
story. 

Further differentiation was done with the activities. For the vocabulary, we 

selected 18 words. We gave the choice of defining l 0/ 14/ l 8 for C/B/ A. In addition 

students were to select and define 6 other words of their choice. The final "mini" 

project was a characterization study of 1-2 characters. Stronger students generally 

opted for l medium character requiring 10 characterization passages. Others chose 

2 minor character for which they would find 5 passages for each. The inclusion 

class was required 6 passages of support. 

These three novel units have been modified to better address the differing abilities 

of our students. Many of these strategies are not new. What we have learned, 

though, is to be more aware of the ways to differentiate. 

It has been a trying time for us to break down some of our notions. We both like 

an on-task class. We are gradually becoming more comfortable with varying 

activities 

We've held quite firmly to the concept that students need to learn to read on their 

own. We've been willing to bend this to address varying student abilities. 

Finally, our daily activities, "mini-projects," and learning packets offer a variety 

of activities that can be differentiated. The choices often are left to the students. 

What we have found is that most students choose according to their abilities. The 

end result is often much better because they took ownership of the lesson. In 

addition, every unit has provided both visual, oral, and tactile activities. All students 

can find a way to communicate their understanding of the novel. 

Our hope is that you find an idea to try or encouragement to open up choices to 

students. The "silver lining" is that we've found more enjoyment and success in 

teaching the novel, and it hasn't been more work. 
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Claude C. Brew 

Hemingway's Other Ancient Mariner: 
Guilt and Expiation in The Denunda6on. 

n the more than twenty-five years since its first publication in book 

form, Hemingway's story of the Spanish Civil War "The Denunciation" 

has attracted little critical attention 1. Most of those who have considered 

the story are in general agreement on several matters, particularly that the story is 

autobiographical and confessional, concerned with Hemingway's personal, political, 

or artistic failures. Two of the first three writers to discuss the story upon its 

publication in 1969, Stephen Spender and Martin Light, see the story as related to 

"the controversy between Hemingway and Dos Passos" (Light 372); Spender 

describes it as "perhaps ... an object lesson to Dos Passos" (538)2. In an unpublished 

paper of 1984, William Watson develops this thesis more fully, and Paul Smith 

agrees that "there is a deep sense of shame at the heart of this fiction" (371 ). Others 

see the story as representing Hemingway's confession of guilt for havinf failed to 

support the Loyalist cause more actively during the Spanish Civil War . In 1979 

Jay Gertzman developed at length the thesis that the story is about "the behavior, 

function, and perspective proper to the writer as he moves in and observes the real 

world" (252), and both Julian and Paul Smith see the story as embodying 

Hemingway's confession of his failures in this respect as an artist. 

Almost all commentators on the story-with the notable exception of Jay 

Gertzman-equate Hemingway with his fictional narrator; nearly all, including 

Gertzman, find the narrator morally culpable in the act of denunciation on which 

the story turns and find his confessions to be ineffectual as attempts to expiate his 

guilt. Finally, while some see the story as concerned with moral issues, few pursue 

this theme in detail. Spender, identifying Hemingway with his narrator, is scornful, 

suggesting that The Denunciation may be "the most morally repugnant story ever 

written" (539), though it "is obviously a story with a moral, horrid as it is" (539). 

Gertzman sees the narrator as "morally flawed" and calls his confession a "pathetic 

atonement"; if the story has a moral, he suggests, it is something like "Good writers 

cannot shelter themselves from the world" (251 ). Angel Capellan is almost alone 

in seeing the narrator sympathetically, suggesting that the story is "a powerful 

presentation of a deep moral conflict" and that the narrator "becomes fully 

committed [to the Loyalist cause] when he cooperates with the waiter. .. and shares 

the responsibility of the denunciation" (249). 

In the discussion that follows, I will propose that, while many of the insights 

offered by previous commentators are helpful in understanding the story from a 

variety of perspectives, most treat "The Denunciation" less as a story than as a 

document in Hemingway's political, social, or artistic life. I will suggest that the 

story is illuminated if read as a story about the ways that morally conscious 

individuals attempt to deal with guilt. While I will not claim specific literary 
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influence, I believe the story can profitably be read against the backdrop of a moral 

fable such as Coleridge's Rime of the Ancient Mariner. 4 

As The Den1111ciatio11 opens, the narrator-whom, with Gertzman, I take to be 

distinct from the author who created him 5-sets a nostalgic tone by describing 

Chicote's bar in Madrid "in the old days," where "the good guys went," where 

"you did not talk politics," and where "the waiters were all pleasant" (Hemingway 

89). As the story unfolds we discover that the narrative present, the "now" of the 

story, is some time after May of 1938, when the yellow gin was finished and "the 

barrel whiskey has all been gone for many months"; in fact, "the good liquor is all 

gone," Chicote himself is long gone from Madrid, and the waiters are running the 

bar (90). We also learn that now it is not only "the good guys" who come to Chicote's, 

that politics has indeed made its way into "the best bar in Spain," and that sometimes 

the waiters do very unpleasant things. The narrator's reference early in the story to 

the butchered cow is a chilling foreshadowing of the changed times and of the fate 

of Delgado, who will be denounced, arrested, and summarily shot before the story 

ends. That the narrator opens the story in this way is important in that it signals 

from the beginning that this is to be a tale with a beginning ("the old days"), a 

middle (the events of that day in November of 1937 when Luis Delgado came to 

Madrid and Chicote's), and an end-at least an end of sorts (the "now" from which 

the narrator looks back on these events, relates them to us, and draws conclusions 

in an attempt to make sense of them). 
Similarly, Coleridge's ancient mariner draws various conclusions about his 

experience in an attempt to understand what happened to him: "I had done a hellish 

thing" (I. 91); "Sure my kind saint took pity on me,/ And I blessed [the water 

snakes) unaware" (II. 286-87); and, finally, 
He prayeth well, who loveth well 
Both man and bird and beast. 

He prayeth best, who loveth best 
All things both great and small; 
For the dear God who loveth us, 
He made and loveth all. (II. 612-17) 

The mariner and Coleridge have both been criticized for the allegedly 

oversimplified moral drawn in this passage, but others have argued that such 

conclusions are appropriate to the mariner, if insufficient to the reader, the poem's 

frame narrator, and to Coleridge. As the mariner's penance is incomplete, so is his 

understanding of the nature of his guilt and expiation. Hemingway's narrator, 

referred to in the story as "Mr. Emmunds" and "Enrique," also offers a variety of 

explanations, first for Delgado's behavior, and then for his own part in the 

denunciation and subsequent acts of confession. He suggests, for example, that 

had Delgado "come to Madrid a little later, he might have stayed away from 

[Chicote'sj and not gotten into that trouble [i.e., not been executed)" (90). Part of 

the time he considers Delgado "very brave and very foolish" (94); later he implies 
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that, an inveterate gambler, Delgado may have come out of an impulse to gamble 

for what he cannot afford to lose and out of bravado (96, 98); still later, he suspects 

that Delgado may be a spy (97); finally, he concludes that he went there because he 

was one of the "old clients ofChicote's [who] had a sort of feeling about the place" 

(100). 
The narrator is most uncertain, however, about his own motives. At one point, 

he explains his act of giving the waiter the telephone number of Seguridad 

headquarters and thus "the shortest cut to having Delgado arrested" as "one of 

those excesses of impartiality, righteousness, and Pontius Pilatry" (97). At this 

point the narrator seems unaware of the incongruousness of these three diverse 

motives: an excessive concern to be impartial, an impulse of righteous indignation, 

and an overt atterript to avoid taking responsibility for one's actions ("Pontius 

Pilatry"). Still more incongruously, he immediately ascribes his actions to still 

another motive: "the always dirty desire to see how people act under _an emotional 

conflict, that makes writers such attractive friends" (97). When he suggests that 

the waiter tell Delgado he was betrayed by Emmunds rather than by the waiter, he 

explains this as a desire to spare the waiter Delgado's enmity ("He hates me anyway 

by now for differences in politics") and as a concern to spare Delgado's feelings 

about the waiter and Chicote's ("He'd feel badly if he knew it was you.") (98). 

Still later, after he repeats his request to be identified to Delgado as the one who 

denounced him, the narrator still seems confused about his motives. While he 

expresses anger at Delgado for being such a fool, he also reaffirms that, despite 

their political differences, they had been friends; he again suggests that he acted 

out of concern for Delgado's feelings concerning the waiters at Chicote's, and he 

sums up his motivation as a small act of kindness worth doing ( 100). Perhaps, 

though, the most accurate and important explanation he offers for his action, he 

offers to Pepe: "It makes a difference" ( 100). 

Coleridge's mariner finds that his experience leaves him feeling 

Like one, that on a lonesome road 
Doth walk in fear and dread, 
And having once turned round walks on, 
And turns no more his head; 
Because he knows, a frightful fiend 
Doth close behind him tread. (II. 446-51) 

In this scene, the mariner reveals that his experience has been more than a simple 

moral lesson about, as Humphrey House once suggested, "the quite worthy desire 

to put out crumbs for the dicky-birds on a cold and frosty morning" (54). His 

experience has, rather, exposed him to a terrifying world that is both beyond reason 

and beyond his comprehension, a world from which he has returned, like all those 

who journey into the moral wilderness, profoundly changed. Hemingway's narrator, 

while he does not express the same degree of awe in the face of the irrational, is 

nevertheless as puzzled about the nature of his experience as is his friend John 

about the "oc-toe-pus" he encounters: 
I say I don't go down there any more. Then 

the man of the job says, "What's a matter with you John? 
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The oc-toe-pus is more afraid of you than you afraid of oc

toe-pus." So I say to him "Impossible!" (95) 

Unlike John, the narrator has not acted on the realization that "Is a plenty trouble 

always come, even if you do best to avoid" (97); he has, rather, plunged into the 

trouble by giving the waiter the telephone number. That the narrator still does not 

fully understand his experience is perhaps signalled most strongly by his settin_g 

out to tell his story again, to confess again-this time to the reader. Why it 1s 

necessary to retell the story "now," at some indeterminate time after May 1938, at 

least more than six months after the events of the story, is not explained, and may 

be no more explicable than the ancient mariner's choice of the wedding guest as 

someone who "must hear" his tale (I. 589). 
It is possible in response to this story to take the narrator's unsatisfactory 

explanations of his experience, his motives, and the "moral" of his tale as evidence 

that Hemingway saw the moral conflicts in human experience as no more than a 

"game," and to conclude that the narrator's lame attempts at confession are merely 

attempts to "buy a slice of direct guilt," or to "buy into the game," both of which 

have been suggested (J. Smith 16). Or one could conclude that Emmunds' 

explanation of his confession as out of concern for Delgado's opinion of the "be~t 

bar in Spain" is to be taken as Hemingway's explanation, and thus to see it 

as"maudlin ... a hideously inverted sentimentality" (Spender 540). For readers who 

dislike Hemingway or who accept the grotesquely distorted images of him and his 

work so often repeated in the popular press, these will be tempting conclusions. 

My experiences with other of Hemingway's works, however, lead me to su~pect 

that here, as in his own moral tale about an ancient mariner, he was after bigger 

fish. 
Hemingway's works repeatedly express his belief that life's crises come upon us 

unawares. In A Farewell to Arms, Catherine and Frederic Henry, that other guilty 

and confessing narrator, row across Lake Maggiore in what Frederic calls a 

"cheerful rain," but they are moving toward tragedy. In The Old Man and the Sea 

Santiago thinks he has only to sail home to Havana with his prize, but the sharks 

are gathering. In this story the narrator's friend John tells his company "Now is 

hokay. Now is all right. Now is nothing more to worry" (93), and then he and his 

companions are buried by a bomb. Delgado is laughing and gay, drinking a gin and 

tonic as the Seguridad forces pull up to Chicote's. And the narrator thinks that, 

having impulsively given the waiter the telephone number of Seguridad 

headquarters, he has safely placed the decision in other hands: "It is your problem" 

(93). As he soon realizes, however, he has involved himself inextricably in Delgado's 

fate, has become part of"the denunciation" toward which the story's title points as 

its central focus. 
Morally conscious individuals who commit immoral acts often expect to uncover 

a clear, cause-and-effect explanation for their behavior, but sometimes immorality 

is the result of simple thoughtlessness. Coleridge's mariner can ultimately find no 

other explanation for the act that sets in motion his tragedy than "With my crossbow/ 

I shot the Albatross" (II. 91-92). Hemingway's narrator tells the waiter, when he 

returns for the third time to ask whether or not he should denounce Delgado: "If 
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you wish to, go to the telephone and call this number. Write it down" (93). Does 

this act result from an "excess of impartiality"? from "righteousness'? from "Pontius 

Pilatry"? from "the always dirty desire [of a writer] to see how people act under an 

emotional conflict"? Is the narrator perhaps exasperated by the waiter's interruptions 

of his conversation with John, or by this intrusion of politics into Chicote's non

political tradition? Is he motivated by a secret desire to be the winner again to 

Delgado's loser, as in their previous gambling encounter? Is he motivated by 

commitment to the Loyalist cause and anger that Delgado came to Chicote's to do 

his "business" (presumably of spying for the fascists)? Does he want to prick 

Delgado's balloon of bravado? Any of these explanations is plausible and will find 

some support in the text. It is also possible that the narrator's act is no more rationally 

motivated than the mariner's shooting of the albatross, though its consequences 

are equally weighty. As in the case of the mariner, someone else pays for the 

narrator's act: Delgado pays with what he cannot afford to risk-his life. 

Finally, how are we to understand the narrator's two (three?) acts of confession? 

Do they merely represent a trivial sentimentality for a good bar and a tradition of 

merry conviviality among patrons and waiters, or does the acceptance of his share 

of responsibility for the denunciation truly make a difference-at least to the 

narrator? In February of 1939, a few months after publishing "The Denunciation," 

Hemingway referred for the first time in a letter to his own later fable about an 

ancient mariner6. In that story, Santiago confesses his guilt for the death of a friend

the fish (105, 110), an act that, like the confession of Coleridge's mariner to the 

hermit, precedes his return to human society. I suggest that in this story the narrator's 

attempts to confess do make a difference, not to Delgado nor to Chicote's reputation, 

but to the narrator, as the only proper response to the recognition of guilt. Some 

immoral acts-shooting albatrosses or denouncing one's friends 7 - cannot be 

undone. The only proper response for a morally conscious individual is the 

acknowledgement and confession of guilt. Perhaps in this repeated yet never 

completed act of expiation we denounce the thoughtless state that leads us to act

or speak-that which we can never undo or unsay. 

NOTES 

1 Paul Smith in A Reader's Guide to the Short Stories of Ernest 

Hemingway (Boston 1989) lists only eight secondary references, many of these 

very brief with respect to The De111111ciatio11. To these may be added Allen Josephs' 

essay in Beegel (Ann Arbor 1989) and a handful of even briefer comments in 

general discussions of Hemingway's work: e.g., by Angel Capellan (Ann Arbor 

1985). 

2 Dos Passos' friend and translator Jose Robles, while working as an 
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interpreter for the Loyalists, was arrested by security forces and, as Dos Passos 

eventually learned, executed in secret. Hemingway's role in this complex affair 

seems to have been both politically naive and insensitive of Dos Passos' feelings 

for his friend, and is credited with the final destruction of their friendship. Parallels 

between this affair and Hemingway's story, however, seem weak: the role of the 

writer-narrator in the story is not similar to that of either Hemingway or Dos Passos; 

no known act of denunciation led to Robles' arrest. Readings of the story as reflecting 

Hemingway's alleged sense of personal guilt or shame over his "denunciation" of 

Dos Passos in a later essay, Treachery in Aragon, seem to me to contribute little to 

our understanding of the story. 

3 See for example J. Smith, Spender, Light, Johnston, Josephs, and P. 

Smith. 

4 For a reading of The Old Man and the Sea similarly set against the 

backdrop of Coleridge's Rime, see Baker, Writer, 301-311. 

5 Here, as in other of Hemingway's works, interpretive distortion is 

introduced by the too easy assumption of identity between Hemingway and various 

of his characters or narrators. While he was long identified with Jake Barnes and 

Frederic Henry, with Harry and Wilson of The Snows of Kilimanjaro and The Short 

Happy Life of Francis Macomber, more recent commentators have shown that the 

differences between Hemingway and his fictional creations are usually more 

interesting and illuminating than the superficial similarities. See, for example, 

Gertzman's compelling discussion of The Denunciation or Virgil Hutton's expose 

of "the beautiful, red-faced Mr. Wilson." 

6 See Hemingway's letter to Maxwell Perkins of7 February 1939 (Letters 

479). 

7 Lest some of the ambiguity of this act be lost, it should be pointed out 

that nothing in the story questions the fact that Delgado has been fighting on the 

fascist side, or that he is very likely a spy. 

WORKS CITED 

Baker, Carlos, ed. Ernest Hemingway: Selected Letters, 1917-1961. New York: 

Scribner's, 1981. 
-. Hemingway: The Writer As Artist. Third edn. Princeton, NJ: Princeton UP, 

1963. 
Beegel, Susan F., ed. Hemingway's Neglected Short Fiction: New Perspectives. 

Ann Arbor: U.M.l. Research Press, 1989. 

32 

Benson, Jackson J., ed. The Short Stories of Ernest Hemingway: Critical Essays. 

Durham: Duke UP, 1975. 
Capellan, Angel. Hemingway and the Hispanic World. Ann Arbor: UMI Research 

Press, 1985. 
Coleridge, Samuel Taylor. The Rime of the Ancient Mariner. In The Norton 

Anthology of Poetry. Revised edition. Ed. Alexander W. Allison, et al. 

New York: Norton, 1975: 619-633. 

Gertzman, Jay A. Hemingway's Writer-Narrator in The Denunciation. 

'Research Studies 47 (December 1979): 244-52. 

Hemingway, Ernest. The Denunciation. The Fifth Column and Four Stories of 

the Spanish Civil War. New York: Scribner's, 1969: 89-100. 

-. The Old Man and the Sea. New York: Scribner's, 1952. 

House, Humphrey. The Ancient Mariner. In Twentieth Century Interpretations 

of The Rime of the Ancient Mariner: A Collection of Critical Essays. 

Ed James D. Boulger. Englewood Cliffs, NJ: Prentice-Hall, 1969. 

Hutton, Virgil. The Short Happy Life of Francis Macomber. The University Review, 

XXX (June 1964), 253-263. Reprinted in Benson, 239-250. 

Johnston, Kenneth G. Hemingway's 'The Denunciation': The Aloof American. 

Fitzgerald/Hemingway Annual (1979): 371-82. 

Josephs, Allen. Hemingway's Spanish Civil War Stories, or the Spanish Civil War 

as Reality. Hemingway's Neglected Short Fiction: New Perspectives. 

Ed. Susan F. Beegel. Ann Arbor: UMI Research Press, 1985, 313-327. 

Light, Martin. Of Wasteful Deaths: Hemingway's Stories about the Spanish War. 

In Benson, 64-77. 
Smith, Julian. Christ Times Four: Hemingway's Unknown Spanish Civil War Stories. 

Arizona Quarterly 25 (Spring 1969): 5-17. 

Smith, Paul. A Reader's Guide to the Short Stories of Ernest Hemingway. 

Boston: G.K. Hall, 1989. 
Spender, Stephen. Writers and Revolutionaries. New York Review of Books, 25 

September 1969. Reprinted in Hemingway: The Critical Heritage. Ed. 

Jeffrey Meyers. London: Routledge & Kegan Paul, 1982, 537-540. 

Watson, William B. Hemingway's 'Denunciation '-A Final Gesture to Dos Passos. 

Unpublished paper presented at the Third International Hemingway 

Conference, Madrid, June 1984, 1-14. (Summarized in P. Smith, 369, 

371) 

:n 




