveled to cover the Spanish Civil War; Hemingway participated in creating and did the voiceover for the propaganda film The Spanish Earth. 

During World War II, Hemingway toured the Gulf of Mexico hunting German submarines. He later landed a correspondence assignment, and in that role witnessed the Normandy invasion, the liberation of Paris, and the march across France and into Germany. During the war he abandoned Gellhorn for the woman who would become his fourth and final wife, Mary Welsh Monks. 

He and Mary lived in Italy, Cuba, and Idaho, and they traveled extensively, including hunting trips to Africa. Starting roughly in 1955, Hemingway's fits of depression increased in frequency and intensity. Eventually he underwent electro-shock therapy at the Mayo Clinic. On July 2, 1961, in his Ketchum Idaho home, he killed himself with a gun, as his father had before him. 

Works not already mentioned include In Our Time (1925), The Torrents of Spring (1926), Men Without Women (1927), The Dangerous Summer (1932), Winner Take Nothing (1933), Green Hills of Africa (1935), To Have and Have Not (1937), Across the River and Into the Trees (1950), Islands in the Stream, and the posthumous Garden of Eden (1986) and True at First Light (1999). 

Summary: 

Set in 1925, Hemingway's first novel begins in Paris with the introduction of a number of characters, including three of its major characters: Jake Barnes, Robert Cohn, and Lady Brett Ashley. Jake, the first-person narrator, was a pilot during the war and suffered an injury that has left him sexually incapable (though, painfully, not without sexual desire). He now works as a newspaper man. Robert Cohn is a novelist working on his second book and breaking his relationship with Frances, the woman who wants to marry him. When he meets Lady Brett Ashley, he falls instantly in love. Brett lost her true love during the war; she's currently waiting for her divorce to finalize so she can remarry. She and Jake love one another deeply, it seems, but can do nothing about it because of his wound. 

In Part II, Jake, Robert, and another Paris compatriot, Bill Gorton, head to Spain where they will meet Brett and her fiancé, Mike Campbell, for the annual bullfights at the San Fermin festival in Pamplona. When Brett and Mike are delayed in San Sebastian, Jake and Bill decide to travel to Burguete for a few days of fishing. Robert stays behind to wait for the others. We also learn that Brett and Robert had earlier taken a trip to San Sebastian together. 

In Pamplona for the festival and the bullfights, the assembled group — Jake, Robert, Brett, Mike, and Bill — becomes torn apart by internal tensions. Robert cannot keep away from Brett, cannot keep his eyes off her, even in the presence of her fiancé. This behavior annoys everyone, Mike the fiancé especially. His insults to Robert are particularly brutal. Meanwhile the group takes trips to the various bullfighting events. The most surprising turn for everyone appears in the form of Pedro Romero, the nineteen year old bullfighter of magnificent talent and good looks. Brett falls in love with him, and has an affair with him. An enraged Robert beats the bullfighter fairly significantly, though not enough to prevent him from performing in the ring. 

Robert flees Pamplona, and the others suspect he has returned to Paris and to Frances. Brett leaves with Pedro Romero. In Part III, Jake spends a few days alone, swimming and relaxing, in San Sebastian. He receives a note from Brett that she's in trouble, and needs him to meet her in Madrid. He goes, meets her, and learns she ended her relationship with the young bullfighter in order not to ruin his career. She's also broke. In the final scene, Jake and Brett ride through the streets of Madrid in a cab, Brett speculating on what "a damned good time" they could have had together. Jake retorts, "Isn't it pretty to think so?" 

Questions: 
While answers are provided, there is no presumption that you have been given the last word. Readers bring their own personalities to the books that they are examining. What is obvious and compelling to one reader may be invisible to the next. The questions that have been selected provide one reasonable access to the text; the answers are intended to give you examples of what a reflective reader might think. The variety of possible answers is one of the reasons we find book discussions such a rewarding activity. 

What aspects of this novel are autobiographical? 
A roman à clef ("key novel") is essentially a memoir thinly disguised as fiction — in its purest form, only its character and perhaps place names are changed. The Sun Also Rises since its publication has been read as a roman à clef. Hemingway's expatriate compatriots immediately recognized the people he fictionalized, and those who went to Pamplona with him and Hadley in July 1925 read in the book much of their experiences on that trip. Duff Twysden became Lady Brett Ashley, Harold Loeb became Robert Cohn, Pat Guthrie became Mike Campbell (Duff/Brett's fiancé), Cayetano Ordonez became Pedro Romero, Don Stewart and Bill Smith became Bill Gorton, and Hemingway himself became Jake Barnes. Like Brett and Robert, Duff and Harold took a trip together to a coastal resort, and during the Pamplona festival Harold couldn't take his eyes off Duff even in front of her fiancé, Pat Guthrie — again, much like the situation among Brett, Robert, and Mike in the novel. Indeed in the first draft of the novel, Hemingway used actual names for the first thirty-two pages. 

But the roman à clef form rarely makes for a great literary work; Hemingway's artistic genius, in this novel and others, is what he called "inventing from experience," or imaginatively transforming the actualities of one's life into something else, something other, something artistically complex, unified, and significant. Perhaps the two most obvious changes are the absence of Hadley as a fictional character and Jake's war wound. One "autobiographical" explanation is that the only reason Hemingway did not sleep with Duff was because of his marriage; instead, she sleeps with the available Harold. In the novel Hemingway's incapacitating marital status becomes Jake's incapacitating war wound, and his great envy of Harold Loeb becomes the acrimonious characterization of Robert Cohn. 

So what makes the novel more than a roman à clef? 

To read The Sun Also Rises solely as roman à clef does not do justice to Hemingway's artistry. Ernest Hemingway is not Jake Barnes, and does not suffer the war wound that is the central fact of the novel. Hemingway never directly tells the reader the nature of the wound; it's not uncommon for readers finish the book not having figured it out. He never directly tells the reader about the wound because Jake, the first-person teller of the story, avoids at all costs directly thinking about it. Yet the wound informs every scene, every conversation. The other characters know about it, and the tension is palpable on every page. Jake fills his life with drink and distraction for a very understandable reason. At one point Jake says to Brett, "Besides, what happened to me is supposed to be funny. I never think about it" (p. 35). Hemingway takes advantage of the potential for humor — if dark and bleak humor — throughout the novel. On the train to Spain, for example, Jake and Bill encounter a group of pilgrims on the way to Lourdes. At Lourdes, the Virgin Mary had appeared to Bernadette, whom the Pope canonized in June of 1925, the month before the San Fermin festival depicted in the novel. Over the course of that summer, thousands of pilgrims made their way to Lourdes, famous for its miraculous healing waters. Crutches, canes, and other instruments of the physically handicapped lay about the shrine, testaments to its curative powers. What wry humor for Jake the incurable to cross paths with these hopefuls! 

Moreover, Jake crosses paths with these pilgrims on his way to the San Fermin bullfights. The true origin of bullfighting is not known, though most scholars of the subject believe that the festival evolved from ancient fertility rites. Again, the dark humor of the impotent Jake's spending his vacation in a place and at an event deeply connected with fertility should bring us a pained smile. Hemingway evokes the old pagan rites in a festival scene involving Brett: "Some dancers formed a circle around Brett and started to Dance. They wore big wreaths of white garlics around their necks. […] They were all chanting. Brett wanted to dance but they did not want her to. They wanted her as an image to dance around. […] They had Brett seated on a wine-cask. […] They had hung a wreath of garlics around her neck" (p. 159-160). Brett becomes the emblem of the fertility festival as Jake, in love with her and powerless to act upon it, watches from the bar. 

Perhaps the funniest joke involves the steers used to placate the bulls. The steers (castrated bulls) in the pen calm the bulls down and "prevent the bulls from breaking their horns against the stone walls, or goring each other," sometimes by goring the steer. "It must be swell being a steer," says Bill Gorton (p. 138), and we readers know the steer in this situation is Jake Barnes. Later Robert Cohn, former boxing champion at Princeton, lays Jake out cold. 

Such touches fill the novel, characteristically without explanation. And that's another crucial element of the books artistry: the famous Hemingway style. 

How does this novel illustrate the famous 'Hemingway style'? 
For today's reader to grasp the revolutionary style of Hemingway's first novel requires some imaginative effort. American literature and much world literature has been profoundly influenced and shaped by this style, and looking back on the novel we have to suspend how we as readers have been trained to read for the past seventy-five years. Perhaps the ideal way to approach the novel's style would be to spend a year reading only nineteenth and early twentieth century novels — Herman Melville, Henry James, Edith Wharton — and then read The Sun Also Rises. 

First, a qualification: there's really no such thing as a single 'Hemingway style' that pervades all his work. Hemingway's style changed as he developed as a writer, and he also tried to match the style to the work — For Whom the Bell Tolls, for example, has a lyricism matching its epic ambition. 

The most prominent feature of The Sun Also Rises' style is its conversational tone. Even Jake's narration feels like we are listening to him telling us a story, or talking to himself. Here are two such passages: 

"Women made such swell friends. Awfully swell. In the first place, you had to be in love with a woman to have a basis of friendship. I had been having Brett for a friend. I had not been thinking about her side of it. I had been getting something for nothing. That only delayed the presentation of the bill. The bill always came. That was one of the swell things you could count on" (p. 152). 

"At a newspaper kiosque I bought a copy of the New York Herald and sat in a café to read it. It felt strange to be in France again. There was a safe, suburban feeling. I wished I had gone up to Paris with Bill, except that Paris would have meant more fiesta-ing. I was through with fiestas for a while. It was quiet in San Sebastian" (p. 236). 

The effect of this conversational style is twofold. First, it very much puts the reader in the scene, and makes the reader a participant in contrast to the way that expository narratives always keep the reader at a certain distance from the events. Second, it truly dramatizes the action, including the narrator's thoughts. We don't feel he is telling us the story years later, filtering it through memory and time, imposing meaning upon it; we instead trust that the language accurately conveys Jake's feelings and thoughts as they occurred. 

One technique for achieving this conversational tone is Hemingway's refusal to explain and provide context. During a break on their fishing trip, for example, when Bill and Jake discuss the death of Bryan (p. 126-127), we are never told whom they are talking about. Contemporary readers would likely have picked up on this person's identity, especially with the help of Bill's mocking speech: William Jennings Bryan, the famous fundamentalist orator who argued against the teaching of Darwin in the 1925 Scopes Monkey Trial. Hemingway neglects to identify Bryan further because his characters do not need any clarification. The name registers in their heads without their having to think about it; no further verbalization is necessary. We read exactly what occurs, nothing more. 

Another novelty and advantage to the novel's style is its refusal to impose a moral upon the reader. If there is a moral, readers must look at the facts and the language and construct it for themselves. In this too, reading the novel becomes more like living life, as we must figure out messages for ourselves — especially in a post-Darwin, post-Great War world, when the authority of religion and of government has been utterly undermined (the reference to the Scopes Monkey Trial signifies this new world). An author's authority is equally dubious, as this novel understands. 

So is there a moral to this tale? 
Contemporary reviewers had trouble here. While many praised the style and the honest and direct presentation of life painfully lived, many others found it morally bankrupt and without significance. One reviewer called it a book which, "like its characters, begins nowhere and ends in nothing." Another called the characters "vapid," as shallow "as the saucers in which they stack their daily emotion." Edwin Muir charged that the novel had no "artistic significance. We see the lives of a group of people laid bare, and we feel that it does not matter to us." Hemingway's own mother sent him a review that objected to the book's "sensationalism and triviality," and she added her own opinion: "It is a doubtful honor to produce one of the filthiest books of the year. What's the matter? Have you ceased to be interested in loyalty, nobility, honor and fineness of life?...surely you have other words in you vocabulary besides 'damn' and 'bitch' — every page fills me with a sick loathing." 

Indeed the characters' words and actions in this novel indicate almost no moral principles guiding them. Promiscuity, drunkenness, and belligerence seem the order of the day for this group representing what Gertrude Stein famously tagged "a lost generation." Jake's one articulated loyalty, to the bullfighting code, he breaks when he prepares the way for Brett to sleep with Pedro. The only other moral moment in the text belongs to Brett, when she gives up Pedro because she realizes the relationship would be bad for him. "I'm not going to be one of these bitches that ruins children," she tells Jake. "You know it makes one feel rather good deciding not to be a bitch. […] It's sort of what we have instead of God" (p. 247, 249). Some readers find her decision admirable and promising; others see it as a depressing commentary on the lost generation, whose hope for feeling good and finding salvation is not in turning to God but in deciding not to be a bitch. 

The real question, then, might be whether the novel envies or condemns the characters for their free spirits and dissolution. In stark contrast to conventional plotlines, this one does not show any character development or growth — at the end they are where they were in the beginning. Robert is back with Frances, Jake is alone, and Brett is again going to marry Mike, a man she doesn't really love. It's a bleak picture, and in all likelihood Hemingway did not write about the chaos of Pamplona and these peoples' lives so that his readers would want to go there and become them; rather, he wanted merely to dramatize their predicament, to show the world what one small part of it had become. Just because Brett is promiscuous and several of the characters drink excessively does not mean that Hemingway approves of their behavior. These are souls wounded by war, licking their wounds best they can. 

And there are signs of hope. Some readers find the novel's last line — "Isn't it pretty to think so?" — a long overdo recognition of reality by Jake (p. 251). No, he seems to tell Brett, we wouldn't have had such a damned good time together; that idea is a fantasy encouraged by the fact that they can't be together at all. The major sign of hope is the second epigraph, from Ecclesiastes (and the source of the novel's title), which suggests that a new day, a new generation, will come, that this moment of moral lostness is just part of the natural cycle. 

Does any character in the novel serve as a Hemingway "code hero"? 
The idea of the Hemingway code hero is an invention of mid-century critics that was subsequently drilled into generation after generation of high school students. Loosely defined, the code hero is someone who exhibits grace under pressure, who does not violate his own rules of behavior, and who faces death or certain failure with grandeur, dignity, and a fight to the end. Think of Santiago in The Old Man and the Sea. 

The only character in The Sun Also Rises who might qualify as a code hero is the young bullfighter, Pedro Romero. Pedro refuses to compromise his craft. He does not, as Belmonte does, arrange to face the less dangerous bulls. Nor does he employ theatrics to communicate danger and vulnerability that he does not actually risk. Instead, he always held himself "straight and pure and natural in line," he delivered "real emotion" instead of "a fake emotional feeling" because he holds his line "through the maximum of exposure" to the bull's horns. Art, as Hemingway the writer knows, is about maximum exposure to danger, is about risking oneself in a very public way. 

The problem with Pedro as a code hero is, first, that he breaks his own code. He speaks English, which he isn't supposed to do, and he sleeps with Brett, risking his career for an English woman. The second problem with considering Pedro as our code hero is that, as a character, he's really only two-dimensional. We do not see much of him, and at nineteen he's hardly even fully realized as a person. He might sometimes serve as an emblem, but we cannot hold him up as a model on which to pattern our own lives. His code heroism is finally limited to a very small space, the bull ring, and for the very limited period of time of the fight. 

Who is the novel's protagonist? 
The first handwritten draft of the novel begins: "I saw him for the first time in his room in the Hotel Quintana in Pamplona. We met Quintana on the stairs as Bill and I were comeing [sic] up to the room to get the wine bag to take to the bull fight. 'Come on,' said Quintana. 'Would you like to meet Nino de la Palma?'" A little later Quintana is renamed Montoya, and Nino de la Palma is renamed Pedro Romero. This version establishes the focus on the bullfighter and his relationships with the narrator and the woman who would eventually be named Lady Brett Ashley. In a later typescript version, the novel begins: "This is a novel about a lady. Her name is Lady Ashley and when the story begins she is living in Paris and it is Spring. […] Lady Ashley was born Elizabeth Brett Murray. Her title came from her second husband." Finally, the published version begins: "Robert Cohn was once middleweight champion of Princeton" (p. 11). 

It might appear that throughout the writing process Hemingway never quite figured out who he wanted for his novel's protagonist. One answer might be that he didn't want any one character to bear that responsibility. His protagonist would be the lost generation itself as represented by this motley group of expatriate souls. Jake might serve as the narrator, but like any good memoir, this fictional memoir concerns the others as much as is does the writer. One advantage to this method is its conscious violation of reader expectation. Hemingway's readers had been trained (as he had) to read fiction with a single and usually male protagonist; by defying this literary convention, Hemingway ushers in a new era, a new way of reading and approaching literature. He demands that we pay attention to what he's doing. The era he wants to depict is unfamiliar and unsettling, and his novel must make his readers share some sense of the characters' disorientation. The old rules no longer obtain. 

Another way of interpreting the issue of the novel's protagonist is to name Jake Barnes as the protagonist. Careful readers of The Great Gatsby, which Hemingway admired enormously when it appeared in 1925, recognized the narrator, Nick Carraway and not Jay Gatsby, as the novel's protagonist. Similarly, regardless of what other character Hemingway describes in his opening passage, the one who does the describing remains constant. 

If we regard the other characters as to some extent moving on with their post-Pamplona lives, with Robert and Brett taking back up with Frances and Mike respectively and getting on, Jake goes nowhere. In Paris in Part I we see him in a taxi riding with a prostitute and also with Brett, both of whom he's helpless to do anything with. He also walks alone past a statue of Marshal Ney waving his sword. In the book's last scene we see him in Madrid in a taxi with Brett again, riding past a policeman waving his baton. The phallic nature of sword and baton, and their contrast with Jake's phallus, are obvious. "Oh, Give them Irony and Give them Pity," sings Bill Gorton, informing Jake the aspiring novelist what New York publishers want, and what Ernest Hemingway delivers. His drinking, the friends he chooses, the trips he takes, and the devotion to his work, are all central to the novel, and can be construed as his lifelong pursuit of distraction. 

Jake's role as narrator and his job as newspaper reporter are also appropriate given his condition: he is destined to be an observer and a witness, never a participant in the cycle of generations (and perhaps the epigraph and title are themselves ironic?). Furthermore, the novel's conversational style, and Jake's paying attention to all the small details of his days, also reflects his war wound. Hemingway's innovations aside, the style has thematic significance. Jake deals with his condition by refusing to think about it, by filling his mind with everything, with anything, else, and we readers get to read about it all. 

One detail with which Jake fills his mind is money. Why all the talk about money and bills? 
Yes, money and bills frequently constitute the details of day-to-day living, so it makes sense that Jake talks about them as much as he does. But Hemingway also believed in finding his symbols in ordinary objects that surface during the writing, and in this novel money does just that. 

Hemingway uses monetary value to comment upon higher kinds of value. The positive note here is his observation that festival-goers to Pamplona must "make their shifting in values gradually. They could not start paying café prices. They got their money's worth in the wine-shops" (p. 156). Everyone shifts their values when they attend San Fermin — we should not, in other words, presume the values, morals, and behavior exhibited during the festival as the norm for everyday life. 

The negative note comes later, in one of the novel's most cynical passages: 

"The waiter seemed a little offended about the flowers of the Pyrenees, so I overtipped him. That made him happy. It felt comfortable to be in a country where it is so simple to make people happy. […] Everything is on such a clear financial basis in France. It is the simplest country to live in. No one makes things complicated by becoming your friend for any obscure reason. If you want people to like you you have only to spend a little money. I spent a little money and the waiter liked me. He appreciated my valuable qualities. He would be glad to see me back. […] It would be a sincere liking because it would have a sound basis" (p. 237). 

Hemingway isn't really talking about France, of course. He's talking more generally about the post-Darwin, post-war world in which money seems to be the only thing with an agreed-upon value, and the only thing people understand anymore. He's also talking about the United States. In the 1920s, the U.S. was undergoing a post-war economic boom which, like the post-Cold War 1990s, celebrated the almighty dollar as society's major indicator of individual worth, as best personified by Fitzgerald's Jay Gatsby. 

What else does the novel tell us about the era in which it was written and takes place? 
Despite the criticism of the novel's dissolution, the promiscuity and drinking are very much a sign of the times. Scholars of wartime social history have documented extensively the loosening of sex and gender mores during the war which persisted afterward. Women hit the workforce, became nurses and went to the front, and their entry into the man's world brought about imitations of men's fashion and lifestyle. Lady Brett Ashley depicts just such a new woman, wearing her hair short, wearing pants, traveling alone, and sleeping around. Young men had already been killed, wounded, and otherwise emasculated by war; the independent new woman threatened to emasculate him in an altogether different way. Imagine Hemingway's mother's reaction if he had explored the homosexuality that came with this new mood. In a recent article in City Journal (Winter 2002), James Q. Wilson remarks that "Had it not been for a time-out imposed by the Great Depression and the Second World War, we would no longer be referring the '60s as an era of self-indulgence; we would be talking about the legacy of the '20s." Paris in the '20s was also the hub of easy divorces. 

Drinking played a role too, though it was complicated by Prohibition. One reason for the flock of expatriates and tourists to Europe in the early and mid-twenties was due to Prohibition and its concomitant squashing of homeland fun — Hemingway's novel captures this reason for Americans going overseas. And in the U.S., alcohol use (and abuse) hardly disappeared; the hypocrisy of Prohibition, and of reviews critical of drinking in fiction, did not escape his notice. War-torn Europe was also much less expensive for dollar-rich Americans who wanted to travel or live there; Paris attracted the expatriate artist not just because it was Paris, but because the dollar went a long way for people who would rather write and paint than work. In the novel we learn almost nothing about French culture because so many Americans lived in and traveled to Paris that one didn't even need to speak French to get along. 

The drinking and promiscuity were also, however, symptoms of larger cultural problems. We've already discussed this era as post-war and post-God, and we should recall the many churches and chapels Jake sees and visits, and the spiritual want he clearly feels. The Great War introduced total warfare to the world as it ushered in the bloodiest century on record. The idea of nationalism which had motivated the war for many of the lost generation had shown its worthlessness. Words like king and country had become obscenities. Even worse, most of Hemingway's generation knew that the war had solved nothing and another would have to be fought. 

Racism too ran rampant across the United States, targeting Jews and Catholics as well as blacks — the Jewish Robert Cohn and the Catholic Jake Barnes might have found France and Spain more hospitable than the U.S. (and they might have more in common than Jake cares to admit). It was hard not to associate anti-Semitism with the wealth and technology of the U.S. when Henry Ford was so publicly anti-Semitic that Adolph Hitler had a picture of him in his office. 

It only makes sense that existentialism arose out of this climate; it only makes sense that the characters of The Sun Also Rises sought constant distraction without moral consideration from a world that T.S. Eliot dubbed the waste land. 

Novelist from Ebsco Database Services

What is the Lost Generation?

	


Seeking the bohemian lifestyle and rejecting the values of American materialism, a number of intellectuals, poets, artists and writers fled to France in the post World War I years. Paris was the center of it all. 

American poet Gertrude Stein actually coined the expression "lost generation." Speaking to Ernest Hemingway, she said, "you are all a lost generation." The term stuck and the mystique surrounding these individuals continues to fascinate us. 

Full of youthful idealism, these individuals sought the meaning of life, drank excessively, had love affairs and created some of the finest American literature to date. 

There were many literary artists involved in the groups known as the Lost Generation. The three best known are F. Scott Fitzgerald, Ernest Hemingway and John Dos Passos. Others usually included among the list are: Sherwood Anderson, Kay Boyle, Hart Crane, Ford Maddox Ford and Zelda Fitzgerald. 

Ernest Hemingway was the Lost Generation's leader in the adaptation of the naturalistic technique in the novel. Hemingway volunteered to fight with the Italians in World War I and his Midwestern American ignorance was shattered during the resounding defeat of the Italians by the Central Powers at Caporetto. Newspapers of the time reported Hemingway, with dozens of pieces of shrapnel in his legs, had heroically carried another man out. That episode even made the newsreels in America. These war time experiences laid the groundwork of his novel, A Farewell to Arms (1929). Another of his books, The Sun Also Rises (1926) was a naturalistic and shocking expression of post-war disillusionment. 

John Dos Passos had also seen the brutality of the war and questioned the meaning of contemporary life. His novel Manhatten Transfer reveals the extent of his pessimism as he indicated the hopeless futility of life in an American city. 

F. Scott Fitzgerald is remembered as the portrayer of the spirit of the Jazz age. Though not strictly speaking an expatriate, he roamed Europe and visited North Africa, but returned to the US occasionally. Fitzgerald had at least two addresses in Paris between 1928 and 1930. He fulfilled the role of chronicler of the prohibition era. 

His first novel, This Side of Paradise became a best-seller. But when first published, The Great Gatsby on the other hand, sold only 25,000 copies. The free spirited Fitzgerald, certain it would be a big hit, blew the publisher's advance money leasing a villa in Cannes. In the end, he owed his publishers, Scribners, money. Fitzgerald's Gatsby is the story of a somewhat refined and wealthy bootlegger whose morality is contrasted with the hypocritical attitude of most of his acquaintances. Many literary critics consider Gatsby his best work. 

The impact of the war on the group of writers in the Lost Generation is aptly demonstrated by a passage from Fitzgerald's Tender is the Night (1933): 

"This land here cost twenty lives a foot that summer...See that little stream--we could walk to it in two minutes. It took the British a month to walk it--a whole empire walking very slowly, dying in front and pushing forward behind. And another empire walked very slowly backward a few inches a day, leaving the dead like a million bloody rugs. No Europeans will ever do that again in this generation." 

The Lost Generation writers all gained prominence in 20th century literature. Their innovations challenged assumptions about writing and expression, and paved the way for subsequent generations of writers. 
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